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Untitled (UNESCO Headquarters, #02), 2016
Pigment print
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Interview with Luisa Lambri

What is it that draws you to the spaces you choose to photograph? 
Can you describe your process?

The photographs I take reflect my experience of architecture 
and, more importantly, space. My work is not about the build-
ings themselves but about how I encounter them and the way 
my relationship to these interiors unfolds when I spend time 
in them. I’m often interested in private spaces and domestic 
interiors and how they shape our experiences of being human. 
Over the last few years, in addition to photographing houses, 
I’ve begun to look at the work of artists who inspired my work 
on architecture and my thoughts on space, such as those 
associated with the West Coast Light and Space movement. 
Since moving to Los Angeles, in 2011, I’ve started photograph-
ing works and installations by Robert Irwin and Larry Bell 
in similar ways to how I would photograph houses. I’ve also 
engaged with the work of Donald Judd — in particular his 
installation 100 untitled works in mill aluminum (1982–1986) 
in Marfa — and with Nancy Holt’s Sun Tunnels in the Utah 
Desert. In many cases, I literally enter them and photograph 
them from the inside. I inhabit them.

Even though you mostly focus on architecture, you don’t see  
yourself as an architectural photographer.

It’s not the architecture that I photograph — architecture  
is something I use to make my images. The most important 
difference between my practice and more traditional architec-
tural photography is that I’m not trying to create an objective 
representation of buildings. Mine is rather a process of 
deconstructing spaces. I usually focus on details, and that’s 
also where my equipment plays an important role. The camera 
really is an extension of myself: I have one camera and only 
use one lens, which doesn’t allow me to get too close to 
the details, yet doesn’t allow me to get too far away from them 
either. It creates a safe place for me to be in. I’m also often 
drawn to elements that suggest transitory moments and the 
relationship between an interior and an exterior world. 

Most of the spaces you choose to engage with were created during 
the 20th century.

The ideas of progress, the intellectual rigor, the visionary
desire to shape future societies, and the experimentation 
with often radical ideologies are what I find interesting in 
20th-century architecture. I’m also drawn to its dialogue with 
abstraction, individuality, and collectivity. I always research 
the history of the buildings that I set out to investigate
with my camera, since it helps me experience the spaces
both historically and intellectually, as well as intuitively 
and emotionally. My photographs are a synthesis of the 
architect’s work and my experience of it.

What are the challenges when photographing work by monstres 
sacrés such as Luis Barragán or Roberto Burle Marx? 

I only photograph spaces I’m interested in and that I have 
an affinity for. I don’t find it challenging, but rather something 
I very much enjoy doing. I let the buildings just be, and leave 
the architects behind to a certain degree. All my photographs 
are “Untitled;” in the parentheses that follow I mention either 
the name of the building or the original title of the artwork, but 
never the name of the architect or artist. While I acknowledge, 
respect, and feel connected to the art or architecture I photo-
graph, it becomes my own work. 

What made you choose these two Marcel Breuer buildings —  
UNESCO and The Met Breuer?

I’ve been interested in Breuer for a long time, particularly in 
addressing the sculptural qualities and the sense of spirituality 
in his work. His buildings are very solid and concrete, but 
they also have an immaterial quality to them that unfolds when 
one spends time in them. The buildings in this exhibition were 
specifically selected by Beatrice Galilee, the curator.

Most of the built environment continues to be designed and pro-
duced by men. How does gender factor into your work? 

Most of the buildings I’ve photographed were designed by 
men, and while I wouldn’t say that my work is explicitly 
feminist, it’s nonetheless something I’m sensitive to. I wrote 
my thesis on Cindy Sherman, and was very much influenced 
by Francesca Woodman. In my practice, I’ve also particularly 
looked at the work of female artists and photographed the 
interiors of some of Lygia Clark’s Bichos and sculptures by 
Charlotte Posenenske and Barbara Hepworth. I always choose 
artists who I have an aesthetic and conceptual dialogue with, 
and theirs are practices that I feel closer to than architectural 
photography.

You recently wrote in Artforum that your work as an artist began  
with “pursuing the unrealizable quest to find an ideal home.” Is that 
still true?

That pursuit is what all my work is about. I come closest to it 
in my photographs. They are a reflection of me and the quest 
to find a place for myself in this ever more complicated world.

Luisa Lambri was born in Como, Italy, in 1969, and currently lives in Milan. Her work has 
been shown at the Venice Art Biennale (1999 and 2003), the Venice Architecture Biennale 
(2004 and 2010), and in solo exhibitions at the Baltimore Museum of Art, the Hammer  
Museum, Los Angeles, the Isabella Stewart Gardner Museum, Boston, and the Menil 
Collection, Houston. Thematic exhibitions featuring her work have been held at the Aldrich 
Contemporary Art Museum, Ridgefield, the Henry Moore Institute, Leeds, the Museo Tamayo, 
Mexico City, the Museu de Arte Moderna de São Paulo, the Museum of Contemporary Art, 
Chicago, the Museum of Contemporary Art, Los Angeles, the J. Paul Getty Museum, Los 
Angeles, the Solomon R. Guggenheim Museum, New York, Tate Liverpool, and the Wexner 
Center for the Arts, Columbus, among others.

All images © Luisa Lambri; courtesy of the artist and Luhring 
Augustine Gallery, New York. 
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Interview with Bas Princen

How would you describe your method of working?
I work on several series at the same time, and the main 
equivalent is that they all deal in varying ways with either man-
made landscapes or architecture and the built world. In the 
conception of space, the image of it rather than the physical 
experience has often played an important role, and there 
are techniques, ideas, and methods involved in making these 
perspectives convincing. In my book The Construction of 
an Image, I talk about these different techniques under head-
ings such as travel, sequence, repetition, and references, 
ultimately leading to the image itself.

You photograph contemporary buildings, landscapes, anonymous 
generic architecture, and 20th-century icons. What are the challeng-
es with respect to each of these different genres?

In my way of working, there are no genres. They’re all pieces 
of a constructed world, things that have been built with a 
certain idea behind them. By default, I photograph the built 
world, and even though I choose the places carefully, I don’t 
make a lot of distinction between why, how, and who did it. 
Instead I always try to find, by looking very precisely, some 
kind of initial idea on the part of the person or persons who 
decided to make something: how that something is placed 
in the landscape, how its materials are organized, how the 
objects, material, and landscape play out against each other. 
As soon as I think I understand this interplay, I try to make it 
as clear as possible through photography. I focus only on the 
aspect I think was the founding principle of why this object, 
this building, is there. Then I will make you, the viewer, see 
what I have seen, without any possibility of escape.

Does this process change when photographing the work of your 
architect friends, such as Anne Holtrop or OFFICE KGDVS?

It’s the same process, except in this case my friends are the 
primary viewers. I make the photographs for them to see their 
own work anew, so they can take ideas and realizations 
I’ve found in their buildings on to their next projects. In gener-
al, if a photo shows the building exactly how they envisioned 
it, we don’t use it.

What were the challenges in working with the architecture of  
Marcel Breuer?

The only real challenge with Breuer is that his authorship is
very distinctly of his time. I was interested in showing his work 
as something that is of our time, eliminating style and nostalgia, 
and avoiding making it look futuristic in an old-fashioned way. 
I think if you put Breuer in a Brutalist box, you haven’t looked 
at his buildings very precisely. They are rather Swiss in their 
outcome: very beautiful and masterly in their combination 
of materiality and atmosphere, very precise when you come 
closer, and a bit less refined or interesting as objects and 

spatial experiences — The Met Breuer being an exception to 
that latter rule.

What was the selection process for the buildings shown in the 
Breuer Revisited exhibition? 

They all had to be public buildings. In addition to the list 
given to us by The Met, I also really wanted to include his 
own favorite building, the IBM Research Center at La Gaude
in the South of France [1958–62], which is now abandoned. 
One project that still captures my attention but that I did 
not manage to see is the Grand Coulee Dam Visitor Center 
near Spokane, Washington [1978–80].

How does materiality and texture factor into the way you present 
your work? 

My photographs are usually objects that hang on a wall in 
a gallery or a museum. These objects are crafted to persuade 
you to look at them, so you can relate to them. For the Breuer 
Revisited exhibition, for example, there is a set of images 
printed on very thin rice paper. The paper is folded around 
a metal plate and then there is a tightly fitting metal frame with 
some patina. This is to make you understand that it’s a crafted 
object and also that the photographs have a clear limit. There 
is no glass, no reflection, no passe-partout, nothing to remind 
you that you’re looking at a photograph, and the paper shows 
the detail in an almost three-dimensional way. Which is why 
the images I printed on rice paper for Breuer Revisited show 
some of the buildings’ supporting structures, which he tended 
to design in a very sculptural way, like The Met Breuer’s en-
trance canopy or a column from the UNESCO building in Paris. 
When you stand very close to the prints, you can see the 
imprint of the concrete formwork, the gravel in the concrete, 
the dirt, and the patina of over 40 years of use. When you take 
a step back from the UNESCO print, you recognize the object 
for what it is: a concrete pillar that looks like a sculpture. And 
when you step back even further, you see the three photo-
graphs together, like three figures that are connected but also 
very different from each other. They relate to six other photo-
graphs in the exhibition, which are more classically framed, 
behind glass, of the same buildings, and sometimes even of 
the same parts of those buildings, but with a different perspec-
tive. Lastly there is one image in the exhibition that doesn’t 
share the same room as the others. It’s an A4 print of a 
photograph of a photograph of The Met Breuer building under 
construction, taken in the mid-1960s. I found it casually taped 
to the door of the service entrance where museum employees 
enter every day. I thought it was a beautiful mise en abyme.

Photographer Bas Princen was born in the Zeeland province of the Netherlands in 1975, and 
currently lives and works in Zürich and Rotterdam. Past exhibitions include Earth Pillar, Solo 
Gallery, Paris, 2016; Constructing Worlds, Barbican Art Gallery, London, 2014; The Room of 
Peace (Siena) at the 2014 Venice Architecture Biennale; Resources, TENT, Rotterdam, 2013; 
Photography, Landscape, Image, AA Gallery, London, 2012; and Reservoir, deSingel, Antwerp, 
2011. In 2010, Princen was awarded the Silver Lion for a promising young participant at the 
Venice Architecture Biennale for his joint project with OFFICE KGDVS. He recently published 
The Construction of an Image (Bedford Press, 2015).
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Pillar, UNESCO, 2016
(Marcel Breuer, UNESCO Headquarters, Paris, 1953–58)
Chromogenic Print on Rice Paper
151 x 211 cm
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Pillar, Saint John’s Library, 2016
(Marcel Breuer, Saint John’s Abbey Church, Collegeville, 1953–61)
Framed C-Print
128 x 173 cm
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Garden, IBM, 2016
(Marcel Breuer, IBM Research Center, La Gaude, 1960–62)
Framed C-Print
128 x 160 cm
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Pillar, IBM, 2016
(Marcel Breuer, IBM Research Center, La Gaude, 1960–62)
Chromogenic Print on Rice Paper 
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Gate, The Met Breuer, 2016
(Marcel Breuer, Former Whitney Museum of American Art, NY, 1963–66)
Chromogenic Print on Rice Paper
151 x 211 cm

Met Supplement Final 85% 031917 EK.indd   1427/03/17   11:06



Breuer Revisited: 
New Photographs  
by Bas Princen 

Curated by Beatrice Galilee, Daniel Brodsky Associate Curator of Architecture and Design at The Met

A special commission for The Met Breuer 

A publication by PIN–UP

Met Supplement Final 85% 031917 EK.indd   1627/03/17   11:06



Fire Escape, UNESCO, 2016
(Marcel Breuer, UNESCO Headquarters, Paris, 1953–58)
Framed C-Print
123 x 173 cm
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