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Synopsis

MY ARCHITECT is a tale of love and art, betrayal and forgiveness -- in which the

illegitimate son of a legendary artist undertakes a five year, worldwide exploration

to understand his long-dead father.

Louis I. Kahn, who died in 1974, is considered by many architectural historians to

have been the most important architect of the second half of the twentieth

century. A Jewish immigrant who overcame poverty and the effects of a

devastating childhood accident, Kahn created a handful of intensely powerful and

spiritual buildings -- geometric compositions of brick, concrete and light -- which,

in the words of one critic, “change your life.”

While Kahn's artistic legacy was an uncompromising search for truth and clarity,

his personal life was filled with secrets and chaos: He died, bankrupt and

unidentified, in the men's room in Penn Station, New York, leaving behind three

families -- one with his wife of many years and two with women with whom he'd

had long-term affairs. In MY ARCHITECT, the child of one of these extra-marital

relationships, Kahn's only son Nathaniel, sets out on an epic journey to reconcile

the life and work of this mysterious, contradictory man.

The riveting narrative leads us from the subterranean corridors of Penn Station to

the roiling streets of Bangladesh (where Kahn built the astonishing Capital), and

from the coast of New England to the inner sanctums of Jerusalem politics. Along

the way, we encounter a series of characters that are by turns fascinating,



hilarious, adoring and critical: from the cabbies who drove Kahn around his

native Philadelphia, to former lovers and clients, to the rarified heights of the

world's most celebrated architects -- Frank Gehry, I.M. Pei and Philip Johnson

among them.

In MY ARCHITECT, the filmmaker reveals the haunting beauty of his father's

monumental creations and takes us deep within his own divided family,

uncovering a world of prejudice, intrigue and the myths that haunt parents and

children. In a documentary with the emotional impact of a dramatic feature film

(including an original orchestral score), Nathaniel's personal journey becomes a

universal investigation of identity, a celebration of art and ultimately, of life itself.
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Louis I. Kahn: Biography

Louis I. Kahn shares with Frank Lloyd Wright, LeCorbusier, and Mies van der

Rohe, a central position in 20th century architecture. Born in 1901 on the

Estonian island of Osel, Kahn immigrated with his family to Philadelphia at the

age of four, where he lived in profound poverty. Talented in art and music, the

young Kahn made money teaching drawing and playing piano in silent movie

houses. He won a scholarship to the University of Pennsylvania, where he

studied under the great Paul Cret in the Beaux Arts tradition, graduating with a

degree in architecture in 1924. He married Esther Israeli in 1930 and their

daughter, Sue Ann, was born ten years later.

Throughout the 1930's and 40's Kahn struggled to define himself artistically and

to obtain commissions -- a task he found difficult, due both to the great

depression and to his outsider position as a Jew working in a protestant

gentleman's profession. In 1947, he accepted an appointment as professor of

architecture at Yale University, beginning a career as a teacher -- first at Yale,

later at the University of Pennsylvania -- which lasted the rest of his life and was

to profoundly influence a generation of architects. It was during this time of

professional frustration that Kahn began an extramarital relationship with the

brilliant young designer Anne Tyng (who bore him a second daughter, Alexandra,

in 1954) and that he experienced a fundamental creative breakthrough. On a trip

through Greece, Rome and Egypt, Kahn realized that what was lacking in the

steel and glass aesthetic of high modernism was the monumentality and mystery

found in ancient ruins.



Kahn was now over 50, and with little over 20 years left to live, he embarked on a

feverish series of commissions starting with the Yale Art Gallery (1951-53) and

the Trenton Bathhouse (1954-59) that were to forever change the course of

architecture. Developing his approach in works like the Richards Medical Towers

(1957-62), The First Unitarian Church (1959-69) and his first true masterpiece,

the Salk Institute for Biological Studies (1959-67), Kahn fused an ancient sense

of humanism with modern building techniques. He preferred simple materials --

brick and concrete -- but he worked them with astonishing facility, creating

spaces that are both highly functional and spiritually uplifting. For Kahn,

architecture became the search for truth and buildings were living things.  He

was fond of saying, “I asked the brick, 'What do you like brick?' And brick said, 'I

like an arch.'”

Kahn was also obsessed with natural light; his use of it is unmatched by any

other modern architect. In his late buildings, like the Exeter Library (1967-72),

The Yale Center for British Art (1969-74) and the transcendent Kimbell Art

Museum (1967-72) -- considered by many to be the greatest museum built in the

last century -- light is the controlling principle of design and the character of the

spaces change dramatically depending on the time of day, the weather and the

season. The last decade of Kahn's life was also marked by an increasing focus

on landscape and the site, interests he shared with landscape architect Harriet

Pattison, who worked in his office and with whom he had a son, Nathaniel, born

in 1962.

Ever the idealist, Kahn found it difficult to work within the strict guidelines

imposed by clients, deadlines and budgets and he often saw cherished

commissions awarded to lesser architects. Thwarted in his dreams to remake his



native city of Philadelphia, Kahn poured his energies and his already strained

resources into his two largest projects -- The Indian Institute of Management in

Ahmedabad, India (1962-1974) and the monumental Capital Complex at Dhaka

Bangladesh, begun in 1962 and completed after his death. It was here on the

sub-continent that Kahn's dream of creating a city of the future was realized.

Significantly, the Muslim leaders of Bangladesh consider Kahn (a Jewish-

American) to be not only the architect of their government center, but also an

architect of their fledgling democracy.  It was on his return from India that Louis I.

Kahn suffered a fatal heart attack in the men's room in Pennsylvania Station,

New York on the night of March 17, 1974. He was at the height of his creative

powers; many of his projects, including a synagogue for Jerusalem and projects

in Europe and the United States remained unfinished.
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About the Filmmakers

Nathaniel Kahn (Director/Producer)

Nathaniel Kahn grew up in Philadelphia and attended Yale University on a

scholarship, where he was awarded the Gordon Prize for his work as a theater

director. In 1989, Kahn wrote and directed a play, "Owl's Breath," which was

presented off-Broadway. In 1992, he co-wrote THE ROOM, a short dramatic film

about a boy whose room falls out of a building.  THE ROOM screened at the

Sundance Film Festival and won an award at the Cannes Film Festival.

An avid environmentalist, Kahn also spent several years collaborating with

Miranda Productions on a number of environmentally themed documentaries

including, MY FATHER'S GARDEN, which was featured at the Sundance Film

Festival and was broadcast by the Sundance Channel, and WILDERNESS: THE

LAST STAND, which was broadcast by PBS and was nominated for a regional

Emmy Award. After several years of fund-raising, he was able to embark on the

making of MY ARCHITECT, his first feature-length film.

Susan Rose Behr (Producer, Executive Producer)

Susan Rose Behr began her career in theater.  A native of Philadelphia, she co-

founded a summer theater in Haverford, Pennsylvania to produce new works.

She has produced industrial films and also served as a researcher on numerous

projects, with a particular expertise in historical locations, documents and

information.  Behr is currently working to bring MY ARCHITECT to India and

Bangladesh, where the work of Louis Kahn has had such a profound impact. MY

ARCHITECT is her first feature-length film.



Bob Richman (Director of Photography)

Bob Richman began his career at Maysles Films and is a highly regarded verité

style cinematographer. Recent credits include the feature-length documentaries

GOOD ROCKIN' TONIGHT, THE LEGACY OF SUN RECORDS for the PBS

series "American Masters," TICKLE IN THE HEART, an intimate look at the

legendary Epstein Brothers klezmer band; and the Emmy nominated PARADISE

LOST: THE CHILDHOOD MURDERS AT ROBIN HOOD HILLS, which

premiered at the 1997 Sundance Film Festival and aired on HBO as a prime-time

special. Bob's credits also include productions for PBS' "P.O.V." and "Frontline"

series, and the ABC prime-time series "Turning Point."

Sabine Krayenbühl (Editor)

A native of Switzerland, Sabine Krayenbühl has worked in both the United States

and Europe, editing documentaries and features. Her recent work includes the

feature HEARTBREAK HOSPITAL, starring Patricia Clarkson and John Shea;

"An American Love Story," a 10 part series for "P.O.V.," directed by Jennifer Fox,

and broadcast by PBS, Arte and BBC; JUGODIVAS, an exploration of art, music,

identity and the war in Yugoslavia, which premiered at the Sundance Film

Festival; and FRAU2 AND HAPPY END, a feature produced by Studio Canal-

Plus and BMG International, which enjoyed a successful theatrical run in Europe.

Krayenbühl is a distinguished graduate of NYU's Tisch School of the Arts.

Joseph Vitarelli (Composer)

Joseph Vitarelli is a highly regarded film composer. His film credits include the

critically acclaimed THE LAST SEDUCTION directed by John Dahl and starring

Linda Fiorentino; SHE'S SO LOVELY, directed by Nicholas Cassavettes, starring

Sean Penn, John Travolta and Robin Wright Penn; COMMANDMENTS starring



Aidan Quinn and Anthony LaPaglia and directed by Daniel Taplitz. Vitarelli also

scored the film adaptation of Jon Robin Baitz's play THE SUBSTANCE OF FIRE

directed by Daniel Sullivan and starring Ron Rifkin, Sarah Jessica Parker and

Timothy Hutton.

In addition to his feature film work, Vitarelli has scored numerous films for HBO

including BOYCOTT, FIRST-TIME FELON and PENTAGON WARS. In 2001, he

produced the Emmy Award winning score with Arturo Sandoval for "For Love Or

Country," starring Andy Garcia and directed by Joseph Sargent. He has

composed music for many television series and specials including "Equal

Justice," "The Beast" and "Under Suspicion" as well as the adaptation of Neil

Simon's play "Laughter On The 23rd Floor," directed by Richard Benjamin and

starring Nathan Lane.



MY ARCHITECT

The following is an interview by Martin C. Pedersen with the director Nathaniel
Kahn from Metropolis Magazine (June 2003).
(by permission).

My Architect, Myself
The mystery of Louis Kahn's life was as compelling as his buildings. Thirty years
after his death, his filmmaker son goes in search of the true Lou with the
documentary My Architect.

By Martin C. Pedersen
The Metropolis Observed
June 2003

Louis Kahn created some of the most important buildings of the twentieth
century: the Kimbell Art Museum in Fort Worth; the Salk Institute in La Jolla,
California; the National Assembly Building of Bangladesh, in Dhaka. His buildings
were monumental, deeply rooted in materials, and full of mystery. And yet the
deepest mystery surrounding Kahn remained secret throughout his life. When he
died of a heart attack, in a men's room in Penn Station in 1974, obituaries said he
was survived by his wife, Esther, and a daughter, Sue Ann. But it turned out that
Kahn had lived a life split four ways: work, his traditional family, and two women
and the children they bore him. Nathaniel Kahn--son of Harriet Pattison, a
landscape architect who worked in the Kahn office--was eleven when his father
died. Now 39, the writer and director has recently completed a documentary
entitled My Architect, a deeply affecting look at a complicated man. For the film
Nathaniel interviewed dozens of architectural luminaries--Vincent Scully, I. M.
Pei, Frank Gehry, Robert A. M. Stern--and others, including his half-siblings.
Metropolis executive editor Martin C. Pedersen talked to Kahn about the film
prior to its screening at the New Directors/New Films Festival in New York. The
film will be released in theaters this fall. (For information see
www.myarchitectfilm.com <http://www.myarchitectfilm.com>.)

Obviously the search for your father has been a lifelong quest. But what
happened in your immediate past that made you want to make this film
now?

I think you get to a point where your curiosity gets the better of you. As a little
boy, I didn't see much of my father's world--I just had a key hole-size glimpse of
it. But what I saw of it was fascinating. You also want to know about the man
who came before you. I'd made other films, but this is something that I had
avoided for a long time, because it's scary to go back. You don't know what



you're going to find. There's always the risk of embarrassing yourself: here
comes what appears to be a nearly middle-aged man asking questions that a
child asks. That was difficult.

Was it the sort of film you always knew you were going to make but kept
putting off?

No, I kept trying to do it in other ways. I wrote a screenplay about a son who
discovers that the father he thought was dead isn't--which of course was always
a dream of mine. It sort of reverberates throughout the film. As a little boy, I never
quite believed that Lou was gone. I would always look for him in crowds. I'd see a
white-haired man turning the corner and think maybe it was him.

Did you always know that you were going to be the main protagonist in the
film?

No. One of my biggest struggles was: what would the character of the son--me--
be like in the documentary? For a long time I tried to ask interview questions that
were more objective. But when I got that footage back, I'd look at it and think,
"You know what? This is a movie anybody could make."

The search for your dad is what propels the story, but if someone goes into
the theater not knowing about Louis Kahn, they come out knowing a lot
more about his architecture.

There was a very fine line to tread there, because the narrative drive of the film is
a son looking for his father. But along the way the father happens to be a well-
known architect. I felt that it was important for people to experience what his
architecture was like. One of the traps that people who write about architecture
often fall into is that they merely describe the buildings as objects. When you
experience Lou's architecture, it always gives you a feeling.

You have a lot of amazing footage of your father. Where did you find it?

The most important source was the Museum of Modern Art. They have a
collection of films shot by Hans Namuth and Paul Falkenberg, who did a film
about Lou while he was alive. Peter Namuth, Hans's son, and MoMA generously
allowed us to use the outtakes.



Did you know what was in those films?

No. One morning fifty boxes of tape arrived. My producers and I went through the
film and put it up on reels. And it was like Christmas morning! Now another kind
of filmmaker might look for Lou speaking cogently about architecture. But I was
interested in the way he moved, the way he walked, the way he talked, the way
he looked confused, things that revealed his personality. I couldn't resist using
those shots. We use Lou a lot like a ghost. He's someone who appears and then
is gone. So for quite a while you see little glimpses of him, which was always the
way I saw him. In a way, the film was like conjuring him, bringing him back from
the dead for two hours.

There's a scene toward the end of the film that's my favorite piece of footage.
The camera pulls through the window. Lou is sitting at the table, drawing. When
he folds his hands, we see charcoal all over his fingers. Then the camera pans
up to his face. To me that is my father. It is absolutely the salient image for me of
Lou. He came from this little island off of Estonia--where his face was badly
burned as a small child, where he himself was touched by fire--and his preferred
drawing material was charcoal. He never got far away from that visceral feeling
of "This is color; I am applying color to a piece of paper."

One of the things I liked about the film was that its narrative wasn't literal or
strictly chronological.

Documentaries that are more subject-based often use people as recurring
voices. They interview eight or ten people and then sort of manipulate them. It's a
pretty tried and true documentary style--the talking-head film--and it's highly
effective intellectually. But I think it's highly ineffective emotionally because on a
journey you don't suddenly have someone who you met a year ago pop up and
tell you something. There is a unity of time and place. I met Philip Johnson once.
All of the scenes with him, all of the moments I could use, were in one place, the
Glass House. I met Moshe Safdie in the desert and instead of saying, "Let's find
a nice place to hang out, because I want to use you in a lot of different places in
the film," he and I took a little walk in the desert. It's one of my favorite scenes
because it was literally one take. We had this conversation. It happened one
afternoon--and it was gone. That's the way so much of life is. And always the way
I thought encounters with my father were.

How did your view of your dad's work evolve during the making of the film?

I always felt like his buildings were monumental and beautiful, but in a way they
seemed rather distant when I first saw them. But as I moved through them--and
later filmed them--I felt the tremendous acts of imagination that had gone into
making them. I think that he walked through them in his mind. Here was an



architect who asked questions, like: what's my building going to be like when it's
raining? What's this room going to feel like if I'm sitting in the corner? You can
start to think of his buildings as endless acts of imagination. I felt very connected
to him by imagining him imagining these places.

How did you approach his buildings as a filmmaker?

One of the biggest no-nos in filming architecture is panning, because that's just
moving the camera. People don't pan when they look at something. They move
through space. So the filming that I did early on? I threw all of that out. Honestly,
I probably filmed those Yale buildings fifteen times, and I still don't think I've done
it right. The moment we got away from the feeling of "we need to show what this
building looks like" and instead used the buildings as a stage set, letting people
use them as a way to jog their thinking, that was when they became interesting
and easier to deal with. For instance, the scene at the capital in Dhaka, when the
architect comes up to me at the end of the film. We didn't set that up. He kind of
accosted me, wanting to know what I was doing. Yes, I knew the top level of the
building would be a great vantage point, but it wasn't, "OK, I want you to stand
here; this is a good background." Somehow he was speaking from the building. It
was a meeting that the building made happen.

That seems to be one of your favorite Kahn buildings. Do you remember
seeing it for the first time?

Absolutely. We had a number of friends over there who acted as guides for our
crew. When we arrived I told one of them, "I want you to take me to the capital,
but I don't want to see the building until I can really see it." So the guide said,
"Well, why don't we blindfold you?" As we got near the building, I could actually
hear the open space around it. The city of Dhaka is insane. There were
rickshaws, crazy baby taxis driving all over the place, a sort of constant chaotic
bedlam, and then suddenly off to the right there was this silence. They took me
out of the car. The ground got soft. We walked over some grass. Then I could
hear birds. The traffic was behind us now. Our guide--whose name was also
Kahn, spelled K-H-A-N--asked, "Are you ready?" I said, "Not yet. Give me a
minute." I prepared myself, realizing, This is the last building of my father's that
I'm going to see for the first time. So in a way I was coming to the end of
something too. "Ready?" Khan asked again. "Yes," I said. "Am I facing it?" Khan
took off the blindfold and I burst into tears. It was the only time that happened.
I've been moved by places before, but seeing that building was so astonishing.
It's such an incredible structure. Very pure. Usually it's hard to end a film. But I
knew that when I was in Dhaka the film was over. I knew that we were done,
there was nowhere else that I could go. And there's something wonderful about
that because it's how stories--mythological stories--end. You journey to the end
of the earth and find the answer.



How long was My Architect in the making?

It's been five years. But it's not as if I was obsessed with it for five years. Making
a film like this is difficult. It's hard to raise the money, hard to get up every day
with the courage to keep asking these questions. You go through periods where
you feel that you just can't face it.

They say the average documentary takes five years. There are reasons for that.
Some of them have to do with funding of course, but a good film gives you the
feeling that in two hours you've lived a lifetime. Or lived a day. Or lived through
an entire war. Somehow it messes with your sense of time. One of the surest
ways to achieve that is to actually produce something that takes place over a
period of time. I change within the film and that's part of the reason it takes a
while to get going. You have to stick with it. It's a narrative that slowly builds. We
structured it that way.

A lot of the film is about untangling the mystery of your father. Now that
you've made the film, is he less of a mystery to you?

I think so. He's more of a flesh and blood person. Though still enigmatic and
mysterious, he's no longer a semi-mythological character. I see that he was a
man who had a beginning, a middle, and an end. To some degree the film asks
the question: can you get to know someone after they're dead? The answer, I
think, is yes.

How often did see your father as a child?

You couldn't set your watch by Lou. It wasn't: "It's Saturday, the day that Lou
comes to dinner." He was very much in my life for the last few years of his life,
and very much in my mother's life for many years because they worked together.

One of the things that we couldn't get into the film too much was the ways in
which she helped him on some of his projects. But I did spend a fair amount of
time in his office. His office was kind of like his house. He had this carpet that he
rolled out on the floor to sleep on. There was an aspect of him that was very
nomadic. In many ways he was as at-home in India and in Bangladesh as he
was in Philadelphia.

What did you learn about your father that you needed to learn?

Richard Saul Wurman said something interesting that I wasn't able to use in the
film. "Lou was really here," he said. "You can't say that about everybody." I think
the big lesson Ricky got from Lou was: use what you've got, don't give up, and



don't look too much at what the guy next door is doing because it's a one way
trip. That's a big deal. It's what every son needs to hear, because doing stuff of
any value is incredibly hard.

How did your mom respond when you told her you were going to make this
film?

Oh, you'd have to ask her [laughs]. I have great admiration for her. She allowed
me to ask tough questions and was very courageous in encouraging me to go my
own way, find my own truths and my own answers, which don't necessarily agree
with hers.

There's one point in the film when she gets visibly angry at your questions.

Yes. She says, "Oh, come on!" I think she articulates what a lot of the people
might be thinking, but would never say. Which is, "Come on, Nathaniel, get over
it! He's been dead a long time. Move on."

Have your half-sisters seen the film?

Yes. They liked it. But different people see different things in it. That was the
enigmatic part of Lou. Each person who knew him knew a slightly different
person. Maybe that's true for all of us to some degree.

But it was heightened to an incredible degree with your father.

Yes, but also heightened by his personality. If he was talking to you, you were
the only person on the planet. He had the remarkable ability to focus on
something. I remember that even as a little boy. If he was talking you, it wasn't as
if he was looking around the room wondering who else was walking in the
restaurant. He was talking to you.

What do a great architect's buildings reveal about the man?

In college people were always saying, "You just need the text. You don't need to
know about the writer's life." That was the big movement in the '80s. To my mind
that's a load of crap.

I think it helps tremendously to know about the person. Critics might want you to
think it doesn't matter, because their job is to impose on the work what they see



and have that be the truth. But knowing something about where the architect
comes from, what they struggled with, helps immensely. I think you can feel
something different from a place when you know more about the person who
created it. It might not help you understand the building architecturally, but it
certainly helps you feel it.

Let's talk more about the capital in Bangladesh [National Assembly in
Dhaka]. What makes that building special?

Until you've see that place, it's very hard to imagine how astonishing it is. When I
finally saw it I understood why it was a building that he just had to build. Imagine
being asked to build the capital of a country. What a thrilling thing!

When I was there I realized how intoxicating it must have been. But I.M. Pei
asked me an interesting question about it. "I think the building is amazing," he
said, "but I'd like to see how people use it."

I realized that when people have photographed it they've always shown it as if it
were on the moon, never with the life that goes on around it. So it was important
for us to show how people used it, because they do use and love it. So I'm
looking forward to answering Mr. Pei's question.

Seeing that building for the first time was like realizing that you'd made a
pilgrimage and it wasn't a disappointment. It's a building that makes you say
"Wow!" And then when you know the story of what it took to build-the 23 years,
the stoppage in the middle, the changing of the country during construction. It's a
wonderful story: a Jewish architect is brought to a Muslim country, totally
immerses himself in their culture and realizes right away that the mosque is very
important to them. It's got to be part of the building.

Lou was originally told that they wanted to have a 2,000-square-foot mosque, so
the people in the building could come and pray. He fell out of bed the next
morning and said, "No, the mosque has to be 20,000 feet and it has to be on
equal footing with the building." The name "Dhaka" means "city of mosques".

The love that developed between the Muslims and this Jewish architect was truly
palpable. Somehow there is a give and take that provides a marvelous lesson.
Lou really felt that he could make a difference in this new country. His dream was
to build cities. He tried in Philadelphia, but failed. It happened in Dhaka.



Speaking of Philadelphia, there's an amazing scene in the film with the
famous planner, Edmund Bacon.
It's a great interview, a great moment. And I love Mr. Bacon for it, because he
was truthful about how he felt. He made his points forcefully, intelligently, and it
gave me a vision about my father that I don't think I had before--which was how
difficult he could be. And I don't think either one of them was wrong. It wasn't
about right or wrong. I was interested in why those two people had an
antagonistic relationship.

After the interview with Bacon you cut away to Kahn's plans for
Philadelphia. Where did you get those?

Those also came from Museum of Modern Art. What's wonderful about architects
is they leave a lot of things behind. So there were artifacts to find and use in the
film. The archive at the University of Pennsylvania has thousands of drawings,
beautifully cataloged. There are all kinds of things there, like these wonderful
plans for Philadelphia.

Was that one of those instances where you knew you had these plans, so
you arranged an interview with Bacon?

No, it was Bacon first. Because I knew that Lou loved the city, knew that this
relationship between Bacon and Kahn was important, knew there was a story
attached to it.

A story about his inability to enter the power structure of his home city?

That's one way to see it. I don't make a judgment on that. I think that story is
there, but maybe it was also Lou's inability to pick his spots. There are places to
be a dreamer and places not to be. For whatever reasons, he wasn't able to be a
dreamer in Philly. He was in Dhaka.

You've made a deeply emotional film and yet you don't at any point become
visibly moved. Why?

It's always bad when a character cries, especially the narrator. I cut some of
those moments out. When you're the character in your own story, there's always
the danger of becoming operatic. That's why finding the voice for the narration
was hard. And why it's important to remember that filmmaking-and architecture-is
collaborative.



There's an incredible producer behind this film, a gifted editor and a talented
cameraman whose blood and sweat are all over this film. This is also something I
learned from Lou. There were people close to him who not only helped him, but
helped the buildings to be what they are. Lou carried the flag and stood out front.
But there were a lot of people who went into making those details work. I think
we tend to forget that and subscribe to this genius theory of making things.

Or to the myth of architectural authorship. When we say it's a "Gehry
building" we really mean that there's several dozen people in the Gehry
office who helped make it.

Absolutely. But I also don't have any illusions about the fact that Gehry is the guy
carrying the flag. That's another lesson learned from Lou. He wasn't afraid to
carry the damn flag.

So it takes courage, but it also takes having the right people around you. Lou
was blessed that way. He created a structure, where he would teach at school
and find the young people willing to work all night. Another thing I discovered was
he was slow. That's been comforting. To learn that it's okay to take a long time to
finish something, if you stick with it. It was heartening for me to see how the
designs changed up to the last minute, how he was never satisfied.

They say a work is never really finished, it's abandoned. It was true for Lou. He
was constantly drawing, being convinced of it, and the next day realizing he
could do it a better way. It drove people nuts. They'd think: "Let's just build the
damn thing already!" but he wasn't ready.

How was the narration conceived? Would you sit at a microphone with
headphones on in a screening room?

Yes. It was very experimental. We'd throw the narration up against the picture
and Susan Behr, my producer, or Sabine Krayenbuhl, the editor, would say: "Ah,
that's horrible! You can't say that. You're saying too much!" Or: "You're saying
too little." "What do you feel about this?" "Are you angry about this?" "You're not
telling us anything!" That was where I-the director-needed a helluva' lot of
directing. You need a wall to bounce against. The narration was extraordinarily
difficult. There are still pieces of it that bother me.



I loved the interview in Maine with your two aunts. You could see their
emotional shift all in the context of your conversation. It was almost like a
feature film.

That was one scene. When you get a little experience making these things you
start to realize what works. Sometimes it can come down to sitting people at the
right place at a table. The big choice here was: do I put myself in the middle-
between my two aunts-or on the side? I sat off to the side and the difference was
wonderful, because they're both talking through the camera at me. If I'd been in
the middle, I would've been in every shot. In the end, those questions are, oddly,
architectural ones. As Billy Wilder always said, "What matters is where you put
the camera."
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