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preface mildred friedman

More than any other architect of his generation, Frank Gehry is an innovator whose vision reaches beyond the
accepted aesthetic and technical constraints of twentieth-century architecture. His singular formal/philosophi-
cal stance developed slowly, In the late 19505 and 1960s—the earliest years of his practice—his work was well
planned and handsome, and those who knew it regarded him as a genuine talent. But it wasn't until the 1970s
that the box began to break apart, and by the end of that decade he had venturad into absolutely unknown terr-
tory with his own “dumb little house"—a small, pink Santa Manica bungalow. It became a laboratory in which it
was possible to try anything, and he did. Since then, many barners to self-expression have come down at his bid-
ding. And in the years since 1989, "smart machines,” and the people who operate them, have given him the long-
hoped-for freedom to creéate ever more invantive ways to enclose space

The means with which Gehry pursues new possibilities and processes have been the focus of my convar-
satians with him over tha last several years, From that series of engaging sessions we have extracled a dis-
tingtive, revealing body of commaentaries by the architect. They form the essential substance of this baok. In my
introductory essay | examine the significance to his work of various clignts, collaborators, and technologies that
have greatly affected his practice over the past ten years. Michael Sorkin provides a perceptive view of Gehry's
recent work, in which he includes a unique response to the character and quality of the architect’s celebrated
Guggenheim Museum in Bilbag, As Gehry's work is about gradual evelution—the development of a project as it
takes shape through a long series of physical models—we have included a number of process madels that demon-
strate the architect's unigue working method

Where will Gehry go from heral | believe that although he denies it (maintaining that he wants 1o own a winery),
ha is only truly happy when ha is challenged by complex architectural problems. More are certain to come his way.




the reluctant master mildred friedman

To advertise perfection
i1s beneath Gehry's love of
imperfect humanity — PETER SCHJELDAHL, 1997

Frank Gehry's uncommonly inventive, eccentric architecture—unlike any other—challenges received wisdom
Consequently, his built works elicit diverse responses, both critical and quotidian. Some people are uncomfort-
able with the formal aspects of the work, and never get beyond them to examine the ways his buildings work:
thus, in earlier days, he ruefully remarked that, "Being accepted isn't everything.” But with the opening of the
Guggenheim Museum in Bilbao he seems to have crossed an invisible ine. International awareness and admi-
ration of Gehry's wark has subseguently taken on proportions known to very few architects lin Los Angsles, he's
a reluctant "celebrity”™), and now he spends about half his time traveling to far-flung project sites throughout the
United States, Europe, and Asia. He is an inspiring father figure to many young Los Angeles practitioners, and
aithough there is definitely not a FOG "school” as such, many aspiring designers train in his office, and he regu-
larly passes projects along to the courageous hopefuls who venture out on their own

But success has not spoiled Frank Gehry; rather, it has given him the self-assurance he needed to persevere
with his singular experiments with matenals and form. He chooses materials both for their formal qualities and
their associations. And while his decision 1o work with plywood, galvanized metal, lead, cardboard, and the much
despised, ubiguitous chain-link fancing can be traced in part to the constraints of small budgets, more significant
was his desire to dermnonstrate that chain link, despite its negative associations, can be a positive design element
The Santa Monica Place sign, embedded in veils of blue and white chain link, which covers the south facade of
the mall's parking garage. is a daring demonstration of this concept, as is Gehry's notorious 1978 remodeling of
his wood-framed Santa Monica house

The seeds of much that was to corme are in that small, pink California bungalow. For example, in the idiosyn-
cratic form of the kitchen window, we see the first instance of implied motion in Gehry's architecture, in this
case derived perhaps from cubism. Here too, the exposure of the house’s onginal wood frame (a gesture that
waould later be mis-termad "deconstruction”) is seen against the "in-process” new house layered around the
old one. The recent renovation of the house—a controlled effort on Gehry's part to create a more comfortable,
accommaodating environment for his wife and grown children—lacks, by his own admission, the genitle mad-
ness of the original effort.2 5till, the house retains a8 monumental quality; it is a paean to individuality, percep-
tion, and creativity.

1 From Petes Schyeldahl, *Sdwer opposite:
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Bilbae, Spain, 1997
2 Ses Gehiy's discussion of the
remodehng. ip. 54) the Gehry House kitchen,
Santa Monica, California, 1978
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Over the years, as his project budgets have grown, Gehry's choice of materials has become more diverse and
esoteric, as in Bilbao, where motion 1s realized in the building’s fluttering titanium skin. For the American Center
in Paris, Gehry's effort to be contextual was decisive in his choice of the limeastona walls, quarried, appropriately,
in France. “| love the stone of Pans, It's like the stucco of L A, "3 he maintains. The Center’s zinc roof is his hom-
age to the Haotel de Ville, and the canopy on the park side of the building conjures a melting mansard roof. Cast
glass, a material new to Gehry, will be used to define the seating areas in the Condé Nast Cafeteria project in
MNew York City, Kurt Forster asserts that, ™At his bast, Gehry manages to free his projects from typological con-
straints, enabling his buildings to assume shapes of unprecedented kind and configuration. ™ In that regard,
Gehry explains that "you can’t redo old ideas. The only way to gain is to go forward and not look back. You can
learn from the past, but you can’t continue to be in the past."®

All of Frank Gehry's adult years have been spent in Los Angeles (where he moved with his family from
Toronto, at the age of sixteen), with only two short breaks: Harvard's Graduate School of Design, and a sojoum in
Paris with the French firm of André Remondet. But it is Los Angeles—unique city of slender palms and smog-
shrouded freeways—that spawned this rare imagination

Gehry's early influences were the great southern California modernists—Raphael Soriano, Richard Neutra, and
Harwell Harris, All three were at the top of their form in the 1950s when Gehry was studying at the University of
Southern California. But the freewheeling nature of his attitude toward matenals and form matured in the 1960s
in concert with those of a group of Los Angeles artists, including Edward Moses, Robert Irwin, Billy Al Bengston,
Chuck Arnoldi, Ron Davis, Larry Bell, Edward Ruscha, and Kenneth Price. As the beauty of California’s extraordi-
nary natural light is an essential element in the work of these artists, it is also a hallmark of Gehry's architecture,
But these artists not only respond to southern California’s patural environment. In addition, a play on the charac-
tenistic “L.A." vernacular is consistently present in their works, as it is in Gehry's. What he refers to as the "urban
junkyard” of disparate styles inspired his breakthrough architecture, in which stucco, plywaood, chain link, and
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corrugated metal reflect the context of his city. Beyond the materiality of the Los Angeles cityscape thare is the
myth and mystery of Hollywood. For aithough Gehry has never worked in the industry, many of his friends and
clients are part of that world, and inevitably, in subtie ways, he responds to its presence, and expresses its influ-
ence in the exuberant cinematic movement that often animates his work.

In the 1980s, Gehry's horizons expanded, as did his awarenass of artists outside of Los Angales and his ref-
erences to diverse environments. In New York, his friendships have evolved into memaorable collaborations with
Richard Serra, Claes Oldenburg, and Coosje van Bruggen. At the same time, his office walls are covered with
magazine clippings and postcard images of great historic works by such masters as Claus Sluter, Gentile Bellini,
and Constantin Brancusi, artists who inspire him and, in subtle ways, influence his architecture. Figuration, which
began with Gehry's famously quirky fish fascination, is a growing aspect of his work. It is present in the dancing
figures in Prague, the horse's head first found in the Lewis house and later realized in the DZ Bank on Berlin's
Pariser Platz and, less spacifically, in the organic baroguery charactenstic of all the recant work.

As Gehry has gradually developed his own increasingly daring sculptural forms, his collaborations with artists
have been fewer. However, his enthusiasm for old and new art has not diminished and occasionally he demaon-
strates his profound understanding of works of art in exhibition installations for the Los Angeles County Museum
of Art, Los Angeles’s Museum of Contemporary Art, and the Guggenheim museums. Exhibition projects and his
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desiagn of furniture and lamps provide Gehry with something architecture cannot: instant gratification, quick nour-
ishment—what he has called “fast food"—a diet he enjoys when its substance captures his imagination. Mem-
orable early installations for the Los Angelas County Museum of Art included The Avant-Garde in Russia.
1910-1930, in 1980, and German Expressionist Sculpture in 1983

For the Musée des Arts Décoratifs in Montreal, Gehry created an environmaent of ingeniously designed mav:
able display cases in 1992, The cases are arrayed in a rather low-ceilinged area, presumably a temparary space in
Moshe Safdie’s Musée des Beaux-Arts de Montréal, in lieu of the decorative arts museum’s hoped-for building of
its own. Carefully crafted of plywood and thick plate glass, these remarkable vitrines, in a variety of sizes and sur-
prising shapes, were designed 1o accommbdate the museum's permanent collection, and Gehry has accom-
plished that charge with amazing verve

In 1998 Gehry designed the Guggenheim's Art of the Motorcyele exhibition, an examination of the evolution of
the bikes beloved by Thomas Krens (himself an "easy rider”), director of the Sclomon R Guggenheim
Foundation in New York. One hundred of these amazing machines ware shown chronologically on Frank Lioyd
Wright's astonishingly transformed mirror-finished, stainless-steal-lined ramp. The most engaging elements of
the exhibition were in two of the museum’s side galleries. Bikes, as though in motion, were arranged on daunt-
ing hills whose ribbon-like black and white vinyl surfaces were laid over elegantly configured exposed wood
under-structures that careened to challenging heights.

the office. In 1989 there were about twenty peopie in the Gehry office. There wera two computers—one word
processor and one in accounting. At that time Gehry worked with outside executive architects on major proj-
ects.® That relationship, still standard practice in many firms today, often leads to misunderstandings, errors in
construction, and increased costs. In Gehry's case, the most notorious example of the way in which the execu
tive architect system can go wrong is found in the saga of the Walt Disney Concert Hall—a situation that, as they
say, will live in infamy. Because Gehry's 1988 design for the Hall was complex and not thoroughly undersioad
by the executive architect, the estimates generated from their work were astronomical and the project came 1o
a grinding halt. Only the underground parking facility was constructed. While additional funds were being raised,
radical changes in Gehry's office structure were underway as he realized that in-house technical expertise of a
higher order than he had had in the past was essential to his growing practice. He turned to Jim Glymph, who
joined the office on the condition that they would no longer split the work with outside executive architects, but
would develop the essential in-house technical expertise that would permit them to develop projects from begin-
ning to eénd. That is what Frank was looking for. And finally, by the summer of 1998, after ten years of Sturm und
Drang, the realization of Disney Hall—designed and controlled in-house—was assured

The first opportunity for Glymph to take charge of the whole process came along with the Barcelona fish for the
Vila Dlimpica, a hotel/commercial developrment commissioned for the 1992 summer Olympic Games, and created
in collaboration with Bruce Graham of Skidmore Owings & Merrill's Chicago office. A steel sculptural element, 177
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feet long and 115 feat high, the fish sits atop a retail court. The client was in a hurry, and the office had less than
a year 1o have the project ready for the games. Glymph explains; “We were asking basic questions: what would
the process be if you didn't divide projects up into the compartments that have evoived over the last half of the
twentiath century? If you just tried to do what was necessary 1o get the job dane, how would you conceive of
carrying out the process?”

After looking at a variety of systems that couldn’t do the job, Glymph found saftware created by Dassault
Systémes for the French aerospace industry. The answer was the CATIA (Computer Aided Three-Dimensional
Interactive Application) program, designed to represant complex three-dimensional objects. Then the Gehry
office found a collaborating contractor in ltaly, Massimo Colomban's company Permasteelisa, which bought into
the program. Together they made the Barcelona fish happen.

There is a lot of competition for CATIA now. "None of that existed when we started,” Glymph points out
"Boeing got into CATIA afrer we made the Barcelona fish. (| like saying that.)” In the beginning, Dassault gave
the architects a great deal of support, but when Boeing ordered a thousand stations, it all disappeared for a while,
because with repetitive, mass-produced products, such as cars and planes, they get their money back. With one-
af-a-kind buildings, it was a different story, But Bilbao changed everything, and Dassault now sees the patential
in the development of new programs for architects. Nevertheless, architects eventually will develop their own
software, and the Gehry team is already well on the way to doing just that

Maost schools teach and most architects use visualization of rendering computer programs. But because Jim
Glymph wants to use the computer 1o get buildings built, there were na graphic rendering programs in the Gehry
office for a long time. No pretty pictures. He wants a direct link 10 the craftsmen who are building the buildings.
He axplains, "It's the old image of the architect as master builder. " Control is back where it belongs, he believes,
in the hands of the architect from beginning 1o end. He points to Prague and Bilbao as projects where they've
achieved this goal. Newer projects where this is happening are in the pre-casting of the concrate for the office
buildings in Dusseldort, the free-form metal on the Expenience Music Project in Seattle, and the formed glass for
Condé Nast in New York, In these prajects they see the beginning of a new way of working, now tentatively
termed the Architecture-Engineering-Construction Industry.

Maost of the momentum in the development of naw software is designed to serve the large conglomerates—
Fleur, Bechtel, Takanaka—with staffs of thousands and few designers in sight. For small, independent designers
to compete, new working methods have to be developed, such as video telecanterencing and applications shar-
ing. Glymph maintains that, "If the big companies get there first, they will set the standards and we’ll be back
with the old divided process again—what Frank wanted 1o get away from.” So, tha Gehry office 1s attempting
1o sat a model for small offices, and as the programs become maore affordable, this could happen. At this point,
with the computer, they can work out any bugs that may occur in construction, and they can accurately figure
quantities and costs. Those abilities are changing the practice of architecture

Richard Smith, a high-powered technical whiz who cama to the office with the CATIA program, describes how
an elevation was delineated bafore the computer. " The architects built a box that had a frosted glass window,
and they set up an elevation, They'd shine a light from behind the box, which would cast a shadow on the frosted
glass. Then they'd take tracing paper, traca the shadow, and they'd say, "Well, that's our elevation.’ | came in and
asked, 'How do you know that the dimensions are right?’ And they told me, "Hey, Michelangelo did this. This is
the way il's been done for centuries. Don't buck it.""

That was then. Now the question is, how doas Gehry fit into the new process? His working method hasn't
changed because of the computer; however, it has mada it easier for his collaborators to achieve many of his
most eccentric forms. He still develops his ideas slowly, from sketches through a long senes of physical models.
“| sit and | watch and | mave things. | move a wall, | move a piece of paper, | move something, and | look at it—
and it evolves. "7 The difference is in what happens next. A computer device digitizes the model information with
absolute accuracy: and the Gehry affice builds a virtual building in the computer



Randy Jefferson, the third member of the Gehry office management triangle, joined the firm in 1392, His jobis
to make things happen smoothly and properly. His purpose, he explains, is "1o create the important balance
between excellence in design and excellence in technical development.” He helps apply the office’s technical
systems to speciic projects. Bringing all the players together, he solves problems. “If we don't know how to
build it. " ha balieves, "it's unlikely that others are going to figure it out.” So in looking for people to work with—
enginears, contractors, etc.— “we are after people who know how to think and who know how to use the com-
puter as a 1o0l. We're dealing with a very interesting corner of architecture where new threshalds are being
defined with each project.”

Jefterson believes that one of the fundamaental differences betwean Gehry and many other architects is that
"Frank cares more about his clients than all the rest put together. If there were not that caring, you'd just throw
up your hands, because it's just a game. It's game-playing and ego. It's not that he doesn’t have an ego. And then
it gets down to ancther principle: It doesn’t matter how good the architect is; in the end, the building is only as
good as the client.”

It i5 apparent that Gehry's most successtul projects are the result of a lively interaction between the architect
and his clients. If there is no interaction, there are no ideas. And as his process evolves slowly, there is time for
relationships to grow, for exchanges to become natural and to the point. But sometimes the architect-client rela-
tionship fails and Gehry's interest wanes in the resulting work. For various reasons, Gehry has ngver visited the
completed lowa Advanced Technology Laboratories at the University of lowa or the Herman Miller Manu-
factuning Facility and the Sirmai-Peterson residence, both in California. It is not that these projects are failures—
Gehry believes that Sirmai-Peterson may be his best house yet—but he maintains that "making buildings is a
personal thing. You create a relationship with people and if that changes, or the peaple change, the project 15 not
s0 interesting, The building is a building, but it has lost its soul.”

some clients. Jay Chiat was one of Gehry's most loyal clients. He commissioned several office projects and a
vacation house in Telluride, which is still in the hopper. An advertising executive, Chiat met Gehry in the early
1980s when he was looking for a place to locate his company's offices (Chiat/Day} in the Los Angeles area,
Having rejected convantional “square” spaces in office buildings as incompatible with the kind of creative work
anvironment he wanted, he decided on a site in Venice, which, incidentally was ownred by Frank Gehry and his
associate, Greg Walsh. However, betore they had progressed very far, toxic waste (coal tar) was discovered on
the site. During the years it took to eliminate the harmful materials, Gehry designed a temporary office for the
company in a nearby warehouse building on Hamptan Drive
That situation gave him an unexpacted opportunity, similar to one he had had earlier with the Las Angeles
Museum of Conternporary Art's Temporary Contemporary space: a huge, high-ceilinged, wood-framed ware-
house that permitted free play for off-beat ideas. At Chiat/Day the mast memorable element was a larger version
of the headless/tailless fish form Gehry had first created for his 1986 Walker Art Center retrospective axhibition
The scale change allowed it 1o become a 84-foot-long communal room in which Gehry's friend, the psychiatrist
Milton Wexler, often held conferences. Later, Dr. Wexlar wrote: :
The confarence center Frank created for the Chiat/Day temporary office imarior was nothing but 8 whale, Inside this
lovely curved space, & huge conference table allowed for all kinds of informal meetings. The sound was perfact. In
some strange way, ong could aimaost feel that this was a marvelous environment in which to give birth to areat ideas
In the belly of a whale, one felt enclosed, nurtured, pratected, prompted to play, to experimant, 10 break out of the
commonplace

Gahry also successtully designed Chiat/Day’s Toronto office interior and made an unrealized attempt in New
York. When Chiat/Day's Venice Headquarters building was in process in 1989, Clees Oldenburg and Coosje van
Bruggen designed the incredible binocular conference rooms that are the central element in the building's tripartite
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facade. The binoculars, together with Gehry's “boat” form on one side and copper-clad "trees” on the other,
have created an unforgettable Main Street landmark.

During the years of his long friendship with Chiat, Gehry has been the recipiant of an incredible number of
prestigious awards: The Pritzker Prize, the Wolf Foundation Prize, the Praemium Impenale, the Dorothy and
Lillian Gish Award, and the National Medal of the Arts, along with innumerable other significant honors. Thus,
Chiat recently quipped, "because Frank is accepting all these awards, he's going to peak too soon. By the time
ha’s ninety, he will have had it. If they call him up and want to give him an award, he should say, "No, I'm sorry, |
can't do February. If you'll do this in April...."" In & more serious vein, Chiat continued, "I think he has incredible
instincts that ha translates into impulsive gestures, and because his instincts are so good and his intuition is so
honed, the results are perfect.” He relates, for example, that Gehry concelvad the Chiat/Day Main Street head-
quarters building in his very first sketch for it an a restaurant tablecloth in Santa Monica. "When we left the
restaurant someone asked, ‘Do you have the tablecloth?’ | said no, we've got to go back and get it | retrieved the
tablecloth, and it is the building.” (Although finding the finished building, "getting it right,” in this very early
sketch seems to contradict the long evolutionary process that Gehry works through on every project—in fact,
both phenomena are true.)

In the 1960s, Penny and Mike Winten moved inte an elegant suburban house near Minneapolis that had been
designed in 1952 by Philip Johnson, in his early Miesian manner. As their five children began to marry and have
their own families in the early 1980s, the Wintons realized that they didn’t have enough room for family visits in
the main house, and they asked Johnson to design a guest house. At the time he begged off, maintaining he was
too busy, but he agreed to call them with suggestions. Nine manths went by with no call. Then on 16 May 1982
the Wintons opened the New York Times Magazine to an article by Joseph Morgenstern, and they agreed, “This
is it!* The article was all they knew about Frank Gehry.
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Mike Winton remembers that soon after their Sunday epipheny, they visited the early houses Gehry had
designed in Venice and the Aerospace Museum addition in Los Angeles's Exposition Park. which Rad just been
finished. *But Loyola Law School was the one that really blew us away—Penny and | were hooked.” They were
drawn to the work for several reasons. There was “such self-confidence, he didn't have ta borrow, and there was
somuch wit.” They didn’t give Gehry a nigid program. Primarily, they wanted the housa to be amusing and wel-
coming to children, so that they would want to keep coming to visit grandma and grandpa. During the process,
Mike repeatedly told Gehry they couldn't afford it. Almost four years went by, and Mike kept saying, "“Frank, |
have to wait until my ship comes in." Then one day Gehry came In, looked at Mike and said, “Mike, your friends
tell me your ship is in."

Panny remembers, “We had a budget of, | think, $450,000, something like that. And st that time. we wera his
first ‘luxury” client. When we got to the bathrooms, he wanted to do them in marble ar stone, and | kept saying.
‘Uh...let’s have some plywood.' And on the staircase, when he came through during construction and saw the
Inner workings of the staircase up to the little room, | said, | really love seeing that; | don't want to shut it off
behind wallboard, and he said, ‘Don’t do this to me. I'm trying to live down my reputation as a junk architect,™

That unlikely beginning resuited in ane of Gehry's most significant projects. Seen across the gently sloping
site from the vantage of the Johnson house, the windowless west facades of the Winton guest house appear
as a collection of singular forms clad in limestone, -
brick, sheet metal, and Finnish plywood. The iconic pin-
wheel plan and its four interconnected structures con-
stitute an expressive waork that prefigures the sculp-
tural character of many designs to follow

Michael Eisner met Gehry not as Disney's CED,
but as a hockey enthusiast. Both families play and
they found each other at a hockey rink, Eisner was
aware of Gehry's work in the chain-link era, and had
admired his progress for many years. Their first pro|-
ect together was the Entertainment Center for Euro-
Disney (now called Disneyland Paris), a complex proj-
ect that left Gehry less than satistied. They later went on 1o the ice rink and Disneyland Headquarters, both
in Anaheim, California

Eisner admires Gehry's work because he finds it "aggressive, challenging, and risky.” The ice nnk is Eisner's
favorite Gehry building, Its voluptuous biomorphic exterior, which Eisner describes as a woman lying on her back, is
sheathed in corrugated anodized aluminum. The interior practice rink for Anaheim's Mighty Ducks is lined with lam-
inated wood beams—warm and welcoming— "reflecting Gehry's love of hockay,.” Eisner believes that "it's simple
and great, "8

One of Gehry's most supportive Los Angeles chents is Richard Koshalek, the former director of the Museum
of Contemporary Art and the Temporary Contemporary (now The Geffen Contemporary), L.A.'s guerrilla museum,
in the heart of Little Tokyo. In 1983, Koshalek invited the choreagrapher Lucinda Childs to create an inaugural
dance work for the TC, and he commissioned Gehry to design the set and composer John Adams, the music
Titled Available Light, this work was performed on a double platform seen from three sides, surrounded by a
scrim of chain link.® It was an astonishing success, and soon after, Gehry was commissioned to renovate the
warehouse. The tiny budget for the remodeling was raised through the sale of prints donated by eight artists
Designated “temporary,” while the museum by Arata |sozaki was under construction, this simple, industrial
structure continues to house many of MOCA's most important exhibitions, and its entry and street facade are
currently being revised in order to better accommodate future exhibition and performing arts projects. Koshalek
believes that the building's most successful quality is its informality, its accessibility; it is as close as a museum




can come to the environment of an artist's studio, Thus, the widely accepted ideal of the clean white neutral
space is one that Gehry has proven inadeguate in all of his subseguent museum projects.

Koshalek later chaired the committee that selected Gehry as the architect for the Walt Disney Concert Hall
When the project ran into fiscal difficulties, MOCA maunted an exhibition of drawings and models for the Hall
to damonstrate the significant role it could play in the cultural life of the city and the downtown neighborhood in

which the museum and the new Hall are primary players.

Gehry's most celebrated museum commission to date is the Guggenheim Museum Bilbao in Spain’s northermn
most Basque city. And consequently. Thomas Krens is currently Gehry's most widely known client The project
began in 1991 when Krens invited Gehry to visit an old warehouse building the Basques were proposing for the
musaum. Neither balieved the building would work as the site for a museum, and they agreed that a central city
location along the Nervitn River would be ideal. Three firms were then invited to participate in a competition for
the design of the building: Coop-Himmaelblau, Arata Isozaki, and Frank O. Gehry & Associates The jury included
Basgue government officials, a Spanish museum director, and a curator; Heinrich Klotz, director of the German

Architec

ture Museum in Frankfurt, was refaree

The selection of Gehry was the baginning of a six-year collaboration between Gehry and perhaps his most
hands-on client, Krens asserts that, "Great architecture is not just a question of pure genius per se; itsa function
of opportunity.” The program was simple: 300,000 square feet, of which 150,000 would be exhibition space. " The
wospitable to a 200-ton Fichard Serra
sculpture and a Picasso drawing.” Krens wanted an atrium plan. He believes that Wright's New York Guggenheim

building had 10 embrace an existing bridge over the river, and be agually I

works well and he wanted a building in which the atrium would always provide a point of orientation, and not be

simply an entrance hall. Krens suggested that “the dominant model for the atrium should be a cathedral such as
Chartres.” Gehry began with three other mataphors: Fritz Lang's film Metropolis, Brancusi's Paris studio, and a
rock quarry in Indiana. He eventually discarded the image of the rock quarry. Krens believes that Gehry has "a
greater faith in process than any other architect, The thing about Bilbao is the surprise of it." Entening the lobby is
truly an exhilarating experience: "Walking into [its] main atrium is like tossing your cap in the air.” "W After the
atrium and the 450-foot-long gallery, the last things one expects to see ara what Gehry calls the “stodgy " gal
ical spaces are perfectly suited to works from the Guogenheim's early-twentieth-century

laries. But these class
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collection, which will often be shown there. Herbert Muschamp, writing about the museum for the New York

Times Magazine, concludes: “Critics don't have to say ‘yes, but’; it's all nght 1o say something’s really good. You
don't have to qualify it.”

Gehry's remarkable building, together with the long overlooked city's first subway system, designed by the
English architect Morman Foster, Santiago Calatrava's pedestrian bridge and planned airport, and the music hall
by Federico Soriano and Dolores Palacios, plus several other proposed projects, promise a brighter future far this
revitalized Basque city. If the Bilbao experience, in gll of its manifestations, proves a succe
believers of the most skeptical among us. In 11s example, we sense the possibility that Eﬂl"lli cant architecture

ss, it could make

and brilliant planning can change 1 the face and the spirit of the world's oft-neglected cities

The 1986 Walker Art Centar axhibition, The Architectura of Frank Gehry, was a celebration of twenty-five
years of work by this American original, then not widely known outside the inner circles of new architecture. That
axhibition expenence (four years in the making) was my trial-by-fire imtroduction to Gehry's singular working
method. For the Walker exhibition he created five full-scale elements using lead, copper, cardboard, plywood,
and Finnish plywoeod. These structures demonstrated vanous ways he uses materials and, at the same time,
housed drawings, photographs, and models of his realized projects. Thus, while sesing the exhibition, the viewer
was also experiancing a full-size Gehry space. His ability to infarm, by making it possible for the observer to
interact with the exhibition, provided a vital link to the meaning inharant in the works on view, To demonstrate
was attempted

how architecture happens—how an idea goes from Gehry's initial sketch to a realized project-

there and is our purpase here, where we take up his story post 1986

installation views of Walker Art
Cantar's 1986 axhibition, The
Architecture of Frank Gehry.
Thi eardboard enclosure wias
created for Gehry's cardboard
furniture, Easy Edges, 1972,
and Experimental Edges, 1980
A lead-scaled. wood lish
{oppositel contained Gabry's
fish and snake lamps, which
were designed in the early 1980s




frozen light michael sorkin

In front of Frank Gehry's Guggenheim Museum in Bilbao stands an enarmous Jeff Koons topiary puppy. Supported
by a complex but unseen armature and enabled by a fiendish system for watering and fertilizing, the floral dog
dominates the museum’s foreground. | wanted 1o hate that puppy but found myself charmed...sort of: once the
irony was scraped off, beneath lay treacle. Thus laid bare, no longer an appropriation of kitsch, | was able to ses
the huge dog as pure kitsch—charming, goofy

Architects | know who had the pleasure of visiting the Guggenheim while it was under construction raved
about the beauties of its intricate armature, the rising, cross-braced snakes of steel. Gehry often talks about
inspiration drawn from construction sites, buildings that are at their best half done. Part of this is just the mod
ernist aesthetic with its tooth for the forms of engineering and construction, But it also comes from a view that
the unfinished version has a special innocence, clarity, authenticity, and authority. Like the childhood of the
sketch, the worry is that elaboration and growth inevitably equal loss

It is one of the many successes of the Guggenheim that it has not simply survived its transformation but that
in maturity it has only added density while retaining the vigor, kinks, and visual charm of its skeleton. In the kinetic
atriumn and in the picturesque tower framed beyond the preexisting bridge—the skeletal armature is both
revealed and employed, and the exuberance and complexity of the work-in-progress is retained

For the foregrounded Koons, though, the armature remains invisible, the dog beneath the skin. lllusionistic, it
depends on this inwisibility, the backgrounding of its means of support. The dependence of the fuzzy pup on its
concealed skeleton is ironical. The Guggenhaim—equally histrionic—engages the same problematic as the pup
the elaborate unseen structure required to support the complex family of curved forms. But there’s no irony. And
this is something that can be said about Gehry's work from the baginning: nothing is concealed, no jokes are
made, no self-consciousness is exhibited, no meta-meanings are inscribed

opposite:
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The Koons puppy is a cartoon. Cartooning idealizes a subject by drawing out some essence. Cartooning isan
intermediary state, a subject becomes condensed and malleable, The cartoon prepares a subject for irony, kitsch,
or critique. In the case of the Koons, the essentialized pup, stripped of detail and inflated to enormiity, opens up a
kind of metakitsch, a gigantic hyperbanality. It's this disproportion that gives the work its rmeaning.

Gehry also makes cartoons, forms full of pared depiction. The mimetic reading is both irresistible, totally legit,
and unavoidable. This engages both the cbvious sources |all those fish) and a certain incitement to ferret out the
metaphor. |'ve read, among othars, a description in which Disney Hall is compared to a flower. It never struck me
thus: | am reminded rather of those dancing hippopotami in Disney's Fantasia, improbably light of foot, And the
building is ineffable in similar wise. Curwvy, twisted renditions of shapes that approach familiar platonic forms but




that—like cartoon houses—bulge with the energy of lincipientl animation. The building is both beautiful and
ncredibly apt to its patron
The invention of the movies was transformative for architecture, paralleling and informing the invention of the

dea of space, A medium that allows the continucus dapiction of space, the movies goaded architecture into a

new sense of flow, creating an ides of the palpabllity—the physics—of the space. Space was no longer just 8

avents, Ammated, the rush of space could be expected to have an effect on the mate-

byproduct of the orde
rial conditions through which it passed. Film was abie, for the first time, to capture the blur of speed much the

way wa—slow to pracess our own enviranment—perceive it. Interest in such distortion through attenuation has

somathing of a history, originating in our ability to crass the landscape at increasing speeds—the view from the

train or the car. (Remember all those stretched buildings in the sixties “responding” to the view from the road!)

The film conceit 1s usatul to architecture both for its ability to capture the effects of space and for its store of
techniques. |'m thinking of the basic technology of filmmaking, the decomposition of a continuous kinetic activity
into a series of static framas, the stills that undergird the motion. This is an uncanny metaphor for architecture, for

somathing that is constructed via a sequence of precisely maasured stabilities to praduce something that finds its

ultimate legihility in motion. Nothing more clearly encapsulates architecture’s relationship to the the idea of motian
than the photographs of Eadweard Muybridge. Here the idea s not to create motion but to stop it, to decompose
and deconstruct it, to add precisely the necessary stasis to open motion to analysis and, ultimately, to reconstitution

Which brings us back to cartooning. An animated cartoon 1s a kind of gesamtkunstwerk that, like its cathedral
forebears, requires the precisely coordinated assembly of a huge number of individually produced, static ele-
tion of its suc
cessors, the idea that motion, baing physical, can be created from its particles. The most revealing and intimate

rments in order to construct a singularity. A singla cartoon cal, than, somehow contains the imph

moment in animated cartoons is that familiar image ot Wile E. Coyote who, having just barreled over a cliff, takes
a tew moments to discover that he s running through thin air, looks down, and only then plummets to earth
The hapless Coyote suggests the idea that physics is alsp psychical, that there is a momaent of ambiguous
ntersection between gravity and the unconscious, which is true as well for architecture. In Gehry's practice,
rmuch weight 15 put on the sketch, on the spontaneity of impulse and on an essence of ineffable character to
which all obeisance must be paid. For Gehry {like Disneyl, the next step is an inversion. The sketch, which defies

Eadweard Muybridge
Waman and Child, ¢. 1877
(plate 465 of the
Pennsylvania Plates)
Vieteria & Albert Museum,
London, Great Britain

opposite:

view from the north of the
Guggenheim Museum Bilbao,
under construction, 1998

Clifthanger
Chuck Jones
© 1930, Warner Bros

conventional geometrical arganization, must be translated into a system of precise coordinates and known struc-
tural properties, all of which depend on an undergirding Euclideanism. The forms are denved after the fact

This act suggests a canstant tension—constant relationship—between a systam of familiar Platonic solids and
a set of spontaneous forms that riff but do not ape this set of familiars, much as Mickey resembles a mousa but
looks like no mouse we've ever seen. The fantasy is thus inversely symmetrical with the sketch that distorts the
unfolding reality it both exaggerates and simplifies. The Disney projectis a
the unseen ideal form; thosa shapes in Disney Hall are both dancing flowers or hippos but also dancing not-cubes

iso & distortion, a cartoon that inflates

and not-rectangles, distorted away from the familiar but not so far as to cease atfinity
In an interesting insight, Zaha Hadid recently descnbed her early motivation to paint as somehow anticipating
the availability of Form-Z. the current Mac-based solid modeling program of choice. The observation is canny in

begging the question of animation. |f the current architectural avant-garde—indubitably sourced in Gehry's
work—has a shared obsession, it's with the motility of architecture. The conceit, not of frozen music but of

frozen motion, surely informs a myriad of fantasies of tipping facades and rotating masses, a simulation of insta-

bility that has been the hallmark of so much recent work




ansformation of Gehry's practice to a computer- dorminated one, Both too

Much has been made about

rative device but as an

much and toao little is implied. Too mueh because the computer 15 not used as

11he |

instrument ¢S 1o the computer wea can, wi materials and gravity, now build any

But the computer o provides anothear liberation. Secure in the knowledge that anything can be pro-

duced, drawing—sketching—is itself emboldened, offering a license that gives the sk 1 validity nat simply as

a source but as the final technical authority. The ¢computer enables the representation and mampulation of that

wihich cannot otherwise be drawn

The current trend in supercomputers is 1o the massively paraliel Largely out of favor are the incredibly pow-

hines and in their place hundreds of microprocessors linked together do the

it performed sequentially but divided and their components are solved separately and simultanea

oushy. In many ways, this approach s sirmilar 1o that of the traditional, precomputer, handicraft animation studio

To preduce the imageas naecassary 1o inhabil the hundreds of thausands of film frames in a full-blown animated

mowie, cadres of artists labor Tor months or years 1o break down the sequence of ammation in the fregze-frame
of individual cels and then draw and paint them one by one

Gehry's use of the computer enables the same process to take place, only backwards. Although the entire

object is crunched at once, what is produced is a single model of an extremely complex form, which only the

intelhgence of the computer can be said to comprehend in its all-at-once. To the observer, the central madal can
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Bilbao, its specialty spaces deployed around a central "atnum” that arganizes the functions that surround .

The autonomous courtyard is a spectacularly useful architectural device because it can effectively cut loose the
surrounding alements 1o develop their own autonomy. The courtyard, in its voidedness, offers a teke-up space, a
distributer that cedes the orbiting elements enough slack to develop in an informal system, expanding uncon-
strained by a hernming figural space that demancds that their own geometries be subservient. Strange and eccen-
tric shapes can nose into a flexible central figure that permits them tha room 1o retain their own eccentric integnty

Gehry speaks freguently of his friendship with and admiration of artists. This influence is literal—an indeb1-
edness for representational courage to Oldenburg, an affinity for curvature to Serra—but what's probably most
important is the influence of anxiety. It was art (and Los Angeles] that saved Gehry from the seemingly inas-
capable conseguences of universalism. It may also ba from this cadre that Gehry acquired the comforting {and his-
tonc) notion that politics can inhere in avant-gardism

Gehry went to school at the height of tha intluence of meodernism (including time served in the planning pro-
gram at that Kremlin of modernist-think, Harvard's Graduate School of Design), when certain truths were hald
to be self-ewident. The first of these was the need for genenc solutions to architectural problems, for systems

rather than objects. And the second was a version of minimalism—functionalism—that singular mix of liberal

ism and Taylorism with its creepy fantasy of mass subjectivity

Somewhere inside, Frank was bridling at this. Conscience-full product of a Jewish-Canadian, liberal environ-
mant, ha wanted to help. But inside, the fish of creativity was wiggling to be free. And here the metaphar may
be important. Looking back at that Proustian carp alive in the tub, one reads not just animation but iImprison-
ment, circumscnbed desire: fish gotta swim, after all, and in the tub they don't get far. And what object can be
said to be lass vested with its own dasires than the carp become part of that grey lump of gefilte fish (however
tasty. not what the fish wants to ba). Like.a Chinese painting of a fish in which a stroke suffices to animate the
shape, Gehry reanimates. He sees the orthodox formal vocabulary of most architecture as lifeless and gets to
woark, not with the production of an alternative systam, an accdental incursion from left fiald produced not by
surraalistic trickery nor a single imaginativa leap, but with the breath of new life injected into old forms

The revision starts slowly at tha Davis House, in which tha box undergoas a mild, sight-line-generated skew-
ing to produce (along with the skewed wing of Asplund’s Snellman Housel one of the most seminal twists in the
history of architecture. With his own house, Gehry extends his palette of distortions 1o strategies of decomposi-
tion and second skin, Here, the box is not simply distorted geometrically, it's stnpped bare. Gehry dances down the
line of essence, inquinng how much can be removed and reconfigured before the house disappears, The crummy
material palette 15, to be sure, a par of this, but there's nothing in the materials Gehry introduces that really stands
autside the standard-issue matenality of stick-built hames with their two-by-four construction, chain-link back
tences, and asphalted drives—a |large part of the point. The box has been broken and this new energy parallels
Gehry's own escape fram the box of corporate practice to a circumstance in which his newly confident and
increasingly articulate desires ara able to directly imprint his work, to make something new from the old familiars.

Having demystified the box via distortion and dematerialization, Gehry is ready to move on to énsemble, to the
ways in which uses, not simply forms, go together. The city is the ultimate architectural ensemble and Gehry's
urbanism is, at the end of the day, fundamentally respectiul of the accumulated conventions of the histaric
While the forms may be wild, the strategies of situation are both calm and precise. Bilbao, for example, is brilliant
not just in its siting but in the way In which it resolves the pnmary issue of the Bilbao riverfront, the dramatic sec-
tional drop from the main grade of the town 10 the nver bank. Disney Hall, for all its crazed neo-baroguisms, pro-
duces an acropalis in fnendly collaboration with its dreary predecessors on Bunker Hill. Santa Monica Place skill-

fully separates automative and pedestrian access, a mall that bath contains its own anchors and anchors Santa
Monica's 3rd Street pedestrian shopping street, which existed only as an idea at the tme of the mall's building,
The bringing together of pieces in peaceable assembly is the most urgent creative agenda of Gehry's break-

out. Although his architecture is relentlessly alleged to incorporate the genius loci of Los Angeles as one of its

most fundamental inspirations, the reading is too often distorted by an identification of the city with tackiness
and ephemerality—the shake, rattle, and roll of guakes and shdes-—and with a ganeral celebration of the city's
transient veneer. Shghted in this interpratation are certain sounder glemeants, aspacially a history of local place-
making. The film studic complexes, endearing shopping centers like the Farmers Market, bungalow courts, and
especially the small pedestrian cul-de-sacs, such as the Crossroads of the World, are clear prototypas for the
likes of Edgemar, one of Gehry's most successful ensembles

As wath any village, the crucial questions are about the limits of inclusion in community, the tolerable degrees
of difference, and the nature of the public or shared spaces. For Gehry, difference s embodied in shape and mate-
rial, sacondarily in use, Elements express their individuality by standing free, an attituda that both de-inscribes
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them and that, In offering the possibility of a comprehensive, cubistic view of the element, makes the indi-
vidual piece more comprehensible as such, vesting it with a kind of citizenship via the autonomy of (percep-
tual) wholeness

Maturally, there's a problem with treating forms as citizens inasmuch as formalism always risks superseding
the desires of users, But—with our most artistic architect—the user's desire is necessarily to inhabit Gehry's
own sense of expression, largely mooting the point, except at its periphery where collective spaces are defined,
in their edges, as the residue of individual assembly. And here is the innovation. Although Gehry's collective
spaces have carelully nuanced scale and detail, they are seldom recoverable as figures. This is genius, this
noumenous creation of a public realm that is drawn out of the private, described in detail only by the individual
spaces that define it.

The Guggenheim Bilbao is the Weisman Museum rotated through 180 degrees. One side of the arc is occu-
pied with the convulsive geomatry of the stainless-steel facade, the other with rectangular baxes of masonry.
Bilbao gives a “functional” logic to this geometrical apposition by creating two different kinds of spaces: geo-
metrical, stone-clad, for “historic® modern art, and free-form, titanium-swaddled for contemporary wark.
Although there's nothing philosophically necessary in this distinction, it works very well, if only in the sensa that
all the work in the museum is beautifully housed. The only dysfunctional space is the largest, the huge loft room
on the ground tloor. Here, the issue 15 not architectural but the curatorial insistance of trying to display puny-
seeming twa-dimensional works on its 450-foot-lang walls, which inevitably leaves the art diminished

Frank Gehry's work has remarkable command of direction, something—as opposed to orientation—intrinsic
and internal. This begins with an acute sensea of front and back. In many earlier projects, the two-ness was the out-
growth of a sense of the role of building in the urban fabric, between the faces of public and private, a condition
recursively explored within the working arrangements of tha grouping itself. Of course, any architecture that wants
1o move begs the question of direction. if the classic modernist building embraced the metaphor of the ship, sail-
img along its long axis, Gehry has managed to disperse this sense of movement, 1o make a more general condition
of animation. And here the metaphar of the flower grows again. The idea is the opposite of Muybridge’s and seeks
not to observe by retardation but by acceleration, in the kinds of time-lapse photography that, by speeding up the
succession of images, makes the opening of a flower or the construction of a buliding freshly accessible.

Although the blooming and the building rmight fairly be said to proceed to certain ends, what Gehry, in his most
recent work, has captured is not the directed mation but the stationary dynamism of a flame. The evanescence
of the reflective facades of the Weisman Museum and the Guggenheim achieve the feeling of motion, nat by the
conceit of stop-time, like the Kobe fish or Vitra, but via literal animation. This fantasmagoria of moving light is not
projected on a simple screen, like minimalist mirrored facades that try to garner maaning from sun and clouds,
but on a surface that is itself complex. Bilbao surely marks the mature phase of Gehry's cubist sensibility, in
which he returns cubist two-dimensional depictions of three-dimensional space to the actual realm of valume.
tis @ masterpiece
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commentaries by
frank gehry

then and now. As | came up through the ranks, Raphael
Soriano was my model. Then | got excited about Japan,
because my teachers at the University of Southern Cal-
ifornia had all come back from Japan at the time—and it
really fit in Southern California. We got a pretty haavy
dose of tatami mats, post-and-beam, and woodcraft
structures. For me, it was in scale with what | could un-
derstand at the time. If you gave me a big building, |
couldn’t understand it. The all-time hero of that pencd
for me was Harwell Harris. | knew him. | used to visit

him in his studio. He practiced near downtown, up on
a hillside on Mount Washington. | visited every month
Then | met Schindler. | was very taken with Schindler.

then Neutra. | couldn't relate to him, but he liked me. |
took my thesis project to his studio to show him;, he said
nice things and took a lot of time with me

| was anti-Corbusier and all those pecple until | went
to Harvard, and then | met a lot of them. But | didn't un-
derstand Corb. | had 10 go 1o Europe—see the Roman-
esnue churches, go to La Touretta and Ronchamp—then
| understood. Then | started into Frank Lioyd Wright—
looking at it. That's what | used 1o do on weakends
When | came back from Harvard, | was driving across
the country with my first wife and daughters, and |
wanted to go to Taliesin \West. | went to Taliesin and the
flag was up, which meant that Wright was thera. | was
axcited. | drove up, and they wanted a dollar each for us
1o go in, and | said, “No way. " | was furious, | was a So-
cialist, and that offended me. So | didn't go in. | was al
Wways sory

When | was sixteen | attended a lecture at the Uni-
versity of Toronto, and a wonderful man from Finland
showed a chair.! | remembered the lecture and later re-
alized that the man was Alvar Aalto. | loved him. | loved
the lecture. Then in 1972 Berta (Mrs. Gehry) and | went
1o Finland, and we visited Aalto’s studio. They let us sit
in his office for two hours. They let me sit in his chair.
But | never met him. Then, years later, a lady came o
my office. She looked familiar, but | didn't know wha
she was. She talked to me for an hour before | realized.
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| said, "You're Mrs. Aalto. He
i1s my hero.” What Aalto did
for architecture is what | also
like about Hans Scharoun, It's
the touch, it's the humanity
of it. Wright had that, too. |
think Corb had it, but in & dif-
ferent way

Painting and sculptura in-
fluence my work. For instance, when | had the Bellini

picture with the Madenna and Child, | originally thought
of it as the Madonna-and-Child strategy for architectura
You see a lot of big buildings with a lot of little buildings,
little pavilions in front. | attnbute that to the Madonna
and Child composition. When | was doing some of the
planming wark for the Reichmans, for the Madison
Square Garden proposal, | dragged out that Bellini pic-
ture and showed it to them. | showed it to the wrong
people. | showed it to devout Jews, and they didn't
want to hear about Christ. And | knew that, | told them,
"I'm not trying to sall you Christianity, believe me, but
there is a visual strategy that is built into the Judeo-
Christian world that is Madonna and Child." | went back
to the Bellini and fastened on the folds of the drapery
You sea that kind of motion in Giotto, too, A lot of that
folding interests mea. | was looking for moverment earkier,
and found it in the fish. The fish solidified my under-
standing of how to make architecture move. The fish
torm that | designed for the Walker exhibition—| cut off
the tail, cut off the head, cut off everything, and you still
got a sense of movement—was really powerful for me
To have been able to build that was really important
Then | made a bigger one for Jay Chiat’s Hampton Drive
temporary offices [1986-1988). Tha scale changed thera
| made it more of a room, a communal room. | think my
ideas are derived more from painting than sculpture. But
I'm all over the place. You know, whenever | go 10 a mu-
seum | fall in love with something—Botticelli's Primav-
era, for example—but aach time | sea it differently from
the last time. Today | would look at the fabncs. And |
would see it architecturally, whereas | never saw it that
way before. When | drive I'm listening to Proust now., |
read Proust thirty years ago. | slogged through it; | wasn't
ready. Now | just go nuts. | play it over and over. When
he describes the town, when he describes the room
whan he describes the hills, the sky. Now I'm listering
to Trollope— The Warden and Barchester County. | hadn't

read much of that earlier, but now | hear the descriptions
of the parties, and they're architectural for me. I'm ready
to hear it. | respond to where | am and what I'm doing at
the time. You know you're given a problem, it has a con-
text, it has a budget, it has people, and you start work-
ing with it. Then I draw from things that are appropriate
that | relate to. Had | seen Claus Sluter [the fourteenth-
century Flermish sculptor| ten or fifteen years ago, it
probably wouldn't have resonated.

When | was waorking on Disney Hall | got excited
about movement. | got into sails and the luffing of the
sails. When you're sailing, the wind catches the sail and
it's very tight, and it's a beautiful shape. Then, as you
turn, the wind is coming at you when you're going for-
ward—the wind is actually coming at an angle. When
you turn into the wind slightly, the wind is on both sides
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ail on panel Lawis Residence, 1985-1995

Galleria Borghese, Rome, ltaly

Claus Slater (d. 1406)
Mourner from the Tomb of
Philip the Bold

alabaster, 1672 inches high
Claveland Mussum of Art
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JUH. Wade Fund; bequest of
Leonard C. Hanna
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Ciaes Oldenburg in one of the
two binocular conference
roams, Chist/Day Main Street
Headguarters, Venice,
Calitornia, 1891

of the sail, At that moment, the sail luffs—flutters. And
when it flutters, it has a beautiful quality that was caught
in the seventeenth century by Dutch painters such as
the van de Veldes, But | didn't have the guts to doit. So
everything is tight in Disney Hall, Later, when | saw
Sluter, it was luffing all over the place; it was very much
like Greek drapery. It gave me courage.

A number of artist friends have influenced my work,
Ed Moses was a big influence on my life. He was some
body | learned a lot from, talked to a lot. I'm indebted
to him, | learned a lot from Robart Irwin. | used to love
meating with him. | miss meeting with him, | miss our
times together. Even though | didn’t understand half the
things he was saying, the intensity and the passion
were really exciting to be around. Claes Oldenburg and
Coosje van Bruggen are important to me. Claes is shy
and difficult to get to know on his own. | think he's bril-
liant. Caosje talks more, and she is catalytic 10 a con-
versation between us. Claes's work i1s about the figura,
basically. When he did the binoculars, and he got that
rolling surface and it was easy to build, | got excited.?
But | didn’t necessarily take that idea from him, because
| was looking at Sluter, | was locking at Vermeer, | was
loaking at Bellini, and at Greek sculpture. | try things on,
like | used to when | was a kid. | do it all the time. | get
to know it. | assimilate it, and then it Comeas out some
ather way—translated

| don't talk about influences when | give lectures, be-
cause my work doesn't look as good as Sluter, or Bellini,
or Viermeer. Their work 15 better than my regurgitations
ot it. That's why | say | try it on, | assimilate it, and then
it comes out some other way, No one would ever say,
“Oh! Sluter,” when they sae my work.

2 Didentburg s binoculars, inially
croatad for the Vanice, (waly

Ii Corso ded Coltallo project 11584}
wara re-created by Class Qlden-
burg, Coosie van Bruagen, and
Frank Gehry lor the Chial/Day
Haeadquartars busldmg in Venice
Celifornia




materials and methods. They teach matenals and
methods in architecture school, as a separate course
I'm a craftsman. | took woodcraft classes when | was
a kid, but | wasn't the greatest at it. My father had a fur-
niture factory, and | used to help him, It seems 1o me
that when vou're doing architecture, you're bullding
something out of something. There are the social |s-
suas, thara's context, and then there’s how do yau
rmake the enclosure and what do you make it with?
From the very beginning I've been worried about the
translation of ideas through the many peogle involved in
the process of making a building. They frequently drain
the strength and power out of an idea. In my early at-
tarnpts, such as the Danziger building, we ran into trouble
at the building department, because it needed somae

kind of approval for the particular plaster spraying pro-
cess | wanted 1o use. The building department didn’t
want us to do it. I've forgotten why. | remember they
said, "Why don’t you just do things the normal way? ™ |
wWas CONsCIOuUs leiTl dt‘.'{:}:.lr_ th‘ time | was Vg'Ur-lf.lﬂg on
Danziger that you had to think of the finished building
So it became how you took the energy of the idea
through the process and ended with a building that had
feeling, genuine passion. The Danziger building had to
be plaster. And | wanted a raw, rough texture. | was
looking at Kahn a lot, but | was also looking at Corb
Whatever was in my consciousness, | loved raw rough
stucco. Mo buildings were being done with that, They
call it "tunnel mix." It was underneath the freaways
Under the freeways they'd spray it on. 5o | asked the

plastening contractor to do it, and they sawd they couldn't;
they didn’t know how.

An artist friend was building a little studio in Venice
| told him what | was looking for. He said it sounded
great, and if | wanted to use his garage to experiment
on, he wouldn't mind. | found out what the eguipment
for tunnel mix was. | went to the U-Haul and rented it,
mixed the plaster, and did it myself. | sprayed it on the
garage, and it was beautiful! Then | brought the con-
tractor down, showed him the equipment, showed him
tha walls, and that's how the Danziger building was
made. Since then—not because of me—you can only
get tunnel mix! It's a totally perverse world.

When the sculptor Ron Davis wanted a studio, he
bought land, and he carme to me. | made the site model,

Al AR

opposite:
Danziger Studio/Residence,
Hollywood, California, 1964

O’ Meill Hay Barn,
San Juan Capistrano,
California, 1968

and started to play with perspective. | made it 50 that
it fit the site, so that the site and the building became
a sculptural entity. | remember tipping the roof up, be-
cause | had done the hay barn for Donna O'Neill with a
tipped-up roof. And he loved that. It was my first metal
building after the hay barn. | said, "This is interesting for
ma, bacause | can now make a very tough sculptural
shape. " The wall and the roof became the same mate-
rial, and we could do it in metal. That's when | started
using corrugated metal



matal cladding has been a
hallmark of Gehry's architecture
since the late 1960, from
corrugated metal to lead-coated
capper 1o the mare esoteric
titonlum of Bilbaa
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| used matal to make three-dimensional objects. | ex-
plored metal: how it dealt with the light in Baston on the
360 Building, and in Toledo, whera | used lead copper
The lead copper in Toledo is just beautiful. It does beau-
tiful things with the light. The first time | used the metal
pillow surface was on the Aeraspace Museum. The big
metal piece that hangs out is pillowed. | started out to
do it otherwise, but | realized that you couldn't control it
flat. Flat was a fetish, and everybody was doing that. |
found out that | could use metal if | didn't worry about
it baing flat, | could do it cheaper. It wes intuitive. | just
went with it | liked it. Then when | saw it on the build-
ing, | loved it. | used it again on Irvine. And than at Har
man Miller | used it even thinner. Bilbao is a lot thinner
because it's titanium. You couldn't use it the same thick-
ness as the others—wouldn’t be able 1o afford . We
prafer titanium because it's stronger; it's an element, a
pure elemant, and it doesn't oxidize. It stays the same
forever. They give a hundred-year guarantee!

I'm interested in Pop Art. However, that's not what
moves my work, even though it 1s often misundarstood
as that. When | was using chain link, people thought
that was what | was doing. But it wasn't. The chain link
for me was about denial, There was so much chain link
baing absorbed by the culture, and there was so much
denial about it. | couldn't believe it. That's the papulism
in my work, as opposed to the art. What's wrang with
chain link? | hate it, too, but can we make it beautiful? |
said, “Maybe, if you make it beautiful, if you're going
to use it in huge quantities, you can use it beautifully.”

sculpture as architecture. My early work was rectilin-
ear because you take baby steps

| guess the work has become a kind of sculpture as
architecture. It started with the Barcelona fish. And that
was again intuitive. Why did | draw the fish in the first
place? | did it because of the postmadern game. | said,
“Ckay, if you're going to go back, fish are three hundred
thousand years before man, so why don’t you go back
to fish?" So | started drawing fish. And then they started

“to have a life of their own. | started to really look at fish

| began going to the library and looking at pictures of all
the fish that were there, learning how the scales work

| looked at fish in ponds—the sense of movernent fasci-
nated me. Tha Greeks did it, and Rodin did it. I'm a strict
modernist in the sense of believing in purity, that you
shouldn't decorate. And yet buildings need decoration,



because they naed scaling elements. Thay nead to be
human scale, in my opinion, They can't jJust be faceless
failled. When it
started getting used by the developers, it became face

things. That's how some modernisn

ess. 11 became a language that self-destructed. What

was missing was human scale

The wood fish | made for the GFT people in ltaly was
hokey, because it had a funny tail and fins. But when
you stood beside it and you didn't get invalved with the

details, you had a sense of movement. That's when | did

tha fish for the Walker show_ | said, "Ckay, the tail and

fins are hokey, so let’s cut off the head, let's cut off the

tail, and see how much of tha kitschy stuff we can get

rid of, and still get the sense of movement.”

Even now | don't know where |'m going with it. Up
to now the unbuilt Korean museum 1s-the farthest aut
I've gotten. It's water. | was trying to make it water.
was trying to make a waterfall in Korea, because the
most beautiful parts of Korea are nature, The man-made
part is terrible thera. So | was trying to relate to nature
In Korea, and in the middle | was trying to make a wa-
terfall. And | got close. There are a few places there
where it works. | was getting close in a material way

life it would have
started to be water,
was really

In rea
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excited when they stopped it. But it's another sense of

movement. It's iquid

Then Jay Chiat's Telluride house goes the next step,

which is indeterminacy—you don’t know what the
farms are. In other words, every time you look at it, it's

going to be different. The models are ephemeral, and

it's like npping a piece of paper, The ripped edge can be
beautiful. But you can't make architecture do that. |
think I'm starting to explore that seriously in Jay's
house, That indeterminacy that you get whean you'ré not
certain what it is. The Ron Davis house 15 a clear trape-
7oidal shape. You can read it, and you ¢an remember it
Jay's house you remeamber as crinkled-up paper. Now,
how do you get that into the final form? Water and crin-
kief_!-l.l:] paper; ThF:'y' re just another form of decoration in

my opinion; 10 a way, it 1s baroque

the new office. Our office structure and working mathod
have changed a lot in the past ten years: staffing, com-

rs, clients. It all has to do with people. Earher, | could
3t experienced managears and systems axperts
{the Randy Jeffersons and Jim Glymphs of the warld) to
work with me, because they could be paid better in
ather places whare there was maore predictability for
them in their work and in their lives. People who worked
here in the mid-1980s would freak out when | would re-
design something, because that meant thelr bonus was
out the window [if the chent wasn't payingl. That was the
pericd when | ran into technical problems. We couldn't
do working drawings for large projects; we had to farm
them out

When Jim Glymph joined us [in 1989} | pointed out
that we drew curves like those on the Vitra Museum us-
Ing descriptive gecmeltry. | sad, "l want to go inta more
complex shapes now.” He said, “That's no problem;
wie'll do it with the computer.” He went to the aerospace
industry and had meetings and discussions about it
From those we got the CATIA program and several new
people, including the computer expert Richard Smith

Jim developed the computer thing slowly, and that
was axpensive. But he does make it work for us. That's
how we controlled the costs of Bilbao, and how we can
do those curves now. Consequently, we have a lot of
freedom. | can play with shapes. When | create the
curved shapes on all the little models, we have a gadget
that digitizes them, It's becoming quicker and quicker
With our new equipment, shapes can be transferred to

opposite:
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tha cormputer in fifteen minutes, and now we knaw how

much it's going to cost per square foot to build thosea

o

shapas, because we've had the necessary expenan

Now we can budget jobs in the earliest design phases
Also, we know that if we use flat materials it's relatively

cheap: when wa use single curved matenals it's a little

ore expensive; and it's most expensive when we warp
matenals. S0 we can rationalize all these shapes in the
computer and makea a judgment about the guantity of
egach shape to be used. It's not possible te know this by
looking at the completed building. The most important
thing is that the computer gives us a 100l we can use 10
communicate with the contractors.

Because we can figure the cost, the subcontractors
are starting to trust us. We have a whole group of peo-
ple who know we mean it. A1 first, when they saw it,
they thought we were crazy, and they said, "The client’s
not going te ket you do it anyway, so why should we take
it seriously?” Now they believe in it, and they want to be
part of it. We have a large group of contractors in Europe
and America who will work with us now, In the last few
years we've bean pushing the frontiers that we narmally
wouldn't push into, because we're afraid to do it! But
there's a lot more flexibiity out there than we realized

When Bilbao came in we needed a great manager.
Jim Glymph was here, but he isn"t managerial, He's a
tachnical genius. | thought we should look in the office
and see if there was anybody we could grow into the
position, but | said,
son.” (| had been waorking with Randy on a house: He
was Managing Partner of Langdon-Wilson, a big firm in
downtown L.A.) Randy came by three days later, as

"What I'd really ke is Randy Jeffer

though he had heard me
Jim Glymph and Randy Jefferson have made the
computer work for us. Bilbao looks like my drawings

When | saw it, | couldn’t believe it. Jim higures it all out

e tha cost of flying 1he plane. So

bernard charles: Thes

1's raisted 1ot
oresirmnt and sil

and than He works with tha contractors. Randy i1s dif-

ferent. He knows how to organize the projects. So be-
tween them, it's a miracle. We're the only firm in the
world doing what we're doing, and | think we're on the
verge of revolutionizing the way architecture is prac-
ticad. Jim is starting to write software that other people
will be able to use. | told them to go ahead and do it
They'ra meeting with the lawyers and the accountants
I've provided them with all the legal stuff. And | don’t
even understand it. You know it’s not for me to do that
They're doing it. I'm gaoing to stick ta my thing. If they
make a lot of monay, that's fina. | may become the Bill
Gates of architecture!

The new computer and management system allows
us 1o unite all the players—the contractor, the angineer,
the architect—with one modeling system. It's the mas-
ter builder principle, | think it makes the architect more
the parent end the contractor more the child—the re-
varse of the twentieth-century system. IU's interasting
because you waouldn't think that would happen with
something as technical as the computer but, in tact, it
has. And you wouldn't think an office like ours would
lead it. Nobody else does it yet. But they will

In Europe there's a person called the mettewr who
takes off the quantities of a building. We don't need him
any more. The computer does that in an instant. So as
we are designing the building, we have an instant met-
teur that takes off as wa go. Consequently, |'m design-
ing with specific conditions and | don't go out of bounds.
5!:‘{:'11:}5'.:‘ YO k W, when oL dE‘SlgI'I without L:ITD\'\{“‘\g

the boundaries, you find a form and you become enam-

ored with it. It crystallizes. It's a fixed image. It's really
hard onee it's a fixed image to go back and cut, cut, cut.
But if you're cutting as you go, you don't get fixed until
you know you can do it When yvou're fixed, vou're fixed
You know you can afford it
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Since we discovered the CATIA software program
we've worked with Dassault Systémes in France, who
makes it, In the last few years they've been working

on making the system fit our way of working. So they
now have a new enhanced CATIA that they're going to
install here, which backs us up even more and allows us
to contrel the architectural processes to within seven

decirnal points of accuracy. That's what | like about it
They're tuned in 1o understanding that this can change
the way architecture s practiced and can make new
buildings possible—mare axciting sculptural shapes in
the landscape instead of just plain boxes. So they're ex-
cited about that. | told them that I'm going to be per-
verse now and start doing boxes

Bernard Charles, the President of Dassault Systémaes,
has said that the way we're working has changed their
way of thinking about their system, which is naw hav-
ing an impact on the way planes are designed. We're
actually helping them in the aircraft and automobile
industries

project designers. | need to have help. | can’t do it all
myself. |'ve learned over the years how 1o assign work,
how to get tham going. Each person you work with is
different, a different persanality. They're not cookie cut
ters. If you try to make them the same, you destroy the
dynamics of it, So it's mora fun for me ta play with their
strengths and weaknessas. When I'm working an a

the CATIA process demonstrated
in a series of images of the
Guggenhaim Museum Bilbao
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project with Craig Webb, it's different from when I'm
working on a project with Edwin Chan. If | give Edwin
Chan a little sketch, he'll take it ta the moan. By the time
| get there, he's doubled the budgel. And he doesn’t
care. He says, "Daon't bother me with that kind of stuff.”
Craig Webb, on the other hand, is so facile that in thirty
seconds he makes something look real. They're differ-
ent, so | work difterently with each of them.

Edwin is younger and he'll jump off a cliff without
knowing it, and he tends 1o push things, which | love,
because it pushes me. He was treined at Harvard. At the
beginning he was very quiet and never talked, but now
he talks, and if he doesn’t like something, he says so.
He has been here eleven or twelve years now, and he's
not afraid of me. He's respectful, but he's not overly
respectful. He has his own mind. Craig Webb was at
Princeton. Craig is older, more expenenced. When he
draws somathing, it looks real. It's a trap for me some-
times; becausa ha's so facile the project looks resolved
Edwin does not have the technical background, sowhen
he draws an idea it is not resolved. When Craig does it
it's buildable all of a sudden, and real; he'll take my
sketches and play with them. Craig is overly respectful

&
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of ma. He always thinks everything is going to go wrong
He's one of those guys who is sure that people aren’t
going to like something, or the budget is going to come
in too high and the project’s not going 1o get done. He's
kind of a gloom-and-doom guy. Whereas Edwin's abways
up, always optimistic, always looking up, always smil-
ing. They're my key designers right now.

women in the office. Women in architecture schools
are about fifty-fifty to men now. When | was a student it
was about ten parcent. Now | see a lot of women with
real talent, raw talent, good talent. And you don't see
tham coming up in other offices, and I've wondered
why. | 1alk abaut it in the office.

Eisenman sent me Rachel Allen, who is very, very
bright, and very good. Eva Sobesky, who has been with
us for a long time, is very bright and is working out really
well, And then there is Michelle Kaufmann, who is work-
ing on Conde Mast and the Coca Cola Museum. Now wa
have five or six very promising women who can handle
project management and design, | am encouraged. And
I think a lot of it happens because of Berta, because
Berta does her anthropological stuff in the office. She

helps them. The women go to Berta, and talk to her. So
| think | see hope.

contractors and architectural practice. The Amencan
legal system, the insurance system, and the tradition of
the architect-client-cantractor relationship are based on
a bunch of phony assumptions. After tha architect de-
signs the building and does the drawings, he rises from
the floor five feel and becomes the holier-than-thou ar-
biter between the client and the contractor, That's the
assumption of the old system. What really happens is
that the contractor goes to the owner and says, "If you
straighten this wall out, | can save you a million dollars,*
and the chent says, "Wow!" And sometimes he does it
The contractors, because of thair relationship to the
money, become parental in the equation, and the archi-
tect becomes the child—the creative one. "Here comes
the creative one again; watch out.”

The computer changes the systam, We show the
contractor the computer system and we show him a
wall, built like the most difficult piece of the design. We
also give him a disk that says “give this to the stone-
cutter. We want 1,700 pieces of stone double curved,
800,000 single curved, and 800,000 flat of this size.”
And the stonecutter says, "Oh, that's not a problem.”
He takes & look and says, “Flat is one dollar, single curve
is two dollars, double curve is ten dollars,” multiply that
by the areas we give him, and he is happy. In fact we're
doing a lot of the contractor’s work. They're happy. They
smila. They like it. Now the problem is the insurance
companias. This being a system of legal responsibility,
the lawyers say, “Wait a minute, you're opening your-
self to all kinds of lawsuits.” And the insurance com-
pany says, “Wait a minute, you're doing something dif-
ferent, We don’t know how to insure this if you're going
to take more responsibility.” So it's complicated. But
we're doing it anyway. We have insurance, but the cogs
don't quite fit yet

clients. | haven't been doing much developer wark in
America, because American developers are atraid of all
the complications. But we're daoing buildings in Ger-
rmany for developers. The European client is mare s0-
phisticated than the American. It's tradition—the Eurc-
pean tradition for architecture.

Working with the clients for the Experience Music
Project in Seattle has been fascinating. Looking at a

o

recant modeal (we make many as a project evalves) Paul
Allen said, | don't know how you got from there to
hera.? | don't like here because it's not like what | liked
But | know that this is not an arbitrary effort. You did this
for reasons | don't understand, ” So he invited me 1o ex-
piain it to him, and | did. That's what happens more or less
in every chient confrontation. They think I'm dong four dif-
terent schemaeas. "l like the first one, the second one, |
liked the third one—now you'ra doing it again?” So thay
think you're pulling the carpet out. Some clients don't un-
derstand the process. What I'm telling them is, “I'm
bringing you inta my process. Watch it, get involved, un-
derstand that I'm not stepping here.” When | present this
to them | explain where I'm going in words that human
beings ¢an understand. | don’t know where I'm going. |
just explain the issues. Is it better not to do that? |s it bet-
ter to come in at the end, and say, “This is 4?7 [f the chent
doesn't feel married to the project, you're dead. If the
client buys in, you're home
free, because then no mat-
ter what happens the client
will go- along with yvou. My
success has been that, and
it rakes for better buildings.

Architects are at the mercy of all the ups and downs
of the economy and the demand for construction, That's
why we have to change the way architecture is prac-
ticed, because architects take the blame for the mar-
ket's ups and downs. If things go up and there's infla-
tion, and you're working on a building, then the client
will blame the architect. He's got to blame somebody,
and so the architacts are at fault, That's why this systam
that we're using is a lot clearer, because wea can tell
them, " Okay, you want to take 10 percent out? This is
what you get—a box—ior 10 percent less, You can have
this building with architecture, but if you don’t want it,

3 Paul ASen, co-founder of
Microsatt, is the cliant for tha
EMP and ona of Seattia’s mast
beneticant ctiens
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take away the hitecture and build it yourself.” The

building 15 all set, We just don't want aur nama on it. You

have an efficient building and it functions; you have a
And we tall them before it's 100 late
Mow,

em and th

choice

most architects pretend that there's no prob

lient "a little bit pregnant,” and

then it's too late, then they get blamed, and the pro
tession gets blamed for being a bunch of flakes. When

you get a bid from a contractor, you can tell with our sys-

termn whether or nat it's an accurate bid if the drawings

are complate. You have a lagal document. If sommebody

bids $100 million on a job, and it’s going to cost them

$120 milan, i the drawings are very complete, he loses
320 mullion. If the drawings aren’t complete, he can re-
ally start asking for extras and jack up the price. That's
what they usually do. But we are 50 accurate with the

computer that they don't have any wiggle room, be-

cause wa give them guantitias, 1o savan decimal points

accuracy. It's that clean. It's really precise

But sull, when they bid, instead of saying "it's going
to cost $10 1o build this,” they can say $20, and you
can't really prove they're wrong. But there are some
contractors we trust, for example, Massimo Colomban’s

company Permastee

sa, in Treviso, ltaly. Colomban is an

engineer in his forties. He bought the company that built
the Sydney Opera House. He builds curtain walls for
I.M. Pei

bitious. He made the fish in Barcelona and later the skin

or Norman Foster, all over the world. He's am-

on Bilbao. He's a curtain wall expert. Jim Glymph and he
struck up a good relationship, and we converted him 1o
CATIA. We talk to each other by modem. He's starting a
plant over hera, so ha may stan doing more of our work

He is building the Condé Nast cafeteria in New York

He'll put it on a boat. no problem, He'll build all the tta-
nium, everything that has shape to it that has to be pre-
fabricated. And it's cheaper to have him do it and ship
itin than to do it in New York, The problem ocours whean

it has to be put together. That's where we get hurt in the

millions. Ha will put it together, but we have to hire peo-

ple in New York to stand by. They won't do anything

hey'll just stand there and get paid for watching
changing our house. I'm kind of a realist. | don't hold

anything that precious. Life is life, and we need to move

an, The only thing | had troubla with was our house—

changing it. | mean, that was a real s

re, because wnat-

aver | did the first go-around couldn’t be quantified,

couldn’t be talked about. | couldn't say, "This is what |
was trying to do, and this is what | did.” | started out to
do something, and then | followed the end of my nose
The influen

to Bob Rauschenberg. | gathered up the wis

; ware from Josaph Cornell to Ed Moses

| knonwl-

edge to make the moves | did. When Arthur Drexler 4
came hera for dinner one night, he thaught the house
was 8 joke. Berta told me afterward that he asked if the
peeling paint was intentional, That's what was strong
about it. What he was laughing about was what made it
You wera never sure what was intentional and what

't. It looked in process. You weren't sure whether

WaEN
| meant it or not. There was something magical ab
the house. And | knew that the thing a lot of people

hated or laughed at, was the magic

Now twenty years have passed. Sami’s grown up

When | did the first one, only Alejo was here; then came

Sami. | decided on a nice room for Alejo and a nice room

for Sami, and | started to do that, and it unraveled.b |
couldn't be what | was twenty years garlier. | couldr
| wanted the lap pool, and | wanted to make the garage
a guesthouse for my daughters. Se | started doing
and | lost the old house! So it’s caught in the middle. It's

a hybrid. And | know | lost the old one. | know this isn’t

as good. The new house is every bit as comfortable as

the old aneg, maore caomfortable. But it lost that edge. |

could catch that freshnes

» again with this new lan-
guage. | just didn't have enough money to da it

front entrance of the original
Gehry Houss, 1978

waest lscade of the renovated
Gehry House, Santa Monica,
California, 1992

the north fagade of the reno-
wated Gehry House with partial
wisw of tha garden and the
kitehen window, 1992
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main street headquarters 1935 -1991

Venice, Califorma

| owned the property where the project now stands. Fred Weisman, Greg Walsh, and
| bought it together as partners.c We were going to convert the old Gas Company
building into a museum, and then build studios for artists and commercial properties
to pay for it. The people we bought it from owned the property on either side, and
when they saw our plan they wanted to go in with us. So they were going to include
their property in this thing, and we were going to do the whole thing as one piece. But
the Coastal Commission and the Venice community turned down our plan. They didn't
want artists’ studios. They wanted low-cost housing. It was a movement in Venice and
Santa Monica led by Tom Hayden. We were really shot down by the community, re-
ally abused. It was absurd. So when we lost that, Fred lost interest; he didn't want
to do it. So we sold the Gas Company building. We were left with an L-shaped parcel,
and we now had it for free, because what we sold the building for paid for the rest. So
now Fred, Greg, and | were partners on a piece of property, and the Coastal Com-
mission wouldn't let us do anything with it. | wanted to build small shops. Everything
we came in with got killed. It was high profile stuff, and they were out to get us. We
couldn't sell it. Fred wanted to take it over, and | didn't want to give it up. It was the
only thing | owned that was worth anything, He suggested that | should buy it from
him. | had to come up with the money, so | traded all my art for the land

During that time | was doing the Wosk House (1982-1984), and Miriam invited us to
the Hollywood Bowl to hear the Israel Philharmonic. She had a friend with her, Jay
Chiat, whom | had never met. We talked, and he told me that he was looking for land.
He wanted to move his offices. He said he wanted to build, and he was locking for an
architect; would | consider doing it? | said, “Sure.” | asked him where in Venice he was
looking. It didn't occur to me to tell him about my property. Because he asked me to do
a building, | felt, "I can’t hustle him to sell my land.” | thought, that's too much. So |
said, “Call me when you get a piece of land, and I'll go look at it with you.” So a few
weeks passed and he called me, and he said, " You know, the realtor tells me you own
a prime piece of land, and it's perfect for what we want. Why didn't you tell me?” |
said, “Because...” Anyway, long story short, he bought it from Greg and me.

By now, the political climate had changed and we were able to go ahead with a
building. When they started digging, they discovered toxic waste, and it delayed every-
thing for more than two years

We started with a three-piece structure, and | was working very hard designing
each piece as a separate element. | had sketched ideas of what it would be, but they




were just vague sketches. | had designed brick turrets. | had an idea for a brick castle wit
turrets in the middle. | had the two sides pretty well started, then Jay got impatient an
said, “What are you going to do in the middle?"” | had a little box with a pin cushion stuc
on it that looked like a train coming out at you. He said, "You're not going to do that, ar
vou?" | said, "No." | had the little binoculars of Claes QOldenburg on my desk, the red one
that we'd used in the Venice performance piece, Il Corso del Coltello, in 1984, Jay kep
pushing me and they were within reach. | took them and put them there. | said, “Okay
it's something like this.” He said, “Would he do it?" | asked, “"What do you mean, woul
he doit?" He said, “Would Claes do it?" | said, “| don't think so. They are very fussy abou
context, so | don't know."

We had been working together on Camp Good Times,?” and Claes and Coosje had bee
juxtaposing objects, and the binoculars were something we'd worked on together, | tol
Claes what happened, and | said, "I'll understand if you don’t want to do it, but just loo
atit.” So we sent all the pictures to Claes and Coosje, and they loved it. Then they start
working on it, and made it beautiful. | got into it as part of the building. It seemed sc right
| helped them with the construction of it, how to do it, and got it built as part of the build
ing. At that time there were many symposiums about art and architecture collaborations
and nobody was really doing anything. So this looked pretty interesting to me. | had hear
the public artist Siah Armajani talking about how artists are always in the background, a
| thought it would be interesting to see what would happen if an artist were really a pa
of the building process.

We had all the interiors designed by ten artists. We had Kenny Price doing the bath
rooms and Billy Al Bengston doing the carpets. [t was going to be a major thing. Mik
Kelly did two conference rooms. But Jay had to cut back, and he told me, “Look, | can’
do it.” So the interiors are not what they were going to be. They straightened up and jus
shriveled up. That happens a lot. We've tried a couple of things with artists since, bu
none has worked out. The client has to want to do it. It's an expensive thing. Jay was will
ing. He was a great client.

6 Fred Weaisman =f S pravious pags:
‘ detsil of the binocular lagade
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The 75,000-square-foot. three-story office building has three levels of
parking betow grade, entered through the Oldenburgvan Bruggen binoc-
ulars, which are also the main entrance to the building's ground floor. The
binoculars, which contain conference rooms on two levels, are the build-
ing's central slement, surrounded on one side by & curved stucco screen
facade and on the other by copper-clad columns and tilted beams. Both
wxtorior walls are designed to provide shade from the afterncon sun, The
interior office spaces are lined with built-in plywood work aress.

opposite:
entrance facade on Main Strest

binocular design process

models and binooulars under
construction
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herman miller, inc. western regional
manufacturing and distribution facility 1887-1559

Rockhin, California

A long time ago, Max and D. J. DePree interviewed and hired us.® They asked us to as-
sociate with a local architect, which we did, and we liked them. We went through
studies to do the ultimate assembly line computerized factory. We had a lot of meet-
ings and we were working on a factory with a manufacturing system. Then, all of a
sudden they decided that was not what they were going to do; they were going to
build more of a warehouse facility. They were going to have production, but it was go-
ing to be assembly rather than major production, and they wanted “people places.”s

They made a big deal about the people places. But in all the buildings they showed
us, the people places never were built because they ran out of money. The reason they
ran out of money was that the architects would spend so much on the high-tech skin
of the factory that the people places were cut. So | was determined to do both. And
that's when | called Stanley Tigerman and invited him to design a little theater, a simple
building. With that and the copper-clad, trellislike pergola, we created an urban place.




Herman Miller's western plant is located near Sacramento, on a 156-acre
site. Separate warshouse, sssembly, and processing buildings, ssch
ahout 100,00 square feet, are sheathed in flat galvanized steel siding and
are functionally indeterminate 1o sccommodate changing needs, In addi-
thon there is a 14,000-square-foot common space topped by & copper-clad
pergols—a gathering place for employess that includes kitchen, lunch-
room, meeting areas, and an sudio-visual room designed by Stanley
Tigerman. Tigerman's small neoclassical, silver-domed bullding sits in the
public plazza—an odd though friendly neighbor to Gehry's dramatic vol-
umes arranged along a rock-covered berm,

Gosurtyard plan

pages 64-65

view of the copper-clad pergola
and detail of the galvanized
steel-clad arcade

opposite:
steal-clad

apposita bottom:

wiew of employes caleteria
‘within pergola

BE &7

B DePres family mambars were
the owners gnd officers of

tha Homman Millar company n
i1 sarly, most creaive years

8 The company useas the Scanlan
Plan, which involves s numbar

of humanistic pragraims for its
employess, and a sharg @
comoany profits

elient: Herrnan Millar, Inc.

project principals: Frank O Gehry, design partnar
Robert Hale, projct partner

Sharon Williams, project achiect

Tom Buresh, piogect i

project team: Edwin Chan, Susan Marduli, Patricia Owen,
Berthold Penkhues, Caroli Stockard







team disneyland
administration building 19587-1996

Anaheirn, Cahfornia

| love it from the freeway. Eight hundred feet of green stainless steel. We didn't do
the inside except the stairway and the elevators. The challenge was to acknowledge
the character of the client without succumbing to Disney cuteness.®

They didn't want to build it because it wasn't an income producer. It was just for
their offices. So they didn’t want to spend the money on back-of-house offices. They
didn’t need it as they were renting space all over the place. But the pressure on them
to consolidate became pretty big. They delayed it for three or four years. Finally they
said, "Go," and we built it for sixty dollars a square foot. It was very cheap. | don't think
you could ever do it again. But it's a very efficient building.

The building was to be the most efficient building we could make. They gave me
the freeway location. | really questioned being there, because they're building a sec-
ond gate, and | thought that was the first place on the freeway where you could look

into the site, and if we had been there, | would have opened a path and made a big |

deal about the second gate. But they didn’t do that. So then | decided to make a free-
way building that you would see going sixty miles an hour. It moves with you, and
there’s some sound with the cowcatcher base on the freeway side. On the other side,
the building is open to Disneyland.
| was just starting to make curving shapes then. And at the point we were .f;:_,\
doing it, we thought Disney Hall wasn't going to be built. Just as Dusnev # j
Hall folded, we were redesigning that exterior, so it was normal to use k
those shapes. That's why it's such a shame that they did {.\
nothing on the inside. The shapes came out beauti- éj*y
fully. | love them.
A drawing of Goofy was blown up and M\
laid onto an elevation of the stairwell. A~
It's on different pieces of the pre-cast d'?\:i\
stair, so it appears to be segmented. "~
We did the elevators, too, and they're /
a variety of exotic marbles. Then fif/"
from then on they wouldn’t let us This 330,000-square-foot office /auditorium/cafeteria complex houses the
: 5 i staff that manages nearby Disneyland. The four-stary office building bor-
do anything inside. They did the same dering the freewsy is clad in biue-green quilted stainiess stasl shast
: 5 z : metal; the park side is briliant yellow painted stucca in o series of curvi-
thing to Arata Isozaki in Florida. It is the lisear sculptured forms. Galvanized metal canopies indicate sntrance-
- 3 : ways. The main entry interior stairway is o curved volumae on which an
same program. They didn’t let him do the  image of Gooty is painted biack on vivid pink walls, The extarior walkway

3 f connecting the buildings has s two-tone pattern of ed concrete
interiors either. stripes, i

\‘g’"

- ground fioor plan

10 From Architeciura, July 195946

=Tl

entry facade on the park side,
painted stucco

quilted
stainless-steel panels
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design process models




apposita:

view of the lobby
stairway with segmented
painted image of Gooly

labby stairway undor
construction

client: [

project team




vitra furniture
museum and factory 195871989

Weil am Bhein, Germany

For several years, Rolf Fehlbaum (CEO of Vitra) wrote asking me to design a chair for
him. | never answered him, because | didn’t know how to go to Switzerland and design
a chair. So | just put the letters in my “To Do” file. Over time they piled up. Then |
got a call from Claes Oldenburg and Coosje van Bruggen; they were doing a sculpture
for him. And they asked me to come and meet him, because they liked him, and they
thought we'd get along, and | should do a chair for him. | told Claes that for me to do
a chair I'd need to set up a little shop and have all my stuff, and | can't do it. Anyway,
| was in New York once having dinner with Claes and Coosje, and they snuck in
Fehlbaum. We met, and then he asked me to do the chair and | told him the same
thing. It's like all these shows and things, | just say, "Yes, yes, yes, maybe someday, "
and then | never do it. Later, Claes and Coosje and | were in Milan, doing a class at the
Polytechnique. Claes was installing the Tool-Gate and | went with them up to Vitra.

| got to know Rolf a little bit, and then several months passed and he called me. He
said he was going to build a furniture museum. The Tool-Gate was a present for his fa-
ther's birthday, and the museum was going to be a present for his mather. It was a tiny
little workshop kind of museum he had in mind for exhibits of special chairs. He only
had 200 chairs in the collection when we started. He thought he needed one room for
a rotating collection, and then he'd have a room where he'd hold interior systems
symposiums, so he wanted two galleries.

| told him | couldn’t do it from Los Angeles because the project was too small, and
the fees would be outlandish for him—I| thought he should get a local architect. He
said, "We're going to build a big factory with it.” | said, “Well, if you can see your way
clear to letting me design the whole thing. The factory can be just a box, but it would
work.” He liked that idea, so we did the factory.

He had a lot of pleasure with the design of the museum, and it became exuber-
ant. He felt that people going into the factory would be shortchanged if they didn't
have a nice entrance. So the sculptural entrances to
the factory started to happen, and | started playing
with something that | was interested in, which was
the urban quality that | could create out in the field,
the urban quality between the museum and those
entrances.

| was also interested in the play between my
building and Nicholas Grimshaw's earlier high-tech
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factory, and | didn't want to preempt Grimshaw’s high-techness. | thought it was good
that he maintained that, and that | should either go way out forward or, well, | didn't
have the money to go way out forward with the factory, so | just cut big holes in the
walls, and it looked like an old-fashioned factory. When it was built, the factory part
looked like it was there before Grimshaw'’s.

Many years later Rolf asked me to do the next factory, and | suggested Alvaro Siza
do it, which he did. (That was after Zaha Hadid's firehouse was built.) And Siza, with-
out telling anybody, did a brick factory, so his looks like it was done before mine. He
was consciously doing it without saying it to us. It really works. When you go there
you think, Siza, Gehry, and then Grimshaw.

view of museum’s main
entrance

opposite:
installation views

previous page:
rootscape (left) and the
factory (right]

Located in a rural prea just across the border from Basel, Gehry's Vitra
Museum snd an adjacent lactory are his first realized European projects.
The museum s » unique work of art whose stunning, light-filled spaces

d chairs and an expand-

serve o growing collection of ind ¥ prod

Steiner's
chapel, Gehry has created o series of white plaster galleries. sach with a
distinctive spatial character. The bullding's white exterior is plaster over
masaonry with zine roof panels.

client: Rolf Fehibaum, Vitra International, Ltd

project principals: Frank O Gehry, desian naou
Rolart Hala, propet partnae

C. Gregory Walsh, promect cesigne:

Berthald Penkhues and Liza Hansen, projsct architects

project team: Chnstopher Josaph Bonura, Edwin Chan
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vitra
international headquarters 1988-1994

Birsfalden, Switrerland

This is a place not only for administrative offices, it is also for people who come to see
furniture displays. Rolf Fehlbaum also wanted us to explore what the office of the
future might be.

| did a lot of research on the office of the future, agonized about it, and gathered in-
formation. One day | was walking through the offices in the factory building we de-
signed for Vitra, and | happened on a little room. | looked in; it was just beautiful, it was
elegant—a table and a few things on the wall. | said, "You know, Rolf, with all this stuff
about what an office should be, look, here's a guy who lives in his office; it's com-
fortable: there's something nice about it.” And Rolf started laughing. It was Charles
Eames's own office.n

So | had to make an office building and a conference center, | made the conference
center with a café. The entry building was the sculpture. The office building was much
simpler. That way the clients who came wouldn't say, "Well, look, your furniture looks
great in this funny sculptural thing, but we have ordinary buildings.” We didn't want
to do that. So we made a bar building, and the sculpture sits in it, is kind of embraced
by it, and the master plan has to have another bar building eventually. Then we made a
basement, and the basement offended me there, so | opened it up and he rented out
the basement, and it made a big difference in the economics of the building for him.

We've never done a chair for him. | don’t know why. You can't trust me. | really love
the Vitra Headquarters Building. I've painted the asphalt blue in front of the entrance.
| call it the company swimming pool.

| Vitra has manufactured Eames  opposite:
re in partnarship with view of villa {right} and
Harman Milker fo ANy PRATL office (left)
atter Ray Eamas's death the

commpany puichased the contents
of the Eameses’ Venica ofige,
ncludeng Charles's offjcs

L shirgs, The Eamases’

Fives wara leht 1o the Library
of Congress.
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Just outside of Basel, Vitra's 62, 000-square-toot headguarters bullding ks
Gehry's addition to & planned development that includes two earlier
structures. The headguarters office block includes areas In which demon-
strations of new products take place, both traditional office furnishings
and so-called office landscapes. The sculptural half of the building, called
“the villa,” is designed to fit comfortably with the homes nearby. The
structural materials are similar to those at the Vitra Museum_ and the two
parts of the bullding sre tied together via an undulating metal roof.

conferenca rooms

apposite:
villm exterior detsil




bentwood furniture 1983-1992

l'"'”"’"'g | loved doing the bentwood furniture—having the little shop and play-
ing with it. But nobody wants to do that now. Marshall Cogan, who
was running Knoll then, did. When he came to ask me to do the fur-
niture, he said, "We'd like you to design a chair for Knoll,” and | said,
“It’s really nice of you.” But | said, “It's not going to happen.” Then he
said, “Why?" | said, “Well, the only way | can work is if | have a little shop and | can
go there on my coffee break and | can play for an hour, and | do it every day, and at the
end of two weeks you have something.” He said, "“Okay, rent the space, do it.” Within
six weeks | had the idea.

Cross Check is not the best chair.» | did one like it that's better, without the solid
seat. But they never built it because | finished it a week after production started, and
they wouldn't add it. | did a bunch of others. Lots of better ones. The principle of all of
- | this was bushel baskets. The idea of making a table out of baskets was not very sen-
- | sible, but they insisted | have a table, so | made one.

Making furniture is about production techniques. | always have to invent the whole
production process, as | did for the cardboard furniture. For Knoll, too, we had to in-
vent the whole thing. And once it got started, none of what we wanted to do passed
all the rules and standards. Some of it was practical and some of it wasn't. But my
sense was that we were going to make a big sheet of plywood as wide as this room,
and bend it into the desired shape, and then run it through a slicer that would make
the pieces, so it could be mass-produced. But that's not how they did it. They made
| the strips on molds, as we made the perimeters, and you had to make one at a time.
| That's why when you order them, it takes forever to get them, and that's why they're
so expensive. There were 120 prototypes, resulting in six chairs and the table. While
| we were developing the chairs, Knoll was sold to Westinghouse. So we were then
part of Westinghouse. It was like going from an artist’s studio to the army overnight.

| want to do furniture again, but it's expensive, and most companies won't spend
the money. | work a lot like Eames did. | develop prototypes and somebody has to pay

for that' opposite: 14 Tha chair names are darved
pillow form studies for from maves in ice hockey, Gebry's
bantwood chairs, 1983 favorite game




inspired by the lightrness and apposite;

flaxibility of the humble bushe| design process farm created to
basket, pratotypes for the 1esl various ways to bend wood
bentwood chairs were developed

ower & two and one-hall year

period, 1989-1892

chairs illustated in color are in
production: Power Play with
Offside. Cross Check, Hat Trick,
and Migh Sticking




prototype chairs in the
- Gehry workshop, 1990

client: Eno

project principal: Frank O Gehry, partner/design opposite
experimental chair larm, 1989
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lewis residence 1985 1995

{urrealred)

Lyndhurst, Ohio

| gave a talk in Cleveland in 1985. Two weeks later, Peter Lewis called me. He said,
“I've been thinking about you a lot since you gave your talk. | was in the audience, and
| was very moved by it. | bought an old house near a golf course. Would you consider
remodeling it? | don't know how much | want to spend, maybe a million or two."” At
that time, that was a sizable amount for us and | didn't have many clients. So | flew
back to Cleveland and met with him, and he showed me the house, and we wandered
around it, and | stayed at his place, and he was very nice. He had an ex-wife who was
at dinner that night. She was cbviously the “art” one. She knew who and what | was.
| said, “I'd be interested in doing it; we'll think about it, then we'll make a proposal.”

| did a lot of studies for the remodeling. Peter kept adding things to the program.
“Oh, | need a this" and "Oh, | need a that,” and “| need a ten-car garage instead of...,"
and eventually the critical mass of the program overwhelmed the existing house. So
less and less of it was left, and finally we said to each other, "Why are we doing this?"
He made the big decision to knock it down and | made a plan for the whole thing. |
made a big fish pavilion looking over the golf course. It would have been all right. It
probably would have gone somewhere like the Winton House.

Every time | would go to make a presentation, he'd have a film crew. On one of his
birthdays he flew back the models, and he invited the governor of Ohio and many
other guests to a big party. | had to make the presentation of his house to this party,
which was bizarre! But | treated it like entertainment. We made a big theatrical model
that filled the room—a huge foam model. A few days later, Peter showed the design
to the golf club; they objected. | was told that to build this house would be a fight
with the community, and he just didn't have an interest in doing that, so he aban-
doned the house.

Sometime later, Lewis asked me to design a new house. He wrote to me saying
“| want todo it,” and “This is the most important thing in my life, and | dream of this
house."” So | started just playing with it. Every time | put it down, I'd get some new
ideas that |'d want to play with. The program changed every week. He would fly in for
meetings every once in a while. | didn't work on it, and he realized | wasn't working
on it. | didn't bill him. | just waited, and worked on other stuff. Then he’d have peo-
ple call me to say that he really meant it, and he wrote letters to me, and finally, | had
lunch with him one day, and | said the house was up to fifteen or twenty million dol-
lars. | said, “Peter, this is stupid. You don't live like this. Why don’t you just build a
little five million dollar house.” | said, ”| can really get into that, and you can give the
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rest of the money to charity.” Then he put his son Jonathan in charge, and | said,
“Peter, Jonathan doesn't know...” "Oh yes, he knows how | want to live, and we're
getiing serious now." So Jonathan comes in, and demands a five million dollar sound
system. Then he puts a five million dollar security system in. And then he needs a tun-
nel from his bedroom to get cut to the hills in case he's attacked—rich guys do that.
They have a safe room that's locked, which they can go into from their bedroom
closet, where their clothes are. They go into the closet, and they lock a door, and
they're in a concrete bunker, safe, with a whole separate communications system that

noerth elevatan

ol 155¢

tabiruary 1995 februany 1996

gives them a direct line to the cops, to tell them that they're under siege. Then he
needed storage for art, and he needed a curator for the art he was going to have in this
little museum which is a 2,000-square-foot room. He has a curator, a director, a library.
All of this started to build up. So the house has gone up to sixty or sixty-five million.
That took it from 18,000 square feet to 42,000 square feet. He just kept adding guest-
rooms. Peter has grandchildren, the house is too small, he needs this, he needs that,
a pavilion. | had Philip Johnson in there doing a guesthouse. Frank Stella was going 1o
do a guest thing. Richard Serra did the snake piece that's in Bilbao as the driveway.

south elevation

mast elavation

ba oo




page 38
final design madel, 1995

view from southwest of
Lewis Residence final
design model, February 1995

from left: stalf rooms in fish;
kitchen in curved alemant;

lour "sentinels ™ dining, living,

study, and master badroom

of lawel plan with third and

iiar fipars above

Peter came to L.A., he had dinner with me one
night, and he said, “How much is the house costing
now?" | said, “It's sixty million, and going [
up. He said "How much does Bill Gates's
house cost?” | said, “| don't know: | read
fifty million in the paper.” He said, “"Well, we're % *
okay, then.” So then the guys and | met in the =
office, and we decided to add twenty million, be-
cause | thought it was ridiculous, and | thought we didn’t really have
costs, because we never got a chance to price it out. | was afraid of
him as a client. He didn’t really understand what we were doing. And
you know, if you think about it, it was 42,000 square feet, one-eighth
of Bilbao, and we were building Bilbao for a hundred
million, and this was eighty million, so you know
something was wrong. All the things Jon-
athan added were electronic and mecha- =
nized, and very expensive. There was six ;‘;’r :
million for Oriental rugs. So Peter said, g .
“Stop the house. | don’t want any part of it." |
said, "Great."” _

| don't know who got him back in. Anyway, a few
weeks passed, he calls me back and says, “If you cut that budget in half, I'll do it.” So
that led to a twenty-six million dollar cost. | wanted to conclude it, so | did it. | think
in the end we would have built it for less than twenty million, but you couldn't tell him
that in case we couldn’t deliver. | called and told him we had it. He came over for an
hour and looked at it. He said it was great, was all smiles, said, “Let's go."” Then his
son came to the office to work with us for three weeks. He started to list the things
that weren't in the twenty-six million. He was trying to fill it back up. There were no
Orientals, there were no this and that. And he told Peter we were scamming him and
Peter came and we had a terrible meeting. Later Peter called me from his plane, and
he said, “| have a solution for all of this. I'm going to build the Philip Johnson piece and
the garage with the fish, and put the swimming pool in the garage.” | said, "Peter, |
wouldn't do that. But you go ahead and do it. You've got the design. Do it. | can't do
that.” So then he fussed around about it, and then he called me and said he'd like to
have some remembrance of all this, sorne models, drawings. | said, “Sure. What do
you want? Come out and pick it. There are models all over the place.” | said, " Peter,
you name the date when you want them, and I'm ready. | have the drawings and mod-
els for you.” | said, “I'll make a special one; give me a couple of weeks. |'ll do a small
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model you can hang on the wall, because | don’t know where you're going to put the
big stuff.” And | said, “I'll pay for it; no charge.” And he was happy with that. | had a
dinner party for him in L.A., and invited Tom Krens. Krens came, because by now
Peter was on the Guggenheim Board and | was working there.

Then the next call came from him. He said, “I'm about to give a bunch of money
to Case Western to do a business school. The president told me | could select the
architect, and | select you.” | said, "“Are you involved with it?" He said, “"No. | won't
be involved. I'm just giving money.”

| have alleged that the Lewis house was the most important thing in my life, and
that it gave me the equivalent of a MacArthur Grant, and ideas for Bilbao.

design process model of opposite:
conservatory with fish as bath daslgn process modal; garage
and dressing area and lish guest room/staff

quarters, November 1954

design process model: early
wirdion of sentinals, April 1994
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e bedroom
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Dpposite
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overleaf

dining room with glass Hsh porch  design process clay model; early

version of sentinels,
October 1993

design process waxed falt
maodel of conservatory ot pool,
February 1995

design process waned falt
model af conservatory,
February 1935

conservatory rool; final design
model of computer-milled layers
of paper and resin,

February 1995







The unreslized Lowis residance was a fascinating ten-year saga invole-
ing an [dinsyneratic client who challenged the workds most daring archi-
tect to create the world's most astonishing house. tes final 22, 000-square-
foot design included a kitchen, dining room, living room, entry hall, two
master bedrooms, a study. & conssrvatory, and an enclosed lap poal
Philip Johnson designed one guest house. In addition there were sta
guarters and o Fi car garage. Tha house was to ba located on a -
acre wooded site that included & complex landscape design and outdoor
sculptures. This project provided Gehry with an oppoartunity to pursuae
ideas close to pure form, in o way rarely available to srchitects. In its var-
lous incarnations the seeds of projects undertaken simultansously and
of several to come can be found in the long saries of drawings snd mod-
els that record the evolution of this most unusual, exuberant project

final design model of
horse's haad entry hall
and gallery, 1985

oapposite:

final design model; views from
southwest and northeast,
Februsry 1995

project team: |
lahn G

collaborating architect: Philip Jo

artists:




detail of final design model
showing main entrance ot
Grand Avenue and 15t Street

perisl view, final design model

overleaf;
construction view

walt disney concert hall 1957

Los Angeles, California

People say the Concertgebouw in Amsterdam is the best hall for music. Well, if you
sit in the back, it is. If you sit under the balcony, it isn't. If you sit behind the orchestra,
where 700 people sit, it's a different experience. But it has the cachet of years of great
conductors making recordings there. Boston Symphony Hall is a shoebox. If you sit in
the front twelve rows in the orchestra, you can’t hear a thing. The only place you hear
well is up in the balcony in the cheap seats, because there's enough reverb time. It
IS the best in certain places. So what I'm saying is, the beauty is in the ear of the
beholder. It varies and a lot depends on the conductor. The musical result is affected
if the orchestra is good that day. If the orchestra is balanced, if the brass section isn't
too loud because you have a bunch of high-powered trumpeters whose lungs need to
be exercised, if there's a particularly inspired bass section in the music and there's a
bass response to the whole—there are all kinds of factors.

Ernest Fleischmann [former Executive Director of the Los Angeles Philharmonic As-
sociation] said, | want the Berlin Philharmonic; that's what | want.” If you follow the
acoustics, there are some similarities that the acoustical criteria create. The seating is
prescribed, because there'’s a certain size for the orchestra, and there are fixed sight

| lines, If you decide to make a surround hall, then you end up with a hall that's very

close to Berlin. Surround hall means you have audience in front, on the side, and behind.
A surround hall allows you to make the raom 110 feet instead of 70 feet long. Then the
acoustical requirements make you do this kind of stuff on the top, off to the side, so
that the sound reflects. You get a lot of similarities by following the rules of the game.
It's not that | copied Hans Scharoun. It's that the game was the same, and the client
asked for the same diagram.

| can show you a lot of halls that | didn't do. One that Kevin Roche did, and I've seen
halls that Hugh Hardy has done, and |'ve seen halls that others have done, and mine looks
as though it's in the gene pool. But the genes do not define stylistic relationships as much
as acoustical relationships. They create similarities. It's kind of inevitable. If you follow
the same criteria, you end up with a similar language and the halls start to look alike.

Ernest used to talk about the Scharoun building, and I'd seen pictures of it but I'd
never been in it. Before | won the competition | went to Berlin on my own, and | went
to the Scharoun building where | met Scharoun's assistant. | had dinner with him, and
we talked a lot about what he did. He built the chamber hall after the concert hall was
completed. So | went to a concert in the Scharoun building and then | went to a con-
cert in the chamber hall, and | realized that the chamber hall didn't work. The magic
that Scharoun had didn't translate. | think it's in your fingertips. It's not a conscious
thing. | think you create that intuitively. It has to do with yourselt and your people. And
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Scharoun had that. It's a wonderful place 1o be because
the place puts people together and makes it easy. It's hard
to be alone in Berlin. | went to five concerts alone in Berlin, o
and every time | went to a concert, | met people. If you I
were a single woman and went to a concert in Berlin, you
wouldn’t feel awkward meeting people. | felt very com- .
fortable being alone. | understood what it was like. | went to the bar, | had a drink, |
went to the bookstore, | ran into people. You bumped into people. And when you went
into the hall it was like that, and it made the connection to the orchestra, and | never
left that place without having met someone, had a drink with them—interesting peo-
ple—and felt welcome. So then you go to the library by Scharoun, and it's exactly the
same. People sitting around, kids sitting around, and it's easy to meet people. You
walk in as a stranger; the building allows and engenders and encourages, in some
miraculous way, a kind of interaction.

Originally Disney Hall was to be stone. Then the client saw the American Center,
which wasn't sealed and not maintained, and the stone got dirty, so everybody was wor-
ried about it. They thought | didn’t know what | was doing. They were all out to get me
here because |'m the local guy, and they think I'm “chain-linking.” So they started a bar-
rage coming at me. Finally | said, "l don't care if it's toothpicks. If you really want me
to look at it in metal, I'll do it.” So | just took two weeks off, and designed it in metal, and
they all love it now. It saved ten million dollars, so they're all happy, and | like it better,

We went with the shiny finish for the Weisman Museum because of the light in
Minneapolis. It finally dawned on me that that wasn't going to work. We couldn't use
itin L.A. It would look like a big refrigerator. At Bard College and in L.A. titanium won't
work because they don’t do the same thing as Bilbao with the light. In Bilbao on a gray
day the titanium turns golden. But it doesn’t here. Except for El Nifo, it doesn’t rain
here often. Mostly you get sunny days, and the stainless steel that we're thinking of
becomes white in the sun, so we're going to explore that.

The reason metal is nice is that it will be a very big contrast with the existing hall and
with the museum across the street. I'm happy with it. It also allowed me to refine
some of the forms and play with them. It made it more exciting because now it's a
new project. In the old scheme, it always looked like the building hit Grand Avenue and
got flattened slightly, and | could never make it three-dimensional, When | flipped
those, it worked somehow. | don't know why. So that's
why we're changing it. | want to use white marble. There's
the stainless and the white. We're not going to make the
metal like Bilbao. It's going to be thick, so it's not going to
pillow, It's going to be smooth. There are going to be cut
joints, Tight, like airplanes
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page 114 CATIA shaded surface models the Founders' Room celling,

competition model, top looking up (middie)

dasign process model, bottom the exterior of the Founders’ model showing lsolated
Room luppaer right) ceiling section (bottom left]

page 115:

design process models, top the Founders’ Room with the close up view of the Founders’

and center exterior wall transparent and the Room ceiling (bottom right)

final design madel, boticom shell of the interior wall visible
(upper lalt)

I olong norheast 4 axpnometric looking southeast

mE 17



large-scale design process
model with modelmaker
ot work

final design model of concert
hall interior

opposite

variations on the concert

hall interior in & series of thirty
design process models

owverleal
final design model of pipe organ

This maost controversial ol all Gahry projects, the Wal Disney Concert
Hall will become the permanent home of the Los Angeles Philharmanic
Orchestra. Located on Bunker Hill adjacent to the Dorothy Chandier
Music Pavilion and across Grand Avenue from the Mussum of Contem-
porary Arl. this important addition to the city's cultural life will bring
renewed vitality to this historically significant neighborhood.

The 2.203-seat hall is lined with wood seating blocks and sail-like ceil-
ing elemants. A huge pipe organ will fill tha resr stage. The hall will have
natural light via skylights and a large window opposite the stage. An
underground parking ot for 2,500 cars is already in place. Much of the site
Is dovoted to girdens that will be accessible from all areas of the building.







opposite

design process model of »

project principals: Frank O Gehry, de: i L oI : T S ar .- . o Tal : , . fountain, dedicatad 1o Lillian B
' = 3 e i Disney, the wile of Walt Disnay,

A P el ' 1 o . N .' : } who was the instigator and

: primary funder of the Disney

Hall project

project tea

concert hall under construction,
top and bottom

CATIA modeling: Nick Easton, Gary Lur
Rick Smith, Kristen Woeal v ; d Faks o detail views of final
design models, center




university of toledo center
for the visual arts 1990-1992

Toledo, Ohio

The Center for the Visual Arts was part of the Toledo Museum of Art, which has three
large porches with Greek-style pediments. It's a beautiful white marble building. The
Center was in the basement. There were several choices for the site. You could put |
a separate building outside, across the road, or somewhere else. After spending time |
with the people, | realized the value of the students being in the same building with
the art. It's a great art department. | thought if the Center is separated, the kids will go
to their cars and leave, and they'll never go in the museum. They'll always say, “"Well,
some day I'll go in there.” So | argued that it had to be connected, and prevailed,

We decided to connect with a student art gallery that would take you into the bot-
tom. The theater is in there at the lower level, and there is a foyer where they have art
shows, and so we thought they should have people come through the student gallery
that could also be the entrance. | made this very compact.

You couldn’t add a white marble piece; it would destroy the existing building, and
anyway, we couldn’t afford marble. So we used lead-coated copper, and we made
three kinds of shapes, very tightly compacted. The marble building is in the trees, and
in front of it is a Marc di Suvero sculpture. The new building looks like another sculp-
ture beside it—a big one.

bird's-eye view, below

opposite:
exterior detail

The new art school has a linear L-shape that creates a courtyard adjacent
to the existing Toledo Mussum of Art building. it is physically connected
to the museum through a student art gallery. The three-story bullding
has an irkdescent lead-coated copper skin and green-tinted windows that
contrast with the white rble of the B Arts , and relate to
tha green patina of its coppar rool. Skylighis bring natural Bght 1o the
studios and classrooms on the upper floors. Lecture halls and photogra:
phy studios are in the basement. Two glass-enclosed stalr towaers farm
the ands of the glass-enclosed corridor surrounding the courtyard.
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east elevation land north
elevation, opposite)

with sunlight reflecting on
lead-coated copper cladding




client: The Toledo Museurn of At

project principals: Frank 0. Gehry, desgn parnm
James Glymph, David Denton, project partnens

Peter Locke, Randall Stout, project
C. Gregory Walsh, Michaal Maltzan, project desgners

ety

project team: Andres Alpar. Jon Drazner, Michaal Resnig,
Tami Wedekind

opposite:

view from the north of glass
wall surrounding open
courtysrd
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frederick r. WeISMan museum 1990 -1993
Minneapolis, Minnasota

By the time of the Weisman Museum, we could no longer use lead copper outside,
so | went to stainless. I'd seen a number of Ellsworth Kelly's sandblasted stainless
sculptures, and | loved them because they looked like suede. | was going to use it
on the Weisman. We made mockups, and put them on the site. And then the worst
thing happened: when they put the salt on the road for the snow, it pocked the sur-
face, and the metal developed rust spots. So the university said, “You can't use it
because of the rust spots.” | was devastated.

A few days later | was taking my son Sami to hockey camp, and we went to see the
sandblasted mockup; it was raining and the metal looked dull—it just looked dead. |
had had a shiny stainless mockup made also, but | was worried about it because |
thought, you can't do a shiny stainless-steel building. A week later, | went back to pick
up Sami and we stayed all day in Minneapolis to look at the site and at the shiny stain-
less sample. It was one of those days that went gray and sunny. Sami said to me,
“Papa, you've got to go for it.” | just needed that little push. | knew that what he was
saying was right. I'll never forget, he said, "Papa, go for it.”

To develop the lighting scheme we built 3 mockup at the Santa Monica Airport and
we worked with PHA Lighting Design; they make custom fixtures. This is the way you
do it. You've got to get to the fixture people. At the Weisman we made a shelf, and we
projected light up on the ceiling to get ambient light, and then we had track lighting
in addition. When the Weisman was built, they didn’t use the fixture that we had de-
signed. They bought another off-the-shelf fixture, When their fixture is lighted, it
makes the panel above brighter than the panel below. It destroys the wall, because
you look at the bright panel, so they just turn it off.

Critics of the building say that it turns its back on the campus's central mall. It now
embraces the bridge and beckons to the east campus. But we designed it so that it
has two faces, and they just left the second one out. This will be corrected when the
addition they've asked us to think about is appended to the east side of the building.

ngitudng section
through the gallanes

osite:
wieww of west facade ﬁﬂm
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apposite:
view of stainless-steel cladding
on west fagade

night view with installation of
Gahry fish lamp

overisal:
detail of west fagade

project team: David Gastrau, Richard Rosa




goldstein
sud housing 1991-1996

Frankfurt, Germany

That's how | started—doing social housing—when | was a kid. There are lots of social
housing projects in my portfolio, They are projects that were never built.

| don't believe there is a chance to create credible social housing in America at this
time. We used to have FHA, and | did a lot of work on FHA projects when | was
young.'s | always felt a responsibility; | felt that we should all be trying to do that kind
of housing, and that you could bring good architecture to that kind of housing. That
was a fantasy that few people shared. FHA's bureaucracy overlays were designed to
eliminate architecture. Today there's no real social housing legislation in America.
There hasn't been the kind of drive necessary to make it happen. In Germany there is,
although it's not perfect there.

Goldstein Sud includes 162 housing unlts, a parking area, & social center,
and small neighbarhood shops. it is located between s gresnbeit and &
public park. and s the last housing to be bullt in an area that includes a
number of social housing developments. Floor plans vary according to
their relationship to the site’s amenities—schools, sports facilities, etc. —
and to solar orientation. The units are from thres to five stories in -
shaped configurations. Stucco walls sre painted in vivid warm colors,
and the trapazeidal balconies, entry canoples, stalr towers, and other
small buitdings are zinc elad.

Germany has created a public corporation that has its own profit center. It has to
meet criteria as though it's a private business, and it's empowered to make deals in ac-
quiring land, hiring architects, and building social housing. They have many sites around
Frankfurt. We were invited to workshops in Frankfurt to create competitive schemes
for social housing. Six architects were brought together for three days, given a site, and
each was asked to do a scheme and present it. At the end of that exercise the corpo-
ration would choose the scheme to be built. | won a competition to do a thousand units
of housing in Frankfurt. It's a project called Bon Amis. It's still on the books. We're still
supposed to do it, but they're not doing it yet, Because we'd won that rather large com-
petition, they gave us Goldstein, a smaller one, in the meantime.

They are very sophisticated and they are very art-wise. We had to stick to a budget.
The housing is completely subsidized, We were there for the opening. People had
already moved in, and we had a big party. | met with all the people, and paraded
through the town. They seemed happy. | should go back.

15 The FHA (Federal Houzing
Administration) was establinhad
in 1934. 1 was an agancy thal
prayided long-1arm loans at low
inferest rates in ordér 10 ancourags
ard s1ebilize home ownership

Iti the United Statas. In 1965 it
became part of HUD IHousing
and Urban Development]

opposite:
zine-clad housing unit

| S
final design site mode e Gl o

Randall Stout, proje

project team: Jonathan Dawvis, David Denton, Mara Dworsky,
Aobart Hale, Michael Resnic, Matthias Seufert, Eva Sobasky
Hiroshi Tokumaru, Tim Willlams
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guggenheim museum bilbao 1991-1397
Bilbao, Spain

We've designed a number of gateway buildings: Weisman, Prague, lowa, and more.
But it's not by intent; it's coincidence. Even the Seattle project has the monorail going
through it, just as the bridge goes into Bilbao.

Tom Krens talked about the Wright atrium a lot.'s| realized Frank Lloyd Wright wasn't
interested in the kind of art I'm interested in, and he ignored it. So he created a build-
ing that was antithetical to the art. | said to Krens, | don't think the building has to be
that antagonistic to the art. But he thought the atrium should be a contentious piece,
and should provoke artists. So that's what | picked up on. If you look at the first iter-
ations, it's boxy and square, like a quarry, and | saw the walls as shelves where you
could hang the work. Tom said, "Do something else. Take it on. Make it better than
Wright. Make a great space, and we'll deal with it, and then let's review it."

There are gestures in my sketches. How do you get them built? | was able to build
them with the computer, with material | would never have tried before. You'll see
the relationship to my sketches in Bilbao. This is the first time |'ve gotten it. And once
you taste blood, you're not going to give up. | don’t know where it can go. How wig-
gly can you get and still make a building?

| used to be a symmetrical freak and a grid freak, | used to follow grids and then |
started to think and | realized that those were chains, that Frank Lloyd Wright was
chained to the 30-60 grid, and there was no freedom in it for him, and that grids are an
obsession, a crutch. You don’t need that if you can create spaces and forms and
shapes. That’s what artists do, and they don't have grids and crutches, they just do it.

The Winton house plan is a kind of pinwheel form. It came into focus again on the
Lewis house, when | started plunking down forms, and then | realized that the plan of
the Lewis house was very unusual. When you drew the plan, it was weird. | had never
seen anything like it. Then | carried those ideas into Bilbao, and when | drew the plan
of Bilbao | was so happy, because | realized that it was a beautiful thing. I'd never seen
anything like it except in those buildings. It just evolved. | didn’t consciously do it,
but it intuitively evolved.

It's a very long way from one room, what | used to call the “white canvas,” to Bilbao.
| enjoy the complexity of a big project, trying to organize it. It's different from one
room, but | think the one-room idea gave me the beginning of a way to break down the
scale of big things. Scale is a struggle. How do you make a big monolithic building
that's humane? | try to fit into the city. In Bilbao | took on the bridge, the river, the road,
and then tried to make a building that was scaled to the nineteenth-century city.

Then | said to myself, "Artists have trouble with scale in the city because the city is
such a large scale. No one ever commissions artists to make sixty-story sculptures,

18 This referenca I8 19 tha atnum
af Frank Lioyd Wright's Soloman
A Gugganhaim Mussum bulding
on Fifth Avarnyue n Manhaitan

view of the museum seen from
surrcunding hillside
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and until one of them makes a sixty-story sculpture, their works will not stand beside
the Empire State Building and mean anything.” | thought, if you could metaphorically
create a city that would allow them to play, that might work. Then | realized that this
was an opportunity to make something in the tradition of the great metaphorical cities.
And that's what led to what's there, using the ramps and the stairs as a kind of
metaphorical city—a metropolis.

One thing is certain: artists want to be in an important place. Go back to my Walker
{Art Center) show, when it came to MOCA (Museum of Contemporary Art, Los An-
geles). | said "Put it in the TC" (Temporary Contemporary), and you said "No way."
And you were right. If I'd gone to the TC, the building would have marginalized me.
Not only that, but it was the contrast between |Isozaki and me that was interesting,
The artists are very positive about Bilbao. I've gotten a lot of letters. It was Tom
Krens's idea to have galleries for living artists different from galleries for dead artists.
In the end it was a pretty good strategy.

Lighting is always a difficult, complex problem. So in Bilbao we said, "Okay, we'll
put the lights in and never move them."” We wanted to wash the walls with light, so

we put the fixtures every twelve feet, and they are never changed.
| love to go back to Bilbao. They're all part of my
| _,f';\-.,f'\ family now.
e ¥ = S

descending steps lead 1o the
Museum’s main entrance

opposite:
CATIA study
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design process model (1992-1583 )

final design model (1994)

design process model of the
towar, 1997

final design model (1994




wiew ol north elevation,
water garden, and walkway
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page 148 two views of the
titanium cladding

page 1459 steel framework
under construction

opposite Top:
installation of works by Richard
Sarra lor a 1959 axhibition

opposite bottom:
installation of the exhibition
Aobert Rauschenberg:

A Retrospective, 1998

installation of tha Art of the
Motorcycis exhibition at the
Guggenhaim Museum Bilbao,
1999







partial view of east elevation

opposite
partial view of north elevation

averleal night view of
north elevation

A collaboration between the Basque Country Administration, which
owns aind Tunds the project, and the Solomon R Guggenhwim Foun-
dation, which operates the museum and provides the basic art collection.
the mussum is part of an ambitious redevelopmaent plan for this area of
the Nervion River. The 287 000-sguare-foot museum incorporates an
existing bridge that connects the nineteenth-century city to outlying dis-
tricts. The central atrium rises 164 leet above the river and is Rooded with
light through its sculptural skylights, The exterior rectangular building
slements are covered in fimestone; the curvilinear forms are sheathed in
titandum. The office area exterbor is vivid blue stucco. The galleries cor-
respond to the directions of the exterior: rectllinear spaces housa tradi-
tional modernist works from the Guggenheim collection, while the ssym-
matrical gallories with curving walls are devoted 1o commissioned works
and temporary axhibitions.

elient: Solomon A, Guggenheirm Foundation
Consorcio Del Proyecto Guggenheaim Bilbao

project principals: Frank 0. Gehry, cssigr parmar

Randy Jetterson, project pariner
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ustra office building 1995-2001
Hannover, Germany

The nine-story, 21,000-square-foot office building for Ustra Hannover Public Trans-
portation is one of a series of new towers to be constructed in a historic district ad-
jacent to open parkland. Peter Ruthenburg, who ran the bus stop program, was hired
to do other projects, including this office building. (Gehry was one of ten architects in-
vited to create a bus stop for Hannover, as a prologue to the city's Expo 2000.) The bus
company has a tiny corner lot next to a square; it's close to a main tram stop.

They started with a straight low-rise box. Ruthenburg wondered if we could do
something with it. Everything | did looked very complicated and contrived. | locked
at the relationship of the site to the square and | realized that this site was really im-
portant. So then | started playing with it, and finally twisted it, and that was that. As
the building rises it twists in the direction of the open park area. The exterior is stain-
less steel. We're looking at a scratchy surface finish. The only problem | have with the
scratchy stuff is that it gets close to David Smith, and | don't want to trivialize what he
did. And also, it's a little bit glitzy when the light hits it. It's the kind of building where
the simpler it is the better.

In Germany all the windows in high-rise buildings must open. That's why you see
all these double facades now: glass on the outside and the inside. In the Hannover
building the interior window opens by sliding it into a wall pocket. \We did it in Prague
too. There's a draft in between the two layers that lets air in. They have a system in
which they can leave the draft open, or closed. If it gets cold, they can take the hot air
in with little fans that take the air in and out. The people generate more heat than the
building needs. In the winter they need heat only in the morning and at night.

By law, German buildings are not air-conditioned. The hotels may have air condi-
tioning, but not the office buildings. Most American high-rise buildings use air condi-
tioning and the windows don't open. In most American developer office buildings the
distance from the windows to the core is 40 feet. In European office buildings the dis-
tance is 20 feet. They want everybody close to a window that opens. They're into
fresh air, That's why European office buildings are slim and ours are chunky. It's the
floor-area-ratio difference that makes our system cheaper. '
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viaws of final design model and

stainless-steal cladding study 5 : ;
project principals: Frank O Gahry, design panne:

Randy Jattarson, proje

beottem:

finished building, 2001 Ewva Sobesky, Randall 5
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the pinwheel plan determined i :
in the early Gehry sketch iz slso elektrizitatswerk minden-ravensberg gmbh [emr]

seen in the aerial view of the e
fdshed bullding ftopt. sed In 3 communication & technology center 1992-1955

design process model

ovarleaf: Bad Oeynhausen, Germany

two views of the EMR exterior
and reflacting pool

| don’t know what a green project is! But | do believe in applying energy conservation
technologies if they're viable. In the EMR building it was a consideration because
these people are selling energy, and they wanted to demonstrate their ability to do
this. So | said to them, "Look, I'm not an expert in this, and |I'm not sure what's eco-
nomically viable and what's wrong and right.” When the AlA discovered solar energy
and green buildings, all of a sudden the whole bloody AlA was doing so-called energy-

saving buildings. They became judgmental and “green.”
| was suspicious of the whole thing. But the head of the company is a very nice guy,
and | said, “Why don't you bring your people here?" He said, "I'll do better. There's an
institute in Frankfurt that is leading this thing for the Green Party. They are the state
of the art for Germany. I'll bring them to L.A. and we'll have a symposium. We'll work
together for a week, we'll discuss all the options so you can

learn all about the state of the art.” So | met with those
four men for one whole week, with my guys. The

2 H young kids are always interested. At the end of the
week, | realized that

e Native Americans were
~L . way ahead of them.
;"'.‘- Heat exchange only
‘j%f Fon works in a residence,
= A not in an office building,
N because office build-
s ings aren’t used at
night. If you gather
heat during the day
to use at night, and
there's nobody there at night, you can't
use it. There was only one place in the
EMR building where they worked around the
. clock, the control section on the left-hand side. It
1 ! has a heat exchange. It retains heat gathered from cells
in the windows; at night the cells are opened and heat is released.
| said to them, “Why don’t we have a bunch of bicycles out in front, and we'll just
have people in the community come by when they want to do their exercises. They'll sit
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on the bicycles and generate a little power, and it will run the building.” Craig Hodgetts
and Ming Fung designed an exhibition for the building that demonstrates a number of
ideas about energy and energy conservation and they put two bicycles inside.

For air-conditioning, which is needed only a week or two of the year, we pop a
skylight that's right at the top of the roof, and it takes the hot air out. It works like a
dream. Native Americans did that, too. I've been doing that for years. The Schnabel
house has such a skylight. You push a button to open it and it takes the hot air out. It
saves energy, and when you turn your air-conditioning on, finally, when you have to,
you don't have to leave it on for a very long time.

The solar stuff works for hot water. It works for pools, but it's expensive. We couldn't
use wind, as there is almost no wind there. So after a week of being with these ex-
perts, we didn't learn that much. On the ceiling of the auditorium, | used voltaic cells.
| used them because | had a glass roof, and the voltaic cells created a trellis effect, so
you didn't get direct sunlight. You have the cracks between the voltaic cells that let
light in, and that works.

Cal Tech has developed a thin metal skin that's a voltaic cell. It will store energy.
With it, the sun will create electrical energy. The whole skin of a building could be a
voltaic cell. To make it, they weave strips of metal, like a fabric. | think you could do
it in any metal.

opposite

detail of ventilation duct
detail of main entrance
rear elevation

The EMR Communication and Technology Cemer is a 46,000-square-foot
Gehry pinwhesl plan, located along an entry road to the town of Bad
Oeynhausen, in a district of domestically scaled warshouss bulldings
Garden areas are at tha north and west sides of the building. The network  Project principals: Frank O Gehry, desgn parna
control center governs reglonal power distribution. In addition, the bulld-  Jim Glymph, proset partne:

ing inchidées an exhibition hall, a conference center, dining area, and an  Randall Stout, propes
affice wing. Al are sccessible from a two-story skylit interior street. The
exterior is a combination of stucco, glass, zine, and copper on 8 reinforoed
concrete structure

client: Elekinztatswerk Mindan-Ravensharg GMEH

Randall Stout, Vince Snyder, Michae| Maltzan Proyoct dedignen

project team; Tomasc Bradshaw, Jonathan Davis, Matthias
Seufart, Todd Splegal, Hireshi Tokumary, Laurence Tigha,
Tirm Williams
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nationale-nederlanden building 1992-1996
Prague, Czech Republic

| can’t be an entirely different person when | work abroad. You bring your baggage with
you. But my intention is to be part of each place. My effort is to work contextually, but
not to pander to tradition. | have other principles: living in my time instead of in the past;
interpreting what | see and how | fit. | don’t consciously take Los Angeles with me.
Maybe | do. | take me with me, whatever that is. | think Bilbao relates to there, and
Prague relates to there. | wouldn't have done those buildings in Los Angeles.

| spent about ten days in Prague before | started really designing. | went over three
times. | had a collaborative architect in Prague, Vliadimir Milunic. He knew the ropes.
My perception was that in Prague they designed the old buildings with implied tow-
ers. They put little caps on top of them and gave them each a hat. That was interest-
ing to me. That was a clue. The other was that in the nineteenth century, the windows
and other elements had details that gave a certain texture to the buildings. Even
though they looked like they were stone all the buildings were colored plaster. | picked
up clues from the plaster, and from whatever | saw.

My building was on a square piece of land on a street next to a river and a bridge.
Vlado told me that the city really wanted to aim the street toward the bridge, and they
asked if | would do something with the building to project out so that the body lan-

| guage would be there. He negotiated with the city to do that. The developer liked

the idea because it gave him a little extra area for the floor plate, which was very small
It's not an economical developer building because of its small floor plate.
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(aequenily SOmEans opposite
ia thia Gahry office the dancing towers completed

The collaboration with Vladimir Milunic was easy, because when | first met him, and
they asked me to do the job, | said, "Look, it's too small for a collaboration; don’t do
that to this guy.” And Milunic said to me, "l want you to do it.” | said, “Wanting me tQ
do it means I'm going to do it.” He said, "l want you to." | started working, and Milus
nic led me through the city. He talked me through a lot of ideas. | said, “Well, for me,
Prague has implied towers, and that is the language of the waterfront.” And | thought
we should use the impled towers. | thought we should make one tower that turns the
corner, to take us into the plaza, and then another tower that fronts on the plaza that
also pushes the street out. Milunic agreed with that, and he got it approved. He was
very helpful to me in explaining the urban issues that the city was involved with, that
they worried about. He didn't get involved with the shapes.

The first Prague mode! had two towers that were square. One projected out. Then
| blended them. Then | decided to make one glass. The first model looked like &
woman’s dress, and the Czechs made fun of me.” They're very proud—they consider
themselves to be Europe’s intellectuals, especially because of Vaclav Havel, their poet
President. Milunic spent four years in prison with Havel. They were cellmates. They
are really close friends. They understand "abstraction” and they hate postmodernism.
When they saw the dress they thought it was postmodernism, and they gave me lec
tures about abstraction. Even Havel did. They didn't understand where | was going.




dasign process models of the
ewolving glass tower form that
were shaped by hand and

then used a3 the basis for the
CATIA model

| was struggling with the window breakup in the adjacent nineteenth-century build-
ings that became higher floor to floor. | had two more floors to deal with than were
in the existing buildings. If | had just kept the windows flat, you would have read them
as two more floors. | worried about that, because it would have been abrupt. So |
thought, how can | make blurry edges so you don’t realize that there are more floors?
| started making the model, and | started to push the windows up and down. | pushed
one up to the top of the ceiling and one down to the floor. Then | built it on the model,
and the texture of it fit in, so | knew it was all right. Then | drew the lines to add anoth-

| er layer of texture. That's something |'d never done. | got self-conscious about it after

| drew the lines, and | thought, “Well, this is stupid; it's kind of a pastiche—you can't
do that.” Then | straightened out all of the lines, and they didn’t look good. So in the
end | said, “Well, my instinct was right, and | don't know why."”

The approach to architecture should be like science, with breakthroughs that create
new information, not the repetition of old ideas. For example, we've developed new
windows in Prague, in the Berlin bank project, and in Dusseldorf. | decided the win-
dows were like hanging framed pictures on the wall. Instead of being part of the skin,
the window is articulated, it tilts, has a presence. | worked very hard trying to devise
a window that looked like it was attacking the form instead of eating it away. | thought
of it like a swarm of bees coming at a wall.

The module is for one office to have one window. But they didn’t do that. They left
it, and it really looks good. | wouldn't have thought it would look good, but it really
works. The nice thing is that the glass tower is the conference room on every floor,
and each one is a different shape because of the dimensions. It's quite interesting.

| tried to break down the scale in Prague so it would work with the nineteenth cen-
tury. There it's almost seamless. On one side you come
along and you don't realize it's a new building. We main-

tained the height line. The old buildings have five floors,
and mine has seven, so | couldn't just go straight across.
That's why | bumped the windows up and down—to blur
the difference. Because it's a commercial office build-
ing they needed more floors. Five is nine-
teenth-century floor-to-ceiling, and seven

IS now
There was a public referendum
on the building before it was
built. If you build a dumb, ordi-
|/ nary building, everybody expects that. As soon as somebody
*%. ' does something unexpected everybody gets angry. Nevertheless, we

=

4 won—fifty-eight to forty-two.




opposite:
detail of windows on
river fagade

wteel framewaork lor the glass
tower under construction and

detall of the completad glass
tower [right)

a4 i7E

typeca food plan




findshed model of the sculptural
building erown, referred to as
"Medusa” by the Gehry office

right and opposite
the sculpture under construction
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Prague’s historic district has long been & broad mix of epic styles carefully
watched over by the city's preservationist commiunity, The Nationale-
Mederlanden Building's site, at a erucial comer along the Vitava River,
was a challenging context for Gehry's dancing towers, Guided through
the local political scena by Viadimir Milunic, his collaborative architect,
Gehry was able to creste & joyous landmark carefully aligned with s
nineteanth-century neighbors. The glass-enclosed tower is pinched in ot
its waist to allow residents of the adjacent building a view across the
river. The 62,800-square-foot building projects toward the bridge at its
cormer. The glass tower forms a covered colonnade and s canopy over the
main entrance. The ground floor has a cafe and several commercial
spaces. A roof-leval restaurant tops the six office floors. The dome atop
the enclosed tower is formed of steal mesh strips.

the relationship to neighboring
buildings is avident in this
photagraph showing the
arrangement of windows and
the seulptural crowns on

both buildings
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client: Nationale-Nederanden/international Netherlands Group

project principals: Frank O Gahry, design pains
Jim Glymph, pi
Marc Saletie, prosct srchitect
Edwin Chan, prowct designer

project team: Douglas Giesay, Masis Mesropian, Eva Sabasky
Thomas Stallman, Lisa Towning, Philip Rowe, Kristin Waehl




disney ice 1993 -1895
Anaheim, California

The interior is better than the exterior. It's a reversal of my usual problem. | put the
money there, because | knew | was going to be skating there! A couple of times a year
| go there and we have practices. | love the hockey players. They're kids.

| wanted the interior to be like the wooden rinks were in Canada when | was a kid.
Most of the hockey players come from Canada, and we've talked about that over
time. They all wish they had that kind of rink. | wanted to please them, to make a
place that was nice for them. When we started talking about the project and said we
wanted to use a wood interior, everybody said, “You can’t afford it.” It's more expen-
sive than the rinks are now. Most new rinks are just metal Butler buildings with
exposed insulation, s

It was fun to do. There are things | might have done differently. | could have put win-
dows in where the ceiling comes down to the seats in the middle and then, where
it comes down on the outside wall there should have been a skylight. But the worry is
that if you let natural light in, it melts the ice. And because | didn’t do any of that, they
can keep the ice at a very good temperature, and all the skaters love it. It's the best
ice in California. The pros love skating there.

This community ice center has a dual function: it is the practice rink of the NHL's
Anaheim Mighty Ducks, and it is a neighborhood rink serving youth hockey programs.
The double curve of the anodized aluminum roof reflects the two wood-clad interior
shells; they are divided by a central lobby that includes a snack bar, skate rental area,
and an equipment shop.

r iRy i] I3-8 2
Euiﬁ?“ﬂ:”? :-:-;jur.-arnm ::::':::“ P elient: Disney Development Corporation
structures around this southern Calilornia
ice rink project principals: Frank O Gehry, desgn partne
Randy Jeffarson, projec partras
exposed Glu-lam beams curve Tomaso Bradshaw, promct schitect
above the ice rink Michaa! Maltzen, promet designer
detall of buliding fagade of project team: Stefan Helwig, Gaston Mogues, Mok Wai Wan

anedized aluminum




telluride residence 1995 -

Telluride, Colorado

This is the third house we've designed for Jay Chiat. | don't know if he's going to build
it. It's very similar to the plan of the Sirmai-Peterson house. Jay changed sites because
the last one had controls that conventionalized the house. Although we made a nice
house within the rules, he didn't like it. He was offended by it. So he bought thirty-five
acres, and the new house sits in the middle; the next guy is in the middle of his thirty-
five acres, and they don't see each other. One neighbor, Dick Ebersol, head of NBC
Sports, just hearing the description of Jay's house, sold his lot. He thought it should be
a log cabin.

The house steps down the hill. Our inspiration was Duchamp's painting.' There is
a bedroom and a den for Jay, a living and a dining room, a garage and a mudroom, two
kids' bedrooms, and one guest bedroom. It will have a concrete foundation, the frame
of the building will be very sculptural, and it will be covered with black copper, which
is a roofing material. It's a very animated roof with holes punched in it, which seems
appropriate for snow country.

At some point you create unusual spaces when you get very deep folds in the en-
velope. That's what we're struggling with in Telluride. You can find ways to do it. The
other thing is the difference between the inside and the outside. That's very inter-
esting, if you don't rigidly adhere to the idea that the inside and the outside have to re-
flect each other, like the religion of architecture says it has to—although it never did in
the good stuff, anyway. |'ve been bashed for that a little bit.

W Marced Duchamp's Nuge e
Descending 4 Staiicasa. 1812 { N | L | |
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der neue Zollhof 1994 1999
Dusseldorf, Gerrmtany

Years ago, when | designed Vitra, a man in the advertising business, Thomas Rempen,
came to the opening and asked me to design a building in Dusseldorf on the river. For
some reason, | didn't respond positively to him. So he asked for another recommen-
dation, and | recommended Zaha Hadid. So they hired Zaha, and they worked with her
for four or five years. She did one of her best buildings ever for them. But they didn't
build it. It was too difficult.
Rempen kept in touch with me during that five-year period, and
he had another job for us to do about three years into it;
| over time | grew to like him. |'d gone to Dusseldorf a few
times to meet with him on another project in the harbor.
Then he called and asked if | was going to be in Germany,
and could | come by. So | went, and he told me that they
couldn’t do the Zaha building, and that he had written to
= her and told her they couldn't do it. There was a new part-
nership, and 1hev were going to build the building for half the budget. He didn't think
that she could turn around and build a building for half the budget on that site and feel
good about it. He didn’t want to put her through that, so he asked if we would do it.
| said, “Well, | don't want to come in and take over Zaha's job.” And he said, “"Well,
we need a building, and you're our first choice, but if you don't do it we'll go else-
where.” It was a great project, and they had already written
Zaha a letter terminating her. | thought, we need the work.
So | took it. |t's three spec office buildings—one metal,
one plaster, one brick—with a very tight budget.

It's financially very successful. | was trying to fit into the
urban pattern, and leave the riverfront open so that the
people behind would have a view through to the river. All
the buildings being built there so far have been built as
a wall against the river. So all the people behind are being walled off from the river. We
decided not to do that. These are spec office buildings. Our client Rempen'’s offices
are going in the middle one. He has an advertising agency. When we started out he
only needed one floor, and now he needs the whole building. In that length of time,
he’s expanded. Because there are three buildings they were leased quickly. When you
rent space in one big building, you have to share the identity. In this case, the smaller
users could have an identifiable piece of a smaller building. It's a good idea, and it
worked. It's anti-Rockefeller Center. This represents the new world we're in, There's
more individuality. It's about democracy.

opposite:
design process models

construction of mirror finish
stainless-stesl wall
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busibding lc

This harbor-front site along the Rhine in downtown Dusseldorf is part of
& broad-basad rehabilitation effort infended to provide a public amenity
for the city, consisting primarily of art and media sgencies among land-
acaped open spaces. The thres bulldings encompass 300,000 square feat
of commercial office space. The central building is clad in metal, the east
toswver in plaster, and the wast tower in brick. ldentical operable windows
are used on all three bulldings, giving them s visible relationship

laser-cut models generated
from CATIA data



client: Kunst-und-Medenzentrum Rhambaten GmbH

project principals: Frank 0. Gehry, design pate

Rary Jetferson, projsct partne
T jshaw, | NisEr
Brant Miller, Lisa Towning, Krigtin Woahl, promat coominaton

project team: Jim Dayton, John
Jobes, Naomi Langer, Joerg i Sancher
Bn, hapard, Rick Smit va Sobesky, Tensho Takemor

Laurence Tighe, Scott Uriu, Flora Vara, Jelt Wauer

the prefabricated concrete wall
panels of the stainless stesl
building are made from individunlly
shapaed Styrofoam molds that are
cut by machines working directly
from CATIA data

detail of stainless building
showing angled windows in
the fagade
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experience music project [emp] 19952000
Seattle, Washington

I'm still interested in objects in a field, like villages, but | don't see that idea rigidly
applied. | think you can see it in the Experience Music Project, where | started out with
separate blocks that the client, Paul Allen, liked. That's the village. If you lock at the
first models, | was making it more coherent. He didn’t like it. He liked the models
where | broke it down. | did too, actually. And when | broke it apart, | liked what was
going on. | didn’t achieve it in that model. Essentially, the building is a one-room ware-
house with exhibits inside, and that makes it difficult to break down.

My working process is an evolution, like watching paint dry. This is where | get in
trouble with misconceptions about how | work, Nobody realizes that | cut it off at the
working drawings and stop. During the front end it evolves. And | tell everybody in ad-
vance, "Look, I'm starting here,” | show them all the models from the last project. | say,
“You look at it, you do it, you listen. | get input, | regurgitate, | move—that's it." | asked
Paul Allen why he came to me, what did he want; he said, "swoopy.” So my first
thought was, “God, he must have been looking at the Bilbao project.” | asked him if
he'd seen the Bilbao project, and he said no, he'd not seen it. So | asked, “What did you
see?” He said, "Well, | don’t know.” He couldn’t tell me. So | said, “Well, the next time
you're in my office, would you come in and look at the models, and tell me what
swoopy means to you.” So he walked all around the office, and he saw the horse’s
head (in the DZ Bank project), and he said, “That's swoopy.” | said, "I'm very delighted
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that you think that's swoopy and that's where you want me to go, because that's the
farthest-out I've been, and that's about where | am, so I'd like to take off from there.”
So then we made models.

| wanted to do something colorful because of the guitars. | immersed myself in the
folklore of Jimi Hendrix, and his music.2e But | told them up front, “This isn't my thing.
| listen to Haydn.” I'm not a stodgy guy, but | said, “When it comes to this stuff, 'ma
pure dilettante.” | said, “I'm going to have to get educated.” Craig Webb plays the gui-
tar and Jim Glymph plays the guitar. They know all that stuff, so they brought it all to
me, all the books and the records, and | listened. | asked Paul Allen if | could use that
kind of music for inspiration, and he said, "Yes, that would be wonderful.” So those
first models were blue and green and we did a whole series of them. Some were too
swoopy, some were not swoopy enough, one was just right.

| found a weird way of communicating with him about swoopy, and we made fun
of it, and I'd joke with him about swoopy. He's very shy. | thought it was very endear-
ing actually. | thought it was wonderful. He criticized some of the things, and then |
made a model that had the broken pieces—the yellow and the black and the blue
thing. | showed it to him, and he said, “Oh my God.” And | thought he hated it. | don't
know whether he loved it. But he's funny. He sees things at a presentation when it's
too late to change anything. | was presenting the project at the Seattle Center, and
that's when he came to see it, when | was presenting it. What could he do? But ap-
parently, he loved it. He approved it. | told him what | thought was wrong with it. | said
| thought it looked like broken crockery, it really was too fragmented. | said, “The
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basic idea is here, and | want to study the materials. | want to study the terrazzo, |
want to study the metals, | want to see what we can do on the budget.”

If you look at that first model, it had metal slivers all over it, and broken wires. But
he said, “What are you going to do with that?” | said, “No, no, don't worry. This is how
| work.” | said, “| just throw the idea on, and now I'm going to figure out what to do
with it.” And | worked hard trying to integrate the thing, and we got somewhere. It
was really beautiful. | started to use the metal in a painterly way, where it started to
move through. It wasn't all one piece. There was gold and silver threading together.
The thing got messier on top, the metal became bigger moves. | was really happy. |
think it would have been better than Bilbao. It was on its way. Then he called and came
in, and he said, "Whoa! This isn't about what | approved. This is messy.” | said, "Well,
rock-and-roll is messy.” He said, "Well, this is what | approved. | don't know about
that.” He was very upset. | said, "Look, Paul, you're paying for it. I'm willing to go back
to square one, but it will take time. You've got to articulate what you don't like.” And
he was pretty clear about what he didn't like. He liked the separate pieces; he could
understand them diagrammatically. | said "Look, I'll go back and revisit the whole
thing.” So | did. | dove into this thing. It was a new language, and | got with it, and |
started to make inroads. | like where it's going; I'm really proud of it.”

EMP has several materials, stainless and painted metal. The stainless is in three fin-
ishes: shiny with a purple haze, which is like Jimt Hendrix; the: angel hair, which has
a little texture; and the gold. The red is ,{Safhtgdmetéliand the bige is painted meldi
and the red will fade. We did that on pmrpose so the recHaull lopk hke an old 'uuc:k a
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dz bank at

pariser platz 1995-2001

Berlin, Germany

The horse's head for the Pariser Platz mixed-use building, part commercial, part resi-
dential, came from the Peter Lewis house. The reason it got to Berlin is that we came
up with a plan for the atrium with the conference center in the middle—an obvious
scheme. A lot of architects have done that. It's not a very original strategy, but it's a
comforting thing, a nice strategy. | started to play with the space, and | realized | couldn't
solve it in time for the competition. | had this beautiful horse-head shape here and it
worked, so | adapted it and said, “We'll change it later, they're not going to like it,
but at least it's a finished thing and it will look finished.” So we put it in and they loved
it, and we won the competition. | stuck with it and refined it, because | loved it, too
I think that Claus Sluter was a big influence there.

The exterior of the building is limestone to echo the Brandenburg Gate. The stone
Is four inches thick because the Gate's stone is also very gutsy They want to link all
the buildings on Pariser Platz, so we said, '
“Okay, if you really want to do that, just
make the building of thick stone.” The
bank guys loved it, although it has cost
them a lot of money to do it. The scale of »
the moves | made on the facade of this
building relates to Pariser Platz. The other
new projects on the square, which are try-
ing to be copies of the nineteenth-century
buildings that used to be there, look pas-
tichey, and they miss the point; they didn’t
learn. There is a hodgepodge of those
buildings next to the Brandenburg, but |

detail of finished building
showing conference room
and glass rool

opposite:
studies of conference room

relerred to as “The Harse's
Head” by the Gehry office
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think ours is going to be the only one that looks right. Because the atrium is enclosed |
could use wood on the walls, which you wouldn't normally be able to have on a high-rise
building. The offices all have balconies overlooking the atrium. We have a seven-story
high-rise wood building inside instead of the steel and marble typical of most contem-
porary atria. The bank and apartment exterior fagades are all stone. The roof is glass,

Several years ago | met the structural engineer Jorg Schlaich, who | think is the best
structural engineer alive. He does very thin web, lacy glass roofs. I'd seen one, and |
asked him if he'd work with us on this. He taught us that we could make many dif-
ferent shapes. We didn't have to do it the way everybody else does it. He gave me lots
of leeway.

The building has a basement, below street level, and we made a courtyard down
there too, We had to separate it, because it's a cafeteria, They call it a casino. That's
where the employee restaurant is. They didn't want the noise coming up, so we put
the same kind of glass roof on that, and we cut paths through it, The paths come to

the stainless-steel-clad horse's head, which is a conference area. Underneath it is a
theater for movies. This facility will also be rented out.

The apartments are really nice. There's an almond-shaped atrium on the apartment
side that goes up through the whole building. The elevatar is glass enclosed.

Both sides of the building are joined to other buildings. One side is the American
Embassy; the other side was Albert Speer's studio. Speer’s bunker was under the site.
When they dug down to it they found a dining room table with food and dirty dishes
on it, and a few things knocked over. It looked like somebody had just run out of there.
When the Germans discovered it, they destroyed it in fifteen minutes. There was no
architectural historical review board that came in and said, "You have to save this
place.” Actually, when they started scraping the grounds, there were bombs, live
bombs on the site. They bumped into one, so they cordoned off the area and got the
bomb squad in. They got them out, they did it all, cleaned it out, they left, and a few
hours later they bumped into another one and they were back!



The bank is really an adventuresome client. We've connected really well with them,
and they've made it clear that they really want me to see it through my way. We won
the competition with the horse's head, and then we talked to them about it, and they
liked it, so we didn't change it. We made it better, because it was something we'd ap-
propriated from somewhere else—which | don't do that often. | don’t think I've ever
done it. | loved the shape. So | changed it.

Gemini wants to make a limited edition of the models.2? When | made the fish
lamps, | felt good doing it. | never thought of them as sculptures, competing with
Richard or Claes. | was into the material thing of the glowing color core and the fish
images. Crossing the line between architecture and sculpture is something that's been
difficult for me.
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Pariser Maiz houses the five-story Berlin headguarters of DZ Bank, which
faces onto Poriser Platz and the Brandenburg Gate: some thirty- nine
apartmenis, rising 1o ten stoces, are located on the south side of the bulld-
ing. The fagades are clad in buli-colored mestone, as is the Brandenburg
Gate. Tha 200,000-square-foot building's large atrium has & curved glass
ceiling and Roor and contains the main conference hall, whose stainless
stol horse-head-shaped lorm appears to Mloat within the deep space of
tha intericr, The residential part of the building has & smaller atrium that
provides natural light for both sides of sach apartment
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condé nast cafeteria 1996-2000
MNew York City

The whole project started because the client, Si +
Newhouse, is very interested in architecture. His
wife, Victoria Newhouse, is an architectural his-
torian. Condé Nast's offices will use the entire
new office building that was designed by the New
York firm Fox and Fowle. The publishers asked us *
to design all the interiors, but it wasn't a job | wanted. However, we accepted the cafe-
teria project. It was a very ample budget, and when you have clients truly interested
in architecture, who want to do something special, you start pushing it.

We decided to go with the scale of the fourteen-foot-high room. | tried a lot of
schemes, which broke the room down into smaller pieces, but in the end | liked the
proportion of the room as one big space. | decided to make privacy implied by using
glass walls like curtains, curtain shapes that seem to be blowing in the wind. We made
an island in the center that is surrounded by glass curtains that are really beautiful
shapes. What makes them beautiful is that each shape is different. It would be easy
to make a repetitive shape, but that would be another thing. So each shape is differ-
ent, and you have to consider how to mold each shape. Normally they would mold

glass like that over stainless steel. With the computer you'd make a stainless-steel B

mold, then slump the glass onto it. Each mold would cost $20,000 or $30,000. That
would have blown the budget. So we started doing research with the glass people,
and we found a way to do it with a fakir-like bed of nails that adjusts to various shapes,
like the children’s toy. (You've seen those toys with movable pins; you put it on your
face and it makes an impression in the shape of your face.) The glass panels are being
fabricated like that. We expected that maybe ten percent of the glass pieces were
pushed too far, and we would have to change them and be a little more conserva-
tive. We were expecting that, but that hasn't happened yet. They engineered the ten
most complicated pieces, and they say they're okay.

above. floor plan

this page and opposita:
final design models of
dining area

finished interior




The rest of the space is blue titanium. | was looking at pictures of Giotto’s Arena
Chapel. Well, when you're in a room that's enclosed, you think of sky—"How do | get
some sky in here?” And the light blue does something nice. There are a few windows
on one side, but that's all. So we've got to get light in, and the blue titanium suggested
sky, and it was new, it was something | hadn't used, and everybody liked it, it's beau-
tiful. It's on all the walls and the ceiling. And it's perforated because of the acousti-
cal requirements of a cafeteria. We didn’t want the room to be live.

There are some private dining rooms as well. They are very special molded glass
and wood. |'m trying to design a chair and a light fixture for those rooms. The tables

are mace of Brazilian granite.

The 260-seat Conds Nast caluieria is intended to provide employees with
a convenient lunchttme dining and meeting facility. it includes & main din-
ing aroa, a servery, and lour private dining rooms. In the main dining
room, booths that sccommodate four o six peopla are distributed along
the perimeter walls that are clad in perforated blue titanium panels with
meoustic backing. Additional booths are located on a raised platform that
Is enclosed within curved glass pansls in the center of the main dining
area. Freestanding tables and chairs, to be designed by Frank O, Gehry &
Associates, will be distributed throughout the main dining area. The

edwin chan: The booths in the

sarvery, which is adjacent to the main dining area, has stainless-stesl
countertops. biue titanium walls and canopies, snd ash veneer floor and
cailing. The walls, floors, and ceilings of the four private dining rocms are
ash-venesr plywood Curved glass pansts articulate the east wall of each
roam. Three of thesa rooms have movable partitions, allowing them to be
transformed into a varlety of spatial configurations for special occasions

oppasite
design process models
design process model

of chandelier for private
dining room
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bard college center
for the performing arts 1997-

Annandale-on-Hudson, New York

Leon Botstein, musicologist, conductor, head of Bard College, is the client. This proj-
ect started in a funny way. There's a gallery in Sun Valley that has a fancy art show and
a party on New Year's Eve, and everybody who lives in Sun Valley comes to it. They
asked me to be in the show, They said they would pay for my family to come to Sun
Valley and spend a week. We went, and while we were there, | rented the hockey rink
for two sessions, private sessions with the kids. We were looking for a pickup game,
so we let the word out that we had the rink. A man came and asked if he could play
with us. He said he was captain of the hockey team when he was at Yale. A lot of peo-
ple came. We had a really fun game.

Then they all came to that New Year's thing. And the guy who played hockey for
Yale saw my work for the first time, and there were some books of my work there. |
didn’t pay much attention. A few weeks passed after | got back to L.A., and one day
he called and said, “I'm a trustee of Bard College, and I'd like you to come there and
talk to us about a project, a student union, a small student union.” | went to meet
them. Berta went with me. They picked us up in a car and drove us up there, and we
had lunch with Leon. He said he really didn’t want me to do a student union, it was too
small a project, and he really wanted to build a small concert hall. There was no com-
petition or anything. He just said, “| want you to do this.”

He had done his homework—he was ready. He said, “If you don't do it, | won't do
it." So we accepted, of course; it was a beautiful project. There were several site op-
tions. We liked the site that was in an old section of campus, with the administration
building and several others. If you built a concert hall or a little performing arts thing,
it would make a village of it, and it would be kind of beautiful. So we proposed that,
and he didn’t like it. He liked the idea of it, but he said that's not what he was doing
this for, He explained that there were pedagogical issues, and that he wanted the
building to relate to the art school, the dance school, and the theater school—to the
existing arts facilities. He said, "While it makes sense as a village, that's not what

opposite:
new site panorama

skateh of hall interior; design
process model of hall exterior;
final model of hall extarior;
structural study model of hall;
construction of hall interjor

This 60,000-square-foot hall will provide performance space for opera,
dance, drama, and music. The multipurpose sauditarium will have a full
Mty system for opera and desma, & wood concert shell, and forestage lift
for symphonic music, The house will have an orchestra section and two
halconies, a wood cailing. and conerete walls and floors. The entry facade
will be stainless steel; the other facades will be plaster.






the weatherhead school of management
at case western reserve university 1957-2002

Cleveland, Ohio

Case Western is the legacy of the Peter Lewis house. When he decided not to build it,
he gave fifty million dollars to the Guggenheim, and he gave fifteen million dollars to
Case Western, and hired me as the architect. Peter said he did both of those things be-
cause of the house. He has since given another nine million dollars to Case. Our build-
Ing is going to cost thirty-five million, so they need to raise an additional eleven million.

Peter has a relationship with Case, because he hires their graduates, and he also
lectures at the business school. That is one of his true loves, and where he’s truly ex-
pert. So he has a very strong relationship with that school. Since Lewis is giving most
of the money, it's all set in motion. It's part of the Weatherhead School, and Al Weath-
erhead is there, and so it will be called the Peter B. Lewis Campus of the Weatherhead
School of Management.

| think the building is one of the best things we've done, because it's circumstan-
tial. We worked hard trying to get a flowing guality in the metal on the Korean museum
project, and we got pretty close. When that project died, and Case ended up with a
high part and a low part, | was able to use that idea again. But because |'d worked it
all out on Korea, | was able to take a leap forward from Korea.

As in every other project, in our basic analysis we studied the classrooms, the of-
fices, and the needs. It's a graduate school of business. We have tons of models
showing a great deal of the furniture, the layouts, and everything.This is an impor-
tant process. There's a model of each office with the furniture in it, and there are mod-
els of all the different classroom types with all their configurations—oval, square, etc.
As | start manipulating the shapes, the scale of the shapes is related to the clarity of
all the research, It allows you a lot of freedom for expression (expressionist architec-
ture, | call it), to be able to manipulate those forms. Because aof the computer, we
know the quantities we can afford. Some of the models look very voluptuous and way-
out. They're overblown, they are not economically feasible, but they do relate to the
programs. Then, slowly, you start. If you were writing a treatise, you would write too
much, and then pare it away. It's the same with these buildings. You
pare away the stuff and get down to the essence of it. And because we
have the computer monitoring it, we know what the economic essence
is, and all we have to do is correlate that with the visual essence. And
when you finish, it all fits. It's like a Swiss watch. But it looks like you
just threw it up in the air and it lands. That's what | like the most, to
maintain spontaneity while responding to specific needs.
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The classrooms are placed all around the building with @ maximum of interaction be-
tween students and faculty. In the middle area, we doubled up the classrooms. We've
piled them on top of each other, and that leaves bumps in the middle. The reason
we've put that in the middle is that our building is the first building on campus that's
overscale, because the president took away some of the land and made us go a story
higher. We had to up the density because they were running out of land and they had
to preserve land, and the next batch of buildings was going to have to be at this higher
density. Unfortunately, we were the first one. When you do an expressive building,
and you're bigger than the guys next door, you look overpowering. So we took the
wedding-cake strategy of pushing the high part into the middle, so there’s a transition.
That led to those bumps, and the classrooms piled up in those bumps. There's a bump
that has two classrooms in it, and there's a space between the walls that's like a cre-
vasse. It's kind of like Glen Canyon, Arizona, but it's more studied than that. | haven't
gone to that naturalistic thing yet. Maybe that's the next step. (Jay's Telluride house
starts the process. It looks like rocks. | think nature is a good model for us.)

The outside will be brick for the base building, if we can afford it (we‘re struggling),
with an option for brick and plaster. We prefer brick because the rest of the campus is
brick, and the brick has some shape 1o it, too. We started out with solid, four-square
brick. But as the roof was formed, the steel part, we started to blend the brick pieces

into it sculpturally. We build big models to check costs and form.

This 143,000-square-foot building will house the Weatherhead School of Manage-
ment. Exterior materials will be either titanium or stainless steel panels, hand-set brick,
and glass. The highly sculptural, metal-clad exterior surfaces will face away from the
campus toward the street. Exterior brick surfaces will face toward the campus and
neighboring buildings. At the points where the metal panels and the brick meet, the
brick will pitch inward in a slight curve in response to the metal,

The interior of the building will be plaster. The walls of the communal spaces within
the interior will be highly sculptural. As these walls rise toward the roof of the build-
ing, they will play off one another and respond to one another, creating a series of dra-
matic, narrow, ravinelike interior spaces. Skylights will allow slivers of natural light to
filter down through these spaces. The ground floor of the interior is dominated by two
freestanding, sculptural shells (called “Buddhas” in house) that rise toward the roof of
the building and rest atop large sculptural columns. Two lecture rooms are located
within each of these shells. Communal spaces, including a library, meeting areas, and
lounges occupy the remainder of the ground floor. Additional classrooms are located
on the basement level, in a semicircular arrangement. Administrative areas, offices,
and meeting areas for professors and their staffs are located on the upper floors along
the periphery of the building.
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ray & maria stata center at
the massachusetts institute of technology 1993

Cambridge, Massachusetts

This MIT project is essentially a huge office building to be named for two donors, so the
building has to have two identities. One section is for artificial intelligence—robots—
and the other is for the philosophical group of the linguist Noam Chomsky.

What excites me about the project is dealing with the scientists. Also, it's a piece
of MIT that has historical significance. It is the replacement for Building 20, which the

cientists loved because it was like a warehouse; they could do anything to it. The
users want that to happen again, and | want that to happen. The university set up cri-
teria to prevent that from happening again because they say that the building is only
on loan to these departments, and twenty years later somebody else may be there.

Anyway, it's going to be fun to work through. How to attach it to the MIT system,
how to solve the problems of the scientists, how to deal with the quadrangle of MIT
in a way that represents a different way to look at it than the stodgy old way. They
have this thing called the "|dea of the Infinite Corridor.” All of their buildings are con-
nected underground; you can move internally through the whole campus. There aren't
very many distinguished buildings on that campus. They want this one to be special.

Before they hired me, | predicted they'd all want what they had, and that's exactly
what they said in the first meeting. They said, "How do you break out of what we're
used to?"” We said, “Well, you try things; you start things."” They said, “Like how?"
So that's when we said, "Let's try a number of ways to organize the staff offices and
the shared spaces.” And we did, and got them involved. Some of them hated it and
they sent us e-mail. Some of the ideas really bothered them

One lady was all over me at one of the meetings saying you can't do this and you
can’t do that. | said to her, "If you think I'm here to take you out of your banal office,
which is poorly lit, poorly furnished, has poor acoustics, and poor natural light—if you
think I'm here to take you out of that in order to put you into something that really
works, with user-friendly furniture, nice light, and a better relationship to your staff and
your colleagues—if you think I'm here to do that, you're crazy. | wouldn't do that to
you.” Finally, she laughed.

Anyway, I'm not making fun of them, because that's human nature, and | would
do a lot of the same thing. | told them that. | said, “When it comes to buying clothes
| go to Brooks Brothers because | don't want to deal with it. So | understand that as-
sumption. But it’s not about fashion. It's about breaking out of your security blanket. "

| sent them down to the Rouse Company (a 1974 Gehry project in Columbia, Mary-
land) before they hired us. | said, “This is a long shot for me. | haven't been there in
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years. | don't know what it's like now; | don't know if they like it or if they're using it,
or if they've kept it intact.” But | said, “That’s the last time | did a project like this. In
that project, we were very inventive; we invented lighting and all kinds of things that
hadn't been done in that arena at that point. So my suggestion to you is, rather than
interview me, go down there and talk to them, and ask them how it is. If | do the build-
ing, I'm going to start there, and I'm going to try to create an environment for the
future.” They went, and they came back ecstatic. They loved it! They talked to all
the people, and the people told them how it works, and they're very proud of it, and
it's flexible, and it does all the things we planned for it.
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The 324.000-square-foot Stata Complex will house the Labaratory for
Computer Science, the Artificial Intelligence Labaratory, the Labaratory
for Information and Declsion Systems, and the Linguistics and Philoso-
phy Department. n addition, the program for the Stata Complex includes
an auditorium and four major classroams that will serve the Electrival
Enginearing and Computer Science depariments, as well as commaon
areas for the resesrch community. Currenily, the Stata Complex also
Includes a service facllity, new locker rooms, assignable space, and a
childcars lacility

The Stata Complex s the first phase of 8 new Master Plan designed
by Frank O Gehry & Associates that addresses the future development
of the Northeast Sector of the main MIT campus, Future phases antici-
pata the creation of a Teaching and Learmning Center, and the expansion
of Building 68 that houses the Biology Department. The basic articulation
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of the major program sectors is driven by two fundamental requirements
that are not easily recanciled. The gool of the Stats Complens is to be con-
nected to the rest of the MIT compus, but the most lundamental compo-
nents of the project must alsa be separated from the campus, specifically
from tha Infinite Corridor ithe underground corridor that connects all of
the campus buildings|. Therefore, twa distinct ciroulation patterns will
be developed and organized in parallel, one public (for undergraduate
students] and one private (for researchars)

The design of the research spaces is being developed around the con-
cept of neighborhaods. In the Stata Complex, these neighborhoods will
expand vertically os well s horizontally and thus they become archi-
tectural spaces. The typical floor layout will be based on flexibility prin-
cipals, with modular office wings that are L-shaped and U-shaped
lacatad around Nexible laboratory space. The central neighborhood

leunge will mediste the various independent spaces and will become
thia eonnector between the neighborhoods. From the lounge, one will
be able to overlook one's own neighborhood and to look up to the neigh-
barhoods above.

The massing of the Stata Complex invalves two towers sitting on o
wide base. These three elemants mest on the roof of the base between
the towers, which is the haart of the Stata Complex. It will feature public
and private terraces and gardens. The towers are articulated os wings,
and they open to tha heart of the complex and eradle it. This winglike
articulation of the towers allows the differentiation of the lab and
departrmant identities without creating actual barriers betwean tham
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client: Massachusetts Institute of Technology

project principals: Frank O Gehry, deaign parmer
Jim Glymgh, pro
Crag Webb, project designar

Marc Salette, poject architect

project team: Rachel Allan, Anna Helena Berge, Chnstopher
Barbee, Harwig Baumgartner, Tomaso Bradshaw, Dari Iron,
Michaal Kempf, Andrew Matt, Clitford Minnick, Robyn
Morgenstern, David Plotkin, Robert Seelenbacher, Dennis
Sheldon, Derek Sola, Steven Traeger, Brian Zamora




frank o. gehry

one-man exhibitions

Frank Gehry. Unique Fish Lamps, Larry Gagosian Gallery, Los Angales, Califarmia, 21 Marchi-14 Apri 1984

Frank Gehry Recent Drawings, Ballenford Architectural Books, Toronta, Canada, 15 October-30 Movembaer 1984

Frank Gehry: Fish and Snake Lamps, Metro Pictures, Mew York, New York, Novernber—December 1984

Frank 0. Gehry: Recent Projects, Gallary MA, Tokyo, Japan, October-Novermber 1985

Frank 0. Gehry. Casteflo df Rivol, Turin, ltaly, March-May 1986

Frank 0. Gehry: New Cardboard Furniture, Hoftman/Borman Gallery, Los Angeles, California, Fabruary-March 1988

The Architecture of Frank Gehry, this retroapactive was organized by Walker Art Center, Minneapolis, Minnesota,
20 September-30 November 1986, The exhibition travaled to Contemporary At Museum, Houston,
Texas, Art Gallery at Harbourfront, Toronto, Canada, High Museum of Art, Atlanta, Georgia, Museum of Contemparary &rt,
Los Angeles, Califorma, and Whitney Musaum of Amaernican Art, New York, New Yark

The Wovk of Frank Gehry, Galene fOr Architektur und Raurm, Beriin, West Germany, 1989

Frank O, Gahry, Architakturmuseum in Basel, Switzerland, September 1989

Frank 0. Gehry: Sketches of Racent Propacts, Tha Art Store Gallery, Los Angeles, California, Octobar=Movember, 1989

Frank O, Gehry, Center of Contemparary Art, Warsaw, Poland, May-June 1930

Frank O Gehry, deSingel Museum, Antwerp, Balgium, September-MNovembar 1290

Frank Q. Gehry: The Archifect’s Sketchbook ang Conternporary Design, The Getty Center, Santa Monica, Californaa
Septernber 1990 - January 1991

Frank O. Gehry, Centraal Museum, Utrecht, The Netherlands, November 1980

Frank 0. Gehry, Arkitektur Museet, Stockhalm, Sweden, November 1390-January 1991

Frank O, Gehry {lurniure and lamps), b.d. Madrid Gallery, Madnd, Spain, December 1930, The exhibition traveted to Barcetona
at tha Madrid Gallery, January 1991

Frank O, Gehry, Projets en Evrope, Centre Georges Pompedou, Paris, France, March=June 1331

Frank O. Gehry, Dansk Arkitekturcenter, Kobenhavn, Denmark, March 1991

Frank 0. Gehry, Can Reskum Museum, Apaldoorn, The Netharlands, June-September 1951

Frank Gehry: New Benltwood Furniture Designs, Musée des Arts Decoratifs de Montréal, Montrial, Canada, 1992

Frank 0. Gehry: New Bentwood Furniture Designs. St Louis Art Museum. 5t Louis, Missouri,
15 December 1992-14 February 1393

Frank 0. Gahry, Vitra Design Museurn, Weil am Rhain, Garmany, 1994

Frank O, Gahry, University of Virginia, 7 April=18 May 1984, Exhibition in conpunction with the Thormas Jetterson
Medal of Architactura

Frank Gehry: European Projects, Aedes Gallarie und Arkitacturforurm, Berlin, Garmany, Septembear-October 1994

Frank Gehry: Innovation in Furniture Design 1989 to the Present, The Wetsman Gallery of 20th Century Decorative An
Birmingham, Michigan, 9 September-15 October 15984

Frank Gehry: A Study, Gagosian Gallery, Los Angeles, California, 18 March-1 May 1353

Erank Gehry Architect, Solomon R. Guggenheim Mussum, New York, New Yok, May 18-August 26, 2001. The Exhibition
traveled to Guggenheim Museum Bilbes, Bilbao, Spamn, October 29, 2001-April 21, 2002

selected exhibition designs

For the Los Angeles County Museum of Art, Los Angeles, Calitornia

Art Treasures of Japan, 1965

Ansyrian Reliels, 1966

Billy Al Bangston Retrospective, 1968

Treasuras of Tutankhamen, 1978

Avant-Garde of Russia, 1910-1330, 1980

Seventean Arists in the Sixties, 1981

Garman Expressionist Sculpture, 1983

Degenaerate Art, 1994

Exiles & Emigrés, 1997
Art ol the Motoreycle, The Solomon R. Guggenheim Musaum, Mew York MNew Yook, 1938
Art of the Motorcycie. The Solomen R, Guggenheim Mussum Bilbao, 1989-2000
At of the Motoreyele, The Solomon R, Guagenhairn Las Vegas, 2001
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