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GA: When my father speaks about the first time
he met you he always refers to you as a hippie.
Do you find that to be an accurate characteriza-
tion? And what were your circumstances at that
time?

Will Bruder (WB): (Laughs) Long hair! My
long hair was not about hippie culture, but
rather a statement of a committed individualist.
I first came to the desert as a young man of a
twenty-year-to study and work with Paolo So-
leri, the visionary architect, at his Cosanti Stu-
dio. I came from an experience of having stud-
ied art, with a Bachelor of Fine Arts in Sculp-
ture. My goal and intention was always to be an
architect. 1 had been working for a small but in-
credible firm in Wisconsin, William Wenzler,
under a young idealist/designer named Michael
Johnson. At Michael’s suggestion I looked at
the work of Paolo Soleri, I took off that summer
of 1967 to spend six weeks desert with Soleri ,
and then I came back for eight months after that
in the spring/summer of 1968. At that point my

hair was as short as it is now. I guess as time
went on the hair got longer, but I was never re-
ally a hippie. I was a Midwestern guy with a
fierce work ethic, and 1 had a big passion for
what T was doing. I suppose 1 identified long
hair with Wright, the mystic on the edge. After I
became licensed and started my practice in
1974, 1 lived at my desert location for almost
twenty-five years

GA: Both your house and studio were in the
desert?

WB: Yes, I built my house and studio there
with the help of three friends and a modest bud-
get of $10,000 in the summer of 1975.

GA: Tell me more about your experience with
Soleri.

WB: That was a tremendous experience—Paolo
Soleri is a seminal person in my life. We would-
n’t be having this conversation without Paolo. I
came to his Cosanti Studio, and saw a man who
was creating these unbelievable sculptural envi-
ronments of concrete and landscape with no re-
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sources, no real money, almost all volunteer 12
borers, students and people coming to work, th
was at their first little studio. So you learned
make the ordinary become extraordinary, yo
learned to think about things in a totally diffe
ent way. It was an artful way, and yet so prag
matic, so creative, and at the same time I'n
working on these little buildings, this little land
scape at Cosanti, which is very near the Jarsol
Residence (pp.52-63) and Paolo is working on
‘arcology’ ideas of the city, the city in th
image of man. Arcology, is a term that co
bines architecture and ecology (even before t
first Earth Day). So from the beginning with
leri there this thinking about the mega scale a
well as the very finite, tactile, sensual approack
It was great to be around this great big hea
thinking these big ideas.
GA: So you were out in the desert like Sole
for all those years. What brought you back @
the city?

WB: 1 woke up one day in 2000, and I realize

2t that time that my studio of about ten people
was driving close to 600 miles round trip each
“Zav come to my desert paradise. Drive time to
he city had gone from a casual 30 minutes to an
sour and half stop and go ordeal as city
sprawled to engulf by desert oasis. While in
their time those small buildings were very effec-
sive, by 2000 1 realized that an architect belongs
= the city because architecture is about making
community, not just objects. With that sort of
perspective and maturity I came back.

GA: And with that you also cut your hair?

WB: I saw a play about the life of Buckminster
Fuller that woke me up. The gist of the play is
Fuller’s realization that his work will not get the
recognition he desires if all that his potential
supporters see is an eccentric. You need to be
more invisible to have your ideas seen. Your fa-
ther met me as a long-haired young man with
attitude, and 1 still have attitude. But now peo-
ple don’t have to ‘get by’ the hair first. I am still
an individualist, a free thinker, a builder and
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maker. I strive to be known not as the architect
with the long hair but as the architect who is in-
terested in and passionately concerned about
making things that are comfortable for people
and appropriate to community.

My formal training as an artist, a sculptor, has
served me well in my understanding of design
elements, proportion and scale and materiality
and color; my art background was very strong in
giving me my foundations to pursue architecture
though that degree was not offered at University
of Wisconsin/Milwaukee. I took advantage of
being in the university system that offered urban
planning, architectural and art history, structural
engineering, etc. While not an typical architec-
tural education this rich and diverse background
helped me pass my exams the first time 1 took
them, and that’s how I started.

I had been doing side projects while working
with other people, which is very common for
young architects to do. And so by the time I fi-
nally met your father with the first houses that

he covered very early on—the Pulis Residence
(1983-84, Arizona, GA Houses 22), Matthews Resi-
dence (1979-81, Arizona, GA Houses 22) and Rosen-
baum Residence (1982-84, Arizona, GA Houses 22), |
probably had thirty or forty projects that I had
done. By the time I got to the Phoenix Central
Library (1990-95), [ was at job number 317, so it
was an interesting journey.
GA: That many? A journey something like
Frank Lloyd Wrights.
WB: Right now we’re on job number 680, so
there’s a lot of stuff out there built and unbuilt.
Now | have three partners and a studio of
twenty plus working as Will Bruder + Partners.
I believe that our work is successful because I
learned from Bruce Goff that to listen to the
client is to have freedom. It’s about this listen-
ing deeply to the client and then interpreting
their desires and circumstances into something
that uniquely celebrates them. They see them-
selves reflected in the work.

I was very fortunate to have had the privilege
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of knowing Bruce Goff and talking to him as a
young man about this very thing.

GA: When was that?

WB: We first met in 1968 He had just left the
Price Tower about two or three years earlier, and
part of his Oklahoma practice had moved to
Kansas City. On my trip from Wisconsin to Ari-
zona to work for Soleri at Cosanti I visited Goff.
I knocked on his door at eight o’clock in the
evening and left at three in the following morn-
ing. It was a privilege for a young man to listen
to a master reflect on his philosophy and work.
The next two days I spent traveling through
Kansas, Missouri and Oklahoma, knocking on
doors and meeting original Bruce Goff clients—
the real owners, the people that commissioned
Goff to design their homes.

I found out from that personal experience that
every building was totally unique and different
because each one of the owners was totally
unique. Many people assume Goff to be this
dominant genius who was wrapped up in him-
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osenbaum Residence
1982-84, Cave Creek, Arizona
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self... not so. From Goff I learned that it was for
me more important to be about the reality of ar-
chitecture than the abstraction of it. I didn’t want
to be an architecture who had a style, a ‘look” to
me work, an unbending uncompromising ap-
proach. I am not interested in style or look. I am
interested in ideas. I am interested in place mak-
ing and using the eccentricities of my clients to
make architecture that is unique to them and ap-
propriate to budget, place and time.

GA: So you see yourself as a decedent of Goff?
WB: I was empowered by knowing Bruce Goff
because he’s the man that truly taught me to lis-
ten well to a client and how empowering that
would be to create something original. When I
visited the Goff clients I saw something very
special in their eyes in the way they talked
about their relationship with Goff. And when
you look at the modern legacy of say, for exam-
ple, Frank Lloyd Wright, there is the same
thread. While I did not have the opportunity to
meet the Prairie School client, or the Usonian or

%
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Fallingwater client, etc. I did meet and visit real
Wright clients from his senior years in the
fifties, when he was doing post World War II
houses. These clients had that same glint in their
eyes, and they would tell the stories. He was a
great listener to the site as well as to the client.
He would not have accomplished his great port-
folio without being something beyond a sales-
man and a promoter. He had to deliver on the
work, and he obviously did.

So those early travels and experiences ampli-
fied my reading and studying and helped me
piece together aspirations for my own work.
GA: Are there other formative experiences in
your early career?

WB: There are many. I don’t know if you've
ever traveled to Italy to look at Carlo Scarpa’s
work, but the Villa Ottolenghi is incredible.
When I won the Rome prize in 1987 I made my
field of intensive study for those six months of
residency how modern architecture was influ-
enced by the traditions of making in Italy from

Theuer Residence, 1989-91
Phoenix, Arizona
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the Etruscan period all the way through to the
modern epoch. I remember spending a whole
day with the Ottolenghi family in their beautiful
home on Lake Garda, and while I did not speak
Italian well, the conversation was totally em-
powered by the commonality of this architec-
tural experience. Tobia and Afra Scarpa,
Scarpa’s son and wife were so open and gener-
ous to me. It's all about constantly asking ques-
tions, constantly being curious and having a re-
spect for and interest in what’s been so that |
could create things that haven’t been.

Another fond memory is meeting John Laut-
ner in the mid-sixties, We remained friends
until his death. He would always call me, “the
wild man from the desert,” and from John, that
was quite the compliment because I'm sure you
met John Lautner and knew him and what an
amazing force of energy he was. And then the
thread of my friend Ray Kappe, his quiet intro-
spection, his wonderful way of thinking and
looking at buildings, the joy and privilege being

Townsend Residence, 1994-97
Paradise Valley, Arizona
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a guest in the wonderful house he shares with
Shelley and that GA photo documented so well.
All these relationships and more plus a large ap-
petite for travel and first hand experience have
fueled my passion for place making.

And of course, a year with Gunnar Birkerts
was also very formative.
GA: Why did you work for Gunnar Birkerts?
WB: | was interested in process and ideas. Re-
member when Gunnar was a young man in his
early forties, there was this great legacy of the
Tougaloo University work and his connections
to Columbus, Indiana. He had this total bravado
and experience of the Saarinen reality. And I
suppose there was his connectivity to the Mil-
waukee Arts Center by Eero Saarinen, the mu-
seum with the extreme cantilevers. This was the
museum | visited as a kid. It was a building that
helped inform who I would become. When I
was eleven years old Frank Lloyd Wright’s
Greek Orthodox Church was under construction
within blocks of my house. It was a forbidden

bike ride away and I could not get enough of
watching that building come to life. So when [
looked at Birkerts’ work, it had this maturity,
this sort of infatuation with light and precision
of materiality, aspects that interested me
greatly, His were well put together buildings.
And I was really curious and respectful of the
legacy of Eero Saarinen.

GA: So you sought his office out?

WB: After my experience with Soleri in the
West, I was intent on going East. I went back to
the Midwest to finish my degree at the Univer-
sity of Wisconsin-Milwaukee. And then I wrote
to nine architects: Louis Kahn, Kevin Roche,
the Boston City Hall Architects, Kallman and
McKinnell, Paul Rudolph, Victor Lundy, John
Andrews, Ron Thom, Macy DuBois in Toronto,
and Gunner Birkerts, Those were my nine. I had
no money, so I got a one way over night bus
ticket from Milwaukee to Toronto. In Toronto
Andrews had done the amazing Scarborough
College, and there was the city hall by Revell, 1
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loved the urban nature of that Canadian city. I
interviewed for three jobs and got two out of
three. I thought ‘that’s pretty good’. I was low
on money so I got back on the bus and arrived
in Detroit to see Gunnar a week early. Luckily
he was able to see me. He offered me a job and
I took it.

GA: And what did you do there?

WB: | was a designer among a lot of great
learning experiences related to process and the
teamwork. [ think that Saarinen methodology so
changed architecture, and it was really about
collaboration in a very interesting way and was
way ahead of its time. It always amazes me peo-
ple have not cited the connectivity between the
methodology of Eero Saarinen and Norman Fos-
ter. It was this process of collaborative thinking
and analyzing new materials and new thinking.
But anyway, [ went there to experience that, and
it was a very rewarding experience. The one
building that I focused on with great intensity
was the Contemporary Art Museum in Houston,

> Horne/Thompson Residence
1994-2000, Massachusetts
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Texas, a small minimal prismatic building that
GA has documented. I worked with him as his
junior designer on that project. When he wanted
me to take on the next design project, I asked
him, “Could I work on the working drawings
and follow it all the way through? Because then
when I design something again for you I will be
much more valuable because I will have been
through the whole process of making it and un-
derstanding it.” And he sort of scratched his
head because nobody had really asked to do that
and he said, “Yes.” It was very generous, so that
was a great experience.

GA: But you only stayed a year?

WB: The cold winters finally caught up with
me. I went back to Toronto on my Xmas break
from Birkerts. I was taking pictures, and it was
so cold that when I would try to advance the
film, and it snapped—sheared! The film was
frozen, I was so cold. Five months after I had
started working for Gunnar, I decided I wanted
to return to the desert.
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I had a fond memory of the climate, the land-
scape, the horizon and the light. Phoenix was a
city of a million people that had mostly devel-
oped after World War II, in the late forties,
early fifties, after Taliesin West had been estab-
lished as a great camp for the genius, Wright,
and it was where Soleri had originally come to
work with Wright. Today there’s close to about
five million people. It’s the sixth largest city in
the US. The horizon is distant, and now the
boundaries of the city sadly reach out to those
edges. The sprawl of L.A. and Broadacre City is
now realized in this city of Phoenix. People like
myself who come to this surreal landscape with
its unique flora and fauna, different light, ex-
treme climate are making a big change. This ar-
chitecture that you see here, Mr. Futagawa, is
really about people with a willingness to seek
and accept a series of architects such as Frank
Lloyd Wright and Paolo Soleri and their stu-
dents, as well as others like Bennie Gonzales
and Ralph Haver These newcomers and their ar-
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chitects have forged new forms of habitation
and lifestyle.
GA: So the landscape and climate was a major
factor in drawing you here?
WB: Yes. Phoenix has at one level a very com-
fortable climate, indoor-outdoor flexibility that
supports architecture that is very porous but also
very tough during the hot summer months. You
have the opportunity of nine months during
which, if you design smartly and environmen-
tally, almost no mechanical systems are re-
quired. If you again design intelligible, intelli-
gent green buildings, you can minimize all of
the mechanical and still during a vast part of the
day live comfortably with the landscape even in
the summer. If you adapt the sensibilities of our
neighbors to the south in Mexico with the tradi-
tions of courtyards, shaded passages and mas-
sive materiality you can create really comfort-
able environments here.

My life has been creating these comfortable
environments not only in singular residences

A Sky Are Residence, 2000-
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but also in public buildings and housing multi-
ples that really engage on an urban level the
fabric of this place. I believe as in all great
desert cities, the success of a desert city has to
do with compactness. Sadly the car and air con-
ditioning and abundance of harnessed water
once allotted for agriculture have blinded us to
the longer view of what will be sustainable in
the desert. The sprawl of freeways and the grid
as Wright projected in Broadacre City is really
antithetical to what should happen here. Rather
the model of Paolo Soleri and his ideas of com-
pactness should guide us. We are starting to see
a density of neighborhoods a respect for the
connective tissue between things. Our new light
rail is stitching things together. In the much,
much smaller Phoenix of 1921 there were thir-
teen street cars serving downtown. Now today
we have only one light rail transit, but we're
starting to build the city around ideas of com-
pactness, density and neighborhood. My archi-
tecture is ever more interested in being part of
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making this urban fabric.
GA: Your early work was mostly residential.
How, with the Jarson Residence, has your ap-
proach evolved?
WB: The Jarsons came to us with an interesting
background: Scott Jarson, an Arizona native,
was a potter as a young man, his wife a kindred
spirit. They had become very successful realtors
that specialized in marketing architecturally
unique properties. They are committed to archi-
tecture of our place and time. In the Jarson pro-
ject you have an undisturbed, very dramatic
desert setting, you're on a private, dead-end
street in the midst of the mountains over looking
the sprawl of the city. So the site is very chal-
lenged in terms of access, logistics, a wash runs
through the site, and the question is how do you
capture the optimum of the site? The strategies
that we’ve become known for create a choreog-
raphy of movement and function in three dimen-
sional ways on challenging topography.

The house is a relatively modest size house of
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about twenty-eight hundred plus square feet. It
is like one of the desert lizards: tough skinned
with cladding of copper and weathered stecl-
some finely hand crafted and elegant with its
textural movement and its randomness, and the
remainder a simple wrap of industrial steel sid-
ing that will just rust as it floats above the
desert. The glass window wall elements do not
touch the ground, they hover on a cantilevered
concrete edge. You enter at the top level where
there is a entry sequence of gallery leading to
and a series of sleeping/private spaces. Drawn
to the back of the trapezoidal geometry that fits
with the flow of the view and the orientation,
and you move down a generous staircase to the
lower level. You arrive to a space of which is
suddenly double height volume living area with
its great glass lantern looking northeast toward
the McDowell Mountains. A breezeway that
goes through the house is intended as an artist
studio and a retreat from the heat. A terraced
pool spreads out to the east and enjoys the far

view with deep overhangs to protect from the
elements. The architecture is carefully articu-
lated with one main feature being a large win-
dow of minimal steel fabrications and high effi-
ciency glass. In contrast, on the south wall, a se-
ries of camera lens like apertures are strategi-
cally placed to frame the unique relationship be-
tween the house and its immediate desert set-
ting. Here I am trying to create an architecture
within the open continuum with the desert land-
scape, using a palette of color and materiality
that is of the place, and that celebrates client
and craftsmanship/building/making.

GA: Do you always use particular craftsman/
builders?

WB: I am always amazed to discover new
builders in the different regions where we work.
Some who I have had the privilege of working
with again and again travel from the Southwest
to further flung projects.

GA: What has always amazed me is that your
houses always have a high quality of craftsman-

Loloma 5, 2002-04, Scottsdale, Arizona
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ship, especially for the United States.

WB: I guess that really benefits from my back-
ground as a sculptor because I know how to
make things. I seem to be able to create an en-
ergy of respect with the craftsman because I
have worked with the tools enough to know
what they can do. From my experience it seems
T can always spot the real craftsman, I believe
he wants to do his work well. Indeed, crafts-
manship is not dead in the US. The craftsman
still exists. The opportunity is always there for
the architect to take advantage of a conversation
with the crafisman. For me it is not just about
laying down instructions of some abstraction I
am interested in. I am interested in getting their
best input on how to achieve the end result in an
optimal, direct and elegant way.

I'm a good storyteller and narrator of our de-
sign intentions. I am sincerely respectful of the
people that are not only our clients, but the peo-
ple who make our buildings. I tend to have great
respect for the builders and craftsman who bring

Pool Residence, 2003-06, Reno, Nevada
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our work to reality. I find things in them that
they never knew they had in themselves. | have
to work with them and inspire them to accom-
plish my lofty visions. It is part of an architects
job and goes back to the time of Wright and
Goff and other great architects. While this ap-
proach to building is normal for me it is lacking
in many of my contemporaries, which is sad for
all concerned .

GA: Do you think that the dawning of the com-
puter age has something to do with that?

WB: Yes today there is great interest in forms
that come out of the computer but it is simply a
tool to harness and develop ideas. But the com-
puter often fools us into thinking that form is
everything. I fear the skill of making and truly
understanding materiality has been compro-
mised because the technology can remove us
from the joy of reality. I always go back to the
same questions: what is this intrinsic value of
how things come together and are made? How
do two materials meet? How do you join these

A > Feigin Residence, 2003-06, Reno, Nevada
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things? And then I go back to my experience
with Soleri, of making things. I have done my
own carpentary, [’ve poured concrete, I've laid
block, I’ve built things.

Recently I spent two days in Boston on a pro-
ject site with our client, our contractor’s super-
intendent, our client, and our stonemasons and
carpenters. Everyone enjoys the dialogue that
evoloves around my being there. Because they
get to understand the ideas and intentions be-
hind the drawings. And I am gratified by seeing
concepts take in reality. I'd rather do less really
well than a lot not very well. Yet I've been
fairly prolific, and I've had great opportunities
to work in different climates, in different re-
gions with different programs and scales.

GA: So you hold workers in very high regard.

WB: Absolutely. And again, when you’re work-
ing with the craftsman, you get the opportunity
to explain your intention are as well as ask for
their help in achieving it. Often they will find a
way to solve your problem. Often they will save
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you from the embarrassment of what tums ou
to be a bad idea. And together you go places
you never imagined when you put pencil on
paper. They are an extension of your hand. and
they invest themselves in these things, and it
shows. It shows in the finished project. Whether
it’s laying stone, the detailing of metal or glass.
I’'m not too proud to say when I don’t under-
stand and that maybe there’s a different way.
And I will forever and always say “thank yvou™.
That doesn’t happen often with architects.
Sometimes they come, and flash around with
their clients and their own egos and then thew
leave. That approach is not very grounded. I
like to go to the site and get dirty. If I haven™t
gotten dirty at the site, then I haven’t really
been to the site. That’s just the way it is.

April 29th, 2010
at the Will Bruder+Partners office in Phoenix, Arizoms
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This home is designed as a ‘vessel of personal
discovery’ for two real estate professionals,
with an educated passion for modern architec-
ture, and their two sons. Adjacent to the
Phoenix Mountain Preserve to the south, the
house gracefully embraces the topographic fold
of a desert wash, while focusing on a northeast-
erly view of the McDowell Mountains in the
distance.

Its simple shed roof and deep overhangs
evolve into a sculptural form of weathered steel
and copper that grows from and floats about a
natural landscape. As a mysterious refined dark
object in its rugged natural landscape, the house
responds to the owners’ desire for a place of
quiet reflection.

Spanning both a wash and change in grade;
the entry, office and bedrooms complete the
upper level while the primary living and dining
experience, a media/music chamber and potter’s
studio are tucked beneath. Cork and concrete
floors, wall planes of translucent glass, and cab-
inets of walnut and stainless steel articulate the
interiors.

The upper level entry and passage are con-
ceived as galleries for the owner’s art collec-
tion. The stair down to the collective living
spaces plays against the subtle drama of the an-
gled south fagade, drawing one closer to the
desert beyond as the double height living room
takes one to the sky. From the living spaces at
the lower level, the dramatically scaled steel
and glass corner window captures the horizon
while a set of carefully positioned slot and
punched apertures frame intimate desert views.
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North elevation

South elevation
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Staircase PEE:
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Living room: looking south 1Bt #izH5

Architects: will bruder+tPARTNERS— concrete and cork floors, drywall, Venetian
Will Bruder, design lead; Rob Gaspard, project  plaster
architect; Eric Weber, project team Site area: 43,284 sq.ft.
Clients: Scott and Debbie Jarson Building area: 4,325 sq.ft.
Consultants: Rudrow + Berry inc., structural; Total floor area: 3,434 sq.ft.
Efficiency Mechanical inc., mechanical;
Ten Eyck Landscape Architects, landscape;
DZ Engineering, civil engineer;
Associated Engineering, electrical;
Roger Smith Lighting Design, lighting
General contractor: UEB Builders
Program: a place of quiet reflection for two real
estate professionals and their two sons
em: wood/steel frame
Major materials: weathered steel, copper, glass,
. Gallery BT
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