
The TV Set 
Three architects exchanged the 

building site for the television 
studio. ‘Architecture is a glamorous 

profession. Until you’re in it.’ 
Text Katya Tylevich

Stan Bertheaud (consulting pro-
ducer, left) and Michael Selditch 
(executive producer/director, 
right) are the co-creators of the 
television series Architecture 
School. They stand on the site in 
New Orleans as the students break 
ground for the foundation of an 
URBANbuild house.
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I’ve been in Los Angeles long enough. Maybe 
this is finally my chance to get discovered. It’s 
all about right-time-right-place, baby, and I’m in 
West Hollywood sitting across from a producer/
director whose résumé is a hit list that includes 
Queer Eye for the Straight Guy and Project Jay, 
and a production designer credited for super-
shows like Lost, 24 and CSI: Miami. 
	 The two men talk to a screenwriter over 
speaker phone – a guy with two theatrically pro-
duced screenplays to his name, the most recent, 
South of Heaven, West of Hell, directed by and 
starring Dwight Yoakum with Vince Vaughn, 
Bridget Fonda and Billy Bob Thornton. The 
three men are speaking over each other, loudly 
exchanging ideas and (if I may) ‘riffing’, while I 
mentally narrate my E! True Hollywood Story, 
thinking how sweet life will be once someone in 
this room finally notices that I’m the next Liza 
Minnelli. (What?) 

	 Nobody notices. In fact, my three tickets to 
stardom are too busy talking about – what else? 
– that ever-dazzling attention hog: architecture. I 
thought I was in a room full of Hollywood insid-
ers. In fact, I’m in a room full of architects who 
are . . . Hollywood insiders. A strange cocktail, 
indeed.
	 I meet Michael Selditch first, the above-
mentioned producer/director who is also a 
writer, show-creator and show-runner for 
numerous unscripted TV programmes. He is 
the co-executive producer of 9 By Design, a 
docudrama that follows New York husband-
and-wife firm Sixx Design as they give the gift of 
flipped, hip interiors to Manhattan apartments 
and hotels while raising seven terribly photo-
genic children. It’s after several friends of mine, 
and one blood relation, declare they’re addicted 
to 9BD that I decide to contact their Mother 
Superior. Selditch agrees to meet me in a hotel 
lounge in Beverly Hills. 

	 Minutes into our face-to-face, Selditch pulls 
the verbal equivalent of opening one side of 
his jacket to reveal it’s lined with baggies of ‘ar-
chitectural stimulants’. We talk about the good 
stuff: his projects du jour. Like the architecture-
competition reality show he has in the works 
– something along the lines of Project Runway, 
emphasis on project. He shows me the treatment 
he’s pitching major networks now; it scans like a 
sexy modern architecture mag. Selditch goes on 
to describe a feature script he’s developing with 
another writer; it’s about a Frank Lloyd Wright 
house in peril. Naturally, we digress to brain-
storm who’d play Grandmaster Frank himself. 
	 We move on to past projects, like Architec-
ture School, a documentary TV series Selditch 
created and oversaw with longtime friend 
Stan Bertheaud – the screenwriter mentioned 
above. Selditch and Bertheaud met in ’89 while 
teaching design studio at Woodbury University 

in So-Cal, where Bertheaud still teaches today. 
Architecture School, which aired on Sundance in 
2008, follows students from Tulane University’s 
School of Architecture through the blood, sweat 
and renderings needed to rebuild hurricane-
torn New Orleans. In 2009 the show won an 
International Documentary Association Award, 
bequeathed upon Selditch and Bertheaud by 
America’s sweetheart, Ira Glass. Selditch later 
shows me their teaser for Architecture School, 
Season Two, which he and Bertheaud are cur-
rently shopping around. ‘For your eyes only,’ he 
says. Oh, how I wish there was a Perez Hilton of 
architecture to whom I could leak this teaser. It 
would get so many clicks!
	 So, how to explain all this architecture porn 
on Selditch’s CV? Well, prior to immigrating 
to TV & Movie Land in roughly 1999 (initially 
as a set designer), Selditch practised as Citizen 
Architect for 14 years. He says he would still 
teach architecture today, if not for the erratic  »

Architecture School
2008

This six-part documentary series follows 
a group of students enrolled in Tulane 
University's School of Architecture as they 
design and build an affordable house 
intended for a home-buyer in post-Katrina 
devastated New Orleans. Filmed during the 
2007-2008 school year, the series follows 
the construction of the third home in Tu-
lane University's URBANbuild programme, 
which offers fourth-year architecture stu-
dents the opportunity to design and build a 
low-cost single-family dwelling. Cofounded 
in 2005 by Reed Kroloff and Ila Berman, 
URBANbuild is a partnership between the 
Tulane School of Architecture and Neigh-
borhood Housing Services of New Orleans 
(NHS), a 32-year-old not-for-profit agency 
that works to restore urban neighbour-
hoods and offers assistance to first-time, 
low-income home-buyers. NHS facilitates 
the sale of URBANbuild houses, while also 
providing the capital and the land. Tulane 
supplies the creativity, the expertise and 
the manpower, in the form of the students 
themselves.

01 The final review. Byron Mouton 
stands at the front of the class. 
Reed Kroloff (lower left, turning 
towards camera) was the dean of 
the Tulane School of Architecture 
at the time and is now the director 
of Cranbrook Academy of Art.

02 Each student designed a house. 
After a final review, they voted for 
the house they wanted to build (no 
one was allowed to vote for his or 
her own design). Adriana Camacho's 
design won by a landslide. Byron 
Mouton (professor/architect) 
stands at the left. Rob Tate (camera/
editor) stands in the back on the 
right with camera. 

03 Adriana Camacho, the winner of 
the design competition, works on 
the model of her S House.

04 The concrete foundations have 
been poured. The house will rest on 
block footings 3 feet (91.4 cm) above 
the ground, clearing the city's 
flood plain.

05 THe S House is almost complete.

06 The crew (right) does a time lapse 
of the finished house as it gets 
dark.
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‘I applied for film 
school because I 

wanted to get away 
from architecture 

and my ex-wife’
– Stan Bertheaud –
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schedule of his current day job. But, no, he 
wouldn’t go back to practising architecture. 
	 ‘I dropped architecture when I got my first 
producing gig on a reality show,’ Selditch says. 
‘I never stopped loving architecture, but the 
profession . . .’ We share a dramatic pause. I ask 
if he misses it. ‘I really, really miss it,’ he says. 
Then he recalls the last project he ever did, two 
years ago: a renovation of his ex-boyfriend’s 
apartment in Manhattan. 
	 ‘We redid the kitchen, moved the rooms 
around, a complete gut job. It was the first time 
I had done a renovation in frickin’ years. And 
that’s when it all came rushing back to me,’ 
he says. ‘Contractor tricks, people not being 
accountable. I thought this is why I don’t do it 
any more.’
	 Though it was difficult to part with ‘the 
thrill of walking through a finished building’, 
Selditch gets the same thrill sitting in the back 

of a movie theatre, watching a crowd react to 
his film. ‘That’s the scary and fun part of both 
professions – putting something out there, let-
ting go.’ Besides, Selditch still identifies himself 
as an architect. 
	 ‘I play the “architect card”,’ he laughs. ‘In 
network meetings, I’ll say, “Well, I used to be 
an architect so . . .” And people are always 
impressed. A lot of TV shows I’ve done are 
design-related because of my reputation as 
the “guy who was an architect and therefore 
knows what he’s doing”.’ 
	 Selditch tells me about the lecture series he 
and Bertheaud initiated some years ago, called 
‘Architects in Hollywood’. Selditch, Bertheaud 
and a roster of other, um, ‘Architects in Hol-
lywood’ – including their good friend, Carlos 
Barbosa (the production designer from Scene 
1 of this article) – spoke at various architec-
ture schools about the experiences they had in 
going from blueprints to big screen. ‘We talked 
about what we do and how architecture pre-

pared us,’ Selditch says, while my mind travels 
elsewhere. To quote my thoughts: ‘There are 
enough architects in Hollywood to warrant 
a symposium on the subject? Hold me.’ And: 
‘Is there an architects’ clique in Hollywood? I 
want in.’ 
	 Selditch reads my ADD-riddled mind. He 
invites me to sit in on a meeting he’s having 
with Barbosa and Bertheaud (on conference 
call) at his WeHo apartment next week. But 
keep it on the DL, he implores me; the two 
projects on the agenda are still hush-hush: 
1. An architecture-show teaser, which the three 
men are working to realize.
2. A set design Barbosa is creating with Selditch 
for an HBO series. (Selditch says Barbosa is the 
only one who understands what he’s asking for, 
because they can speak architect to architect.)
	 And here we come full circle: West Hol-
lywood, Liza, dramatic swell. Consider this ‘the 

flashback’. The climax comes only weeks later 
at Barbosa’s Hollywood apartment, where the 
four of us finally meet in person for an on-
record, architects-behind-the-scenes tell-all. 

	 Confession 1: 
Stan Bertheaud: A single event really triggered 
my leaving architecture for film. I was living in 
New Orleans, and I got divorced. I applied for 
film school in LA because I wanted to get away 
from architecture and my ex-wife . . .
Carlos Barbosa: . . . who is an architect . . .
Bertheaud: I was surrounded by architects. I 
needed to get out of town.
Michael Selditch: You entered the ‘Architects 
Witness Relocation Program’.
Bertheaud: Then in LA, screenwriting was an 
epiphany for me. It was very visual; I would 
think of pictures and write them out. I thought, 
Holy shit! This is the purist way to create. It 
even rivals sitting down late at night to sketch 
a design.’

	 Confession 2: 
Barbosa: I came to Los Angeles in the late ’80s 
as an architect running away from the New 
Orleans recession. I crashed on Stan’s couch for 
a while, got a job here at a big architecture firm 
and then this guy [points to Stan Bertheaud] 
said, ‘Hey! Help us out on set!’ I got the movie 
bug at the same time I became disillusioned with 
the corporate structure of architecture. I hated 
the office I worked in, but I love architecture. I 
live and breathe it. So I felt I’d found a different 
canvas for it in film. . . . I had a good architecture 
portfolio at that time, but I kept hearing, ‘Doesn’t 
matter. You haven’t done film.’ So I went home 
and, with images of real architecture projects I 
had done, I completed a fake film portfolio of 
bogus productions. 
Bertheaud: Carlos, I didn’t know you did La 
Dolce Vita: Spanish version. 
Barbosa: That fake résumé got me my first break.

	 Confession 3: 
Barbosa: The Art Directors Guild has about 
2500 members, and at least 50 to 60 per cent of 
them are trained architects. 
Me: So, the cynical conclusion is that there are 
no jobs in architecture? 
Selditch: The cynical conclusion is that architec-
ture’s just not fun. 
Barbosa: The corporate structure sucks. 
Selditch: You burn out on it.

	 Confession 4:
Bertheaud: I’ve always wanted to do a show like 
Mad Men about architects.
[Note to self: I like where this is going.]

What the tape recorders caught, off record: 
Selditch: I have always been a big fan of Louis 
Kahn, and I remember when I first saw The 
Kimbell I felt I knew the building intensely, 
down to the details of the handrails, though I 
had never been there before. It was the same 
chilly feeling that comes with meeting a celebrity 
at Starbucks. [Laughs.]
Bertheaud: Yeah, architects tell stories like ‘I saw 
Ronchamp’ or ‘I saw Falling Water . . . 
Selditch: . . . and it’s so much more beautiful in 
person.’	
Bertheaud: Whereas in Hollywood it’s more 
like, ‘I was eating the other day, next to John 
Malkovich . . .
Selditch: . . . and he’s so much shorter in person.’ 
You know, my former colleagues in architecture 
have a fascination with Hollywood. They have 
a fantasy image of this world. In the same way, 
non-architects have a fantasy image of architects. 
It’s a glamorous profession . . .
Bertheaud: . . . until you’re in it.  «

24 – Season 8
2010

In this drama series, each season covers one 
24-hour period. Set 18 months after season 
7, the season 8 story arc involves Jack Bauer 
contending with assassination threats made 
during a peace conference between Presi-
dent of the United States Allison Taylor and 
President Omar Hassan of the fictional Is-
lamic Republic of Kamistan (IRK), a country 
similar to Iran. Kamistani terrorists, resentful 
of America and disappointed at Hassan's 
willingness to concede their attempts at de-
veloping nuclear weapons, turn against their 
country with the secret aid of the Russian 
mob. The season is set in New York City, 
with the Counter Terrorist Unit's New York 
City office having been reactivated, but while 
there were originally no plans for filming in 
New York owing to budget constraints, some 
scenes were shot on location.

01 Diplomat Suite at the United Nations 
Tower. The use of a Translight (giant 
photograph) outside the windows 
gives viewers the illusion that the 
action is taking place on the 24th floor 
of the United Nations Tower. In reality, 
this set was built on stage. Mid‐Centu-
ry Modern architecture and furnish-
ings were used to evoke the original 
design of the UN complex, but new sof-
fits were introduced to give the set a 
‘renovated or upgraded’ look. In the 
plot of 24, this suite served as a base 
for the leader of the fictionalized 
Islamic Republic while he attended 
negotiations.

02 Carlos Barbosa, architect and 
production designer of TV series 24, in 
his office.

03 Interior of the CTU set. The CTU set 
was built on stage. This photograph 
shows the bullpen area, with glow-
ing partitions that conform to the 
workstations. In the background are 
the lower-level conference room and 
debriefing room, as well as the upper-
level director’s office. Glass and 
glossy finishes were used to achieve 
both maximum transparency and a 
world of reflections, which create a 
greater sense of depth.

04 The access tunnel. In the story, this 
tunnel links Manhattan with the sub-
terranean location of the CTU (Coun-
ter Terrorist Unit) facility located at 
the southern end of Roosevelt Island 
across the East River from the United 
Nations. The tunnel was built on stage; 
a skeleton of wooden ribs covered 
in a layer of wooden bend board was 
finished with wooden tile board. Tiles 
were painted to imitate the finish of 
‘subway tiles’.

‘I hated the office I 
worked in, but I love 
architecture. I live 

and breathe it’
– Carlos Barbosa –
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