


1TASCHEN'S WORLD ARCHITECTURE

FORMS

4

ARCHITECTURE
IN THE 1990S

PHILIP JODIDIO

TASCHEN



In a climate of technological progress, ecological
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The decade since the mid-1980s has seen an unparalleled surge in
architectural creativity. Completely new design possibilities have
been opened up by technological innovations such as computer-
aided design, and at the same time there has been a growing cross-
fertilization between architecture and art. The face of today’s
architecture is shaped by masters such as Frank O. Gehry, Zaha Hadid,
Rem Koolhaas and Tadao Ando, to name but a few. Whether in Japan,
the USA or Europe, everywhere the search is on for new forms, and
the impressive results of that quest are presented to the reader.
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Philippe Starck

Le Baron Vert/Le Baron Rouge
Osaka, Japan, 1990

One of a series of unusually
shaped buildings created by this
French designer for Japan, the
Baron Vert has a kind of monu-
mentality, or a monolithic quality
that seems to be inspired by

his object designs. Although

he sees himself as an architect as
much as a designer, Starck has
had difficulty completing built
projects in France.



INTRODUCTION

New Geometries

Setting the Scene: From Post-Modernism to Deconstructivism

For economic, technological and historical reasons the period between 1985 and
1995 will be remembered as one of fundamental change in art and architecture. The
1980s were of course a time of economic excess, when “Golden Boys” ruled the fi-
nancial markets, and record prices were paid even for insignificant works of art.
“Easy money” and uncritical demand went hand in hand to boost construction and
to encourage a closer link between a certain consciousness of fashion, and artistic
and architectural creativity. This was all to end for reasons linked to such events as
the October 1987 collapse of the New York stock market, or the fall of the Berlin
Wall in 1989. In a new climate of doubt and economic restrictions, architecture
would be obliged to take new forms. The fact that this shift occurred just when the
computer began to offer new design possibilities has demonstrably accentuated
the emergence of a whole gamut of architectural solutions and shapes that could
not have been imagined earlier.

Set loose from the rigorous constraints of rectilinear Modernist geometry as
early as 1966, the date of Robert Venturi’s seminal essay “Complexity and
Contradictionin Architecture,” many architects had searched throughout the 1970s
for a valid equation between the demands of modern society and the siren-call of
history. The resulting Post-Modernism, though largely superficial in its references
to the past, did succeed in breaking down the intellectual barrier that existed be-
tween the contemporary and the pre-modern. Essentially a question of facades in
its heyday, Post-Modernism led clearly to a more profound examination of the links
that could be established with history. When Richard Meier, a leading figure of con-
temporary Modernist design, describes the Getty Center, his massive complex now
under construction in Los Angeles, he says, “In my mind | keep returning to the
Romans - to Hadrian’s Villa, to Caprarola for their sequence of spaces, their thick-
walled presence, their sense of order, the way in which building and landscape be-
long to each other.” In this project, an architecture that could not be classified as
Post-Modern, despite the use of an unusual cleft travertine cladding for the lower
facades, is laid out in a complex pattern that certainly recalls Hadrian’s Villa.

Although most criticism of architecture does not link it specifically to trends in
the arts and to larger factors of the economy or even history, it seems obvious that,
at the very least, intriguing coincidences do occur. It is almost always difficult to
establish a one-to-one relationship between a given historical or economic event
and a development in the arts, if only because the creative process is not oriented
to such specific inspiration. Rather, a mood or a climate is established, and its
influence may be so pervasive as to give rise to an esthetic response that is almost
involuntary on the part of the creator. This is nothing other than the spirit of the
times.

Though it might not be fruitful to attempt to establish any direct link, it is inter-
esting to note that the October 1987 fall of the stock markets was followed in June
1988 by the “Deconstructivist Architecture” exhibition at the Museum of Modern
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Art in New York. Uniting mostly unbuilt work by Frank O. Gehry, Daniel Libeskind,
Rem Koolhaas, Peter Eisenman, Zaha Hadid, Bernard Tschumi and Coop Himmel-
blau, this show was directed by none other than Philip Johnson, co-author with
Henry-Russell Hitchcock of the 1932 classic The International Style. This was of
course the book that, in relation to another MoMA exhibition, defined the pre-
dominant discourse of architecture practically up until the time of Venturi.
Deconstructivist architecture, esthetically identifiable by its fragmented forms,
may indeed have more to do with the philosophy of Jacques Derrida than with the
ills of Wall Street, but just as collapsing economic indicators called into doubt the
certainties of the period, so architecture challenged its own underlying beliefs. As
Mark Wigley, associate curator of the MoMA show, wrote: “The disquiet these
buildings produce is not merely perceptual; it is not a personal response to the
work, nor even a state of mind. What is being disturbed is a set of deeply
entrenched cultural assumptions which underlie a certain view of architecture,
assumptions about order, harmony, stability and unity.“" In terms of the evolution
of architectural thinking since the time of Post-Modernism in the 1970s, another
argument put forward by Mark Wigley deserves to be pointed out. “...Decon-
structivist architecture,” he writes, “does not constitute an avant-garde. Rather
it exposes the unfamiliar hidden within the traditional. It is the shock of the old.*2

8 INTRODUCTION

Pages 8/9

Richard Meier

Getty Center

Los Angeles, California, 1985-97
Located on a hilltop in Brentwood,
mid-way between the Pacific and
downtown Los Angeles, the Getty
Center covers 87,800 m?, ex-
cluding entrance and parking
facilities, occupying 9.7 ha of the
44.5 hasite. An adjoining 243 ha
owned by the Getty Trust pre-
serves the natural quality of the
area. Below, an aerial view shows
the entire complex. To the right,
the inner courtyard of the
Museum




The Magnificent Seven
It was no accident that the seven architects chosen for the Museum of Modern Art’s
“Deconstructivist Architecture” exhibition have remained amongst the most influ-

ential figures in international architecture. Although interest in Deconstructivism
waned rather quickly, the original link between these figures was at best tenuous.
They were quite simply some of the most original minds in the field, and their
continued success is more a tribute to their personal inventiveness than it is to the
dominance of a group.

Born in Toronto in 1929, but long a resident of southern California, Frank O.
Gehry, for one, is a craftsman of architectural forms distinguished by his close con-
nection to the art world. In his 1989 acceptance speech for the coveted Pritzker
Prize, he said: “My artist friends, like Jasper Johns, Bob Rauschenberg, Ed Kienholz
and Claes Oldenburg, were working with very inexpensive materials - broken wood
and paper - and they were making beauty. These were not superficial details, they
were direct, and raised the question in my mind of what beauty was. | chose to use
the craft available, and to work with craftsmen and make a virtue out of their limi-
tations. Painting had an immediacy that | craved for in architecture. | explored
the process of new construction materials to try giving feeling and spirit to form. In
trying to find the essence of my own expression, | fantasized that | was an artist
standing before a white canvas deciding what the first move should be.“? It will be
argued here that one of the most important factors in emerging new forms'is a
renewed link between art and architecture. Frank O. Gehry has been an outstand-
ing pioneer of a movement that is undoubtedly far more profound than ephemeral
Desconstructivist theories. He has helped to return architecture to the place it long
occupied as one of the major arts.
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One of Frank O. Gehry’s more successful buildings is his Vitra Design Museum in
Weil am Rhein, Germany, just over the border from Basel, Switzerland. Its interior
has been compared to Kurt Schwitter’s Merzbau (Hanover), and Gehry himself has
spoken of “frozen motion” in referring to this building. Neither these references,
nor the twisted volumes of the exterior of this 1989 structure, immediately call to
mind the superposed diagonals said to be typical of Deconstructivist architecture.
The reason for this apparent paradox is quite simple. Gehry’s exploration of new
forms is as much a product of the study of contemporary art as it is related to Russian
Constructivism or German Expressionism. Both of those movements of course at-
tempted to integrate architecture and art into a single effort to create the new.

Another of MoMA’s seven is Zaha Hadid, born in Baghdad in 1950. Having stud-
ied under Rem Koolhaas at the Architectural Association (AA) in London, she went
on to be one of the more influential exponents of the new status of architects as
artists. In fact from the first, which is to say her 1983 first prize entry for the Peak
Club in Hong Kong, Zaha Hadid has been almost better known for her drawings, ex-
ecuted in a style that has been called “exploded isometric projection,” than for her
rare built work. Her 1993 Vitra Fire Station, on the same Weil am Rhein site as
Gehry’s Design Museum, is the proof that she is capable of converting her unusual
vision of architecture for a fragmented, unstable society into concrete, steel and
glass. It is both visually arresting and apparently quite functional despite a number
of difficult-to-use sharp interior corners.

Hadid’s teacher at the AA, the Dutch architect Rem Koolhaas, is one of the more
flamboyant figures of his generation. Born in Rotterdam in 1944, he too has only re-
cently had the opportunity to translate theoretical ruminations into rather spec-
tacular built form with the Euralille complex in northern France, and in particular
with the Grand Palais, an enormous exhibition hall and conference center. Rem
Koolhaas first achieved public attention with the 1978 publication of his book
Delirious New York in which he argued that America’s most important contribution
to urban design has been what he called “Manhattanism” - the congested high-rise
cores of the largest cities. His theory is that that the glory of the city lies in the ex-
ceptional, the excessive, the extreme, in what he calls the “Culture of congestion.”
He proposes collaborating with, if not emulating, uncontrolled forces of develop-
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Frank O. Gehry

Vitra International Furniture
Manufacturing Facility and
Museum

Weil am Rhein, Germany, 1986-89
The Vitra Design Museum serves
mainly to exhibit the firm’s large
collection of chairs. Despite the
apparent complexity of the struc-
ture, it functions well as a display
facility, and is not plagued by un-
usable interior spaces. Sculptural
in its volumes, Gehry's architec-
ture here comes close to mostly
unbuilt designs of the 1920s and
1930s, and goes beyond the
vocabulary of lightweight
materials that he pioneered in
the warm Southern California
climate.






mentratherthan proposing remedies for social disorder. “What if we simply declare
thereis not crisis,” he asks, “redefine our relationship with the city not as its makers
but as its mere subjects, as its supporters?”

Rem Koolhaas and the Office for Metropolitan Architecture (OMA) were chosen
to design the master plan of the Euralille complex in November 1988, following the
decision to run the high-speed TGV line serving the Channel tunnel through this
blighted northern French city (see Chapter 2, Transport and Communications).
Physically separated from the rest of the complex designed by Jean Nouvel or

Christian de Portzamparc, Koolhaas’s Grand Palais is surrounded by heavily traveled
roads. A symphony of unusual, and generally inexpensive, materials ranging from
plywood to plastic on the inside, or “fishscale” glass panes on some exterior
surfaces, makes this building one of the most interesting examples of contemporary
architecture in Europe. Vast (50,000 m? of usable space), and extremely flexible, the
Grand Palais does plead in favor of the architectural skills of this Dutch theorist, but
it may not fully explain or justify his concept of urban congestion.

Another of the architects chosen for the MoMA exhibition in 1988, Peter
Eisenman has had along careeras a theorist, and admittedly has something of a rep-
utation as a troublemaker. One of the so-called “New York Five” with Meier,
Hejduk, Stern and Gwathmey in the 1970s, Eisenman has been criticized for
frequently changing his architectural ideas. In a scathing article written for the
American monthly Progressive Architecture, Diane Ghiradro said, “From the early
methodology - Eisenman moved rapidly through one infatuation after another:
excavations, Boolean cube, Mdbius strip, DNA, scaling, or what would appear to
be randomly piled strips of cooked fettuccini in the Columbus Convention Center,
each of which promised to give structure, order, and diversity to his designs. They
also conveniently substituted rational methodology for creative imagination,
something that has been a constant in Eisenman’s projects.”*

The “Mabius strip” referred to here is the form of the architect’s unbuilt Max
Reinhardt Haus project for Berlin. Invented by the German mathematician and
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Frank O. Gehry

Vitra International Furniture
Manufacturing Facility and
Museum

Weil am Rhein, Germany, 1986-89
It remains to be seen if Gehry's
expressive manipulation of
architectural volumes will really
alter the face of contemporary
architecture, or if, as he has said
himself, it will above all permit
younger architects to have greater
freedom in creating other types of
forms. Named one of America’s 25
“most influential people“by Time
Magazine, Frank O. Gehry has in
fact built few large-scale buildings
in the United States.



Zaha Hadid

Vitra Fire Station

Weil am Rhein, Germany, 1988-93
Part of the campus of buildings by
exceptional architects brought
together by Vitra chief Rolf Fehl-
baum, Hadid’s Fire Station is one
of her first attempts to translate
her spectacular drawings into
built form. Here, despite the sur-
prisingly angular design, interior
space is well managed, creating

a usable and architecturally
spectacular facility. As opposed
to the “frozen motion” of Gehry,
Zaha Hadid’s idea of forward
movement is perhaps less lyrical
and more contemporary.

astronomer Augustus Ferdinand Mébius (1790-1868), the strip of the same name
is flat and rectangular, with a half-twist and ends connected to form a continuous-
sided, single-edged loop. Eisenman’s proposed double tower is the result of com-
puter “morphing” of a Mébius strip and a projection into three dimensions of its
form. Designed in obvious violation of Berlin height restrictions, the Max Reinhardt
Haus would be located at a major intersection formed by Unter den Linden (east-
west) and Friedrichstrasse (north-south). This site was recognized as pivotal, ac-
cording to Peter Eisenman, and chosen as a location for potential landmarks such as
the project for the first glass “skyscraper” designed by Mies van der Rohe shortly
after World War |. Named for a famous German theatrical entrepreneur, it would be
builtinthe same place as his Schauspielhaus designed by Hans Poelzig. According to
Eisenman, it would “have a prismatic character, folding into itself, but also opening
itself out to an infinite, always fragmentary, and constantly changing array of met-
ropolitan references and relationships.” Eisenman goes on to say, “It will become a
truly prophetic building. Such a structure amounts to a sinqularity in the city itself,
acquiring the capacity to represent on one site that which is of many places.”
Whether it is built or not, the Max Reinhardt Haus represents an apotheosis of
recent trends towards innovative, sculptural computer-generated forms in con-
temporary architecture.

Itisinteresting to note that Eisenman, apparently one of the leading lights of the
Deconstructivist movement, today disavows the validity of such analysis for archi-
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tecture, preferring to explore the new horizons offered by the computer. As he says,
“| believe that deconstruction runs into a big problem, which is its refusal to deal
with the physical reality which is presence. Its object is to subvert the metaphysics
of presence. You can subvert the metaphysics of drawing, but not of architecture.
There will always be four walls in architecture. Rather than arguing against four
walls, it is more relevant to argue how you can detach the four walls from a casual
perception of architecture. Most people want architecture to remain casual. My
work is about making it uncasual. | am interested in internal questions such as those
of profile, repetition, movement, of the relation of object to subject perception.
This what | would call a fluid architecture. It has a gelatinous quality. We are using a
computer technique called morphing. There is very little philosophy that | can read
today which is going to help me with the internal problems of memory - that is to
say the memory of the computer versus that of the human brain. The random access
memory of the computer gives you the enormous possibilities which human mem-
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Rem Koolhaas

Grand Palais

Lille, France, 1990-94

Part of the Euralille complex of
which Koolhaas was the "archi-
tect-in-chief,” designed around
the Lille Europe TGV station,
the Grand Palais is a 50,000 m?
350 million franc convention
facility, which makes use of a wide
variety of relatively inexpensive
materials, such as linoleum floor-
ing or corrugated plastic walls.
Physically isolated from the rest
of Euralille, which was designed
by Jean Nouvel, Christian de
Portzamparc or Jean-Marie
Duthilleul, the Grand Palais is
intended to be an expression of
Koolhaas’s theories of the positive
aspects of urban congestion.

115

ory does not have access to.”° Beyond Eisenman’s current approach, some see even
more unusual prospects for the use of the computer in architectural design. As
Martin Pearce has written, “The conventional boundary, that of manually inputting
data while watching it appear on the screen, is already becoming blurred. In par-
ticular, machines are adopting an increasingly biological means of operation...”
The term “biological means of operation” refers here to self-replication and devel-
opment of computer-generated forms, opening the prospect of an architecture
without architects.®

Bernard Tschumi, born in Lausanne, Switzerland in 1944, was cited in the MoMA
show for a project that in many senses remains emblematic of Deconstructivist
architecture. His scheme for the La Villette park in northern Paris with its bright red
“follies,” although only partially completed, is a theoretical exercise that succeeds
in reaching out to a large public. As he wrote in 1988, “The park is an elaborate
essay in the deviation of ideal forms. It gains its force by turning each distortion of
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Rem Koolhaas

Grand Palais

Lille, France, 1990-94

Exterior and interior views of the

Grand Palais give an idea of how
the architect has used a variety of
inexpensive materials in an inno-
vative and practical way. One

of the most evident aspects of the
building’s design is its capacity

to be readily transformed for
different types of function, from
relatively intimate events to very
large conventions or meetings.
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Peter Eisenman

Max Reinhardt Haus

Berlin, Germany, 1995 (project)
This project, which remains un

built, would clearly violate the
height restrictions that exist in
Berlin, but the architect wanted to
create a “symbolic” structure. The
result of computer “morphing”

of the shape of a M&bius strip,
this connected double tower has
a "crystalline” aspect that the
architect willingly relates to a
difficult episode of German
history. Eisenman insists that
architecture should not make its
users feel comfortable, and
indeed a good part of his ceuvre
remains in the state of plans
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anideal form into a new ideal, which is then itself distorted. With each new genera-
tion of distortion, the trace of the previous ideal remains, producing a convoluted
archeology, a history of successive idealizations and distortions. In this way, the
park destabilizes pure architectural form.”7 Undeniably sculptural, situated at the
very limit of any real usefulness, the Villette follies are certainly a step not only
toward “destabilization” but also toward a certain liberation of architecture, which
brings the built form closer to art.

One of the most radical of the participants in the 1988 MoMA show, both in
rhetorical and formal terms, was the Austrian Coop Himmelblau firm. Perhaps par-
tially because of their uncompromising attitude and the extreme nature of their de-
signs, these architects have not added greatly to their body of built work since their
appearance in New York. One of their most notable interventions was in a pavilion
designed for the new Groninger Museum in Groningen, The Netherlands. In the un-
expected company of Alessandro Mendini, Coop Himmelblau was given the re-
sponsibility of creating a space for the museum’s collections of traditional paint-
ings. Calling into doubt every possible notion about traditional geometry and
museum design, this space may not be an ideal location for Groningen’s limited old
master collection, but it does prove that the reservoir of astonishing new forms in
contemporary architecture is far from being depleted.

The pavilion in question was to be designed by the American artist Frank Stella.
Stella’s own sculptural forms were abandoned quite late for budgetary reasons,
leading Mendini and the museum’s director Frans Haks to seek out the Austrians.
They had coincidentally built a pavilion almost on the same site for the “What a
Wonderful World” exhibition organized in 1990 with Hadid, Eisenman, Koolhaas,
and Tschumi, all of whom worked on the concept of locations for the projection of
music videos.

The final member of the MoMA seven, the American Daniel Libeskind, has con-
tinued work on the Jewish Museum in Berlin, but may not have marked the archi-
tectural scene as much as his colleagues in recent years. Despite drifting for the
most part from the terrain recognized by Mark Wigley and Philip Johnson as
Desconstructivist, all of these architects have explored the relationships between
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Bernard Tschumi

La Villette “Follies”

Paris, France, 1982-85

The “follies” designed by Tschumi
for the gardens of the La Villette
park at the periphery of Paris

are arranged according to a grid
pattern of “decomposed 10 m
cubes.” They are all painted in the
same shade of red, and they share
a "deconstructivist” design that
makes them almost more sculp-
tural than of any real use, although
almost all of them contain some
sort of facility. What the struc-
tures do with a certain efficiency
is to tie together the relatively
disparate elements of the park -
Christian de Portzamparc’s Cité
de la Musique, the Grande Halle
exhibition building, and the
science museum itself.



art and new expressions of the built form. As in art, there may be no dominant
esthetic emerging, but rather an uncertainty and a fragmentation of ideas and
shapes that quite obviously corresponds to the mood of the times.

It may be that economic factors had a more immediate impact in the United
States, where most projects are privately funded, than in Europe, where large state-
initiated facilities continued to be launched despite the recession. For various
reasons, countries such as France or The Netherlands, with a number of forward-
looking mayors and other public officials, came to privilege inventive architects
much more than their predecessors did in the 1970s, for example. This, together
with the continued fertility of schools such as the AA in London, has apparently led
Europe into a position of leadership in creative world architecture, a situation that
it had not really had since the early part of the century.
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Alessandro Mendini et al.
Groninger Museum

Groningen, The Netherlands,
1990-94

A collaborative effort with
Michele de Lucchi, Philip Starck
and Coop Himmelblau, the
Groninger Museum is situated on

the Verbindingskanaal. Recalling

certain Egyptian temples like that
at Philae, it sits in the water, but it
is astride a footbridge connecting
the area of the railway station and
the center of the city. It is thus

an almost obligatory point of
passage for millions of people
every year.
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Alessandro Mendini et al.
Groninger Museum

Groningen, The Netherlands,
1990-94

To the left, the skewed forms of
Coop Himmelblau pavilion have
unexpectedly been chosen to
exhibit the museum’s collection
of old master paintings. In the
central part of the structure,
near the 60 m high gold plastic
laminate-covered “treasury”
tower, the bright colors favored
by Mendini rule, whereas
Philippe Starck’s area (the silver
drum-shaped section on the image
below) opts for a more muted
color scheme.
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Alessandro Mendini et al.
Groninger Museum

Groningen, The Netherlands,
1990-94

Above, Philippe Starck uses an
undulating curtain as a divider in
his area of the Groninger Museum,
while the Coop Himmelblau
section (right) assumes a much
harder-edged appearance. The
Austrians stepped into the project
at a late stage, after a design by
the artist Frank Stella for the same
pavilion was abandoned as too
costly and complex to build.
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California Dreaming

Another region in which circumstances have combined to provoke a great deal of
architectural creativity in recent years, is southern California. The presence of Frank
0. Gehry in Los Angeles certainly encouraged this activity, but is not the only rea-
son for it. Gehry himself has complained about the lack of real interest for his
designs wherever large-scale projects are involved. As he says, “In L.A., I've long
been considered strange and odd, a maverick. For years, no big corporation or
major developer gave me a commission of any size. Disney Hall, which | won in close
competition with Stirling, Hollein and Béhm, is the first big thing I’ve been given to
do in my home town. In Los Angeles, despite all its freedom to experiment, the
avantgarde remains peripheral to the mainstream of most of what’s being built.
I think artistic expression is the juice that fuels our collective souls, that innovation
and responding to desperate social needs are not exclusive imperatives.”
Significantly, his only really large Los Angeles building, the Disney Concert Hall, is
on indefinite hold for budgetary reasons.

California architecture has indeed often been most successful when applied to
small-scale structures. Because of the presence of the movie industry, and probably
because of the “melting pot” nature of the local population, a number of wealthy
individuals with a taste for experimentation have called on young, new architects.
Fortunately, this willingness to experiment, at least on a small scale, has been
matched by the rise of architectural education.

Although USC and UCLA have good architecture programs, one school has stood
out over the past years as a crucible for new thinking. The Southern California
Institute of Architecture (SCl-Arc), now located on Beethoven Street near Santa
Monica, was founded in 1972 by a group that rejected traditional approaches.
Amongst them was of course Frank O. Gehry, but his influence has given way to that
of Michael Rotondi, former partner with Thom Mayne in Morphosis and now princi-
pal of RoTo. According to Rotondi, the idea of SCI-Arc is “to produce architects who
are truly artists and thus inherently subversive.” Of the faculty of SCI-Arc, Mayne,
Rotondi and Eric Owen Moss stand out as some of the most inventive architects of
the post-Gehry generation.

The quest of Gehry has centered on formal concerns related to materials, color
or design, but the SCI-Arc builders have gone further in thinking out the reasons for
the existence of new architectural directions. It should be noted that the inventive-
ness of southern California architects has depended on a variety of factors that are
certainly not reproducible in other parts of the world. A combination of favorable
climate with the spectre of natural disaster in the form of unpredicatable earth-
quakes certainly contributes to their “anything goes” attitude. The latter element
(i.e. the fact that the very ground on which architecture is built is not stable) has also
relativized the enthusiasm of local designers for technologically oriented solutions,
while the fact that California history hardly goes back in any substantive way before
1890 also shapes their willingness to experiment.

Formed in the early 1970s by Mayne and Rotondi, Morphosis has been one of the
most influential California architectural practices, again, usually through small-
scale projects like their 72 Market Street restaurant (Venice, 1982-85), or the more
visible Kate Mantilini restaurant on Wilshire Boulevard in Beverly Hills, whose
interior design revolves around a curious sculptural steel object. Mayne calls this
sculpture a “useless object,” and declares: “Our interest had nothing to do with the
restaurant function, but rather with creating a public space which would reverber-
ate, between the individual and the automobile.” Intensely intellectual, with a
meandering style of expression, Thom Mayne explains his approach to architecture:
“The business of architecture serves clients. You go out there and you find out what
clients need today - what are they interested in today? Real architecture is the
antithesis of that. Your interests are more private and personal over an extended
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Morphosis

Kate Mantilini Restaurant
Beverly Hills, California, 1987
The image to the upper right
shows the sign on the facade of
the actual restaurant, while the
photo of the model below was
taken in the Santa Monica of