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HR Your growth as a professional and an architect has been 
an international one. You’ve studied and worked around the 
world. You were born in Belgium, studied civil engineering and 
architecture in Ghent and Madrid before hopping continents and 
continuing urban studies in Guadalajara. You decided to establish 
a practice in Mexico City in 2006. For several years you operated 
a satellite office in California while teaching at UCLA. At the time 
of this interview, you and your family are based in Mexico City, 
but teaching and collaborations bring you to Houston and Los 
Angeles nearly every week. These three cities—Mexico City, Los 
Angeles, Houston—are distinct places, but one can draw many 
common threads between them. Could you speak to how dividing 
your time between these cities informs your work and your life?

WI I never wanted to be a sort of global travelling architect who’s 
always on airplanes. In a certain way, we’re not really a global firm in 
the sense that we’ve basically made all our projects and our careers 
in Mexico. We started out with very simple projects, like housing, 
houses, and remodels. Actually, it’s only after eleven years of  
working together—and also after ten previous years of working 
myself—that we had our first small remodel in Los Angeles. 
 But it’s a little bit of circumstance that made that happen. We 
moved to LA because of my wife, who works in contemporary art. We 
lived in LA for six and a half years. There’s a really interesting history 
of exchange between Los Angeles and Mexico, especially around 
the time of the Case Study Houses and the writer Esther McCoy. 
Travelling back and forth, she exported Californian modernism 
to Mexico and promoted Mexican architects in California.  
 Now we’re starting to work in Houston, which is also a bit of 
a coincidence. I was offered a teaching position here at the same 
time we engaged with Kevin Daly, a good friend and colleague 
from UCLA, to do the competition for the Houston Endowment. 
PRODUCTORA operates differently than a truly global office—
we aren’t constantly doing competitions in Seoul and Tokyo, for 
example. But of course we accept every opportunity to lecture 
abroad and we’re happy if we’re able to participate in a competi-
tion in Belgium. We still know our point of gravity is Mexico City, 
but also understand that our roots in Mexico City extend to Latin 
America, Houston, and Chicago as well.

HR Why did you decide to set up your practice in Mexico City?
WI Circumstance, again. After studying architecture and 
urbanism at the University of Ghent, I studied urban studies in 
Guadalajara, where I was reading and writing about the Latin Amer-
ican metropolis. Since then I’ve had very close ties with Mexico City 
and during my travels I met the friends that became my partners 
in PRODUCTORA. There are two Mexicans—Carlos Bedoya  
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and Victor Jaime—and Abel Perles, from Argentina. I also met 
my wife in Mexico. It just happened. It’s not like I left school in 
Belgium and said, “My next step is to move to Mexico and start 
an office with three partners in Mexico.”

HR A consistent theme is that you adapt to the circumstances 
and the opportunities that you’re given.

WI I think about architecture in the same way a little bit. We started 
an office sort of out of pragmatic need. The four of us were working 
independently and sharing an office, but we were constantly doing 
projects together and helping each other out. At a certain moment 
we said, “Let’s call ourselves an office.” I believe that that pragmatic 
outset, gave us strength over time. Ideologies and points of view 
change over time and if your partnership is based on sharing the 
same ideology, then changing your perspective can be problematic. 
 Then, after working together for a while, you start to share a 
common vocabulary, a common way of looking at things. You 
become something you never could have anticipated before, so 
there could never have been shared values as a starting point. That’s 
nice because in one way or another our office is always grappling 
with what we really stand for and what PRODUCTORA really does. 
We generate a very specific type of architecture when the four 
of us work together. All four of us are simultaneously surprised 
and satisfied with the results as it is not something generated by 
a single person. Something extraordinary happens when archi-
tecture comes together as sovereign solution detached from our  
individual personalities.

HR PRODUCTORA was awarded by the Architectural League 
of New York with the Young Architect’s Award in 2007 and the 
Emerging Voices award seven years ago. You have participated in 
biennales in Beijing, Venice, and Chicago six times over the span 
of eleven years. Yet even with a recognized portfolio spanning 
fourteen years, you’re still referred to as an Emerging Voice in 
International Architecture. A “dog year” is seven years, but what is 
an “architect year”? How do you understand this slow drip toward 
notoriety or recognition as a firm?

WI This gets at the specifics of our profession, which is a complex 
one. It requires slow learning and growing. It’s not uncommon 
to say that many recognized architects did their first building at 
a later age. It’s very different than, for example, top models or 
ballerinas or sports people that peak in their career at 18 or 20. 
Actually, I always found it very comforting being an architect and 
to know that you’re continually learning and that maybe you will 
make your first decent building ten years from now.
 We’re both practicing in a cultural moment of accelerated 
globalization that demands novelty in everything. We have to 
learn to accept the fact that we need to learn and mature and that 
some time might pass.

HR Right, some projects can take three years from the moment 
you’re engaged as a firm, through design and construction  
drawings, until the project’s complete—sometimes the process 
is even longer.

WI Sometimes young architects are annoyed by the fact that  
they can’t land big projects. But I think it’s logical. It’s a slow 
profession in which you prepare yourself by doing smaller proj-
ects, building houses, and gaining trust of your patrons. I don’t 
have a problem with it.

HR I know that teaching is important to you and your devel-
opment as an architect. I also know that it’s through teaching at  
UCLA that you developed your relationship with Kevin. Could 
you talk more about this overlap between office and academia? 
How does it affect the conversations you have in the office? And 
in the other direction, why is it important to remain active in the 
academic world?

WI My first reaction is that there’s no connection between the 
office and our pursuits in academia because we run the office as a 
tight-knit group of four people, and our academic work is where 
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that kind of quality, such that there’s a provocative aspect of a 
building for those who like to read between the lines, but for people 
who are just passing by, it feels very common and natural to use 
this building. Several projects that we’ve done share that quality. 
For example, the remodel we did in Los Angeles that reads like 
a basic LA bungalow from the street and the performance hall 
we did in Teopanzolco, which feels like a sturdy, geometric mass 
much like the neighboring archeological site.

HR How did the Houston Endowment competition process work? 
What can Houstonians expect from this new addition to the city?

WI It was a well-organized competition. It was for a client that 
required new headquarters, and that had a very clear idea of why 
they wanted it. They also understood that they would not be able 
to choose the right architect without outside help, so they went 
to a professional team in London, Malcolm Reading Consultants, 
to operate the competition. It has been a pleasure to work on the 
competition first and now on the development of the building. 
The second question about what Houstonians can expect from 
the building is much more difficult.

HR Maybe a better way to phrase the question is: What do you 
have planned for us? What can you tell us about your winning 
entry and what you want to achieve with it?

WI We understand that although we are working for a private 
client, our building must add value to the public realm. That has 
been the leading premise of our competition entry. During the 
first stage we are designing now, we look to resolve everything on 
our site (the building, parking, landscape), but always visualizing 
and planning towards a future connection to the larger park. Then, 
in dialogue with the city, we will weave that project together with 
the infrastructure of the park, which is basically our goal. It’s 
not always so easy; you don’t just erase the line between public 
and private. But we believe that divisions between the public and 
private land in Spotts Park can be mediated through architectural 
operations.

HR It’s very smart that you recognized the blurring of those 
boundaries. Maybe that’s why your entry won.

WI It’s the same condition that the Houston Endowment embraces 
in its daily operation. In the end, the Endowment is a private insti-
tution, but it’s so intimately related to public life in Houston. It has 
the same complex public/private relation as the building site has 
with the city in terms of land use. We are looking for a soft and 
two-sided relationship between the private property and the public 
areas of Spotts Park. This openness also relates to the inside of the 
building. We’re not only blurring the boundaries between public 
and private, but also the boundaries between specific parts of the 
building. This has been the guiding principle for the project.

we can pursue our interests as individuals. We invent our own 
studio briefs and explore certain personal obsessions. However, 
with the example of the Houston Endowment you just brought 
up, it shows that the opposite is true also.
 You’re right that I met Kevin through teaching at UCLA. For 
several years we taught core studios together in collaboration with 
other colleagues. I’m not drawn to Kevin because we make the same  
 “type of work” or we have the same ideas of what architecture is 
about. But through doing things together—teaching, in this case—I 
knew that I could have an enriching and enjoyable dialogue with 
him. That’s when a collaboration becomes really interesting. 
 As I’ve said, many of the buildings we produce at PRODUCTORA 
are collective efforts. They’re produced outside all of us as individ-
uals and they become something new. In retrospect, I’m happy to 
see that same thing is true for the building we did for the Houston 
Endowment. If you compare it to Kevin’s work, I would say it’s 
not really “a Kevin Daly Architects project,” but it’s also not really  
 “a PRODUCTORA project.” It’s a proposal that came out of many 
months of discussion and work rather than from a pre-established 
idea of what architecture should be. So this feels very good. It’s 
surprising. It’s a result that we could not have anticipated.

HR That’s interesting because my next question concerns how 
PRODUCTORA works. There is often a big idea—a formal intent 
that people recognize in the project. In some ways, when you 
work that way, it requires you to be precise and intentional as the 
project develops so that idea doesn’t get watered down, and so that 
concentrated force you agreed upon at the beginning doesn’t get 
lost along the way. How does that work when you’re working with 
another firm? Maybe it gets back to you talking about how it’s a 
surprise, or that there has to be some adaptability in the way the 
process evolves when you’re working with another firm.

WI I’ve been thinking about it, and the reason why many of our 
projects are so driven by geometry at PRODUCTORA is because  
we have to find the tools that allow us to arrive at an agreement. 
When you draw a freehand curve, it’s about personal expres-
sion. But when you design a geometric straitjacket for your  
project—one that’s about rules and systems—the constraints 
are non-negotiable. The design premises then become a precise  
 “descriptive” language allowing all to understand the rules that 
generate a building. These rules usually emerge after we do some  
initial sketches, test models, try outs, and failures. That process 
of emanation is interesting. I really like it. Again, it puts deci-
sion-making outside of your own persona and into an organiza-
tional system.

HR Let’s talk about Houston. You’re spending a lot of time here 
now between teaching and your involvement with the Houston 
Endowment. As you were working on the competition entry, what 
do you remember from visits to Houston that informed the concept?

WI I had visited Houston several times before the Houston 
Endowment competition, and I had been to Rice a few times for 
reviews too. It’s never really clear how influence works, but today 
I understand how much of the Menil Collection and Houston 
itself we pushed into the Houston Endowment project. I think 
Kevin always grasped that aspect very well, as he lived in Houston  
for a long time. While we worked on the project he always under-
stood the presence of the canonical architecture of Houston, 
but also the oak tree canopies of Rice’s campus, for example. 
During the competition’s design process he did several things 
very consciously; while I understood them intuitively at the time. 
Now I’m starting to discover them in retrospect.

HR That’s interesting because when I saw the competition entry 
it was exciting, new, and fresh to the Houston architectural land-
scape but at the same time it’s familiar. There’s something about 
it that seems comfortable for Houstonians.

WI I believe you could say that about everything we do at 
PRODUCTORA. I’m super interested in making buildings with 
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