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Every year, Prada holds four runway shows in a windowless concrete
hall ot its headquarters in Milan, This industrial space has become the
blank convas for the worldHamous Dutch architects OMA to produce a
dazzling array of immersive unway shows, These sets are more than
ust the centerpiece of the longstanding collaboration between fwo
globel powerhouses. They are a testing ground for new formulations in
the relationship between cullure and commerce.

Jack Self raveled to Rotterdam and Milan to speak with OMA
lounder REM KOOLHAAS, his partner IPPOLITO PESTELLINI LAPARELL
and project architects Giacomo Ardesio and Giulio Margher.



e cne likes being pressaured 1o buy. [t
tacky, We want to take conrrol = m be
recognized as disceming, o feel special
when we astke 2 purchase. We like Tuso-
rv because it is noe desperate, [t does not
need our money. It i pot selling us a
thing, [t is offering us a lifesyle. The tm-
ing, the setting, and not just the obgects,
are vatal o how we craft and progect our
idealized self-image e the workl, Ap-
pearance always tnumps realizy,

Through the years, the Durch archi-
tects CIMA have wumed Prada’s concrene
hall om Wia Antonio Fogazzaro mio a
luuriows Sovier palace and a moody box-
g ring — the later a commentary on the
wielence of the gobal financial criss. Tt hos
appeared a5 an archipelago with nodes
adnff @t sea, or a4 a full-scale modemmise
villa complete with custom-designed bur-
niture i which models assumed scenes
of domestc biss. It has been a grass fiskd
populated by a grid of Bue aibes, geo-
metnically forpoang the smobbery of the
frone row, There even was a set designed
to elimmate the aodience a]my,rlhl.‘t,
where viewers were forced 1o spy o the
runway through kong slns in walls, situ-
ating an entsre mdustry a5 voyounstic
peeping-tons. Unusially for the world
of fashion, it is the architects whe deter-
mane the direction for these sets, which
are then coordinated and approved by
Prada. The sparial design fixes whether it
will be a show for 405 or 660 people -
whether there will be an opulent en-
wrance fephete with dnnks and canapés,
of just an austeee amechamber. With such
a repetitve seasomal program — basically
an 1l-minute show of people walking
arcund i new clothes - vou would ex-
et even the architects of OMA 10 even-
tually exhonst themselves. Bur through a
relembess pursuit of comemporary cul-
ture, 35 well as continuing efforts o chal-
lerge the formar of the fashion show e
self, the project remains relevant and
fresh, The collections and space work 1o-
gether to produce something more than
thee sum of its parts. It is 2 Gesanntime.
el that explores hastoncal references,
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plays on materssl and symbolism, and
enelessly wmovares the workds of fashion
amil archatecnire.

In the pase vear, Prada’s rwo unway
shows centered on the theme of perse-
cution. b first emerged inthe AW-16717
presentanon dunng Jamesy's Man Fash-
o Week, when the brand pl.'l.'M.‘lIlL'IJ a
set desagn hased on the mfamous Asgo-
dat-fé — wr-called “acts of tath™ perform-
ed by the Catholic Inguisition in which
apostates were pur 1o & fiery deach, Ap-
parently, the onginal proposal of OMA
was ingencded as a anique of social me-
dia and mts unforging judgmene of fash-
ionn thronegh diggial images. However, the
connection between the thearncal wor-
mment of the showe and the real rorment of
the Praca group dsd vt escape its view-
ers. Shortly after the presentation, it was
revealed thar profns had fallen 1o their
lowest bevels in five years. Revenue com-
timued 1o tank over the summer, and by
Seprember, it was down more than 15
percent, Evervone was lookang for a sign
of faith,

Mivccia Pracas amwal ag the Milan
headquaners for cthe 5517 show this
Seprember cemainly gave me cume For
hope, 1 was standing m the back count-
:.'nrd when, without nobce, the man
gare’s tall doors were przed open and a
midmight-bhes Auch hatchback rolbed into
ViEw. &:ﬂ' w':lhnur sOme I'J.lﬂml'_' I'JL'I.i.h'
eration, the car parted a salemt cnowd
thant had spontanecusy gathened our of
thin air. Cigireres were extimguished.
Ties nghrened, One woman pervously

straightened her skim, Mrs. Prada sae
the fromt sear with her hands folded g
her lap, yes fooed straight ahead, neithe
maming o ook at her press team nor hey
chanffeur, She was an entine order
magnsude more elegant than anvone |
hewd ever seen

Insacke, it becamie clear that the she
woubd comtinue the theme of oppres
and punishmens. For ewo decades no
WM b been negoriating a carefil fing
berween offering Prada whar ir chinks
needs and simultaneously wellmg =
it realty wants. The sets always refls
the state of Prada’s psyche at the .-I,
miemt of the show, bt also spek 1o po
leticald amd ecomomic events, of the d
ton of popular culture and the zeinge
beyond the world of fashion, Wih
steel mesh runway, harsh neon lighsing
and frigid air, the show recalled a ca
rate dystopia, Sospended screens phye
ENCETPS from a monochrome Diavid )
Russell film shinwmg wormen wrapp od o
a fapue state of déut v, Short loops !
backward and forward, forcing the pod
tagonists 10 dress and umdress, answe
it their phones only to hang s e
diarely, running up 10 then £l down el
calarars, waking wp only e pass o
they desperately try 1o navigate an
capable aimpost meenor The 1
vigneties vied for attention with o
u;|n|:|'m;, l:n,'.ahrm.a diseond ur'uk!‘h'd U
a soundlerack of shoeking vofins,

The runway collection was a kind
“greatest hits” mash-up, There WH
Prada’s signature black ranks and Wi
skirts from the casly 19905, the Gl
frumpy pemncl skans and cardigans 8
came alter, plaid bombers and car o
froum the mid 20005, and the Chinese 8
pajans suts we have come to see 0
of again recently, There was sonstl
fur everyone — a reminder that there!
linde indication thar the chothes per %8
1 blame foe Praca’s shomp. The undés
ing cawse app:mmbta.umufrﬁd o
10 resist the rise of e-comnerce. P8
has a bong rrack record of beang 1SS
wechnology. Afer all, they wers =%

“At the time
we started
collaborating,
everything in
the world of
art and fashion
was polished.
Everything
was smooth,
so we felt that
Prada must
be rough.”

- Rem Koolhaas

“—hlﬁ! first-ever toschscreen smart-
phone in 2006, 3 branded LG device that
lespiropeed Appk's ifhone by a whole

ear Yeu accoding i amalyes ar BNP
Paribas, less than two percent of Prada's

gles are made online, For a com-
any that has been ar the forefront of
ream fashion for the last few dec-
this & unquestionably retrograde.

et Prada's concentration on tradi-

%

Jlr aultural credibslity - through foun-
b 5 onginal exhibivions and art-

as well as an ambiriows architec-
B Program - has set them apas foin
fashion brands, It secms as though
& uses this sraddiing of fashion and
a large s 3 way to owdlank so-
Betacs. It i truse that their bong-temn
| with Duteh architeor Rem
88 and his firm OMA remains one
B most sucoesshal and endur-
i cultural pregects. At a rime
gital media has spawned a lazy
o of postmodemism, OMA's
= SOl to present a rane and
Propasition for how we should
Yo OF alll the major fashion hous-
Pemains the muost scive in oth-

n'ip]'m ol cultraral pn:u,lucrim = which
im no soall part is atmbutable o their
I:‘.'].l'_!l' ;hiupLh‘Jll of art as a fomm of c:lpi;nl
exchange. They realtred long befare any-
one else that commmssknng onginal art-
works or hosting exhibitions did ot e
facto constite comemporary relevance.
Hevaever, if those works coubd be incor-
puorated, appropriated, or becoms istr-
memtal to the production of tashion, they
could operate as a refined form of public
relations, v is hardly unigque, but Prada
dhowss it best,

Pracla’s architectural think | beise-
fitzed them, Iis work with OMA is inse-
parable from the feld of architecure,
which - for alll iex crticiam and critique -
s an arredeemably optimistic profession.
The role of the architect s ot nr:]'g.- tw
respoimd o changes i socal amtudes
and the popular use of space, an architect
st als make a positive proposal for
directing that change. OMA's strategy
far the brand began wich stare design and
has expanded rapadly mto diverse are-
nis: everything from outposts of the
Prada Foundaton to mult-purpuse mll-
ing exhibation structures, OMA trans-
lares Prada’s chothes ino a built acsshetic.

The exchange poes twio wavs, and
one could say that OMA has leamed
mese from Prady chan the other way
aromgl, Lnderssanding how space oper-
ates when it is purely composed for the
malkcng, of mnages, or bhow 1 must func-
tiom m mtensely performative ways, has
influenced several OMA pﬂjjm:t:s. The
Prada design methodology has leaked
wite therr Venetun mall Fondaco de Te
dischs as well as the Repossi stare m the
Mace Venddme, among others. Renark-
ably, the dedicated Prada team wathin
OIA i iy, comsistng peamanly of part-
ner [ppoling Pestellin Laparelh, sbong with
project architects Giacomo Ardesso and
Giulio Margheri, When 1 vesin OMAYS
bustling multi-fioor office in Boterdun
on the eve of the 55-17 show, 1 keam that
the Prads team has its own mezzanine.
With its low ceilimg and commanding
view over the other employees, it re

semibles a cave, Moodboards cutter the
walls, while scraps of fabric are incon-
gruously pinned under stone and mesh
swatches, Like dancing when vou are by
vourself, you get the impresson the Pra-
da team 15 isolated in order to ensune
their fresdom from convention,

After vmting the team ar work, |
flew down o Milan o meet them on
sen In the wmgs of the most recem
show, T interviewed project architects
Gl Marghen and Giaconss Ardesio
chaning the final photography tests, The
mxxxlboards and combinations of sam-
pli: ratenals in the Kotterdam office were
bu'iﬁ.llg, i.I'ulll}' becamine rJ'nq. are oot at all
comanon to the ward of srchitecture. |
hegan by asking them how this ansque
design methodology funcsoned.

GIULIC MARGHERL: We mostly ssart
with our awn references, our own re-
smarch, which dossn'l abwoys overkap
with Proda's. The wo approaches cer
toinly mest at o general cultural lewvel
but net in the deteil. Sometimes we
study cerioin kinds of spacas for the
show, ond From this o foshion story
emerges, Somedimes ﬂ'luugh. tha collec-
tion and space don't overlop directly of
oll. There are many ways we look to
challenge the hierarchy of the induiry,
the relahonship of the viewer 1o the
closhing, as well as the moad of the ar-
chitactural schame.

JACK SELF: Does e way in which the
spoce i3 pressnied 0z on imoge gwvar
driva its design?

GIACOMD ARDESIO In fashicn, it is
nod unusual for o space 1o be complebe-
by compased argund ;p-cif"u: ambilions
af the image, And unlike i a noemal
architectural project, we can also ploy
with o cerain kind of humer. For axam-
ple, in the socalled “democrabic” show
produced with blue foam cubes, the ef
feet was to Frustrate the world of fashian
by destroying the idea of o fronf row.
What is the value of working on sisch a
specific kind of project for the office
mare broadly?
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MARGHER!: There is a ot of room for
us fo conduct malerial ond spatial re-
search threugh the fashion shows. 5o
war herve bull up @ lot of krowladge that
gets put bo one side and is later recy-
cled. Oithar teams af OMA will come
and dig out elements of the work 1o
incorparate inlo unrelated projects. Pro-
da works like o gym for orchitechrs, ox
o ploce to test our limits and build up
new abilities, We produce o wide vari.
oty of outputs, but we con't always fal
low it up to the highest level Aler all,
we are anly really working on facades.
It falls 1o cur collsagues 1o develop our
sharfing points indo more comphahe sy
tems far application in buildings.

As we speak, Ardesio is tightening a
handrail bale that has come loose. W
discuss last Jamaary’s show, which was
mepared by 2 1683 painting housed i
Beladdrl’s Museo del Prado, It depacts one
of the last and most extreme Asto-da-f¢
held by the Spanish Iguisnon. The ar-
chitects wene attracted to it for its strong
semse of |:|1u|li-f.l:.'|.'nx! SRICE: closed
wooden paeza with ters of audwence ns-
ing all aroumnd - from cergy and nobles
o the opling gemeral public. Theie all-
CONMSLIMANE COnMCenisilion rests on i sa-
gle event. Mrs, Prada loved the reference,
companng the mithics religios speon-
cle ta the unforgiving cye of the fashio
critic - armed nos with 3 torch, Tar an
iMeonee flash, The fnal product was a
sqqueare with remarkably wrban qualivies
and clegant classical propornions

ARDESIO: When we work on o fashion
show, wa design as if it ware real archi-
tecture. The biggest difference is that cul-
heral references and imoges toke prace-
dence over program, which is wigue o
this kind of work, In real buildings, pro-
gram alweays leads archilecturs, Whila
for @ set design, the program i effec.
tively always the sama - o runway -
which allows fer more experimaniation
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In early musdermust archaecture, exhibstion
meeriors snch as Mics van dir Rohe's Bar-
L\.&:ﬂlil i"nl.'lﬂ'ililll'l e a "-'il.ll !-lLllj ﬁ.lr fest-
g ew types of space. The general mod-
ol was o adapt industrial busklng tech-
Migjses 1o propose ew guotidian spaces,
M this rime, industrial constraction was
the dominant foem of production in so-
ey, Today, our ecomomies are driven by
fingmaal services and crearve production,
1n ghis context, OMAs work with Prada
serves as a petn dish for proposing a new
corporte aesthenic. The mnways are
therefore the boous of research and devel-
oprsent ko new matenals and relation-
‘.|u]1.'\ t"L't“'L'L'I'I l"lll.lil.'h LLL R e

Earbier thar day, | met with Rem
Foolhsas ar the Prsda Foundanon. 1
founed him witls his back against a wall,
his face kathed inoa yellow glow. It was
less. poeric than it sounds, The Prada
Foundarion i Ererally leated in pold, and
irs facade reflecrs a hxunous lighr, Aran
adjacent wable, a EroIp af yoqng visitors
were posting pictures of the Wes Ander
son-chessigmed café 1o their Instagram ac-
counks. h'-u:lﬂ'!:.', a f‘rp:l.u:l-.h architecturne
student was discreetly trymg o waork
B invo the background of his selfie.

[ asked Rem how he st came 1o be
involved wath Mrs. Prada more than 15
VIEIFS g,

REM KOOLHAAS: Mivecio came ko ouw
office almast unanncunced and said, °I
am bored with all our stores.” | held her,
since we had never done o store before,
thit we needad o comvince oursalves we
could do i, | osked her fo give us three
manths fo investigate the fiald, ard we
produced a book with a number of pro-
positions. The central message of the
book was to orficulate ideas about the
maaning of keaury, We orgued that in a
world where everything is shopping —
and shopping is everything — lusury i
quite simply rokshopping. Lusary ks about
an obsence of pressure bo consume, an
absence of pressure ho sall. Lusury is re-
ally defined a5 an obsance of pushing

M is Ihe opposite of force-feeding geese

I':.u"l'll.'l'l '.|'|.'|rk1 '-tllr‘ SWINTHTINL, Ll'ql 1
Brands that do ot push - madeed, sy
ey mon squecee il the marker is ghage
Tutely samurmted wath their prodhica - ¢
up sidelined. Pasadosically, the '
amimude thar makes a brand appear mo
hisaarious, can also make it go hand

hendamentally incompatible with
ern copitalizm®

KOOUHAAS: It depends an what you
undersiond by the creafion of valug,
Museums are p-upl.lh:r nol Buruu;&&
their content, but because of their ladk
ol conlent, Yau oo, you |k, you legwa.
There are no consumes decitions and
ne pressures he buy arything.

You've described redafining lusury ag
an exclusivity thet is nol elitist - lusey
i simphy whatever no one else is doing,
KDOUHAAS: At the fime we shariad cob
kaborating, everything in the workd af
art ond fashion wos pdi:.hﬂr] Eh-f
thing was smoath, so wa felt that Prada
must be rnugh W put gn cmphmiﬁﬂ!
cancepls like waste. In real estate larms)
the ultimate luxury is wasted spoce, for
example. Or we wanted fo caplue g o
pe's altention, not as a distrachion B
sell praducts, but i order o creohs @
space for focus and clarity. These o
nial alrictly commereial propesiions, bul
they heve become lusurious becouss
thery were nol part of the mainstreon
Thee csmbsition wis o collapse the distings
tion batween cullwral ond commercial
octivilies. | would usa the wand “hybrids
to deseriba this kind of environmendt that
is naither one nor the offer.

A commaon strategy deploved in the "'"
ation of a ¥look™ 1w place ordinary 08
Pamal objects imo unfamdiar, armestng
and Llll'l[nldil.[l.lr_\- comtexts, thereby
tering their meaning. A ook is not
essanly commected to s price: Prada ol
make plistic sheeting wonh just 3 TeW
hoolbars look “expensve.” Samilarky, 2 008
crystal sequined ball govwn worth rens B2
thousansds of dollars con still ook “cheapss

I the e 805 Prada pioneered cvcling
gheap materials 10 MAmsTEam huixury

w_rn._._q r_1.||'n.|||:;|5. |:|'|m||.g|'| the trns-
farmaticn off commaon black nylon e
ﬂ- m-um:._—“ bag. By puxtaposmg the
*.5}- fabnc ;||_l..¢in':s dll‘ll‘p;l.‘d beathier, its
aneaning: ws destabilized, creating a space
where Prada alone coubd dictane vidwe,
When Mes, Prada descrlss fashion as
et Janguage,” she is pomnmg o the
prawer ol context and timing o generane
pew cultural and commercial values.
Kiolhass's tone of voice is somehow
smdtancousty anxious and unwavenng.
A black Mercedes pulled up near the
Prada Fourntaion, and he suddenty stood
wp o anaounce, “Mow we will dive”

Hew imporiant is archifechse fest eonritens-
taliging lucury?

KOOIHAALS: | really regret the naked
and open pursuil of lusury. | find it on
appalling sign that the word “lusury”
has become completely occepiable, that
itis menticred o5 on unombiguously de-

sirable condiion. | cannat lve wilh Hhat
equation happshy. Bul Prada is not about

luxury in the common sense.

Prada's partcular approach destabilizes
rberial value and rieAig. This was a
core sulpect of our discssson wlwen [
met the partner n charge of ORA's col-
laboearion with Prada, Ippolite Pestelling
Laparelli, Architects take a notonously
long time to train, and maost do noe peak
until their kate 505, Bt with a sting of
largre-scale projects to his ame at just 36
years of age, “lppo”™ & a prodigy. He
speaks carefully, choosng his words with
senous precision, only o Bghten the
muood with good humor ar a poetic am
wf phrise the nest minaite, Laparelli join-
e OMA i 2007 and began working on
their projects for Prada almost immedi

ately. He began o cake responsibility for
seq design, cowalks, and a host of other
research ang exhdinon progects, and m
M0 became direcior for the entire col-

labsrarion.

What do you think Oa has lparmed
fram Prodo?

IPPCILITC PESTELLIMI LAPARELLL: Prode
is a really good exomple of o combs-
mllﬂﬂ QF Blﬁgﬂﬂm ﬂl'ld Indinzs:. WE
have moved in directions that were re-
olly unespected for OMA, n terms of
matarials or |i951ﬁn5. and o an. We
hove bagun o ochoally give valve to
things not becouse of thelr aesthalic
value, but becowse af what they rapre-
sent symbolically. Mow, you're looking
of a particular material, bt as soon as
you chorge i with o new meaning, it
lbacomes something complataly  differ.
ant. You could say the same thing obout
the gold leaf used o1 the Proda Founda:
fian, If locks n:ﬂr\emnhl lunuriows, bl B
you take its cost per square meler, il's a
lot less tham any kind of marble or slone,
even most paints. The beauliful thing
about Prada, and fashion in genaral, is
thal we learm to move through the sym-
balic meaning of matarials in o wery
agibe way,

S et sten s Varghari

h.‘mihl'ﬂlhlm.lJHﬁII“IM'HllMIIHWH'IIWH.'
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A fashion show is nof the same as per-
rugnant_ architechure, Far ane, achiaw
ing an effect duing o shert parfer
mance requires for graoter precisicn.
LAPARELL- Ifs admost like designing a
piace of o fheatrical warld in the sensa
that the show ilsell is conmeaualized by
the sel and vice versa, The whole event
s hurther defirad by music and light, sa
you hove o express o single concepl
ﬂ'm;\ual'l many media. | do think thal
working with fashion has mera blotant-
by brcught ke our attention the issee of
fime in architacture, When you design
0 fashion set, you have to design
ﬂ'u'cugh spoce and fime :.in'lu"'nnumlshl,
as bwa inlegral companants of o largar
spatial expenience. Mowement informs
spaca. | think this is ochually somathing
embedded in mony old OMA projects,
bt i has a renewed relevance in the
contesd of fnshion

Oe of the most remarkable qualities of
OMA is that it does not have a rade-
mark archirecrural sesthenc, Unlike oth-
er so-callsd “starchitects™ - such as Peter
Zumthor or Frank Gehry = OMA has
continually evolved sovbstically :hmllg_h-
ot its heseory. It does, however, have a
tradermark methodokogy, which produc-
&5 A consistent amude towands desagn
and space, In a sense, its brand i based
om comeepts and ideals, It sits ar an inrer-
esting junction. The pammers of OMA
are consdered architeos” anchiteors, They
M AonE the foremosi meelleciuals in
the discipline. But they are alse masters
of public relisons and mass-commun-
catemn, bewdging architecture with ather
cultural fiekds of production, Like Prada,
OMA has had t0 constandy sike 3 bal-
ance berween the pressures of always
producing something new, while remain-

mg consstently “on brand.™

LAPARELLL: The main link bebwean cur
twir companies is o shored belisf in the
process of ressarch, analysis, and con-
cephucd thinking. We don't work like that
with arry other company, becouse we

114

have never been osked io dusign a spe-
cific product. With Proda, we are con-
stantly trying to clarify a concept or an
ides wgethar, and then wen that inke o

project.

Cemral 10 Laparelli's design appmach is
a concept of “stagng” - somethmg bet-
wizen the “look™ of Exhion and the “aon-
text” af architecture. It presents hixury
as a ol vision for life, a whelly desig-
ned amd contained  erviromment, You
couild describe comtext as the integration
of form: into space = not nf'rn.-;ll:ing It -
visthle, but creabng a powerful relation-
!I'ﬂr‘ l'ﬂ'mEEI'I a newe J.I'Id fm'.'i'lm envi-
romment. It is about a permanent and
durable harmomy, The ook, by contrast,
i concemned with temporary associations
conjured up by overlapping readings and
mi:r\cad'ingﬁ. OMAs Fashion show sets
have to work at both levels, For exam-
ple, the keok of a boxing mmg - ats allu-
i po sensatonalised viokenoe and -
taliey — is mod the same a5 its comext - the
size and shape o its plaform, its height,
and relatiomship o the audience, To-
gether, they torm she distiner and wn-
sl design rrnrrl'lndl:lh'lp' lLaparelh calls
“staging.”

ing "%

LAFARELLI: Stoging encompasses many
definitions: the soaging of volues in the
context of an axhibition, for example,
the stoging of o performanca in the most
wraditional sense, the sioging of relafion-
:hip: teabwmen Pu:nplu.. clothes, spoces,
or products. | hove the same approach
across all these fislds, B's just on issee
of scale ond speed that dilferentiales
the projects. In the cose of the catwalk
shews, this conceps for staging bas 1o
pracade the design of the clothas, so it
tokes on o special quality - almost o
charity becausa it can start from mamy
poasibilities

You must be ong of the most foshion-
constious architects in the world. Have
i alwiys been drown to the field?

LAPARELLI: I'm not o Pashienisio of o
am only really interested in foshion g
o procass. W requires mililary organizg
fign. It requings an @normoUs amount of

craative production in o really shor

| think architects can kearn o kot from fhe
process of fashion. It is brulol and &
tive and infefligent in the way it grogps
what the world is able to offer. But we
are not into trends. Mol me, not my
reom, not the people that work cn the
e : — w start from what kind af char-

fashion shows in genaral. OF e

wi chserve endencies and new pheng
meno that are renh- irnpnrfmr_. bt

necessarily related ke hashion, The

lection alweys sharts fram some sort of
observation. When we start designing
the stage se1, we are trying to figure cul

what kind of an idea of o mon or
an v want i deliver. Mot the woy

would dress = but what kind of man or

woman reprasents the currend mo
Could you give me an example?
LAPARELLL: For example, in 2009,
medsately after the economic crisis
many fashion companies decided
to organize shows of all. Wa desig
0 show that wos almost o coge, |

ined as an enclosed retreal, | wos

“| think architects
can learn a lot
from the process
of fashion.

It is brutal and
creative and
intelligent in

the way it grasps
what the world
is able to offer.”

~ |ppolito Pestellini
Laparelli

space of metal, dork sur-

ahsshutely anfidecorative, aus:
and the foshion wos extremely se-
_ The whale idea wos o deliver a
applopriote for people who
quick decisions and aren’l con-
A with ceremorry. [ was ona of the
it sefs we have designad, but in
s of #is redationship to the foshion
fhe global condition, it was really
fising. That's the premise of every

we £On represent.
Since |'ve baen working on sioge
 sats, thare: have bean several phasas of
ign. In the beginning, we were cnly
sted in changing the geometry of
 the cotwalk: from linear bo o spiral o o
labyringh 3o an % owas o purely pla
 fonic geometric inveatigation of shapes.
there wos o second phasa, in which
5 *wa were really pushing the limits of
e foshion business. For exomple, the
- "Field" [55.11] wos questioning the way
3  bhion shows are organized, which i
: all bosed cn exclusivity. More impartant
ple are in the first rew, and peopla
are less impoetant in the bock, By
ding o fiald, we created o sorf of
organization, whare every.
]'Dd the SO hhtclrch"-

Thee third phase is what | tend ta eall
. “blatontly theatrical” - becouss i's
we bagan be be much closer e
domain of shealer. We designed
P8, projections thal would wordk in
o the bockgreund, evan fur-
design. This is tha phase in which
designed o huge corpet with mod
marching on top, inspired by the
intesior, The curmant phase is more
I""D.- i which the oudience is sur-

BCT

evolvad throwgh a numbsar of eur-
lopics, which | think is even more
ing than locking ol a single
When yeu sake many shows fo-
« ¥ou understand both the process
and the rale that architechra
1 play in the world of fashion,

In 1995, OMA created the intermal mue-
o arganzaton AMO), whech was char-
ged specifically wath ongtmal research and
publicabens. This was sround the tme
that Mrs. Prada first canse to the office.

KOOLHAAS: The main incansive o cre-
ate an antity like AMO is that there is
sameshing horribly pessimistic about the
architectural profession. You are abways
ready, bt somehow somabody else has
I ask you bo do something firss, Cnly
then does it rigger your imelligence.
MM is o davice thal enaobles us lo enher
Fenlds where we have not besn inviled,
Do you think architechure is becoming
more kashionable?

LAPARETTE: | think i is. And | think it has
tes do with changes in media more than
anything efse, Architechure is more ac-
ms}bh, simph«' becouse il's mone con-
symable through media. it used to [
that archilechure was onby visible in or-
chilectural magazines. Mow, orchitac-
wral imagery has escopad the discipline
aliogether. In a way, thal's o positive
thing, @s archisectural imogery has now
artered o domain that makes i mae un-
derstandoble. At the same fime, prajects
are becoming extremely simplified.

W are also inereasingly sumounded by
fluential for you, er do yeu il refer to
e mainstays of architachural inspira-
fien: sculphura ond painting?
LAPARELL: | de find much greater in-
spiration in something like cinema than
in ather forms of art. | feel more in une
with cinemao os a langeage. I is of
course a longuage made of multighe lan-
guoges of the same fime, but it is olso
o banguage in and of itsalf. It is chosar
te architecturs, in that it proves how
space can perform all at once. i depicts
space beyond just its oesthetic or plas-
tic qualities, purely becouse of the relo.
tionship that cinema is oble fo initiake
batwesn pecple ond things. Thal con
nr.nt"l huppwn when you think abaul
spoce through o scripd, a: a sequence
of scanes.

" o P W Mk Mowonda Bagoiten Dty Mo Bk Beerar oad e Rodrrpnr Cortésy o JRAR

When | asked Koolhaas i the car abous
whether he thought anchitecture was
becoming trendier, he reflected belorne
NSWETIL.

KOOLHAAS: | think “lrendy” | quite o
denigrating term loday. There ara vary
few peaple whe would admit o follow
ing trends of hking tham saricusly. But
at the same fimea, wa live in an incredi-
bly fask-maving ond choolic civilizaties,
5o | don't see trends so much as con-
stand, but rather as morphing aberna-
tions betwean different wgencies ond
different miniideclogies, Whather you
want o or nat, for me, it's very intellec:
tually importont 1o take rends serioushy
and find a response 1o tham.

Hastancally, the workd of architeomre has
iken its pexn references from the world
of art. Cemainly thar was the case when
the collaborarion beoween Prada amd
OMA beggan 16 years age. Back then, the
workl of art was nesther as prediceable
now as safe as it is eoday. It was an era of
o tar artists who defined mainstream
cubture, Smce then, arn has become some-
thimg of a diminished field, allowing
fashicm - and now archatecane - to oc-
cupy more of the public imagination.
This unlikely and Jongstanding collabo-
ratinn between an Tealian fashion brand
and Dutch saper-architects has now pro-
dscee a third entity thar & larger than the
sum o either party. In the process, they
have redefimed culrural production for
the 21st cenmry.
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A Fashion show is ot the some o3 per.
manant_archi For one, achisw-
ing an_effect dusing a short perfor:
mance requires far greater precision.
LAPARELLL: Ifs almest like designing o
piece of o thegfrical world in the sere
that tha show itself is contexsualized by
the sat and vice versa. The whaole evant
is Further defined by music and light, so
you hove to exprass o single concepl
throwgh many media. | da think thet
working with kashion has mere blatanl-
by brought to our attention the isswe of
time In architechure, When you design
o foshion set, you have to design
through spoce and time simulhanecushy,
as ko inlegral components of a larger
spatial experience. Movement mforms
spece. | think this is actually somathing
embadded in mony old OMA projects,
bu# # hos o renewed relevance in the
condexd of fashicn.

Ome of the muose rermarkable qualities of
OMA s that it does not have @ rrade-
mark archirectral acsthenic. Unlike ach-
o secalled “starchatecis™ = such ng Peter
Zumthar or Frank Gehry - OMA has
comtinually evolved seylstically theough-
out |5 history, [t does, bowever, have 2
trademark meshodology, which produc-
ed a consistent atrude owards design
aned space. In a sense, its brand & based
O Coceps amd wleals. b =t at an incer-
esting punction. The panmers of OMA
are considered architeas’ architects. They
are among the foremost mrelleceuals in
the discipbme. Bur they are also masters
of public relatons and mass-communi-
canom, bridging architecture with ather
cubmral fickds of production, Like Prads,
OMA has had 1o constanely sirke a hal.
ance between the pressures of always
producing something new, while rernain-
ing consistenthy “on brand.”

LAPARELLI: Tha mein link bebwean our
twio companies is o shored balief in fie
process of ressarch, analysis, and con-
cephual thinking. We don't wark like that
with any other company, because we
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have never been asked to design o spe-
cific prodisct, With Proda, we are con-
stantly frying to clarty @ concept or an
idea I\:geiﬁuf, and then furn thet indo a
project,

Central 1o Laparelli's desipn approach is
a conecept of “staging” - something ber-
ween the “look™ of fashson and the “con-
text” of archatecture. It presents lusury
as a total veion for bfe, a wholly desig-
ned and contamed emwironment. Tou
cotild desonibe context as the integraion
of form inte space - not of making it in-
wigible, but creatmg a powerful relation-
shap between a new amd existng ema-
ronment. [t s about a permment and
durable harmony. The look, by comrasr,
is comcemed with cemporary associanons
conjured up by overlapping readings and
misreadmgs. OMAS fashon show sets
have to work at both kevels. For exam-
ple, the look of a boxmg Ang - s allu-
sions to sensationalized violence and bru-
rality - is not the same as its contest - the
size and shaps of its platfoom, s height,
|'|.I'|l.'| I'Elu'l.lh:m!hirl L14) [I'IE J'IEI.EJ'II:P. .“?'
gether, they form the distisct and unu-
sl design methodology Laparll calls
“craging.”

‘What do wou mean by this term “stag.
LARARELL: 5luging SNCOMPOSsEs many
definitions: the staging of values in the
context of an exhibition, for example,
the siaging of a perlormance in the mosi
raditional sense, the ssoging of relation-
ships batwean people, dothes, spoces,
or products, | hove the same opprooch
acrgss oll these Fislds. Its just on issue
of scole ond speed that differentioes
the projects. in the cose of the cotwalk
shows, this concept for soging has 4o
precede the d:!ign of the clathes, 5o i
tokes on o special quality - almast a
clasity becouse it can start fram many
passibilifias.

You must be one of the most fashion
consciows orchitects in the world, Hove
you always been drawn to the field?

LAPARELL: F'm not o foshicnisia of o |
am only really interested in foshion ay

a process. It requires military cogay

fion. Il requires an enarmous amaunt

craative production in a really shon

| think architects con learn o lat from fhe
procass of foshion, It is beutal and ¢
tivee and intelligent in tha way it grg
what the warld is able o offer, But
are ned inbs trends Mot me, nol my

team, nol the people that wodk on

fashion shows in ganersl, OF coune,

we ohsarva endancias and naw p

mena that are r-g"'?r imporiant, bt
necessarily reloted o fashion. The o 3
lection abways starts from some sartof
ahaervalion. When we starl desiges

the stage sal, we ang trying io fgure ¢ '_

what kind of on idea of o man or

an we want & deliver. Mot the way i
would dress - but what kind of man o

woman repressnts the curent ma
Could you give me on example?
LAPARELLL: For axomple, in 2009,
mediately ofter the sconomic crisis
many foshion companias decided
o nrgl:mizz shows at all. We dasig

& show thet was slmost o cope, imag
ined as on enclosed refreal. It was @

“| think architects
can learn a lot
from the process
of fashion.

It is brutal and
creative and
intelligent in

the way it grasps
what the world

is able to offer.”

— Ippolito Pestellini
Laparelli

sy rigeeous spoce of meal, dark sur-
absolulely ontidecorative, ous-
o and the fashion was examely se-
The whole idea wos to daliver o
3 jion appeopriote for people who
... - ql-l'FGk decisions ond aren't con-
aenad with caramarry. [Fwes ane of the
asf sty wa hove designed, bt in
s of s relafionship 1o the fashion
the global condition, i wos really
fiming. That's the pramise of every
— wi shart Froem what kind of chas-
‘L--' we can represent.
Since I've been working on stoge
safs, tharn hove been several phoses of
gn. In the beginning, we ware only
iniwested in changing the geometry of
he eabenlk; from linear fo o spiral fo o
H'rlnﬁ o on K. B was a purely plo
- geometric investigation of shapes.
Then there was & second phase, in which
e were really pushing tha limits of
e foshion business. For exomgple, the
*Fiald” [55-11] was questioning the way
foshion shows are orgonized, which s
based cn exclusivitg. More imporiont
[ are in the first row, and paople
__ o ﬂmlu:.hnpwmrin the bock, By
i inguhuld, wa creahed a 5|:|rh:l
arganizolion, where every
ong had she same hisrarchy.
' The third phese is wha | lend to zall
8 “Blalantly theatrical” - because if's
& we begon to be much choser fo
domain of theater, W designed
projectians thot would work in
L an H‘E hbckgrnund_. aven ‘ul‘-
d’“'ﬂﬂ- This is the phase in which
 dasigned o huge carpet with mod-
marching on top, inspired by the
inlericr. The curent phase is more
8, in which the oudience is sur-
d by 0 sroboscopic emvironmant,
eollabaration between Prada and
wvalved through a rumber of cur-
bopics, which | think is ewen more
Seiling than locking at o single
. When you tke many shows 1o
: « ¥ou understand both the process

w7

™A ond the role that architacture
Plery in the warld of Fashicn

ey Pl Whanch, it Mty Rsssaien e, M

I 1999, OMA creaned the intemal mir-
ror arganization AMO, which was char-
ged spedfically with original research and
publications. This was amiumd the time
that Mrs. Prada first came to the office.

EOOIHAAS: The main incenlive bo cre-
ale an enfity lke AMO s thal there is
somathing horibly passimistic obout the
archisectyral profession. You are always
ready, but somehow somebedy else has
1o azk you o do something first. Only
then does it frigger your infelligence
AN is 0 device that analblas us ko ender
Tiglds where we hove not been inviled.

mere fashisnabled
LAPARETTI: | think it is. And | think it has
Ity o with changes in madio mare than
ariything alsa. Architecture is more oc-
:-uiH-, nmph- becawse iF's more con-
swmoble through madia. It used 1o be
that archisechure was only visible in ar-
chifechural mogozines. Mow, archilec-
nurcsl imagary hos escoped the discipline
aliogether, In o way, that's o positive
thing, os architechural imogery has row
enbered o domain that makes it more ur-
derstandable. Af the same lime, projects
are becoming extramaly simplified,

We ore abso increasingly surounded by
maowing images of architecture. | this in-
flusntiol for you, or do you =il refer to
tha mainsioys of architeciurad inspira-
tion; sculphure and painhng®
LAPARELLI: | do find much greater in-
spiretion i something like cinama than
in other forms of art. | feel more in une
with cinema @5 o longuoge. H is of
coursa a kanguoge mode of muliple ko
guages af the some fime, but it is alo
a |unguu5l in and of itsell. If is elosar
i architecture, in that it proves how
space can parferm all of once. IF depicts
space beyand just it ossthalic or phos-
tie qualities, purely becousa of tha relo-
lienzhip Fhat cinema is obls ho initicle
betwean people ond things. That can
only hoppen when you think obeut
spoce through o scriph, os o sequence
of scenes.

1 Bisch Fesorog e e Boacnguniy’ Coaumsy i MM,

When | asked Koobhaas m the car abour
whether he thought architecture was
becoming wrendier, he reflocted  before

KOOLHAAS: | think “trendy” is quile o
denigrating term ioday, There are vary
few paople wha would admit 1o follow-
ing trends or haking them saricusly. But
at the same time, we live in an incredi-
by fask-maoving and chootic civilization,
50 | don't see mends 3o much as con-
stont, but rather as morphing alterno-
fions belwesn different wgencies ond
differamt min-ideclogies. Whather you
want fo or not, for me, it's very inellec
wally important o toke frends sericushy
and Find a response 1o them.

Histoacally, the word of architeoure has
taken s main references from the workd
of am, Cemainly that was the case when
the collsboration between Pracda and
OMAA began 16 vears ago. Back then, the
world of art was newther as predicrable
o as sale as it s today, It was an e of
o st arists whi defined mainstreans
culure, Since then, ar has becomme some-
thing of a dimmished held, allowing
fashion = and nowy archatectare — oo oc-
cupy maore of the public imagination.
This unbkely and longstanding collabo-
ration berween an lralian fashion brand
and Dunch super-architects has now pro-
duced a third entiry that s larger than che
sum of eisher party. In the process, they
have redefined cultural production for
the 215t century.
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