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Ishodiste je
program, a
ne forma

9 Posljednjih dvadesetak godina arhitektonski tim Annette
Gigon i Mike Guyer uspio je osvojiti zapaZenu i ¢vrstu pozi-
ciju unutar plejade arhitekata njemacke Svicarske, od kojih
nekolicina predstavlja sam vrh dana3nje arhitekture. Premda
je njihov rad osloboden bilo kakve retorike ili narativnosti,
oni ne prihvacaju atribuciju koja ih smatra minimalistima.
Ni u pogledu metode projektiranja ne prihvacaju odluku
u korist forme a priori, jer svaki njihov projekt odreduju
specificni parametri ¢ijom analizom dolaze do odluka o
materijalnosti i morfologiji pojedinog objekta. U radovima
Gigon-Guyera bitan je ¢imbenik i kontekstualnost, no tu se
ne radi o materijalnom, ve¢ o kulturoloskom, mentalnom,
temporalnom kontekstu. Njihov doprinos suvremenoj
muzejskoj arhitekturi u smislu nespektakularnosti i tematske
preciznosti pokazuje se kao osobito znacajan.
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fotografije photographs by~ Georg Aerni (GA)
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Heinrich Helfenstein (HH)
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Program, Not
Form, Is the
Starting Point

9 During the past twenty years, the architectural team of
Annette Gigon and Mike Guyer has managed to win an
outstanding and firm position among the pleiad of architects
coming from the Swiss German region, some of whom are at the
very top of contemporary architecture. Although their work is
free of any rhetoric or narration, they refuse to be described as
minimalists. In the design process, they do not accept an a priori
decision on the form because every project of theirs is defined
by specific parameters whose analysis brings them to making
the decision on the materiality and morphology of a particular
object. Contextuality is also an important factor in the works of
Gigon-Guyer; however, this does not concern the material, but
the cultural, mental and temporal context. Their contribution
to contemporary museum architecture is especially important,
in the sense of their lack of extravagance and because of the
clearly defined topic.

Annette Gigon
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ORIs — Kad govorimo o fenomenu nove 3vicarske arhitekture,
treba re¢i da su od kraja 8o-ih godina proslog stolje¢a u fokus
interesa, djelomi¢no i u svjetskim razmjerima, dospjeli radovi
arhitekata kao $to su Peter Zumthor, Herzog&De Meuron,
Gigon Gyer, Diener Diener, Bearth Deplazes, Morger Degelo.
Biste li nam mogli nesto kazati o temeljima, pozadini, razlozima
tog fenomena, da i ne spominjemo ¢injenicu da je Corbusier
takoder bio Svicarac. Kako vidite svoju poziciju protagonista
tog fenomena? $ ANNETTE GIGON — Na scenu smo stupili
1984. godine, kada smo diplomirali. Ja sam pocela studirati
1979., aranije se gotovo uop¢e nisam bavila arhitekturom, nisam
potjecala iz obitelji arhitekata. Ali, da budemo to¢ni, vec i prije
80-ih godina je u Svicarskoj bilo zanimljivih arhitekata. Unutar
Tendenze, krajem 70-ih, pogetkom 8o-ih bilo je vrlo razlicitih
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ORIs — When we talk about the phenomenon of new Swiss
architecture, we need to say that since the 1980s, the works
of architects like Peter Zumthor, Herzog & de Meuron, Gigon-
Guyer, Diener & Diener, Bearth & Deplazes, Morger & Degelo
have come into the focus of interest, partially even at a global
level. Can you tell us something about the foundations,
background and reasons for this phenomenon, not to mention
the fact that le Corbusier was also Swiss. How do you see your
position as a protagonist of this phenomenon? 4 ANNETTE
GIGON — We entered the scene in 1984 when we graduated.
I started my studies in 1979 with no previous experience in
architecture, | didn’t come from a family of architects. But
to be precise, there were interesting Swiss architects even
before the 1980s. There were many different views within the
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pozicija — Reichlin, Reinhard, Snozzi te Botta, koji je bio ¢uven

i daleko izvan Svicarske.

ORIS — Upravo je to bio uvod u postmodernu. 4 ANNETTE
GIGON — | da i ne — Bruno Reichlin i Fabio Reinhard su dali

nadasve zanimljive priloge u smislu postmoderne, ali se

Botta ili Vacchini kao ni Snozzi ne mogu jednostavno pod-
vesti pod pojam postmoderne. Oni svi su bili i jesu zanimljivi

arhitekti.

ORIs —Znacajan je bio i Olgiati senior. 1ANNETTE
GIGON — Tada sam njegove radove percipirala tek usput —
fascinirali su me drugi, ali za kolege kao $to je Peter Markli,
kojeg vrlo cijenim, Olgiati senior bio je od velike vaznosti

— znacajna mu se Cinila njegova pozicija izmedu moderne i

tradicionalnih kuca regije Graubtinden. 9 Zapravo bih samo

htjela reci da je izmedu Corbusiera i ranije spomenutih bilo

dosta zanimljivih 3vicarskih arhitekata. Jo$ ranije imali smo

fenomen Max Billa, zatim ljudi koji su bili zastupnici novog

gradenja — Alfreda Rotha i Héfelija, Mosera, Steigera i mnoge

druge. Ali u trenutku kada sam ja pocela studirati, odusevio

me je Louis Kahn, a od Svicaraca Botta, pa Snozzi, a onda sam

relativno rano upoznala arhitekte biroa Herzog&De Meuron.
Negdje u pola mog studija procitala sam ¢lanak Martina

Steinmanna o njihovoj prvoj zgradi, Plavoj kuci. Tada sam radila

na seminarskom radu o materijalima i njihovoj otudenosti, pa
sam, vjerojatno 1982., obojicu posjetila u Baselu. Fascinirao

me je njihov koncepcionalni, takoder umjetnicki stav. 4 Ali

vase pitanje se odnosilo na fenomen 3vicarske arhitekture,
na pozadinu, na razloge zbog kojih danas postoji ta snazna

Svicarska arhitektura. Vidim vise moguénosti objasnjenja —
dakako, kao prvo tu su se talentirani, ambiciozni ljudi prih-
vatili ovog poziva. Drugi je razlog da u Svicarskoj postoji

interesantna, inteligentna arhitektonska kritika; u pocetku

je to bio Martin Steinmann, koji je tada pisao u stru¢nom

Casopisu Archithese. Ali mislim da je bilo vazno 3to je oko

1984./85. godine 3vicarski tisak, i to dnevni tisak, poceo

objavljivati tekstove o arhitekturi. Pokrenuo je to Loderer.
On je kao novinar radio za Tagesanzeiger te Setao gradom |

poceo luciti kvalitetno od nekvalitetnog. Uveo je neku vrstu

kriti¢kog diskursa u dnevni tisak. To je zatim prihvatio i Nzz
(Neue Ziircher Zeitung), pa su i te novine uskoro pocele pisati

i izvjeStavati o arhitekturi kao $to su to ve¢ ranije Cinile o

kazalistu, filmu ili literaturi - na feljtonisticki, verziran, ali i

dobronamjeran nacin. Kvaliteta izvjestavanja u medijima je

zaista bitna za percepciju arhitekture kao grane umjetnosti

koja je u najvecoj mjeri izlozena javnosti. 4 Mislim da postoji

jo¥ i tre¢i razlog. Naime, u Svicarskoj je obrtnistvo ve¢ dugo

bilo vrlo dobro. Tu inteligentni ljudi ne biraju samo akademska

ANNETTE GIGON, Intervju

Tendenza in the late 1970s and early 1980s — Reichlin, Reinhard,
Snozzi and Botta, who was well known even beyond Swiss
borders.

ORIS— That was the very introduction to Postmodernism.
9 ANNETTE GIGON — Yes and no. Bruno Reichlin and Fabio
Reinhard gave very interesting contributions in the sense of
Postmodernism, but Botta, Vacchini and Snozzi as well cannot
simply be subsumed under the term ‘Postmodernism’. They
were all, and still are, interesting architects.

ORIS — Olgiati senior was also important. $ANNETTE
GIGON — | wasn’t very much familiar with his works at
the time, | was fascinated by some other people, but to my
colleagues like Peter Markli, whom | appreciate, Olgiati senior
was of great importance — his position between modernism
and traditional houses of the Graubtinden region. 91 actually
wanted to say that there were a lot of interesting Swiss archi-
tects between le Corbusier and the ones | previously mentio-
ned. Even before we had the phenomenon of Max Bill, then
the people who represented the Neues Bauen (New Building)
— Alfred Roth and Hafeli, Moser, Steiger and many others. But
at the moment when | started my studies, | was fascinated
by Louis Kahn and Swiss architects like Botta and Snozzi, and
then, relatively early on, | found about Herzog & de Meuron.
Somewhere halfway through my studies, | read an article by
Martin Steinmann about their first building, the Blue House.
At the time | was preparing a paper on materials and their
alienation for my seminar, so | visited both these architects in

ANNETTE GIGON, Interview
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ve¢iobrtnicka zvanja. 4 Aonda je tu mozda i Cetvrti razlog—tu
zakonodavstvo u odnosu na izvodenje i odobravanje gradevnih
projekata nije pretjerano optereceno propisima kao u nekim
drugim zemljama. Manevarski prostor je dovoljno velik, pa je
moguce zajedno s obrtnicima razvijati dobra nova rjesenja.
ORIS — Teoreticari, dakako i kriticari koji imaju potrebu,
moZzda ¢ak i obavezu da na tom Sirokom polju umjetnosti
postavljaju neku vrstu putokaza su i vas pozicionirali. Na
primjer, Wilfried Wang je vas rad oznacio pojmom ‘Sarenog
minimalizma’. MoZete li to prihvatiti ili oko toga imate
dvojbe? 9 ANNETTE GIGON — Wang je pojmu minimalizam
pridodao — variegated, a to znaci 3arolik, mnogostruki, vise-
bojni. Variegated Minimalism predstavlja kontradikciju, para-
doks. Time je rekao da zapravo nismo minimalisti. Metoda
kategoriziranja nije dobra za razumijevanje nasih projekata.
Niti me zanima totalno perfektna, milimetarski precizna zgra-
da, niti se radi o tome da gradevina bude samo reducirana,
samo minimalisti¢ka. Naprotiv, kod svakog projekta imamo
konceptualni stav koji je uvijek razlicit, a to je za pisanje i
kategoriziranje iz perspektive povijesti umjetnosti otezavajuce,
no za nas to predstavlja i opasnost da propadnemo izmedu
dvije stolice. To je onda nas rizik.

ORIS — Mnogi od vasih najvaznijih projekata su muzeji,
mjesta na kojima se sakuplja, ¢uva, istrazuje, izlaze i posre-
duje. Arhitektura muzeja je, zapravo bas kao i umjetnost, u
posljednjih sto godina dozZivjela velike promjene. Razvoj u
smislu nalazenja sto neutralnijih prostora koji se prilagoduju
sve ve¢im dimenzijama eksponata u suprotnosti je s grade-
vinama koje uspostavljaju identitet i zahtijevaju paznju ka-
ko to trazi industrija umjetnosti. S jedne strane imamo tu
spektakularnu muzejsku arhitekturu, a s druge propitivanje
neutralnih prostora koji se dobro prilagoduju umjetnickim
izloScima. Kako nalazite vlastitu poziciju kada projektirate
neki muzej? 9 ANNETTE GIGON — Ovaj raspon izmedu suz-
drzanih muzejskih zgrada i upadljive, glasne, egocentri¢ne
arhitekture postojao je vec i ranije, to nije samo suvremeni
fenomen. Pogledamo li unatrag kako se diskutiralo, na primjer,
o beckom Muzeju povijesti umjetnosti (Kunsthistorisches
Museum), moZemo utvrditi da je ve¢ tada postavljano pitanje
nije li muzej suvise ukraden i razmetljiv za izlaganje umjetnosti.
Tada je argumentacija glasila: “...ne, upravo kako bi umjetnicko
blago doslo najbolje do izrazaja, potreban je najbolji i naj-
bogatiji umjetnicki obrt, najrasko3niji okvir’. Ovdje je bilarijec o
aristokratskoj muzejskoj arhitekturi s odgovaraju¢im sredstvima.
Uskoro nakon toga doslo je do muzejskog pokreta proizaslog iz
umjetnickih udruZenja. Gradanski krugovi su Zeljeli realizirati
mjesta, prostore, zgrade da bi mogli izlagati. Tu su financijska
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Basel, probably in 1982. | was fascinated with their conceptual,
almost artistic attitude. 9 But your question concerned the
phenomenon of Swiss architecture and its background,
why Swiss architecture is so strong today. | see several
explanations, the first one of course being that talented,
ambitious people embraced this calling. The second reason
is that there is interesting, intelligent architectural criticism
in Switzerland. In the beginning there was Martin Steinmann,
who at the time was writing for Archithese magazine.
Another thing | also find important is that in 1984 or 1985,
the Swiss daily newspapers started publishing articles about
architecture. This trend was started by Loderer, who worked
as a journalist for Tagesanzeiger. He walked around town
telling good from bad quality. He introduced some sort of a
critical discourse in the daily press. This was accepted by the
Neue Ziircher Zeitung, and they too started writing about
architecture and report about it, as they already had about
theatre, film or literature, in a feuilletonistic, well-informed,
butalso benevolent way. The quality of reporting in the media
was truly important in perceiving architecture as a branch of
art, largely exposed to the public. 91 think there is a third
reason as well. Namely, craftsmanship in Switzerland has
been of a very good quality for a long time. In Switzerland,
intelligent people choose not only academic careers, they
become craftsmen as well. 4 And there is perhaps a fourth
reason: the legislation concerning execution and building
permissions is not overburdened by rules, as is sometimes
the case in other countries. The space for manoeuvre is large
enough, so it is possible to develop new, quality solutions
together with the craftsmen.

ORIS — Theoreticians and of course critics, who have
the need and perhaps the obligation to set some sort of
guidelines in this wide area of art, have positioned you as well.
For example, Wilfried Wang labelled your work as ‘variegated
minimalism’. Can you accept that, do you have any doubts in
that regard? 9 ANNETTE GIGON — Wang added ‘variegated’
to the term minimalism, meaning multiple, multi-coloured.
Variegated Minimalism is in fact a contradiction, a paradox.
What he said is that we are actually not minimalists. The
categorization method is not appropriate for understanding
our projects. | am not interested in totally perfect buildings
that are precise to the millimetre, nor in reduced, minimalist
buildings. Quite the contrary: for each project we have a
conceptual attitude that is always different, and that makes
it additionally complicated if you want to write and categorize
from the perspective of art history, but for us it’s a potential
danger of falling between two stools. It’s our risk.
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sredstva bila ogranicena; radilo se, u prvom redu, o nastajanju
prostora kulture. Tako su nastali daleko suzdrzaniji primjeri
poput Billingove Kunsthalle u Baden-Badenu ili Kunsthalle u
Baselu. Trebalo bi jo§ spomenuti Alfreda Lichtwarka, direktora
muzeja u Hamburgu, koji je u doba predzadnjeg razmeda
stoljeca svojim razmatranjima i tekstovima bio znacajna figura.
Dakle, utom smislu diskusija traje ve¢ duZe od sto godina. 4 Od
vremena Kirchnerovog muzeja u Davosu smo se zaista ozbiljno
i intenzivno bavili pitanjem kako graditi muzej. Mi nastojimo
kod svakog muzeja dati prednost percepciji umjetnickog dje-
la. Pa ipak mislimo da nasi muzejski prostori nisu naprosto
‘neutralni’. Svakako imaju vlastiti identitet, specificni karakter te
se takoder medusobno bitno razlikuju. Muzejske zgrade imaju
i izvana snaznu pojavnost, naprosto pokazuju svoju funkciju.
Na primjer, Kirchnerov muzej pokazuje svojom staklenom
ovojnicom na koji nacin svjetlost dolazi u unutrasnjost. Muzej
Liner svojom formom— nalik na turbinu — ukazuje na to kako
pridobiva svjetlo, muzej umjetnosti u Winterthuru svjetlo
dobiva jednostavnim industrijskim Shed nadsvjetlom — tu je,
naime, budzet bio minimalan. To vrijedi i za muzej Mouans-
Sartoux, jedini kod kojeg svjetlost dolazi sa strane; tu su, dakle,
izvor svjetla ‘normalni’ prozori. Osim toga, to je jedini muzej
tako intenzivne boje.

ORIS — Zanimljivo je da ste zapravo upravo u Mouans-Sar-
touxu javni prostor projektirali na na¢in poluprivatnog. Kako
je doslo do tog mije3anja razli¢itih podru¢ja? 4 ANNETTE
GIGON — To je lijepa pri¢a. Neposredno nakon izgradnje
Kirchnerovog muzeja pozvao nas je na razgovor umjetnik
Gottfried Honegger. Natjecaj za Mouans-Sartoux, kod kojeg
su on i njegova Zena Sybil Albers imali ulogu investitora, ras-
pisan je tek vise godina kasnije. Tada nam je rekao: *...gledajte
ove izlozbene prostorije koje ste gradili u muzeju Kirchner su
lijepe, prekrasne, ali za mene su odvec uzvisene, ‘bozanske’ ili,
drugim rije¢ima, nedovoljno ljudske’. Ispri¢ao je da odnedavna
uMouans-Sartoux ima na raspolaganju za potrebe izmjeni¢nih
izlozbi mali dvorac te da su jednostavne stambene prostorije
u dvorcu doduse malih dimenzija, ali njegovo iskustvo mu je
pokazalo da konkretna umjetnost u njima sjajno dolazi do
izrazaja, pa Cak i eksponati velikih formata djeluju dobro.
Zapravo mu se ne svida muzejsko osvjetljenje odozgo, jer

Donacija Albers-Honegger, EAC »
(Espace de I’Art Concret), Mouans
Sartoux, Francuska, 2004.

Donation Albers-Honegger, EAC »
(Espace de I’Art Concret), Mouans
Sartoux, France, 2004
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onemogucuje odnos prema okolini. Honegger je govorio o
tome da za izlozbene prostore Zeli neku vrstu svakodnevnice
kako bi posjetitelji dobili ideju o tome kako je moguce Zivjeti
sa umjetnosti. Za njega umjetnost ne spada samo u muzej, ve¢
u prvom redu treba biti kod ljudi, u njihovim ku¢ama. Pokusali
smo tom stavu, toj predodzbi izlaganja umjetnickih djela dati
formu, pokusali smo to prevesti u arhitekturu kada smo osam
godina kasnije dobili natje¢aj za muzej Mouans-Sartoux pokraj
spomenutog malog dvorca. Kako je parcela bila posumljena i
strma, planirali smo veoma mali tloris kako bismo sacuvali $to
vise drveca. Dakle, razvili smo toranj, koji sam ima oblik drveta, s
relativno malim prostorijama. U muzeju se nalazi vise zanimljivih
umjetnickih djela koja zaista ulaze u odnos sa svjetlom sa strane
i zrcaljenjem prozora. Takvi su, na primjer, radovi Adriana Schie-
ssa. Schiessa zanima ta interferencija, povezivanje Zivota i
umjetnosti. 91 Honegger je tada cak prihvatio sun¢ano svjetlo
na izloscima. Citirat ¢u jednu njegovu markantnu recenicu u
vezi s tim; on Zeli da umjetnost “Zivi’ u ‘pravom’, svakodnevnom
svjetlu, za to bi bio spreman prihvatiti i moguénost da umjetnost
jednom i ‘umre’, to znaci da dode do ostecenja. To je, dakle,
razlog zbog kojeg smo u tom konkretnom slucaju, za zbirku
Sybile Albers i Gottfrieda Honeggera, pokusali napraviti nesto
posve razlicito te uzeli u obzir i poneki nedostatak. Svjetlo sa
strane znaci gubitak jednog izloZbenog zida, nastaju zrcaljenja,
osvjetljenje nije jednako dobro na svim stranama. Svi ti faktori
koje muzejski kustosi apsolutno Zele i moraju izbje¢i tamo
se nalaze namjerno.

ORIS — Da se vratimo na Kirchnerov muzej. Tamo je komu-
nikacijska zona u ekstremnom kontrastu s izloZzbenim pros-
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ORIS — Many of your most important projects are museums,
places where things are collected, preserved, researched,
exhibited and mediated. Museum architecture, just like art,
has undergone major changes in the past hundred years.
Development in the sense of finding as neutral spaces as
possible that are adjusted to the ever greater dimensions
of exhibits, are contrary to buildings that establish an
identity and demand attention, as is required by the art
industry. On the one hand, we have this spectacular museum
architecture, and on the other hand the questioning of neutral
spaces that adapt well to art exhibits. How would you state
your own position when you design a museum? 4 ANNETTE
GIGON — This range from restrained museum buildings to
intrusive, loud, egocentric architecture existed before, it is
not a modern phenomenon. If we look back at the discussions
about, for example, the Viennese Art History Museum [Kunst-
historisches Museum] we can establish that even then there
were discussions about whether the museum had too much
ornament and whether it was too extravagant for art exhibitions.
The conclusion then was: ‘No, if you want the artistic treasures
to give their best, it is necessary to have the best and richest
artistic craftsmanship, the most lavish frame.” This was aristo-
cratic museum architecture with adequate means. Soon after
that, the museum movement appeared, originating in artistic
associations. These were bourgeois circles that wanted to
build places, spaces and buildings for staging exhibitions. Their
financial assets were limited, this was most of all about creating
cultural spaces. These are far more restrained examples, like
Billing’s Kunsthalle in Baden-Baden, or the Kunsthalle in Basel.
We should also mention Alfred Lichtwark, director of a museum
in Hamburg, who was a significant figure at the turn of the 2oth
century. Therefore, in that sense, the discussion has lasted for
more than a hundred years. 94 From the time of our Kirchner
Museum in Davos we seriously and intensively dealt with the
issue of how to build a museum. We intend to give preference
to the perception of a work of art for every museum. We still
think that our museum spaces are simply not ‘neutral’. They
definitely have their own identity, specific character and are very
much different from each other. Museum buildings also have
a strong appearance from the outside, simply showing their
function. For example, the Kirchner Museum shows with its
glass membrane the way light reaches the interior. The form of
the Liner Museum shows how it gets its light (like a turbine),
the art museum in Winterthur gets its light through simple
industrial shed roof lights because the budget here was modest.
This also goes for the Mouans-Sartoux museum, the only one
where the light comes from the side, i.e. ‘normal’ windows are
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torima; tako je tamna da se zapravo vidi samo jo3 krajolik

koji je otuda odjednom vidljiv poput slike. U tom pejzazu je
i umjetnik, ekspresionist Ludwig Kirchner Zivio. Zanimalo
bi nas kako je nastao taj koncept, takoder vezano za kon-
tekst Davosa, za njegovu urbanu strukturu. $ ANNETTE
GIGON — Ima tu vide referencija, poneki parametar, no naj-
vaznije je sljede¢e — Davos ima regulaciju ravnih krovova ve¢
od 30-ih godina zaslugom arhitekta Rudolfa Gaberela. On je
tada imao viziju Davosa kao modernog grada u planinama.
Konglomerat kubusa u izvjesnoj mjeri zaista ponavlja struk-
turu naselja Davosa. Ali istovremeno naprosto oslikava prog-
ram koji je predvidao Cetiri izloZbene prostorije sa oko 200m2 -
Cetiri puta viSe prostora od postojeceg provizornog izlozbenog
prostora za Kirchnerove radove u zgradi poste. Sljedeci faktor
je bilo planiranje nadsvjetla - htjeli smo da ono bude neovisno
o snijegu. To je znailo da snijeg ostane lezati na krovovima,
a da transmisija svjetla ne bude ometena. Dakle, svjetlost je
trebalo k nadsvjetlima voditi samo sa strane, pa su zato ona
morala biti na odredenom razmaku, a to je opet vodilo do
toga da izloZbene prostorije nisu postavljene jedna uz drugu,
ve¢ su uvijek organizirane tako da izmedu njih bude razmak.
U smislu osvjetljenja je za svaku prostoriju nastala idealna
situacija. Taj meduprostor koji razdvaja izloZbene prostorije,
ta unutarnja ulica kojom se hoda i promatra taj Davos u kojem
je Kirchner Zivio i radio, taj nas je prostor interesirao. Odande
se mogu vani u krajoliku promatratijele, a onda u izlozbenim
dvoranama opet vidjeti te jele na Kirchnerovim slikama. Taj
lobby ima i neceg privlatnog, jer se sa ceste moze gledati
u muzej. Nije potrebno da muzej bude hermetican, elitan.

ANNETTE GIGON, Intervju

the source of light, besides, it is the only museum of such an
intensive colour.

ORIS — Itis interesting that it was actually in Mouans-Sartoux
that you designed the public space as semi-private. How did
this mixing of various areas come about? $ ANNETTE GIGON —
It’s a nice story. Immediately after the Kirchner Museum was
built, we were invited to an interview with the artist Gottfried
Honegger. The competition for Mouans-Sartoux, where he
and his wife Sybil Albers appeared as investors, was only
opened a few years later. He told us: ‘Look, these exhibition
spaces you built in the Kirchner Museum are nice, beautiful,
but to me they are too sublime, too “divine”, or in other words,
insufficiently human.” He told us that he had recently acquired
a small castle in Mouans-Sartoux for temporary exhibitions.
The dimensions of the simple living quarters in the castle were
quite small, but his experience had shown that actual art in
it stands out excellently, even large exhibits look good. He
actually does not like the museum light from above, because
it negates the relationship with the environment. Honegger
talked about how he wanted some sort of everyday life for the
exhibition spaces, so visitors could get the idea about how to
live with art. For him, art does not just belong in museums,
but should primarily be with people in their homes. We tried
to give form to his point of view, to this notion of exhibiting
works of art. We tried to translate this into architecture when
we won the competition eight years later for the Mouans-
Sartoux museum besides the mentioned small castle. Since
the site was wooded and steep, we designed a very small floor
plan in order to preserve as many trees as possible. Therefore,

ANNETTE GIGON, Interview
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we developed a tower shaped like a tree, with relatively small
rooms. The museum has several interesting works of art, that
truly enter into the relation with side light and mirroring of
windows, such are works of, for example, Adrian Schiess.
Schiess is interested in that interference, linking of life and art.
9 Honegger even accepted the sunlight on the exhibits. | will
quote one of his striking sentences in this regard: he wants
art to ‘live’ in the ‘right’, everyday light, therefore, he would
be prepared to accept the possibility for it to ‘die’ one day, in
other words, become damaged. Therefore, that’s the reason
why in the case of the collection of Sybila Albers and Gottfried
Honegger, we tried to make something completely different
and to take a few shortcomings into account. The side light
meant the loss of an exhibition wall, there’s mirroring, not all
sides are equally well lit. All these factors that the museum
curators absolutely want and have to avoid, are present there
on purpose.

ORIS — Let us return to the Kirchner Museum, the commu-
nications zone there is in extreme contrast with the exhibition
spaces, itis sodark that you can actually see only the landscape
that suddenly becomes visible like a painting. This was the
landscape that the artist, expressionist Ludwig Kirchner,

oris, number 57, year 2009

9 Takav layout nam je dao mogucnost da instrumentaliziramo
krajolik, a da nam svejedno uspiju koncentrirani izloZbeni
prostori u kojima je iskljucivo rije¢ o umjetnosti.
ORIs — Kod Kirchnerovog muzeja se pokazuje za vas rad ka-
rakteristi¢na jedinstvenost materijala zgrade. Na krovu se
nalazi staklo, krhotine stakla. Postoji samo betonsko pod-
noZzje, sve drugo je staklo, ali u betonskoj masi su zapravo
takoder sastojci stakla, u nju su uliveni kemijski sastojci poput
kvarca, silicijskog karbida. Pojacava li ta jedinstvenost zapravo
unutradnjuideju zgrade? U kojoj mjeri to posjetitelj, promatrac
mozZe percipirati? 4 Jos jedno pitanje. Kod ovog muzeja koristili
ste staklo kao plast, kao zastitu od atmosferskih pojava. U
muzeju Oscara Reinharta na Romerholzu u Wintherturu
ste betonske povrsine predpatinirali bakrom. Sto je za vas
vazno u odnosu na materijal? Mijenja li se tokom procesa
projektiranja koncept materijalizacije ili je on jasan ve¢ od
pocetka? § ANNETTE GIGON — Kod Kirchnerovog muzeja smo
zaista htjeli dobrim dijelom pokazati kako je graden, kako je
nastala struktura fasade, te da je konstrukcija najveéim dijelom
betonska. To je i razlog za tu golu komunikacijsku halu izmedu
izlozbenih prostora. U suprotnosti s tim izloZbene prostorije
imaju oblogu. Dakle, to je nalin da se pokaZe kako je zgrada
‘napravljena’ prema unutra i prema vani; stoga staklena ovojnica.
Zapravo je staklo par excellence materijal pogodan za muzeje
- omogucava preglednost izlozbenog objekta, a svejedno Stiti
objekt. Pomocu stakla mogli smo pokazati strukturu zidova
zgrade. Staklo smo pjeskarili, a ve¢ ovisno o uglu promatranja
moZemo prepoznati ozraenu termicku izolaciju. 9 Pjeskareno
staklo Cini svjetlo iz nadsvjetla difuznim — nalik na oblak.
Tako smo uz dodatne pokretne lamele dobili jednakomjerno
osvjetljenje na sva Cetiri zida izloZbene dvorane. 4 To je, osim
toga, bilo doba kada je u Svicarskoj pocela reciklaZa stakla. Prvo
smo jednostavno imali predodzbu da bismo mogli koristiti
krhotine bezbojnih boca, npr. od Coca Cole ili staklenki od vina.
Ali onda smo vidjeli da se skuplja i staro gradevno staklo. Znali
smo da staklo ima istu specifi¢nu tezinu kao kamen — dakle
moglo se koristiti umjesto $ljunka za opterecenje krova. Cijeloj
smo zgradi dali neku vrstu kristalne pojavnosti. A tema stakla
u planinama, dakako, asocira na Bruna Tauta i Paula Scherbarta.
Ii jo$ ranije Paxtona, na Christal Palace. U mislima vibriraju i
pjeskarena posmicna vrata hotelskih dvorana ljecilisnog hotela
u Davosu. A onda i taj udnovati akt da iz neCeg $to nam se ne
dopada drugacijim nacinom koristenja napravimo nesto lijepo.
ORIS — Taj moment iritacije, ne ono glatko ve¢ eventualno i
to grubo, neocekivano, mozda i smjelost uciniti nesto nelijepo,
cine poetiku vaseg djela. Y ANNETTE GIGON — Da, moZda, da.
Jednostavno je to ono $to postaje zaista interesantno.

ANNETTE GIGON, Intervju

lived in. We’d like to know how this concept was created,
also related to the context of Davos, to its urban structure.
9 ANNETTE GIGON — There are several references here and a
few parameters, but the most important thing is that Davos
has a regulation concerning flat roofs from the 1930s, thanks
to architect Rudolf Gaberel. He had a vision of Davos being a
modern mountain town. The conglomerate of cubes to some
extent truly repeats the structure of Davos as a settlement.
But at the same time it simply depicts a programme that
anticipated four exhibition rooms of approximately 200 square
metres — four times more space than the existing provisional
exhibition space of Kirchner’s works in the post office building.
The next factor was the skylight design; we wanted them to
be independent of the snow. This meant that the snow would
still cover the roofs, but without obstructing the transmission
of light. Therefore, it was necessary to bring the light to the
skylights only from the side, that’s why there had to have a
space between them, which again led to the exhibition spaces
not being placed one next to the other, but always organized
so that they would have a space between them. In terms of
lighting, this was an ideal situation for each of the rooms. This
interspace that separates the exhibition rooms, this internal
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ORIS — Da se vratimo muzejskim zgradama u Winterthuru.
Obje predstavljaju prosirenja postoje¢ih muzeja, ponesto
razlicita, ali tu je i odredeno zajednistvo. Zgrade govore posve

vlastitim jezikom. Kakva je vasa komunikacija s postoje¢im,
historijskim zgradama? 9 ANNETTE GIGON — Kod Rémer-
holza se radilo o neuobicajenom poku3aju da se nadomjesnim
zgradama adaptira ta historicisti¢ka zgrada iz 1914. sa njenim

prosirenjem iz 1925. godine — biti im nalik, ali ne pomocu
detalja i forme, ve¢ na posve drugaciji nacin. Bududi da je
vila gradena u stilu francuske renesansne ladanjske kuce, a
zapravo izgleda kao da je daleko starija, htjeli smo novoj
zgradi takoder dati ‘laznu’ dob. Razmisljali smo o bakru; to je
materijal koji se najbrze mijenja od novog prema starom, pa
i vizualno mijenja svoj karakter. To je moguce ubrzati, $to se
uvijek radilo kod laznih antikviteta obradivanjem kiselinama
ili polaganjem u gnojiste. U du¢anu igracaka nasli smo bakreni
prah i time smo dali tretirati uzorke betona, a onda smo
promatrali njihovo mijenjanje pod utjecajem atmosferskih
pojava. Usput smo istrazivali kako vapnenacki kamen reagira
s bakrom i da li iz toga nastaje neka vrsta boje koZe, nalik na
slike aktova u zbirci. No isprva rezultat niposto nije djelovao
uvjerljivo. Ali je jedan od tih uzoraka duZe vrijeme leZao na
podu obrnuto; kada smo ga okrenuli, bio je ve¢ posve zelen.
To je onda bila kombinacija koju smo odluili izvesti. Na kra-
ju je mjesavina betona bila poput ‘€arobnog napitka’ - sa
smrvljenim ‘dodatnim materijalima’, kakvi su ve¢ dosli do
izraZaja kod vile — kamen kre¢njak i bakar. Te su plo¢e uslijed
polijevanja ubrzo postale dosta zelene. Uz to smo krov nap-
ravili od bakrenog lima, a po kisi se voda s njega slijeva po
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street you follow, observing Davos in which Kirchner worked
and lived, this space was interesting to us. From there, you
can look at the pine trees outside in the landscape, and then
see those pine trees again in Kirchner’s paintings. The lobby
has an attractive quality to it because you can look into the
museum from the street. It is not necessary for the museum
to be hermetic, elitist. 4 Such a layout gave us the opportunity
to instrumentalize that landscape and still succeed in making
concentrated exhibition spaces that are all about art.

ORIS — The Kirchner Museum shows the uniform materials
used in this building, something that is characteristic of your
work. On the roof we also have glass, shards of glass. Only
the foundation is made of concrete, everything else is made
of glass, but the concrete mass also has the ingredients of
glass, with chemical ingredients like quartz, silicon carbide.
Does this uniformity actually improve the strength of the
interior idea of the building? To what extent can visitors and
observers perceive this? 4 One more question, in this museum
you used glass as a cloak, a protection against the elements.
The concrete surfaces in the Oscar Reinhart museum in
Winthertur’s Romerholz were pre-patinated with copper.
What is important to you when it comes to materials? Does
the materialization concept change during the design process
or is it clear from the beginning? 4 ANNETTE GIGON — In
the Kirchner Museum we largely wanted to show how it was
built, how the structure of the facade was made, and that
the construction was mostly made of concrete. That was the
reason for the bare communication hall between exhibition
spaces. Contrary to this, the exhibition rooms are panelled. That
was the way to show how the building was ‘made’ inside and
outside, hence the glass membrane. Actually, glass is a material
par excellence suitable for museums, it enables a good view of
the exhibition’s objects, and still protects the building. Glass
enabled us to show the building’s wall structure. We sanded
the glass, and depending on the viewing angle, we can see the
aired thermal insulation. 9 Sanded glass makes the light from
the skylight appear diffuse — like a cloud. With the help of
additional mobile lamellas we got uniform lighting on all four
walls of the exhibition room. 4 This was also the time when
Switzerland started recycling glass. First we had a simple notion
that we could use shards of colour-free bottles, like those for
Coca-Cola or wine. Then we also realized that old construction
glass was also being collected. We knew that glass has the
same specific weight as stone — therefore it allowed us to use
it as a replacement for gravel for the roof loading. The entire
building had some sort of crystal appearance to it. And the
theme of glass in the mountains indeed reminds one of Bruno
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fasadi, Cestice bakra se na njoj taloZe. Nakon deset godina
je tu sada i neka vrsta ‘crteza od kise” — akvarela, koji postaje
sve izrazitiji — nalik na podnoZja broncanih skulptura. 9 Kod
drugog muzeja u Winterthuru je situacija bila posve drugacija.
Nakon neuspjelog referenduma u vezi velike zgrade prosirenja
je umjetnicko udruZenje raspisalo natjecaj za financijski po-
voljnije i provizorno prosirenje muzejske zgrade, a mi smo
pobijedili. Zatim smo se historijske zgrade dotaknuli na
jednoj jedinoj tocki kako bi kod stare zgrade bilo $to manje
intervencija povezanih s velikim troskovima. Tih 1000 m?
muzejske povrsine konstruirali smo kao financijski povoljnu
industrijsku zgradu, a iznutra smo svejedno projektirali tako
da prostorije nemaju ni¢eg provizornog. Vani smo uzeli po-
voljnu oblogu od industrijskog stakla i tako smo zatvorili i
parkiraliste u prizemlju, koje je moralo ostati sauvano. Da
je bilo vise novca na raspolaganju, parkiranje bismo, dakako,
smijestili u suteren, pa bi bilo moguce izgraditi veci volumen.
Ali unato¢ tih neuobicajenih zahtjeva, ili upravo zbog njih,
nastala je vrlo zanimljiva zgrada.

ORIS — Usporedimo li muzej Kirchner i muzej Liner u Appen-
zellu, mozemo li reci da je to unutar vaseg opusa takoreci
jedan skok ili se radi o razvitku od nakupine boxova ka jednoj

ANNETTE GIGON, Intervju

Taut and Paul Scherbart, or earlier of Paxton’s Crystal Palace.
The sanded sliding doors in the health resort in Davos also
come to mind. And then there was this extraordinary act of
taking something we don’t like and turning it into something
beautiful, thanks to the different way of using it.
ORIS — This moment of irritation, not the smooth but also
the rough and unexpected, perhaps the boldness of doing
something that is not pretty, is what makes your work poetic.
9ANNETTE GIGON — Probably, yes. It is simply this which
becomes truly interesting.

ORIS — Let us return to the museum buildings in Winter-
thur, they’re both extensions of existing museums, somewhat
different, but there is also a certain degree of togetherness.
Buildings speak with their own language. What is your co-
mmunication with the existing, historical buildings? 4§ ANNETTE
GIGON — In Rdmerholz we had the unusual attempt to use
substitute buildings to adapt the historic building from
1914 with its extension from 1925 — to resemble them, but
not with the help of detail and form, but in a completely
different way. Since the villa was built in the style of French
Renaissance summer resort houses, and truly looks like it is
far older, we also wanted to give the new building a ‘false” age.
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We considered using copper, a material that quickly changes
from new to old, and even visually changes its character. It is
possible to speed this up, something that is always done with
false antiques, by processing them with chemicals or burying
them in dunghills. We found copper powder in a toy store
and treated the concrete samples with it, and then observed
how it changed under the influence of the elements. At the
same time, we tested the limestone to see how it reacts with
copper and whether it turns into a skin-like colour, like the
nude paintings in the collection. However, the results were not
at all convincing. But then, we discovered that one of those
samples that was lying upside down on the floor for a longer
period of time turned almost completely green. This was the
combination we decided to go with. In the end, the mixture

of concrete was like a ‘magic potion’ —with crushed ‘additives’

that were already prominent in the villa — limestone and
copper. The plates turned green really soon after we treated
them. Besides, we made the roof out of copper plates, and in
the rain, the water pours down from it onto the facade, and
the copper particles sediment on it. After ten years, we have
now also some sort of a ‘rain drawing’ there — a watercolour
painting that becomes ever more pronounced — like bronze
sculpture pediments. 9 The situation was completely different
with the other museum in Winterthur. After the unsuccessful
referendum regarding the big extension building, the artistic

<« Muzej Liner Appenzell, Appenzell, <« Museum Liner Appenzell, Appenzell,
Svicarska, 1998. Switzerland, 1998
(HH)
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ekspresivnoj skulpturnoj tvorevini, u izvjesnom smislu ka
drugoj prirodi. Ili se radi naprosto o traZenju optimalnih rjesenja

za odredene sadrzaje i krajolike, kakav je slu¢aj u Appenzelly,
tijekom konzekventnog i kontinuiranog rada? 9 ANNETTE
GIGON — Svakako ovo drugo. Radi se o pojedinaénom ‘razvoju’
daleko vi3e nego o ‘daljnjem razvoju’, ali dakako da cjelokupno
iskustvo nije izgubljeno. Appenzell ima periferni poloZaj, tamo
nitko nece naprosto usput nai¢i. Zamisljali smo, dakle, da ¢e
se tamo posjetitelj uvijek opet na¢i nasamo sa umjetnoscu, ali
da se u tom muzeju ne bi trebao osjecati izgubljenim. To nas
je potaknulo da napravimo male prostorije — jo3 prije projekta
za Mouans-Sartoux. Prostorije koje omoguéuju bliskost s
umjetnickim djelima. Skulpturni karakter zgrade dolazi otuda
Sto svaka prostorija ima vlastiti zabat, 3to se one mijenjaju od
ve¢ih prema manjima, ali i otuda $to ih obavija jedan jedinstveni
materijal. Muzej mozemo shvatiti kao industrijsku zgradu na
rubu Appenzella, moZemo ga interpretirati kao nizanje kuca s
kosim krovovima kakve se nalaze u seoskoj jezgri Appenzella li

ANNETTE GIGON, Intervju

association issued the competition for a financially more
suitable and makeshift extension of the museum building,
and we won. We only made contact with the historic building
in a single spot, in order to have as few costly interventions
as possible. We constructed this 1000 square metres of mu-
seum space as a financially affordable industrial building, but
nevertheless, in the inside we designed it so that the rooms
have nothing provisional. On the outside, we applied an
affordable industrial glass envelope, and in the same way we
also closed the parking space on the ground floor, that had
to be retained. If we had more money available, of course we
would have placed parking in the basement, so it would have
been possible to build a bigger volume. But despite these
unusual requests, and exactly because of these requests, we
still ended up with a very interesting building.

ORIs — If we compare the Kirchner Museum and Liner Mu-
seum in Appenzell, is this one a big leap forward in your
opus or just further development, from a group of boxes

ANNETTE GIGON, Interview
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pak kao povezanost sa Siljatim brezuljcima okolnog krajolika.
ORIS — Mogli bismo postaviti pitanje o vasim ishodistima.
Danas forma predstavlja ishodiste za mnoge koji i nisu be-
zuspjesni. Ponekad je ona samovoljna, samozadovoljna. Ali

kod vasih polazista se vjerojatno radi o ispreplitanju razlicitih
i kompleksnih odnosa koji stoje na pocetku nekog projekta
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to an expressive sculptural creation, in a certain sense to a
second nature? Or was it just seeking an optimum solution
for particular contents and landscapes during the consequent
and continuous work, as is the case in Appenzell? $ANNETTE
GIGON — The latter of course. It is a case of an individual
‘development’ far more than ‘further development’, but the
complete experience is certainly not lost. Appenzell is placed
peripherally, no one will come there simply by chance. We
therefore imagined that the visitor will find himself there
alone with the art, but that he shouldn’t feel lost in there.
This motivated us to make small rooms — even before the
Mouans-Sartoux project. Rooms that enable closeness with
the works of art. The sculpture character of the building
comes from each room having its own gable, that they are
changing from bigger to smaller scale, but also because
they are sheathed in only one material. The museum can
be seen as an industrial building on the edge of Appenzell,
we can also interpret it as a series of houses with slanted
roofs that you can find in the village core of Appenzell, or
as a connection with the pointy hills of the surrounding
landscape.
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— odnos prema investitoru, prema krajoliku, materijalu, itd.
Forma mozda nije primarna. Y ANNETTE GIGON — Polazite
je i forma i mjesto i svakako prostorni program. Dakako da
ima situacija u kojima je forma naprosto zadana. U formalnom
smislu smo Cesto vezani shvatljivim Zeljama investitora u
pogledu maksimalnog iskoristenja, a pritom se moramo pridr-
Zavati gradevinskih propisa koji nas najvide ogranicavaju. Ali
za nas je program svakako prije ishodi$te nego forma. Pomocu
programa i prostora trazimo formu.

ORIS —Jo§ jedno pitanje u vezi materijalnosti koja je po-

vezana i s pojmom fizi¢ke prezentnosti arhitekture. Vasi

projekti ukazuju na arhitektonsko pojmovanje vezano za
prostor i prostorna iskustva. Vi, dakle, naglasavate fizicki
karakter arhitekture, pa i interesom za konstrukciju, ma-
terijalnost, strukturu. Je li za vas fizicka pojavnost zaista
centralni aspekt arhitekture? 4 Ako vas mogu citirati: ‘Radimo
s materijalom kao slikar bojom’? $ ANNETTE GIGON — Da,
to bih sada gotovo ponovila! Ne mozZemo imati arhitekturu
bez materijalnosti; temeljno je pitanje kako materijali odre-
duju volumen i prostor — konstruktivno, opticki, hapticki,
akusticki — da fizicki, u smislu da se razli¢ito osje¢amo u razli-
¢itim prostorima. U odredenim prostorima smo u pogledu
materijalnosti svjesno ponesto suzdrZani — u unutrasnjosti
stambenih prostora, u izloZbenim prostorima radimo uvijek
s bijelom bojom ili s neobradenim gipsom. Prostor je tako
suzdrZaniji, ali moZemo vidjeti kako dolazi do izrazaja for-
malna kvaliteta prostora. No kod muzejskih zgradaima i vrlo
lijepih, posve suprotnih primjera - Kimbell Art Museum u Fort
Worthu Louisa Kahna ima enormnu materijalnu pojavnost.
Tamo je ¢ak i pod oblozZen izmjeni¢nim prugama od drveta
i travertina, ali to ipak niposto ne ometa umjetnost. To je

ANNETTE GIGON, Intervju

ORIS — We could ask you a question about your origins. Today
form is a starting point for many people, many of whom are
successful. Sometimes it is arbitrary, self-satisfying. But in
your origins it is probably about the intertwining of different
and complex relations that stand at the beginning of a project
—the relationship to the investor, the landscape, the material
etc. Form may not be of primary value. ¥ ANNETTE GIGON —
The starting point is both the form and also the place and of
course the spatial programme. Of course, there are situations
in which form is simply given. We are often tied in a formal
sense due to the understandable wishes of investors in re-
gard to maximum degree of usage, to the adherence to
building regulations that are most restricting. But to us, the
programme is definitely a starting point more than the form.
We are looking for form by help of programme and space.
ORIS — One more question regarding materiality that is lin-
ked with the notion of physical presence of architecture. Your
projects indicate architectural notions, linked with space and
spatial experiences. Therefore, you accentuate architecture’s
physical character, together with an interest in construction,
materiality, structure. Is the physical appearance truly the
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rijetkost.

ORIS — Kad govorimo o materijalnosti, moramo dakako
govoriti i o boji. Ima projekata kod kojih boju posve ciljano
koristite, na primjer kod sportskog centra u Davosu, kod
auditorija sveucilista u Zirichu, kod stambenih zgrada gdje
radite jos i s materijalom koji je zapravo neprihvatljiv, s vanjs-
kom izolacijom. Te kubuse dijelite na razli¢ito obojene plohe
koje su povezane, pa percepcija kubusa djelomi¢no nestaje.
Koje je znacenje tog koloristickog koncepta? 4 ANNETTE
GIGON — Zaista upotrebljavamo boju na razliite nacine.
U slu¢aju Rémerholza u Winterthuru smo boju koristili vrlo
konceptualno, u odnosu na ton boje kao i na materijalnost
obojenosti kao takve. Ali postojii drugi primjer konceptualnog
stava u pogledu materijalnosti boja: skretnicarski objekt u
Ziirichu. Tamo smo nastojali uspostaviti odnos sa Zeljeznic-
kim tra¢nicama, odnosno anticipirati onecis¢enje koje uzro-
kuju Cestice Zeljeza uslijed kocenja vlakova. Znali smo da je
uobicajeno bojiti beton pigmentima Zeljeznog oksida kad se
Zele postic¢i Zuti, narancasti, smedi tonovi. Razmisljali smo
o tome da li da boju apliciramo samo izvana, kao takore(i
oneciscenje nastalo uslijed Cestica Zeljeza ili da obojimo
cjelokupni betonski materijal, takore¢i metodom ‘cijepljenja’.
Odlucili smo se za ovo posljednje. Za skretnicarski objekt
smo na suradnju pozvali umjetnika Haralda F. Mdllera, kod
Romerholza smo eksperimentirali sami. 4 U slu¢aju sportskog
centra smo namjeravali napraviti zgradu koja reflektira da-
nasnji sportski pogon sa Sarenim sportskim dresovima na
kojima su brojevi. Primjenom boja smo htjeli proizvesti neku
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central aspect of architecture for you? 4If | may quote you:
‘We work with materials like a painter works with colours™?
9 ANNETTE GIGON — VYes, I'd almost say those words again!
We can’t have architecture without materiality and it is fun-
damental how the materials define volume and space — in
constructional, optical, haptic and acoustical senses — so we
would physically feel different in different spaces. In particular
spaces, we are somewhat consciously sustained in terms of
materiality — in interior residential spaces, in exhibition spaces
we always work with the colour white and unrefined gypsum
plaster. The space is therefore more sustained, but we can
see how the formal quality of space becomes prominent. But
in museum buildings we have some very nice, completely
opposite examples, Louis Kahn’s Kimbell Art Museum in Fort
Worth has an enormous material presence. Even the floors
there are lined alternately in timber and travertine strips, but
this does not interfere with the art in any sense. That is rare.
oRIs — When we talk about materiality, we certainly have
to speak about colour. There are projects in which you quite
deliberately use a certain colour, like for example in the
sports centre in Davos, in the Zirich University auditorium,
in residential buildings where you work with material that is
in fact unacceptable, with external insulation. These cube
volumes are divided into differently painted surfaces that are
connected, so this perception of a cube partially disappears.
What is the meaning of this colouristic concept? 4 ANNETTE
GIGON — We indeed use colour in various ways. In case of
Romerholz in Winterthur, we used the colour very conceptually,
related to the colour tone, as well as the materiality of colour
as such. There is also the other example with the conceptual
attitude in regard to colour materiality: the railway switching
station in Zrich. There we tried to establish a relationship
with railroad tracks, i.e. anticipate the pollution caused by iron
particles made by train brakes. We knew that it is standard
to colour the concrete with pigments of iron oxide when you
want to get yellow, orange or brown tones. We thought about
whether to apply the paint only from the outside, so to speak
as a pollution made because of iron particles, or by painting
the entire concrete material with the method of ‘injection’
so to say. We decided for the latter. For the railway switching
station we invited artist Harald F. Miiller to work with us, and
in Romerholz we experimented on our own. 91n the case of
the sports centre, we intended to make a building that reflects
today’s sports facilities, with multicoloured sports jerseys
with numbers on it. With application of colour we wanted
to create some sort of ‘permanent liveliness” of that building.
9 In residential buildings, the reasons for the application or
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vrstu ‘permanentne oZivljenosti’ te zgrade. 4 Kod stambenih
zgrada su razlozi za primjenuili izostavljanje boje bili raznoliki.
Jedan od razloga je zaista bio nacin konstrukcije sa vanjskom
ozbukanom izolacijom. Reagirali smo na to tako da smo Zbu-
ku napeli kao koZu i nismo joj dali neku tipi¢nu mineralnu
boju, bijelu, beZ ili sivu. Kako bismo ukazali na to da je ispod
Zbuke ‘organski’ materijal (na bazi ugljika — ekspandirani
polystyrol), koristili smo ton smede boje kakav mozemo naéi u
organskim materijalima poput drva, koZe, humusa. Prozorima
smo nastojali izraziti luksuz pogleda na krajolik, park i na
jezero, pa smo zato razvili napadno uokvirene prozore, koji
poput ‘o¢iju’ mogu ‘konzumirati’ vidik. 4 No, mi smo obojili i
stambene zgrade od betona — tri kuce u Susenbergstrasse na
Ziirichbergu (suradnja Adrian Schiess) i tri stambene zgrade
u Widenswillu (suradnja Pierre André Ferrand). U oba slucaja
nam je bila namjera diferencirati volumen, individualizirati,
oduzeti aspekt naselja. Kod stambene izgradnje ‘Pflegi’ u Zii-
richu (suradnja Adrian Schiess) obojene su pojedine plohe da bi
se kod vanjskih prostora izazvao ugodaj, a to ne bismo postigli
bojama gradevnih materijala. Ovo vrijedi i za stambeni objekt
Brunnenhof (suradnja Adrian Schiess); tu je upotrijebljeno
obojeno staklo koje se prelijeva.

ORIs — Rekli ste da je program odlucujuci faktor vaseg rada.
Vas projekt arheoloskog parka Kalkriese ima vrlo narativnu
temu — bitku Rimljana i Teutonaca pocetkom 1. stoljeca.
Ali u vasem oblikovanju nema niceg narativnog, posve je
apstraktno. Na koji nacin ste tretirali tu temu? 9Jo$ jedno
pitanje povezano uz taj projekt. U tom parku je zapravo u
pojedinim paviljonima percepcija mjesta dogadaja reducirana
na jedno jedino znacenje. Pa i kod drugih projekata se stje-
Ce dojam da su odredeni momenti izostavljeni u korist
senzibiliziranja percepcije nekog odredenog aspekta. Igra
li redukcija na pojedine podraZaje u vasim projektima neku
ulogu? 9 ANNETTE GIGON — Pozadinu tog projekta ¢ini
arheologija jedne bitke, Hermannove bitke poznate i kao
Varova bitka. Za razliku od drugih arheoloskih nalazista, na
kojima su nadeni lijepo poredani grobovi ili temelji zgrada,
ovdje su na razli¢itim mjestima nadene tek razbacane ko-
vanice, olovne kugle, ¢avli od obuce, jedna maska i uvijek
opet kosti. Jedini takozvani ‘arhitektonski’ nalaz je trag u
terenu koji ukazuje na to da se tu jednom nalazio zemljani
bedem sa palisadama. Taj teren je bio arheoloski istraZivan, ali
samo djelomi¢no iskopan. Naime, u arheologiji se polazi od
toga da ¢e u buducnosti postojati druge metode osiguranja
nalaza i njihova interpretiranja. Sve lokacije na kojima se do-
sada iskopavalo izgubljene su za nova arheoloska saznanja.
Ubuduce ce se natom podrucju dalje kopati. Drugim rijecima,
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absence of colour were different. One of the reasons was
truly the method of construction with the external plastered
insulation. We reacted by stretching the plaster-like skin,
and did not give it any typical mineral colour, white, beige or
grey. In order to indicate that there is ‘organic’ material under
the plaster (carbon based — expanded polystyrol), we used a
brown tone we can find in organic materials like wood, leather,
humus. With the windows we tried to express the luxury of
the view of the landscape, park and lake, so we developed
conspicuously framed windows, that ‘consume’ the view as
though they are ‘eyes’. 4 However, we painted three concrete
residential buildings — three houses in Susenbergstrasse on
Zurichberg (collaboration with Adrian Schiess) and three
residential buildings in Wadenswil (collaboration with Pierre
André Ferrand). In both cases it was our intent to differentiate
the volume, individualize, to eliminate the settlement aspects.
In the Pflegi residential building in Zurich (collaboration with
Adrian Schiess) we painted individual surfaces in order to
create a particular atmosphere in external spaces, when we
wouldn’t have been able to achieve this with the colours of
construction materials. This also goes for the residential
building in Brunnenhof (collaboration with Adrian Schiess),
where we used iridescent coloured glass.

ORIS — You said that the programme is a decisive element
in your work. Your Kalkriese archeological park has a very
narrative topic — the battle of Romans and Germanic tribes
in the early 1st century AD. But there is nothing narrative in
your design, it is completely abstract. How did you treat this
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povijest te bitke se ne moze definitivno ispricati. Apstrakcija
je, suprotno svemu figurativnom, otvorena za korekture, nova
saznanja i ‘nejasnoce’, kojih ¢e uvijek biti. Investitor je Zelio
muzejsku zgradu u kojoj bi mogao izloZiti arheoloske nalaze,
a kustosica je Zeljela paviljone na terenu kako bi se povijesni
dogadaji mogli posjetiteljima bolje objasniti i pokazati na
licu mjesta. Umjesto narativnih, malih muzejskih prostorija
na nekadasnjem bojistu u suradnji sa dizajnerom Larsom
Mullerom nastali su ti paviljoni ‘singulariziranih’ osjeta, sa
camerom obscurom kao okom i rogom za slusanje kao uhom
te sa monitorima koji pokazuju vijesti aktualnih ratnih zbi-
vanja. 4 Kako bi na arheoloski vrijednom terenu radovi bili $to
manje invazivni, zahvati su bili minimalni. Posluzili smo se
elementima i biljkama suvremene poljoprivrede. Tamo se
opet nalaze i livada i Suma kao i prije naseg zahvata. Izuzeli
smo jednu jedinu povrsinu na kojoj smo iznimno poduzeli
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subject? 91 have another question in regard to that project.
In some of the pavilions in the park, the perception of event
location is reduced to a single meaning. Even in other projects
you get the impression that particular moments are left out in
favour of making the perception of a particular aspect more
sensible. Does the reduction of particular stimuli have any role
in your projects? 4ANNETTE GIGON — The background of
this project is the archaeology of a battle, the Hermann Battle,
also known as the Varus Battle [Battle of Teutoburg Forest].
Unlike other archaeological sites, with nicely lined graves or
building foundations, here we have coins, lead balls, nails from
the shoes, a mask and always the bones, strewn all over the
place. The only so-called ‘architectural’ evidence indicates
that there was once an earth fortification with palisades.
That terrain was examined archeologically, but only partially
excavated. Namely, the starting point in archaeology is that
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‘rekonstrukciju’ krajolika. Samo smo na tom mjestu iskopali
povijesni nivo terena, opet uspostavili mocvarni krajolik,
rekonstruirali jedan germanski bedem. 4 Pa ipak moZemo
kazati da te minimalne gradevne mjere imaju ulogu ins-
cenacije. Hrdaju¢i ¢elik govori o vremenskoj dimenziji, o
prolaznosti, a ipak je ukotvljen u nasoj industrijskoj epohi,
Cini Citljivim danasnji zahvat. Kre¢emo se po velikim ¢eli¢nim
plo¢ama polozenima na livadi, po nekadasnjem bojistu.
Podsjecaju na provizorna premoscivanja gradevnih jama na
gradilistima, ali i na Stitove ili grobne ploce. Idemo od ploce
do ploce i ‘skupljamo’ informacije, znanje s pojedinacnih
natpisa — ‘skupljamo’ informacije, fragmentarne poput kr-
hotina, kao arheolozi, s poda.

ORIS — Jedno pitanje vezano za nesto noviji projekt - Prime
Tower na Maag arealu u Zirichu. Hoce li vasa prva poslovna
zgrada biti najvisa zgrada Ziiricha? Nalazi se u industrijskoj
zoni u koju su u posljednjih 15 godina dosli novi sadrZaji poput
stanovanja, kina, kazalista. Kako funkcionira odnos prema
industrijskom kontekstu? 9 ANNETTE GIGON — Prije trideset
godina je taj kvart spadao u najneugodnija gradska podrucja —
iza ograda i tvornica nalazili su se ‘zabranjeni gradovi’, ni¢ija
zemlja za one bez prava pristupa. Odlaskom industrije pred
dvadesetak godina su i za druge ljude ta podru¢ja postala
sukeesivno otvorena. Doselili su umjetnici, graficki dizajneri i
arhitekti, pa tako i mi. Organiziranje priredbi, festa, mjuzikla
u bivsim industrijskim halama privuklo je mnogo publike u
to podrudje. Razvitak od industrijskog areala do novog dijela
grada je bio dugogodi3nji proces koji su gradske vlasti pratile
planiranjem. Razgovori, radionice, urbanisticki natjecaji znacili
su postupno evaluiranje i odlucivanje o tome koje bi industrijske
zgrade trebale ostati ocuvane, gdje da se gradi novo i kako visoko.
Kada smo 2004. godine sudjelovali na pozivnom natjecaju, te su
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in the future there will be other methods of securing findings
and of their interpretation. All locations on which there were
excavations have been lost for new archaeological findings.
There will be future excavations there. In other words, the
history of that battle cannot be definitively told. Contrary
to everything figurative stands the abstraction open to co-
rrections, realizations and ‘vagueness’, that will always be
present. The investor wanted a museum building to exhibit
archaeological findings, while the curator wanted pavilions
in the field, in order to better explain the historical events to
visitors and present them in situ. Instead of narrative, small
museum rooms on the former battlefield, in collaboration
with designer Lars Miiller we created pavilions of ‘singularized’
sensations, with camera obscura as the eye and ear horn as
the ear, and monitors showing breaking news from the war.
91n order to keep the works on the archeologically valuable
terrain as non-invasive as possible, the interventions were
kept to the minimum. We used elements and plants from
modern agriculture, so there are now meadows and forest
like before our intervention. Only one area was excluded, and
on it we exceptionally undertook the ‘reconstruction’ of the
landscape. Only in that place we excavated the historical
level of the terrain, re-established the swampy landscape and
reconstructed a German fortification. 9 Still, we can say that
these minimum construction measures play the role of staging.
The rusting steel speaks of the temporal dimension, transiency,
butitis stillanchored in our industrial epoch, making today’s
intervention readable. We walk on the large steel plates laid
on the meadow, on the former battlefield. They remind one
of provisional bridging of construction pits at construction
sites, but also of shields or tombstones. We go from plate to
plate and ‘collect” information and knowledge from individual
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stvari fiksirane. No taj mix postojeceg i novoizgradenog nam se

¢ini obecavajucim. Vjerujem da je to Sto ¢e Prime Toweru dati
funkciju akcenta nije toliko njegova visina, ve¢ u vecoj mjeri
njegov polozaj na raskr$¢u Hardbriickea i Zeljeznicke pruge.
Mislimo da takav poloZaj nebodera blizu Zeljezni¢ke postaje
nece predstavljati samo predznak promjene nekadasnjeg in-
dustrijskog podru¢ja u gradsko tkivo ve¢ i znak za buducu
vidljivost i prezentnost ovog novog gradskog podrucja.

ORIS — Jedno pitanje u vezi nastave arhitekture. Od 2001. do
2002. godine bili ste gost-profesor na EPFL-U u Lausannei, a
od 2008. ste gost-profesor na ETH u Ziirichu. Zapravo nas
zanima koji koncept zastupate u nastavi arhitekture? Sto
zapravo zelite prenijeti studentima? 9 ANNETTE GIGON — To
je tesko pitanje, jer je to pitanje koje si trenutno i sama pos-
tavljam. Utvrdila sam da mi nastava ¢ini zadovoljstvo, da
imam zaista dobar osjecaj kad radim sa studentima, kad ih
u¢im stvarima koje sam za sebe otkrila, kad ih mogu motivirati,
ali i omoguditi im dvojbe —te da pritom imam priliku da i sama
ponesto saznam.
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signs — like an archaeologist, ‘collect’ information from the
floor, fragmented like splinters.
ORIS — One question concerning your somewhat recent
project, the Prime Tower in Maag Areal in Ztirich. Will your
first business building be the tallest building in Ziirich? It is
located in the industrial zone that in the past 15 years has
been filled with new housing, cinema, theatre constructions.
How does the relationship to industrial context function?
9 ANNETTE GIGON — Thirty years ago, this district was one of
the least pleasant city areas — behind fences and factories lay
‘forbidden cities’, ano-man’s land with no rights of access. With
the departure of industry some twenty years ago, these areas
became successively more open. Artists, graphic designers
and architects moved there and we did as well. Organization of
events, parties, musicals in the former industrial halls attracted
alarge audience to this district. Development from industrial
area into a new part of the city was a long-term process that
was followed by planning on behalf of the city authorities.
Discussions, workshops, zoning competitions meant gradual
evaluation of the industrial buildings and decisions on which
of them should be preserved, where new buildings should be
built and how high should they be. When we took part in an
invited competition, these things were already fixed. But this
mixture of the existing and newly-built seemed promising to
us. The thing that | believe will give Prime Tower its accent is
not so much its height, but its position at the crossroads of
Hardbriicke and the railway tracks. We believe that locating
the skyscraper near the railway station will not be only a sign
of the change of the former industrial area into urban tissue,
but also a sign of future visibility and presence of the new
town area.
ORIS— We have one question related to teaching architecture.
From 2001 to 2002 you were guest professor at the EPFL in
Lausanne, and since 2008 you’re guest professor at ETH
Zirich. We're actually interested in your concept of teaching
architecture. What do you actually want to convey to your
students? $ANNETTE GIGON — It’s a difficult question
and | am currently asking myself the same thing. | realized
that teaching gives me great pleasure, that it feels very good
working with students, when | teach them things | discovered
for myself, when | can motivate them but also allow for doubts
— at the same time having the opportunity to find out a few
things myself.
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