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Introducing Syllables, the ceiling whose look
depends on you.
Syllables is a collection of highly decorative,
¥ in-relief, acoustical ceiling systems. Each one contains
ol various, distinctly different panel designs.

Arrange these panels any way you choose to
create your own ceiling design.
Despite its intricate look, a Syllables ceiling
requires no extensive design time. And it’s available
. for immediate delivery.

For a portfolio, call 800 233-3823

N \ and ask for Department
N Svlables: (Armstrong
“ N\ N N\ / Circle 1 on inquiry card
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Letters

On returning from a trip, I
belatedly read RECORD’s November
1985 issue and was delighted with
the editorial on licensure for
landscape architects. I was frankly
dumbfounded by the AIA’s position.
The professions have all grown
sufficiently complex that their
inereasing interdependence would
seem to have precluded an action
that seemed rather parochial in
these ecumenical times. Licensure
for landscape architects has been a
matter of fact for over 25 years now
and, as you point out, certainly does
not preclude architects from
practicing in areas where they have
skills. It simply protects the right of
the public to know it is dealing with
competent professionals in the
landseape architectural field. Again,
in the rather complex area of large-
scale community planning, we
frequently will end up with a team
representing up to 20 different
professional disciplines, some of
which we may have in-house but the
vast majority of which are retained
from the best professionals
available, Clearly, in those instances
where licensure is indicated, we
would of course hire a licensed
professional.

FEdward D, Stone, Jr., FASLA
Fort Lauderdale, Florida

I want to congratulate you on your
editorial “Housing the homeless—a
challenge to architects”
[ARCHITECTURAL RECORD, January
1986, page 15]. I recently was
retained by the Boston Society of
Architects to help enhance its publie
service impact, and one of my very
first media submissions concerned
the involvement of BSA members in
housing the homeless. It is also my
understanding that the BSA
cosponsored the national resolution
on the subject.

It is only by banding together and
by increasing both the professional
and nonprofessional awareness of
this pressing issue that we can as a
society solve the problem of
housing the homeless.

Lois E. Boemer

Boemer Associates

Marketing and Communications
Boston

Helene Lipstadt’s review of
Modernism in America, published
in the November 1985 RECORD [page
89] contains an error. Eero
Saarinen, rather than his father
Eliel, placed fifth at Wheaton. In a
sense, Eero’s presence as a
premiated entrant represents a
coming of age of his commitment to
modernism, and Eliel’s background
presence an indication perhaps of
the gap emerging between them.
The elder Saarinen had begun to be
known as “Pappy,” at once a term
of endearment and a benign
honorific reflecting the feeling of a
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new generation that he was
somewhat old hat,

Interestingly, Eero submitted his
‘Wheaton entry while he was
employed in New York at the office
of Norman Bel Geddes; it was his
coworker there, Caleb Hornbostel,
who won first place (with Richard
Bennett),

Peter C. Papademetriou, AIA
Professor

School of Architecture

Rice University

Houston

As an architect who began
practicing in the Wright/Mies/
Corbusier era with its freedom from
eclectic imitation and its emphasis
on the honest use of materials and
structure, I have been baffled and
dismayed at the apparent
acceptance of the so-called
Postmodern style. What I assumed
to be a passing fancy, about as
significant as tailfins on cars, has
seemingly become not only aceepted
but fashionable. How can so many
be so misguided?

I believe I got a glimmer from the
initial editorial of the new editor of
ARCHITECTURAL RECORD, Mildred F.
Schmertz, in the October 1985 issue.

The second paragraph starts off
with the recognition that, for most
of us (readers and architects), the
primary interest is in the design of
buildings. The next sentence is the
tip-off: “While making our own
esthetic judgments as editors and
writers, we also offer editorial
space to architects, planners, critics,
or historians who have devised
compelling theoretical
Jormulations to justify a particular
design approach.” [Italics added in
both cases.] We know from
experience, bitter experience, that
the esthetic judgments of editors
and writers lean toward (or rather
topple over into) the
aggrandizement of the Postmodern
style. Presumably this occurs
because Postmodern building yields
reams of copy, as one might expect
from a collection of Classical sight
gags and gimmicks. It should not
surprise you editors that most
architects are not concerned with
design conjecture but do care
intensely about physical beauty.

Jo Poul Tognstad, AIA
Honolulu

Corrections

Willis N. Mills, Jr., of SMS
Architects is working in joint
venture with Skidmore, Owings &
Merrill on Metro Center in
Stamford, Connecticut [RECORD,
January 1986, page 61].

RECORD should have credited Jack
Chandler & Associates as landscape
architects for the Lieff house
(November 1985, pages 142-143).

Calendar

Through April 15

Mies van der Rohe Centennial
Eazhibition, including photographs,
drawings, and models, as well as
full-scale artifacts and furniture; at
the Museum of Modern Axt,

New York City.

March 4 through May 25

Built for the People of the United
States: 50 Years of TVA ,
Architecture, showing drawings
and photographs, organized by the
Art and Architecture Gallery of the
University of Tennessee; at the
National Building Museum, Pension
Building, Washington, D. C.

March 19-21

Westweek, furniture exhibits and
seminars on contract interior
design; in Los Angeles.

April 8

One-day seminar on roofing
inspection, maintenance, and repair,
sponsored by the University of
Toledo; at the University of Toledo,
Ohio. For information: The
University of Toledo, Division of
Continuing Education, 2801 W.
Bancroft St., Toledo, Ohio 43606
(Attn: I. Kaufman) (419/537-2031).
April 13-15

Conference on “Frank Lloyd
Wright and Contemporary
Architecture,” with papers, panels
and a bus tour of Wright houses; in
Ann Arbor, Mich. For information:
The University of Michigan
Conference Department, 200 Hill
St., Ann Arbor, Mich. 48104
(818/764-1300).

April 24-25

Symposium on “New Regionalism:
Tradition, Adaptation, Invention,”
sponsored by the Center for the
Study of American Architecture,
School of Architecture, The
University of Texas at Austin; at
Jessen Auditorium, The University
of Texas at Austin. For information:
Patricia Henderson, Coordinator,
Center for the Study of American
Architecture, The University of
Texas, Austin, Tex. 78712
(512/471-1922).

May 3-6

The Pan Pacific Lighting Expo
Conference, cosponsored by the
American Institute of Architects,
California Council, the American
Society of Interior Designers,
Northern California and Peninsula
Chapters, the Institute of Business
Designers, Northern California
Chapter, and the lluminating
Engineering Society, Golden Gate
Section; at San Francisco. For
information: Andrea Hoppe,
Conference Director, Pan Pacific
Lighting Exposition, 2 Henry
Adams St., San Francisco, Calif.
94108 (415/621-4761).

Vera ABP
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Life safety /nsu/ai‘lnn with 3 sympathetic ear
.upto 62 SICworth!

Now, the fire blanket that has no e ual for life safety
prowdes systems with high STC, to Comparative fire
tests show this superior high melt mineral fiber insula-
tion protects partition framing members significantly
|on er thaanllass fiber insulation.

ERMAFIBER SAFB, for short, stands taller in sound
attenuation performance, too. Millions of sound-retard-
ing air pockets deliver from 45 to 62 STC’s when in-

©1985 United States Gypsum Company

stalled in stud cavities of USG partition assemblies.
That's where USG unit systems responsibility comes
in strong! Steel studs. Gypsum board. Joint treatment.
Acoustical sealant. Screws. You name it. We make, mar-
ket and test everything you need for dependable sys-
tems performance. See your USG Representative for
specifics. Or write to us at 101 S. Wacker Dr., Chicago, IL
60606-4385, Dept. AR386.
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UNITED STATES GYPSUM COMPANY
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THE DECORA
COLLECTION.
ELEGANT.
NSIVE.

INEXPE

Leave it to Leviton! Here's a line of deco-
rator wiring devices that adds all the value
you look for in a designer collection with-
out adding all the cost. In fact, a typical
residential installation can be equipped
throughout with elegant Decora for only
about $85.00 to $175.00 more than ordinary-
looking devices would cost.*

Rocker switches, receptacles, combina-
tion devices, wallplates, and touch dim-
mers. Available inivory, white, mahogany,
and ebony, with contrasting touch plates
for dimmers in gold and silver. Matching is
simple, contrast is smart. Overall schemes

Leviton. New opportunities through technology.

and design concepts are enhanced, never
compromised. Aesthetic appeal is univer-
sal, so Decora is equally at home in resi-
dential, commercial and institutional
settings.

Switches and Receptacles are available
in 15 and 20 amp ratings in most popular
configurations and wiring methods.
Switches can be plain, illuminated or
custom-imprinted. All Decora devices are
specification grade, meet or exceed UL
standards, are easily installed, and are of
rugged construction despite their trim
good looks.
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But beauty is in the eye (and hands) of
the beholder. So, if you'll get one of your
business cards into our hands, we'll get a
free sample Decora rocker switch and
matching wallplate into yours. See for your-
self how Decora will enhance your next
design without overly enhancing the cost!

Leviton, 59-25 Little Neck Parkway,

Little Neck,N.Y.11362.

LEVITON

*Based on a seven to ten room house
using an average swilch/receptacle mix
as specilied by local electrical codes
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Sometimes can
be hard...on you.

Everywhere you turn today, someone wants to sell you their
“own” particular brand of low-emissivity glass. That’s good.

What’s bad is that many of these companies are selling
low-emissivity glass that has been manufactured using the
“sputter’” method. This method produces a “soft” coat
low-emissivity glass.

“Soft” coat means that the reflective coating on the glass
has a limited shelf life. If this isn’t bad enough all by itself,
it also means that the glass is very susceptible to damage
while being assembled.

This damage, which can happen
during normal handling, may not
be apparent when it occurs. In
fact, it may not show up for
months; like not until the
window has been installed in

your customer’s home or
commercial building.

This won’t happen with
Weather Shield’s “hard”
coat Low-E.

Weather Shield’s Low-E
glass is manufactured
using the pyrolytic method.

This means the reflective coating is applied directly to

TR
TN
\\ the ribbon of glass as it leaves the furnace. This
\ produces a “hard” coat low-emissivity glass that has an
\ \

unlimited shelf life and will not be damaged by normal
handling during assembly.

Don’t take a chance on using a “soft” coat low-
emissivity glass. Do it the “hard” way with Weather
Shield’s “hard” coat Low-E. You’ll be glad you did.

All Weather Protection - Always!
¢
NN e : X} -
[ il

“Better Ideas in Wood Windows

WEATHER SHIELD MFG. INC.
P.0. Box 309, Medford, WI 54451
(715) 748-2100
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A new code of ethics:
Will there be a mandate for mandatory?

At the ATA Convention in San Antonio this coming June, delegates will once again struggle with E=%
the ethics question. A resolution will be presented urging that a newly proposed mandatory Code [g=i

of Ethics and Professional Conduct be adopted. To architects who have never delved into this
particular issue (young, newly minted ones I would suspect), advocating a code of ethics for the

architectural profession must seem to be the right thing to do, not unlike respecting Motherhood
and the Flag. But as most of you know, the question of ethics has been a vexatious one, so much [

so, that the acceptance of the new code at San Antonio is by no means certain.

The ATA first adopted a code of ethies back in 1909, and between then and the 1970s, it was
revised many times, reflecting the changing nature of architectural practice. Some major
changes: architects were no longer precluded from participating in design-build contracts, were
allowed to advertise, and could engage in design competitions that did not conform to ATA
standards. The turning point occurred in the early 1970s when the ATA’s mandatory ethical
standards, along with those of many professions, came under antitrust scrutiny. The Justice
Department declared that the prohibition against competitive bidding for architectural services
was a restraint of trade in violation of the Sherman Antitrust Act. This led to the consent decree
which forbade the Institute to prohibit or exhort against engaging in competitive bidding.

In 1979, out of concern that other key issues of the mandatory code would prove unenforceable & g

under the antitrust laws, the AIA Board of Directors voted to terminate it. In 1980, the old code
was replaced with a so-called Code of Ethical Principles, that is voluntary, non-binding, and
unenforced. Four years later, the 1984 Convention passed a resolution directing that a new
mandatory code of ethics be developed to replace it. A seven-man Ethics Task Force headed by
architect Harry Harmon was formed to draft the code. What caused the change of heart?
According to task force member Peter Forbes, who with the Boston Society of Architects was a
prime mover in getting the ATA to reconsider a mandatory code: “There must be a clear

exposition of what the ATA stands for. There must be a statement that the AIA is not just a good

old boys’ club, not just a synonym for ‘registered architect,’ not just a printing office for contract
forms, not just a lobbying force. Instead it is an organization that holds certain truths to be self-
evident and is willing to enforce them.”

Forbes points out further that membership in the ATA requires more than meeting the
minimum standards set by registration law. The ATA should impose and announce an adherence
to higher principles, including obligations to the public, clients, colleagues and the profession.
Forbes is not speaking of specific contractual conditions. He is calling for standards that would
establish the atmosphere of professional behavior within which the member works.

Those who favor the mandatory code do so also because it recognizes the importance of how
the public perceives the responsibility of the profession for the acts and conduct of its members,
with implications for the profession’s continued efforts to explain the value of using an architect.
More importantly, if architects are to be successful in their efforts to gain legislative relief from
the burden of professional liability claims, they must demonstrate that the profession takes an
active interest in policing itself. A mandatory code of ethics is a clear indicator of this resolve.
Conversely, if the proposed code is rejected by the membership, such action would have a
disastrously negative effect on the public’s perception of the profession.

The new code as written appears to be a generally enforceable document. Policies which might
attract antitrust measures were avoided, and to make sure, the task force’s work is now before
the Justice Department for review. So far, Justice has not identified any problems, but there are
difficulties which remain to be worked out. It remains unclear, for example, exactly how
disciplinary matters will be handled at the local and national levels. Some local chapters argue
that such procedures need to be agreed upon in principle before the new code comes up for
debate at the convention. The task force believes that, on the contrary, the necessary
enforcement procedures should be considered, agreed upon and put in place after the code is
adopted at the 1986 convention, but before it goes into effect in January 1987. However this
matter is settled, the Ethics Task Force emphasizes that the code is first and most importantly a
guide to the betterment of the profession, rather than a disciplinary document. It is also a very
careful, yet inspired effort that deserves the profession’s thanks and support.

Mildred F. Schmertz
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PLEC distribution can

make or bre

This book could make the difference.

PLEC means power, lighting, electronics and communications.
Unless your building’s distribution system for these services
provides adequate capacity, flexibility, aesthetics, and cost effi-
ciency, the result is built-in obsolescence. Costly changes.
Reduced usefulness.

Choosing the right type of PLEC distribution system
should be an important factor in planning and design. And
with a dozen basic types — and hundreds of manufacturers — to
choose from, making the right decision isn’t easy. Unless you get
help from an expert. No-strings help, that lets you evaluate different
systems for yourself. Add up the pluses and minuses. Examine all the
options. Read the book. It’s free. Walker has been a leader in the
development of PLEC distribution systems for over 60 years. Now
we've put our expertise on paper, in an illustrated 16-page guide
to PLEC system alternatives. A guide that can help you decide
which system is right for your building. Infloor, poke-thru,

raised floor, and other systems are described and evaluated against
six important criteria. Advantages and disadvantages are spelled
out. And lest you suspect you won't get the whole story, this

)
>

-your building

o

guide even covers the few types of systems we don't manufacture.
With today’s rapid growth and change in the systems that

bring your building to life, what you don’t know about PLEC

distribution can hurt you. To get your free copy of the PLEC book,

just send in the coupon.

Or call Toll-Free at ™

v S Wealllker

( [n Oth 614_373_444 1 ) P.O. Box 1828, Parkersburg, WV 26102 (304) 485-1611

A DIVISION OF BUTLER MANUFACTURING COMPANY

I Distribution Systems.

Name

I Company
I Address

City State Zip
Mail to: PLEC, Walker Div. of Butler Manufacturing
Walker, Zip Center, PO. Box 553, Marietta, OH 45750 -_l

See our insert in Sweet’s.
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"The history of architecture is
the history of the struggle for light...

Le Corbusier




Lighting the way to tomorrow.
Today, windows are a bigger part of architectural design than ever before.
That's because design is a bigger part of windows.

Kawneer's window line includes both Thermal and Non-Thermal models.

Vertically and horizontally pivoted. Inswinging and outswinging casements. Projected, top-
hinged, fixed and high performance windows. Kawneer has them all. To open design
opportunities. To open minds. |

And Kawneer windows are not only constructed to meet AAMA performance
but standards much higher. Our own. ‘

indows. They let you look at your design in a whole different

IKawneer

The Designer’s Element




For full technical description, tracing details and specifications,
contact your Kawneer representative or write to: Kawneer Company, Inc.,
Department C, Technology Park-Atlanta, 555 Guthridge Court, Norcross, GA 30092.
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Colorful PPG Duranar’ fluoro-
polymer enamel is the finish coat
with unmatched resistance to
color change and chalking.

The Versacor' epoxy base coat,
heart of the Robertson protected
metal system, is unsurpassed

in its resistance to corrosion,
chemicals and industrial
pollutants.

Specify the best for both beauty and protection with
Versacor PF from Robertson. You'll get the finest fluoro-
polymer (PVF,) finish coat (Duranar with its Kynar® 500
resin) on the outside, then just beneath that, the world-
class, 3-mil thick protection of Versacor epoxy base coat
over galvanized steel or aluminum substrate, depending on
corrosive situation and owner preference.

Put the protection of Robertson Versacor and the
beauty of PPG Duranar enamel to work for you on low- or
mid-rise metal wall or roof panels, high-rise curtain wall
systems, or any of a variety of industrial metal product
applications. Because, no matter what the product, or
where in the world you use it, Versacor PF* will out-perform
any other PVF, finish system.

Extensive testing and years of on-site-proven per-
formance have shown this coating combination is the
best you can buy. Write or call us and we'll be happy to
showyou. H. H. Robertson Company, Dept. AR-3,400 Holiday
Drive, Pittsburgh, PA 15220, Phone 412/928-7500.

Ro) iF

*Robertson uses PPG Duranar as its finish coat for all Versacor PF products and applications,
worldwide.

Robertson and Versacor are registered trademarks for H. H. Robertson Company. Duranar

and PPG are registered trademarks of PPG Industries, Inc. Kynar is a registered trademark
of Pennwalt Corporation.
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Architects:
Blue/Sun, Ltd.

Advanced design
ROTO Roof Windows
let in a lot more light

— while exceeding the energy efficiency
of triple glazing!

K

Consider the facts: ROTO’s
world-famous slim profile design
significantly increases the amount
of glass area in relation to the
overall roof window size, letting in
up to a remarkable 80% more
sunlight and passive solar energy
than any other roof window avail-
able . . . and all new high-efficiency Low “E’’ glass comes
as standard — not an extra.

Installation is surprisingly fast and easy. 3 models are avail-
able in 8 popular sizes, with a full range of options and
accessories. Check Sweet’s File 7.8/ROT and send or call
for our 8-page color brochure.

Let in more light with ROTO

(Outside CA and CT 1-800-243-0893)
(In CT 203-526-4996) (In CA 209-524-0262)

Install flatter, neater, timmer

ROTO FRANK of America, Inc.,
Research Park, P.O. Box 599, Chester, CT 06412

4777 North Star Way, Modesto, CA 95356
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INTRODUCING THE NEW STANDARD All the facts

about the just-

FOR STEEL JOISTS... introduced K-Series
Open Web Steel Joists
which will replace the
current H-Series. 64
pages filled with the
latest changes in the
specifications,

the totally new

- LOAD UP K-Series
Load Tables,

ONIT. even a new
Economy Table

to ensure selection
of the most efficient
joist.

N G N S G N . .

L--_------------------------
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| New edition: Managing Director 1l
Standard Specifications, Steel Joist Institute n 'I i
1 Load Tables and Weight Chamber A STA =
I Tables for Steel Joists and 1205 48th Avenue North |
| Joist Girders. $8.50 per copy Myrtle Beach, SC 29577 [ ]
No. of copies
| |
i 50 Year Steel Joist i
1 Digest. Everything you need to Name ]
| determine load capacities in |
1 existing joist-supported Firm 1
i structures._ $34.00 per copy |
No. of copies
I Total enclosed Street |
1 ) 1l
| Paymentincludes first class City 1
1 postage and handling and must ]
accompany order. State Zip J

SPACE-SAVING
DESIGN:

The Lapeyre Stair uses
less floor space than
conventional stairs
and is safer and easier
to use than spirals. The
patented alternating-
tread design provides
easy, safe access to
lofts, balconies,
basements or attics—
any location where
space is restricted.

CALL 1-800-535-7631
(inLA, call 504-733-6009)
for more information,
or to order. We need
only one accurate
dimension: lower to
upper floor height,

to give you price and
floor space required.

LAPEYRE
STAIR \c

P.O. Box 50699
New Orleans, LA 70150

Circle 12 on inquiry card




Design Competition for Pershing Square
The Park in the Center of Los Angeles

Pershing Square is the oldest
park in Los Angeles. Located
in the heart of downtown, it
has long been a barometer
of change in the city. This
design competition challenges
artists and designers to pro-
pose a new central square for
L.A.; to create a center 1n a
city notorious for not having
a center; to reflect the inter-
national flavor of the city;
and to celebrate the heritage
of Los Angeles and the prom-
ise of its future. The new
park should take advantage
of the wealth of plant mate-
rial able to grow in Southern
California and create a set-
ting, botanical in quality and
unlike any other open space

©

in downtown Los Angeles.

ELIGIBILITY

This is an open interna-
tional design competition.
It will be conducted in two
stages. The first stage is
anonymous and is open to
urban designers, archi-
tects, landscape architects,
artists and any other related
disciplines or interested
parties, Five finalists will
be selected to compete in
the second stage. Eligibil-
ity for the second stage
will include (1) a demon-
strated ability to legally
provide professional design
services in the State of
California, (2) a demon-
strated familiarity with
Southern California cli-
matic conditions, plant
material and lifestyles,

(3) a commitment to have
at Jeast one member of
the design team located in
California should the team
be awarded the contract.

REGISTRATION

Program packages will be
available March 15, 1986.
Entrants may register and
obtain the program by
sending complete name(s),
address and telephone
number along with a reg-
istration fee of US $55 to

.the Competition Advisor.

Program includes video
cassette. Checks should be
made to “Pershing Square
Management Association”.
Registration closing coin-
cides with the first stage
deadline, May 31, 1986.
The second stage finalists
will be announced June 12,
1986 and will submit their
refined proposals July 31,
1986. The winner will be
announced August 15,1986.

SUBMISSION

The first stage of this
design competition seeks
conceptual ideas for the
new park in the center of

downtown Los Angeles.
Submission will be a max-
imum of two 30" x 40"
boards. First stage drawings
will include a plan, cross
section and other views of
the site. Drawings may be
in any medium and may
include color and narrative
text. In the second stage,
plan refinements, techni-
cal and budget informa-
tion and athodel may be
required.

AWARDS

It is the intent of the spon-
sor to negotiate a contract
for the design of the square
with the authors of the

winning entry. Irrespective
of contract negotiation,
the winner shall be paid a
cash prize of US $10,000
Each of the five second
stage finalists shall receive
a Certificate of Qutstand-
ing Merit and 2 US $7,500
honorium to defray com-
petition expenses.

SPONSORS

This design competition
is sponsored by the non-
profit Pershing Square
Management Association
and the Design Arts Pro-
gram, National Endowment
for the Arts, in conjunc-
tion with the City of Los

Angeles, through the
Office of the Mayor,
Department of Recreation
and Parks, Community
Redevelopment Agency
and the Cultural Affairs
Commission.

For further information
and registration write:

William H. Liskamm, FAIA

Competition Advisor

Pershing Square
Management Association

523 West Sixth Street,
Suite 200

Los Angeles, CA 90014

Or call:

Competition Secretary
213-624-5115
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Architects list safety as a pri-
mary consideration in overhead
glazing design. That is why
laminated safety glass was
specified in atrium of the
Philadelphia Stock Exchange.
In the event of breakage, lami-
nated glass tends to remain

in its frame, reducing the risk
of injury from broken glass.
Its use in skylights is ap-
proved by the Model Building
Codes. For overhead safety,
specify code approved lami-
nated safety glass.

Circle 14 on inquiry card

Making Glass that WORKS for You

3310 Harrison, Topeka, KS 66611 « 913-266-7014

COLUMNS

WORTHINGTON GROUP, LTD.

Finely crafted columns in Ponderosa pine

Sculpted capitals in many styles

For information/brochure
call or write

P.O. Box 53101
Atlanta, GA 30355

( security + design

"N'o.-. ‘.“.,‘ ‘,i i

Model RR300 shown

Rally Racks are architecturally designed to be
maintenance free with no moving parts. They accept
all bicycles and locking devices recommended for
safety. Modular components for flexible site enhance-
ment. Vandal proof installation hardware included.
Five economical models to choose from, as well as
units for mopeds and motorcycles.

since 1971

Send for our free color catalog . . .

P.O. Box 299, Sonoma, CA 95476

404-872-1608

Circle 15 on inquiry card

707-938-4744
See us in Sweets and LA file
Available under GSA & HUD contracts

_/
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NewTHERMAFIBER"®

Smoke'Stop'System keeps smoke from S
pushing through THERMAFIBER insulation at“poke- |
through” openings and curtain wall seams. Essential
component of this exclusive system is THERMA-
FIBER® SMOKE SEAL™ —a special fire-resistant seal-
ant that blocks the passage of smoke between floors. The | 5
unsurpassed life safety results are, not only a 3-hour fire
barrier, but an effective shield against lethal particulate |
smoke.

See our representative for complete systems informa- \
tion. Or write to us at 101 S. Wacker Dr., Chicago, IL. 60606- |

4385, Dept. AR386. ©1985, USG Acoustical Products Company 4

USG Acoustical Products company |
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ANDERSEN PROVIDES
A UNIFORM WINDOW PROFILE

O MATTER WHAT SHAPE YOUR
AGINATION IS IN.

Triangular forms are the basic
1eme of the Ruhlin Company
eadquarters building in Akron, Ohio.
yver 500 windows, all Andersen?
/ere used in this passive solar design.

In the triangular window
penings Andersen Perma-Shield
lexiframe® units, 166 of them, were
sed. These can be shaped to fit any
rchitect’s imagination. Here, they
re in perfect geometric harmony
/ith the massive structural beams.

The Flexiframe units have the
ame site line, finish and details as
1e standard Andersen Perma-Shield
asement windows used in the super-
ructures at the roof peaks. These

T
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clerestories let abundant natural light
stream through to brighten the interior
and decrease the use of electricity.
The earth-hued Terratone color
and the uniform Andersen profile

add a unifying dimension to the
building. Outside, the color harmonizes
with the redwood siding and trim,
and the sandy-brown asphalt

shingles. Inside, with the beautiful
trim of birch and black walnut.

From past experience, the
architects knew that by specifying
Andersen windows, they could plan
on high performance The energy
efficiency built right into Andersen
windows far exceeds industry
standards for weathertightness.*

NRAN 750 , Low maintenance, too. Rugged

e N N i Perma-Shield® vinyl not only protects
the insulating wood core of Andersen
casement windows from moisture,
but it is virtually maintenance-free—
doesn’t need painting.

. The Ruhlin Company is one more
o example. With Andersen windows
your imagination can run wild.

For more information call your
Andersen distributor or see Sweet’s
File 8.16/An.

Or write Andersen Corp
Box 12, Bayport, MN 55003

== N
{

Come home to quality. m
Andersen

Circle 18 on inquiry card

IWMAS. 2-80 86135 © 1986 Andersen Corp.



normbau |

Creative doors
unlimited!

Make creative entranceways and add
the senses and colours of all outdoors
with a NORMBAU door pull hardware sys-
tem. Push/pull handles of tubular nylon
in many configurations and types of
aftachment. Dress your new or remodeling
project to the limits of your imagination.
Fiffteen striking colours lend a contem-
porary European style. Ask for complete
NORMBAU door pullsysteminformationand
prices. And check these other NORMBAU
DESIGN SYSTEMS: builders hardware and
door lever trim sets, cabinet hardware,
bath hardware and accessories. Also rail
systems.

NORMBAU, Inc.
1040 Westgate Drive  Addison IL 60101
312/628-8373

Circle 19 on inquiry card

Specify the best

Freedom to get up HIDDEN WALL SYSTEMS
and down stairways.

The Cheney Liberty™ Wheelchair

Lifts enable individuals to ride safely
from floor to floor both indoors and out.
The Lifts are so versatile they can
even go across straight interme-

diate landings.

e Optional top or bottom overruns

¢ 500 pound load rating

The Cheney Handi-Lift® Vertical
' Wheelchair Lift provides safe stairway
Liberty afcess ?nd its attracti\ée design com-
e L plements any surroundings.
SelSsRSAR e Lifting range of 4 to 12 feet
e Indoor and outdoor applications
¢ 500 pound load rating

Where a restrictive access is required, F ) .
you'll find the Handi-Enclosure™ | , Egl?s%gzﬁitﬁ :Iciltet‘ggide:\l/k;/rglgtl;n;teel
unsurpqssed for'safety, g.OOd looks, and A | | insert, d'esigned to work with metal
ease of installation. To find out more studs/dry wall application. Concealed
about the freedom Cheney Lifts can 7 ?grt'twlir::gshcr’w]grswgt?;?lc ‘:aettcs for shelves,
prO):jlde in pub|_lt(; bDua':'(Ij(l_,?\%SLoerwp;“(l)arte YOCA stud is a combination metal wall
resiaences, wri | stud and slotted insert. Accepts dry wall TWO UNIOUE HIDDEN STANDARD
T 1-800-782-1222. and provides concealed slotted standards 0
Handi-Lift call il irae to hold brackets for shelves, cornices, SHELVING SYSTEMS - CHOOSE THE

hangrail, etc. for stores, commercial and ONE THAT BEST FITS YOUR NEED!

institutional construction.

Helping people help themselves.

The CHENEY company F[]RTEDMPLETE s TELEPHONE 312/873-3833

PO. Box 188, Dept. AR New Berlin, W| 53151 INFORMATION, g~ 5925 SOUTH LOWE AVENUE, CHICAGO, ILLINOIS 60621
1-800-782-1222 (414) 782-1100 WRITE OR PHONE FOWI METAL MFG. CO.

Circle 23 on inquiry card
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IF YOU HAVEN'T GOT
MONEYTOB

Zonolite Presents

THE FIRE BARRIER ROOF.

If you're in the market for an
economical, fire-rated roof assembly
with high thermal performance, here’s
one that’s right on the money.

No matter if it's for a new steel deck
or concrete substrate construction,
Zonolite Roof Insulation Systems
deliver. Up to 37 R’s. In a wide choice
of roof assembly designs. Fire-rated
up to 2 hours.

Equally important, they save you
money by eliminating the need to add
a separate fire-resistance barrier, or
fireproof the underside of a steel deck.

With the Zonolite System, insulation
boards are totally encapsulated in
lightweight concrete for protection
outside as well as in. Should a fire start
on the exterior of the roof, perhaps

Fire-Resistant
Zonolite®
Insulating Concrete

Cost-Effective
Insulperm®
Insulation (EPS)

from blowing embers or a roofer’s
torch, there is virtually no cause for
concern. It won’t contribute to roofing
spread of flame and has the UL and

FM Ratings to prove it.

Zonolite Roof Insulation Systems
are backed by Grace’s nationwide
force of roofing professionals who are
ready to assist in every phase of
design, installation, and inspection.
Zonolite is part of a family of quality
fireproofing and insulation products
such as Monokote® Fireproofing,
which have helped make Grace a
leader in the field of fire-protective
materials.

For more information, contact
Grace, the Expert’s Choice.

Call toll-free 1-800-242-4476 or
write to Tony Garone,

W. R. Grace &Co.,
62 Whittemore Avenue,
Cambridge, MA 02140. construction Products

Cirela 24 an iy aaid




PRACTICE POINTERS:»REYIEW WORKING DRAWINGS

t B s
i

An architectural firm had a new employee t the firm still had to pay a substantlal deductlble
design a concrete canopy over a long walkway at | By sharing actual case examples like:this, CNA |~ |
a large motel. Since it was a small part of the Insurance and Victor O. Schinnerer & Company, o
total project, the employee’s workmg drawings Inc.,canhelp you avoid similar losses and thereby: ™
went unchecked. control your professional liability premium. 1

Construction was well underway whenthe . . | Our loss control program, drawn from nearly" - | |
firm’s job captain noticed the columns appeared 30 years of continuous experience, provides - -
inadequate to support the canopy dead load, let | | ~seminars and bulletins with information on how 3
alone bending and rotation movement. Even w1th - you can help to reduce losses and control clalms |

the help of a cooperative contractor, remedial ; Contact Schinnerer. We offer you a program .
work came to $100,000. While the loss was lnsured worth investigating. N
_ - Y

Victor O. Underwriting Manager , , , v : ‘ o
[ 5028 Wisconsin Avenue, NW T S o
SC ']lnnerer Washington, DC 20016 (202) 885-9500 ; ' : , . :
Coverage for this program is provided:by:, ;

\

8 Company, Inc. Continental Casualty%ompany Gne of the' CNA Insurance Companies. For All the' Commitments You Make®

,(";ircxl_e 25 on;inquiry card ‘




From single-ply membranes to high performance insulation, Grace Roofing Systems provide new
dimensions in versatility for new or retrofit projects.

Grace technical representatives will help you select a system that perfectly fits your roofing needs.

Backed by some of the strongest warranties in the field, Grace Roofing Systems are installed by a
nationwide network of Grace-approved applicators.

For more information, contact: Grace Construction Products, Cambridge, MA

02140 (800) 242-4476. Circle 26 on inquiry card

Call Grace toll-free at (800) 242-4476




CRAFTED
WITH PRIDE
IN USA.

With the advent of
Du Pont certified ANTRON
PRECEDENT, commercial
carpets enter a new age. Take
on a luxurious dimension. And
lead brilliantly longer lives.

ANTRON PRECEDENT
virtually doubles the life span
of commercial carpets. And

the quality of that life is far
superior to any other. ANTRON
PRECEDENT carpets have
arich beauty that defies heavy
traffic. Their resistance to

soil and stain is unrivaled.

Their texture retention is unsur-
passed. They're carpets that
look newer longer and

reduce maintenance cost.

It’s a performance that’s light
years ahead of other carpets,
and only Du Pont could create
it. What goes into ANTRON
PRECEDENT is revolutionary
fiber engineering, TEFLON®
Low Surface Energy technology
and stringent construction




DuPont introduces Antron Precedent”
with performance that will eclipse all other carpets.

standards. And what It’s your assurance that
comes out is a carpet it’s met the toughest
system that’s so ad- specifications in the
vanced it commands a business. Those of
Du Pont certification mark. Du Pont for ANTRON
So when you demand the PRECEDENT.
iltimate in performance and Call today for more informa-
style, specify a carpet that’s tion and a list of quality licensed

backed with the quality “Q”. mills. (800) 448-9835. New certi-

Giral2 27 an indquivy sanl

fied ANTRON PRECEDENT...
only from Du Pont. It’s nothing
short of out of this world.
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Versatility In climates frigid and hot,

locations wet and dry,

vou never elevations high and low,

structures new and old,

thﬂug ht STO Exterior Insulation

Systems outperform

pOSSi ble other materials—

i like night and day.
WIth ’ That's because STO
exterior wall systems envelop the

outside of your building

insulation like a protective shield
that insulates and resists

SVStemS . moisture, yet remains
flexible even in extreme

or changeable condi-
tions—beautifully.
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STO INDUSTRIES, INC.

Quality Lane, Box 219
Rutland, Vermont 05701
Toll Free: (800) 851-5533

Circle 28 on inquiry card
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What you need.
When and where you need it,

kil




. Umtéd Jersey.
- The fast-moving o

SunarHauserman
5711 Grant Avenue
Cleveland, Ohio 44105

I ,é say ﬂz:;at Uﬁlted JerseyBanks lS a c.asé‘m pom R
tbaraWeinstem, The Hillier Grot

SunarHauserman
One Sunshine Ave g




It’s important
for a heavy plate
door to operate
properly... ol

*When so specified. Type J and Type JD
(pictured) are available with stainless steel
hardware throughout.

See our catalog in Sweets.

vou can specify
one that will.

When you specify a Bilco floor, pit or sidewalk door,
you call for long, trouble-free service. Most important,
as with all Bilco products, you specify one that will
operate properly.

There is a complete line of Bilco
walk-over access doors for inte-
rior and exterior installations.
They are available in steel and alum-
inum* in a broad range of standard
types and sizes, as well as special sizes. All
are designed for smooth, easy operation and all
will give your client lasting satisfaction.

DOORS FOR
SPECIAL SERVICES

The Bilco Company, P.O. Box 1203, Dept. AR3/86 New Haven, CT 06505

Circle 30 on inquiry card

EDWARD ROEHM SPEAKS WITH AN ACCENT.

"The intense visual competition of a retail center demands that
buildings speak up and get attention. We found an accent of
Fancy Cuts Shingles lefs our structure state its case with warmth,
quality and a detinite flair’

—Edward R. Roehm, AIA, The Design Collaborative

SHAKERTOWN FANCY CUTS®

Send for a free design ideas portfolio: Shakertown, Box 400-ARF3 Winlock, WA 98596.

Circle 31 on inquiry card

So Beadex is offering their tape-on trim!

Beadex Tape-On Corners are + Ease of application
free floating. Unlike Nail-On * No nail pops
Corners, Tape-On Corners « Shallower bead means less shrinkage

: * More rust resistant
will not. crack along the outer « Better surface for joint compound adhesion
edges if stud movement or + Paint adheres better to bead portion than to
shrinkage should occur. bare steel

* Available in 90 degree and %" radius corne

DETAIL ; ] STYLE  DIMENSIONS DESCRIPTION
e meaL 2 A B C D BEADEXOUTERCORN
N 5 B1 1582 2wae et s ooncealed Metal
¢\ 4 Galvanized metal corner
N 8 B-1W  19/32" 27/32" 13/16” 13/16" bead laminated to expos:

paper tape offers an ex-
cellent bond for joint ce-
ment and paint. For use
any thickness of wallboar|

B-1XW 23/32" 31/32" 11/16" 11/16"

1304 318
mETAL TapE

N 7/
> l BEADEX SOFTLINE

Softline corner and cove products help create the appealing

rounded inner and outer corners favored by many designers

Paper tape laminated to galvanized metal assures excellent

adhesion. The 3" radius adapts well to either 2" or 54"

drywall.

SOFTLINE CORNER

TAPE METAL
38 1112

SOFTLINE COVE

BEADEX MANUFACTURING COMPANY, INC.

833 Houser Way North 1325 El Pinal Drive
Renton, Washington 98055  Stockton, California 9520
(206) 228-6600 (209) 462-6600

Manufactured under U.S. Pat. No's. 2,649,890, 2,593,859
Other patents pending.
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Cotgan
JChallenge

Steelite challenges any other
metal panel coating system to
even equal—much less exceed
—the all-around performance
and long-term field experience
of the unique Corrstan
multi-mil coating system!

Nothing—but nothing—even equals

the Corrstan system. That is quite a
strong statement. There i1s some strong
evidence behind it. Call or write for our
new Corrstan Challenge brochure.

STEELITE, INC.

1010 Ohio River Boulevard
Pittsburgh, PA 15202

(800) 824-1370 (in PA)
(800) 824-1371 (outside PA)

Circle 34 on inquiry card
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SHELTERING AMERICA FOR OVER TWO CENTURIES.

1t E. Payne, Architect, Richmond, Virginia

rations will appreciate the distinctive, handmade quality, natural cleft and
re of Buckingham Virginia Slate roofing products that make any roof endur-
beautiful. Call or write for our free catalog and specifications catalog today.

Circle 35 on inquiry card

In the eyes of the world,
BuckinghamVirginia Slateis the
most highly regarded natural
roofing material in America.
Non-fading,with a high-mica
content, this slate was specified
by Thomas Jefferson, and is still
selected by eminent architects
of our time for its permanence
and natural beauty.

Because it blends with
either contemporary or tradi-
tional architecture, and helps to

blend both, its a
natural, super-
lative choice

for

residential

work, churches,
schools, commercial
and municipal jobs.

If you want to create
shelter that will be around for
generations to come, above all,
use a permanent roof of
Buckingham Virginia Slate.

.. Buckingham-Virginia
I Siate Corporation

4110 Fitzhugh Avenue + P.O. Box 11002
Richmond, Virginia 23230 (804) 355-4351
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IN TRODUCING THE FIRST AMERICAN BUILDING

The National Building Museum. A home for all members of the
building community. A place to exchange ideas, information,
and opinions. A rallying point to celebrate and promote building.
A center to enhance public understanding and appreciation of
the building arts and sciences.

The National Building Museum’s program of exhibitions,
films, and publications covers all aspects of the built environment.
Its information center supplies the building industry with current
and historical technological data. Its documentation center collects
both written and visual materials to aid writers, teachers, and
researchers.

The home of NBM is the century-old Pension Building in
Washlngton D.C., an architectural and engineering marvel whose
Great Hall is plctured above.

A nonprofit institution, NBM needs your support in order
to support you. Join us.

32Ed  Architectural Record March 1986

Judiciary Square, N.W., Washington, DC 20001
-

Become a charter member of the National Building Museum
Members are sent BLUEPRINTS, the museum’s publication, and
receive discounts on special activities. NBM is a nonprofit corporation.
Your membership is tax-deductible.

Name

Address

City State

Regular $15 Sponsor $50 Patron $500

Contributor $25 Benefactor $100  Student $5
Overseas $22

Make checks payable to:
National Building Museum and send to:

Membership/National Building Museum
Pension Building

NATIONA
BUILDIN




imm After you've seen Franke's Prestige Line...

Technology

EEE For the first time in years,
there is a design concept in
high-end stainless steel sinks that
is at once beautiful and
practical.

BN Franke created the
Prestige line to satisfy your
customer’s desire for a new
look in stainless that keeps pace
with contemporary cabinetry.
Bl Prestige melds the soft
curves of continental styling
with one of the largest sink
compartments available. .. all
within standard dimensions.

MM Every Franke sink is

Franke, Inc.

Kitchen Systems Division
2294 North Penn Road
Hatfield, PA 19440

Circle 36 on inquiry card

B Quality

made of heavy 18 gauge
stainless steel, with the highest
nickel content available, 18/10.
And, our sinks are fully under-
coated. Twice. They are extra
quiet. However, the best expres-
sion of Franke's emphasis on
quality is the flawless satin

finish that will retain its glow
indefinitely.

HEE We offer a complete line
of faucets in single or dual
control. Some with handy
pull-out spray spouts. Our
faucets coordinate with custom-
fitted accessories that add color
and versatility to the sink area.

M Design

Colanders, drain trays and
baskets, soap/ lotion dispen-
sers, and teak cutting boards
transform a Franke sink info a
complete work center.

M The Prestige line includes
single, double and extra-large
double models. Ideal for new
installations or remodeling.

BB E Continental design for
the American home. Franke.
The internationally recognized
leader in sink design for over
50 years.

N Send for our free
booklet; we'll tell you more.

Kitchen Sinks
Faucets
And Accessories
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ROCK OF AGES CORP. ARCHITECTURAL GRANITE

The Fleet Center, Providence, Rhode Island.
A perfect example of just how perfect
Rock of Ages Granite can be.

Contact our sales office for our brochure,
color selection, finishes, applications,
samples, budget prices or technical
assistance. Call toll free: 1-800-445-7050,
or in New Hampshire, call 1-603-224-5325.

3 : T NSt
Architect: H.O.K. ROA Manufacturing Plants — PO. Box 482, Barre, VT 05641
Construction Manager: Gilbane Building Co., Providence, Rl ROA Sales Office — 369 North State Street, Concord, NH 03301
Developer: Gilbane Properties, Inc.
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Few would argue with the critical
need to conscientiously comply with
building codes.

Yet, for those whose task it is to
design beautiful, functional buildings,
the influence of volumes upon volumes
of code requirements is undeniable.

Fortunately, Won-Door’s folding fire
doors now provide a way to comply with
critical building codes and still allow you
to design your building to look and
function the way you choose.

j For example, Won-Door Fireguard
. Doors can provide:

Code Required Fire Exit Corridors as long
- and as high as needed by folding from a
hidden wall pocket.

- Code Required Occupancy Separation

' Code Required Area Separation preserving
‘without compromising the appearance of an  the design prerogative for large open
. | elegant stairway or other design feature. space areas. :

Calt Won-Door toll free 1 (800) 453-8494,
or your nearest Won-Door dealer for all

Won-Door Fireguard™ protecting life,
property and beautiful building design.

A, A
A\ 4
- "!:‘ S i =3 d "‘g.,: i i
Code Required Elevator Lobby Separation ~  Increased Building Security as anadded
without cumbersome swing doors or ~ bonus with optional automatic opening and 1865 S. 3480 W.
At 4 aline ol , Salt Lake City, Utah 84104

Circle 46 on inquiry card

SEE US AT CSI BOOTH #'S 1836 & 1838 @ 1986 SWEET'S CATALOG FILE SECTION 8.8
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Back issues of

Architectural Record
—always in demand!

issing the July 1984 issue? 1-9 copies: $6 each Though we have copies of most

Or is it the September 1983 10-19 copies: $4.50 each recent issues, please check the
- issue you lack? Many back 50-49 copies: $3.90 each availability of the issues you need
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New seismic
standards available

After several years of development,
the Federal Emergency
Management Agency has released
comprehensive design standards
that would improve the seismic
resistance of new buildings. The
standards are intended for
voluntary use by code organizations
and design professionals who may
build in regions without adequate
codes, and were developed by the
Building Seismic Safety Counecil
with technical support by the
National Bureau of Standards and
funding by FEMA. Entitled
NEHRP Recommended Provisions
Jor the Development of Seismic
Regulations for New Buildings—
1985, the standards are available in
a three-part report in which the
basic provisions and commentary
are contained in the first two parts
and an appendix in part three. For
copies, contact FEMA, P. 0. Box
8181, Washington, D. C. 20024.

Engineers’
peer reviews
yield insights

The system set up some time ago by
the American Consulting Engineers
Council—by which members
volunteer to monitor and comment
on the practices of other volunteer
members in order to improve the
monitored firm’s performance—has
yielded both a general knowledge of
why many firms most often have
problems and some very practical
benefits that may result from the
review process.

Among the former: a common
problem in many engineering firms
is a Jack of communications
between the people who write
contracts with clients and the
people who will do the work, so that
there is confusion on what is to be
done and the number of hours that
should be budgeted to do it.
Another common problem is a lack
of project planning.

Potential benefits that the review
process may yield include not only
better design performances but—of
vital importance these days—lower
insurance premiums. One major
carrier, which insures architects as
well, has agreed to work on a
program by which engineers
participating in the review process
may be able to achieve lower rates.
Still, ACEG vice president James K.
Coyne, citing the current “litigation
pollution,” recently told a House
pane] that a third of his members
could get no insurance.

More on liability from

“Grassroots” and elsewhere

With the ATA estimating that
almost half of all firms in the design
profession experienced a
professional hability claim last year
(compared to 12 claims per 100
insured architects and engineers in
1960), and that 13 percent of
architectural firms had to operate
with no outside insurance, and with
the average costs of claims rising
from $5,481 to $70,000 over the past
25 years, the session on possible
congressional action that would
solve the liahility problem drew a
more-than-normally-attentive crowd
during the ATA’s “Grassroots '86”
program in Washington D. C. on
January 29 through February 1.

“It’s truly a national crisis,” said
Representative James J. Florio,
chairman of the House commerce,
transportation, and tourism
subcommittee. “The problem is not
new, and it has surfaced in past
years mostly in connection with
medical malpractice and product
liability suits.

“But,” continued Florio, “in
recent months, it has spread to
pollution, day-care centers, large
companies, small businesses,
municipalities, nonprofit
institutions, and on and on to the
point that insurance companies
themselves are having trouble
getting reinsurance.”

Florio said the causes of the crisis
are complex and are traceable to
such diverse factors as volatile
interest rates, state regulations,
insurance company practices, and
basic difficulties with the nation’s
system of tort law.

One major cause, Florio said, may
stem from “cash-flow
underwriting,” by which insurance
companies underpriced their
product to maximize cash flow
when the yield on investment
income was high. “When interest
rates fell, investment income was
no longer compensating for the
underwriting losses from
underpriced premiums.

“The insurance industry is
virtually unique among major
industries in that it has been largely
shielded from direct federal
monitoring by the MeCarran-
Ferguson Act passed in 1945, While
some states, such as Florida, are
coming up with proposals for
tighter control over insurance
companies, questions have been
raised whether the states have the
capacity, resources, and expertise to
deal with the crisis on their own.”

The solvency of insurance
companies is another problem.
“There is no federal safety net, as
there is for bank failures,” said
Florio. “And the data that state
regulators receive from some
companies are extremely
unreliable—even while the number
of financially troubled companies
mounts.”

Among the possible ways to ease
the situation, he suggested that
insurance companies themselves
could insist on risk abatement as
the price of coverage. “The federal
government, too” he said, “must
enforce and improve its laws that
protect the public from exposure to
the unreasonable hazards of our
industrial society. While the
government until now has played
only a minor role, in the months
ahead we will be listening to
suggestions on whether a greater
role is now required.”

Senator Dennis DeConcini, who
shared the platform with Florio,
told ATA members that he believed
the ashestos problem, especially as
it affects schools, was in some ways
overplayed. “Asbestos was once
considered a good fire-retardant
material, and now no architect
would touch it.”

Meanwhile, two dozen
professional organizations in mid-
January announced the formation
of a broad-based coalition to
promote tort reform as part of an
overhaul of our justice system.

A statement by the coalition,
called The American Tort Reform
Association, said inflated judgments
and the growing unavailability of
insurance for a broad spectrum of
businesses, ranging from civil
engineers to airlines and child-care
centers, is reaching “crisis
proportions” that can be addressed
only by revamping the basic
premises of civil justice both at the
state and federal level.

ATRA’s 12-member steering
committee includes the AIA and the
American Consulting Engineers
Council. Other members iclude the
Associated Specialty Contractors,
the Mechanical Contractors
Association, the National
Association of Plumbing, Heating,
and Cooling Contractors, and the
National Electrical Contractors.

ATRA chairman James K. Coyne,
who has called the flood of liability
suits “litigation pollution”
(Engineers’ peer reviews, this
page), also calls it “the disease of
the ’80s that is dramatically
weakening our nation. Itis a
specifically American malady: while
the U. S. had 16.6 million lawsuits
last year, Japan had less than 1
percent as many. Litigation
consumes as much as $60 billion of
our Gross National Product and
wastes some of America’s finest
minds. Two-thirds of the world’s
lawyers are in the United States,
and it's a runaway contagion,
spread by the publicity about
outrageous jury awards, by
widespread TV solicitations from
unethical trial lawyers, and by a
class-action system designed to
infect everyone with lawsuititis.”
Peter Hoffmann, World News,
Washington, D. C.
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Project: Minnesota Twins Clubhouse, Hubert Humphrey Metrodome Minneapolis

Architect: Shea Architects, Inc., Minneapolis
Construction: Lund-Martin Construction, Inc., Minneapolis

Electrical Contractor: Sterling Electric Construction Company, Minneapoli

New modular fixtures answer multiple remodeling needs: advanced optics mean better lighting,
wide range of options gives design flexibility, four-week shipment keeps projects on schedule.

You can insist on the look and
quality of the best linear lighting
—even if you re up against a
tight completion deadline.

Remodeled spaces have all the lighting
problems of new construction without
the benefit of long lead times.

This carefully-designed space is actually
the clubhouse of the Minnesota Twins
baseball team—a far cry from the bare-
concrete and exposed-pipe image we
usually associate with a locker room.

Despite its remarkable luxury, this job
suffered under the usual remodeling con-
straints: an existing structure (the Metro-
dome) and the pressure of time (the open-
ing of baseball season).

The designers wanted the look of linear
fixtures and the even lighting that only a
high-quality lensed indirect fluorescent
system can deliver. Unfortunately, high-
quality linear systems need eight to twelve
weeks for delivery —acceptable for new
construction but too long for time-
sensitive remodels.

Circle 47 on inquiry card

Here, the answer lay in a newly-
developed modular system: FasTrac by
Peerless, which promises four-week
shipment on any order of up to 1000 feet.

Softshine optics: on the cutting edge

These 6" round linear fluorescent fixtures
offer seven of the controlled optical sys-
tems that established Peerless as a leader
in lighting technology.

Here, note the even ceiling and upper
wall illumination, overall shadow-free
environment and lack of glare. These two-
lamp fixtures, hung 10’ apart, use a wide
spread Softshine lens that distributes the
light into precisely the right viewing areas.

A selection of
specially-designed
lenses distributes
light facet by facet.
This up light com-
bines wide spread
with low lens
brightness.

This diagram, generated by research
computers at Peerless, shows how the
light strikes each individually-designed
lens facet, then fans out over a wide area
while the lens retains a comfortable low
brightness.

FasTrac design options: impressive

FasTrac’s modular aluminum extrusions
come in 4] 8'and 12' standard lengths and
twelve standard colors, in one-lamp and
two-lamp versions.

A quick-connector system allows the
fixtures to rotate, so they can serve either
as up lights, down lights or wall washes.
Peerless offers seven different Softshine
lenses plus the option of white or match-
ing colored baffles.

Through the use of joiner hangers, fix-
tures can be made into a continuous run
of any length, and black neoprene flex
connectors allow configurations. All
FasTrac options and components are avail-
able on the four-week shipping schedule.

FasTrac is part of the Peerless family of
Softshine products, designed to solve
illumination problems, design problems
and human comfort problems no other
fixtures in the world can solve.

Peerless invented and patented them.
Only Peerless makes them.

They’re the lighting of the future. If
you'd like to see what else the future
holds, just call.
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PEERLESS LIGHTING CORPORATION, BOX 2556, BERKELEY CA 94702-0552 - (415) 845-2760 |

PEERLESS’ “SOFTSHINE" AND “FASTRAC' ARE TRADEMARKS OF PEERLESS LIGHTING CORPORATION

= -



Marketing:
Do it like project delivery
Manage marketing as you would the rest of

your practice—with continuous attention and
as an integral professional function

By Ernest Burden

Suppose, as an extreme example,
that an architectural firm devotes
all of its marketing energies to
getting one special project of a
building type for which it is not
particularly well known. The firm
makes exactly the right moves
every step of the way through the
proposal and interview process.
And it wins the commission.

But, of special value in the case of
a coup achieved with such focused
effort, this firm is astute and does
not allow its marketing and
promotions related to this project to
stop once the commission is
awarded. By playing up its design
and production expertise, it
achieves public recognition for
excellence in a new field. And, of
course, the benefits of capitalizing
on your professional performance
apply to projects of any type for
which your firm may or may not be
particularly well known.

There is a definite continuous
relationship between marketing
activities and project delivery that is
evident throughout the life of a
project. The two activities can be
illustrated as two triangles in an
hourglass configuration which meet
in the middle when a project is
awarded (diagram at right). But the
way they should interface, however,
is shown by their overlapping
(diagram on the next page).

In reality, project delivery should
begin within the marketing area
when client objectives are defined
and analyzed. Similarly, the
marketing effort should continue,
as we have just seen, until the
project is completed. Now, we can
begin to see why the coordination
and, often integration, of the
marketing and design-delivery
processes are vitally important.
Indeed, this coordination and
integration form one of the key
factors in the success or failure of a
design firm today.

There are indeed many reasons to
coordinate the marketing and
project-delivery processes

To begin with,
compartmentalization goes against
realities. While, in the past, most
design and production functions

Mr. Burden heads the consultancy firm
of Burden Associates in New York, and
specializes in design communications. A
member of the Society of Marketing
Professional Services, he is the author
and publisher of a newsletter on design-
communications strategies and state-of-
the-art presentation techniques, The
Communicator's ADVISOR and the
author of several books, including
Architectural Delineation and Design
Presentation, both published by McGraw-
Hill—as well as Design Communications:
Developing Promotional Materials for
Design Firms to be published this spring
also by McGraw-Hill.

were compartmentalized and
isolated from the functions of
marketing and administration, this
form of isolation today counters
what both clients and architects
know—that architecture has a
business as well as an esthetic side.
Clients, in particular, believe that
the process results in a product.

Other reasons for not having
marketing begin with a request for
proposal and end with an interview
include how a client will feel about
his new relationship with the design
firm once he has awarded the
commission. It is precisely at this
point that he wonders what he has
bought. Assuming that the design
firm is a large one with distinct
marketing, management, and
design personnel, the client sees the
marketing folks heading out the
door toward another project, while
he has just inherited a team of
designers and a project manager
who are all strangers to him.

Let’s look at why that part of
project delivery that analyzes the
client’s objectives must start in the
early marketing stage. The
expectations of the client can then
control and direct the marketing
message. After all, when a client
awards a project to a firm, he must
have determined that the firm will
deliver what he expects. And the
firm must know enough to be able
to promise to do that.

That marketing efforts should
not end at the award of a
commisssion, but continue
throughout the life of a project, is
also important for getting repeat
business. From a marketing
standpoint, this repeat business
means you have past and current
clients to attest to their satisfaction
for the benefit of potential new
ones. To find out what is most
effective here, you should consult
clients on their reasons for the
selection of your firm. What was
most important in your
determination of their expectations?

Without a coordinated—even
integrated—program governing the
marketing process and project
delivery, a firm loses the
opportunity for a balanced practice,
loses the competitive edge, and may
even lose many clients in the
process. The efficiency and
effectiveness of the marketing
effort may be diluted or aborted.

To effect coordinated marketing
and project delivery, new forms of
management are required

As a result of the increased
awareness by design firms of
management in general, several
new forms are emerging. Now
there is marketing management
and communications management,
which govern the marketing and
selling effort up to the interview
and award of commission.

\ Marketing planning and research

i
4

Advertising and trade shows /

\ Public relations and publicity

Aark

ing
management

\ Direct-mail campaigns
\ Lead gathering-qualifying /
Promotion
\ CBD responses / i
Communications
Brochures eanion
audio-visuals

Proposals

Presentations
Corporate services
Project interviews
Design competitions
Public agency-zoning

Project fo marketing
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services L
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design management
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competitions Project
Design HHgegaigent
development
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Construction
/ Bid packages-construction G s
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/ Completion and occupancy
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/ Update general marketing plan \

Past wisdom produced a diagram
of marketing and the design-
production-construction process
(or project delivery) that might
look like the one above—two
triangles that meet when the
commission for a project is
awarded. But, in this already,
slightly updated version, it can be
seen that some functions from the
top marketing segment have crept
into the lower project-delivery
one—and vice versa.
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“It was really an easy choice to
make. Sure, we had practical things
to consider. The furniture we bought ~ PN
had to be high quality. Shaw-Walker’s g AN ‘

87 years of experience saw to that. ; ; A FURNITURE
We needed furniture that helped us '
work better, more productively. The - : 4

full line of products in the Wood- — THAT
wind™ Collection gave us every- . : - -
thing we needed. And its design

compatibility with Tempo 3 Ra- = T | ™A e\ REFIJECTED

“WE NEEDED

dius Office Systems, computer
support furniture, and Expan-
Desk® Radius increased the
ways we could apply it. But in
the end it was Woodwind’s ] a 4
beauty that won us over. - » \ 4

“You see, we’ve beenin [ e W\ 4 B o’ COIV[PANY,S
business for a short time, ' T : -
but we’ve doubled in size
each of the last five
years. We needed furni-
ture that would give us b
a new image, bring the /5
way we look as a
company in line with
the way we’ve been
performing. Wood-
wind did that for

“The way they o BEAUTIFULLY.”

hand-select oak
and mahogany
veneers and
finish them so
carefully to
bring out
the wood’s
natural
beauty; the
center drawer with
strong tongue-and-groove
construction and wood pencil tray;
the hardwood moldings on desk tops
to reduce wear. When we added these
up we got contemporary furniture
that was beautiful and sensible. And
when you think about it, buying fur-
niture because it looks good and re-
flects the kind of company you are is
a pretty practical idea after all.”

OUR

For more information on the
Woodwind Collection, write Shaw-
Walker, PO. Box 209, Muskegon,
MI 49443,

SHAW WALKER

See Shaw-Walker at Westweek, Pacific Design Center, Suite 368
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Marketing continued

Architects have long been
familiar with two better-known,
long-established activities, prOJect
management and constr uctlon
management. (Facilities
management, another newcomer,
provides value-added services that
are the most direct result of all in
relying on database information
provided by computer-aided
drafting and design.)

A few firms have come up with a
totally new form of management
that seems to cut right to the heart
of the issue by dealing with both the
marketing and project-delivery side.
It is called client management that,
as the name implies, focuses on
client development and retention.
These are some of the many
variations of management possible
within a design firm today.

Let’s look more closely at how the
integration of such seemingly
diverse functions as marketing and
project delivery can happen: At the
building-delivery end of the scale,
both project management and
construction management rely
heavily on many organizational
skills, such as preplanning,
scheduling, and budgeting. Why
should we expect anything less
from the management of marketing
and communications? Yet, few
firms apply the same rigorous
requirements to the most important
function of all—getting the work.

Before you can coordinate
marketing and the other
professional activities of your firm,
you must be able to manage
marketing.

The most important part of
any marketing effort can be

a finite marketing plan

Write it down. Without such a
statement, however simple, a
coordinated set of activities is
almost impossible.

The goals of the firm should be
identified in terms of its potential
growth within a market or markets,
new markets to explore, potential
income growth, and an increase in
the number of personnel required to
sustain that growth. Such a plan
should be updated annually.

How can the plan be carried out?
The written marketing plan is the
guide behind all marketing
communications (by which is meant
the visible products, such as mailers
and brochures, of preliminary
research, and marketing design and
production). Thus, there should also
be a written communications plan
that lists specific collateral products
for promotional use.

Once a firm has identified the
markets to pursue, this plan
identifies how to reach those
markets effectively with the
appropriate material and messages,
what format to use, and what
should be highlighted in each piece

of marketing material. It also
identifies whether to use project
photos, graphics, text, or an audio-
visual or video format. Each item in
the communications plan is given a
priority and a specific relationship
to all the others.

The plan should contain a
schedule and a budget for all the
items to be developed. The schedule
should outline when all the pieces
are to be prepared and how long it
will take to produce them. Use a
simple bar-graph format as you
would for tracking design and
construction activities. Since any
project takes much longer than one
anticipates, it’s a good idea to build
in some contingency time—except,
of course, for items that are on a
critical path. Each item on the
schedule should be assigned start
and stop dates, and target dates for
completion. Times for reviews can
be highlighted. The schedule should
be done in a format that is easily
reproducible, such as an 8 1/2- by
11-in. or an 11- by 17-in. foldout.

An integral part of the schedule
is the budget. The communications
budget is usually 25 to 30 percent of
the marketing budget. It does not
include marketing salaries, but
should include public relations
retainers, advertising, and funds for
graphic artists and photographers,
plus the production costs of all the
items scheduled.

In the spirit of integrated firm-
wide activities, a truly
comprehensive and coordinated
communications program combines
the creative talents and efforts of
the entire firm, not just the
marketing staff. It’s this
combination of ideas that make it a
“campaign” or “program” rather
than an isolated project, such as
producing the company brochure or
newsletter. A coordinated approach
will help to stabilize the firm’s
mission, and control the kind and
volume of work.

While a program should be based
on internal ideals, rather than on a
response to stimuli from outside
forces, one needs a system that will
produce meaningful results that
will help develop these ideals, refine
them and, most of all, test them for
goal effectiveness. Otherwise
energy and money are spent
needlessly.

While a communications program
supports marketing efforts, it does
not replace them; it enhances them.
It gives marketing the tools it
needs. But more importantly, it
gives architects the freedom to do
their basic job while the promotional
material does its job of getting new
work.

The material is helping to pre-sell
the firm in a positive manner, that
nothing else can do except for
personal contact. We have to be
present with our client to verbalize

L
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The up-to-date diagram shows
that marketing cannot stop with
the award of a commission. Nor
can project delivery start only at
that point. Both functions must
occur simultaneously throughout
what can be seen to be a new
expanded project life.
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Routing through Pioneer’s Melcor II
Almonde to reveal a sublayer of banded
Canyon, Spearmint, and Cafe au Lait.

IMAGINE BEAUTY
MORE THAN SKIN DEEP

And no limitations to your imagination. largest selection of decorative surfaces avail-
That’s how Pioneer views your work and  able—one that sets no limitations.
the materials you choose. For fast information on Melcor II,
Consider our Melcor II™—a solid, Pionite, and our entire line of decorative
color-through-the-core laminate, more work- surfaces, write to Pioneer Plastics, Pionite
able than ever; it cuts and bends smoothly Road, Auburn, Maine
without cracking or chipping. 04210. Or call (207)
It’s the latest innovation to join our Pionite 784-9111.
Series of wood grains, classic marbles, cool A Division of LOF
slates, leathers, abstracts, and the most Plastics, Inc.
sought-after colors. The most for your ;
And Pionite is only one series from the imagination. pioneer

A Libbey-Owens-Ford Company. ©1986 Libbey-Owens-Ford Co.
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Marketing continued

our thought, but promotional tools
can work for us as a silent sales
force. Such media get the invitation
to make the personal call,
Therefore such media should
represent a close substitute for
being there in person.

The task, then, becomes to turn

the physical reality into

a communications reality

The challenge is to bring the three-
dimensional reality of projects, of
people, of a firm’s experience, its
buildings, into a visual format that
can be presented to others—either
for mass distribution or to a
targeted audience. Firms need to
package their three-dimensional
design products in a two-
dimensional media.

The task is to change a physical
reality into a communications
reality. Clients do not want the
physical reality; they just want to
understand the ideas that went into
it. Therefore, the process must
describe how the product got that
way. You have to link the features
of your past projects to the exact
needs of the client’s project. You
have to emphasize needed benefits
to the client rather than dwell on
the excellence of your projects’
features.

You can take a client to see your
completed projects but this is time-
consuming, expensive, and, in the
case of most busy clients, difficult
to schedule. Therefore, the
promotional media must be a close
simulation of actually being there
on site, and actually talking with
your people and learning about
your experience. Promotional media
are not the place for abstractions or
other esoteric images. Before the
marketing pieces are designed, it is
important to know what the
marketplace wants in general, and
what selected clients in particular
want to know about your firm.

But even the reality of your work
must be tempered by what your
clients expect. Usually a firm has an
image of what it is—or, at least,
what it thinks it is, or would like to
be. But there is another image that
exists in the eyes of the client, and
some firms do not know what this
image is and, therefore, have no
way of controlling or directing it.
There are several ways to
determine what your image is and
what it should be.

The most common way of
determining what your message
should be is internal soul-searching
and goalsetting, although you must
caution against basing it on what
you want to do rather than what
you can do. Then there is the form
of market analysis that simply looks
at what others are doing and what
shifts are occurring in the
marketplace so that you can adjust
accordingly. Unfortunately, such

adjustment may mean that you are
always one step behind your
competitors.

For maximum results, there is
the client survey, in which specific
questions are asked to determine
precisely and objectively how the
firm is perceived by those who
might hire it. An obvious secondary
benefit of the survey is the
knowledge you gain of what the
client is buying before you decide
on what you are selling.

Armed with this objective
evaluation from clients, the
communication process becomes a
positive activity instead of a
guessing game. No firm would
design a building without an exact
knowledge of the client’s needs and
desires. Why try to market design
services blindly? When designing a
brochure, for example, it's a good
idea to think that the client is
looking over your shoulder and is
editing as you write. By taking this
objective viewpoint, we begin to
learn what is in our clients’ minds.

What does a corporate
communications program consist
of? A comprehensive corporate
program includes, among other
items, the following:

* A corporate identity program
* An advertising and public
relations program

* A direct-selling campaign

Different communications efforts
have different rates of return. Some
are virtually instantaneous, while
others require months, even years.
Advertising tends to produce a
quick response because it reaches a
broad audience with, hopefully, a
specific message. Public relations
produces a slower response
because, generally, it deals with
broader issues to which a limited
number of people must react. Direct
selling, such as brochures and other
direct-mail programs, has a
moderate rate of response,
although it can lead to contracts
sooner than public relations.

Among the promotional materials
you will first want to work on is

a corporate identity program
As in all other marketing pursuits,
knowing your client base is
important to the development of a
corporate identity. The logo or
logotype or firm name may go on all
your material, and is often the first
visual contact that a client has with
your firm. Therefore, it should be
appropriate to the majority of
clients served. This graphic
representation of a firm can include:
* Logo and logotype systems

* Stationery, business cards, forms
* Brochures, pamphlets, circulars

* Newsletters

* Armouncements

- Signage

The development of such a

program should creatively express

the firm’s operation, display its
unique character and capabilities,
and provide a workable format for
the design of collateral promotional
material.

The key to successful public
relations and publicity is that
they interest clients
In the past, everything that a firm
did to promote itself was labeled
“P R.” Today, promotion is more
highly specialized and relates to
bringing awareness of a firm to
potential clients through various
printed media.

It can include such diverse items
as:
* An openhouse at a new or
remodeled office
* The opening of a new project
* An organized tour of projects
* Lectures, seminars, and
workshops that the firm conducts
* Hospitality suites and exhibits

Advertising and trade show
participation are perhaps two of the
newest forms of reaching potential
clients. Each area is still virgin
territory, full of potential for design
firms. Those who have advertised
have discovered that it can change
the whole makeup of a firm quite
positively.

Direct-mail campaigns are a fairly
definite method of getting specific
messages to targeted audiences
Since there is such a wide range of
material that can be sent, direct
mail remains one of the most widely
used methods of getting messages
out. Some of the items that such a
campaign may include are:
* Brochures and fliers
* Newsletters and magazines
* Information booklets
* Posters and announcements
* Article reprints
* Video resumes and brochures.
Those who have participated in
any sort of promotional campaign
realize that 90 percent of the work
oceurs after it's over—in qualifying
leads and following up possibilities.
As in any business, leads are a
liability until they are qualified and
a realistic prospect or project
emerges,

By far the most common way of
showing the experience of a firm is
through a corporate brochure
It doesn’t matter whether the
brochure has two or eight colors, as
long as it represents the experience
and commitment to the needs of the
client base it serves. As the firm’s
main brochure, it is without a doubt
the number-one marketing tool. Of
course, it may be augmented with
brochures of special services or
types of projects that the firm may
provide.

Today, many firms are beginning
to experiment with new brochure
formats for the presentation of

their capabilities. Some are using an
audio-visual format. Such programs
have the added, convincing
advantage of featuring people from
the firm in speaking roles and, by
having previous clients appear on
the tape, describing the way the
firm handled the project. This is
without a doubt the strongest form
of promotion. But you can’t count
on getting positive client testimony
if your project delivery was not up
to par with the client’s needs.

Once you have cleared the
promotional stage, you must
produce effective proposals

When you get to the stage of
making a specific proposal to do a
specific project, you have to
recognize that the client is asking
for an exact method of performing
an outlined set of tasks. The key is
in interpreting the client’s
motivation, reading between the
lines, and matching up the firm’s
capabilities to the project’s needs.

At this point, project delivery and
marketing must interface on a one-
to-one basis. Project delivery must
now be wrapped in a marketing
package. Some of the items that
need to be designed specifically for
each project are as follows:

* Project descriptions

* Individual resumes

* Representative client lists
* Organizational charts

* Project schedules

* Photos of similiar projects
* References

All promotional activities were
performed for one purpose: that is
to get the opportunity to present
the firm’s capabilities and
qualifications to potential clients. At
the project interview, marketing
and project delivery are head by
head.

Up until now, the client has not
met the design team, project
manager, nor any of the other team
players. The marketing
representative may lead the
interview and make a commitment
to the client to remain on the project
as part of the formal project review
team. The selected project team
may want to go over the list of
critical issues that were used to win
the job by rechecking them with the
client. Whatever techniques are
used, it is important to reassure the
client that he actually bought what
he thinks he bought and that his
project will come out as anticipated.
As the project goes on, the activities
of the marketing people will include
documenting design and
construction—again to reassure the
client, but also to use in future
marketing communications.

From this, we can see just how a
few of the project-delivery and
marketing functions intermesh and
why we need management to
control the process.
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The Tri-Fount” Washfountain — the best way yet
to move traffic through a washroom.

It's as easy as 1, 2, 3.

1. It can wash one or two or three people at once.

2. It meets all barrier-free codes.

3. It's a real cost saver—saving water and energy with
each use, saving time and trouble with minimal

maintenance through the years.

Each of the three independent
spray nozzles is controlled by its
own push button, so each user acti-
vates a single metered .5 GPM flow
of preblended water. It really cuts
down on waste and waiting time.

Leg and toe clearances, and re-
quired reach to the push buttons
and water streams, are well within
existing barrier-free codes as well
as ANSI A117.1-1980 standards.
Less than five pounds of pressure
activates a safe, tempered flow of
water which shuts off automatically.
Optional backsplash—mounted
soap valves are available, too.
Concealed spray formers, recessed
push buttons, and a rugged access
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panel provide unsurpassed vandal-resistance.

The Tri-Fount™ Washfountain is also easy to main-
tain, with front access to all supplies and stops. The
unit's metering valve assemblies employ the same
basic design as Bradley's field-proven 90-75 metering
faucet. Timing can be adjusted
from five to twenty seconds by
turning a screw—without turning
off the water. And if the metering
cartridge should ever fail, it can be
replaced quickly and easily.

For more information, call your
Bradley representative or contact
Bradley Corporation, P.O. Box 309,
Menomonee Falls, WI 53051.
Phone 1 414 251-6000.
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o
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We get the job done better.
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Computers:

For full effectiveness, limit your legal risks

By identifying and guarding against potential
problems, you can assure that computers ease
and do not encumber your firm’s operations

By Gerald Walpin

The October 1984 issue of RECORD
listed and described over 850
computer software programs
written specifically for architects.
Such programs cover all facets of
an architect’s business: office
management, project-cost analysis
and control, project scheduling and
management, space planning,
design and drafting, and
architectural engineering. Often
this software is written and sold by
those most familiar with the
profession—architects themselves.

This tremendous growth in
computer usage has had an
unforeseen consequence; the legal
problems resulting from computer
use have generated a rapidly
growing area of the law, which is
emerging as a full-fledged area of
legal specialization. This article
imparts some of the wisdom gained
so far. And it examines some of the
legal ramifications of the use of
computers and software by
architects.

An architect who has failed the
test for due care may be liable for
his computer’s mistakes

While the computer can assist an
architect in his work, it does not
relieve an architect of his
responsibility for exercising
professional judgment.

When a computer error is one
that indicates a failure to take due
care, liability may be imposed by
the courts. In a recent case, a
consumer was denied credit on the
basis of computerized credit
information, and sued on the basis
of that information’s inaccuracy
(Thompson v. Sam Antonio Retail
Merchants Association). Because
the credit service had failed to
exercise reasonable care in
programming its computer and
didn’t audit its information, the
consumer won the case.

An error in programming that
works its way into a building that is
thereby faulty could, of course, lead
to much greater liability than that
involved in a simple consumer credit
case, But the legal standard for
finding negligence will be the
same—reasonable care. In the
words of one court finding: “Men
feed data to a computer and men
interpret the answer the computer
spews forth” (Ford Motor Credit
Co. v. Swarens.)

The important point is that
excessive reliance on computer-
generated results may constitute an
absence of reasonable care, On a
practical level, a prudent architect
will verify the accuracy of

Mr. Walpin is the senior partner and
chairman of the litigation department of
Rosenman Colin Freund Lewis & Cohen.
He has written this article with the aid of
two associates, Michael Marks and

Aron Zysow.

computer-generated results, either
by manually verifying selected
computations, verifying the results
with a completely separate software
program or, at the very least,
testing the program on other data
where the result can be
independently confirmed. Of course,
all steps taken to verify results
should be documented carefully,
and this documentation preserved,
in case it is ever necessary to
demonstrate that reasonable care
was taken.

More difficult to comprehend,

an architect may be found liable

for not using a computer

While an architect’s potential
liability for computer mistakes is
easy to understand, computers can
lead to liability in less obvious ways.
For instance, an architect could be
held liable for failing to use a
computer.

One way in which this can oceur
is an architect’s telling his clients
that a computer will be used, but, in
fact, not using it. For instance, an
architect may show off his
computer as a marketing tool to win
business. In showing his potential
clients how fast and accurate he can
be with his computer, he may also
be obligating himself to supply
them with computer-assisted
services, even if the written
contract is silent on this.

Even in the absence of an explicit
or even implicit promise to use a
computer, a court might find an
architect at fault for not doing so.
In a parallel case involving
malpractice by an attorney, he was
found at fault when his legal
research failed to unearth an
important pending case (Holt v.
State Bar Grievances Board). The
finding held that computerized
research facilities, now widely used,
would have located such a case. To
the extent that the use of
computers in architects’ work
becomes the norm, the failure to
use a computer for certain tasks
may similarly constitute negligence.

Architects may also be at risk

when they process data for others

or reveal confidential information
An architect may use his own
computer facilities to process data
supplied by others. This sort of
service also brings with it the
possibility of liability. In one case, a
Minnesota school district had a
junior high school appraised for
insurance purposes. When the
school was destroyed by fire, it
turned out to have been
underinsured. The court held that a
valid legal claim could be stated
against the statistical company that
performed erroneous statistical
computations on which the
appraisal was based (Independent
School District Number 454 v.

Statistical Tabulating
Corporation,).

An architect may be held liable
for unauthorized disclosure or use
of confidential information
entrusted to him by a client. The
potential for the abuse of
confidential information is enlarged
when such information is stored in a
computer, due to the ease and speed
with which the information can be
copied or manipulated and (on many
computers) the difficulty of
detecting such abuse when it has
occurred.

Apart from the technical features
that can be put into a program to
block access to confidential
information, prudent architects will
have reasonable restrictions on
employee access to computers
containing confidential material
and, even more important,
restrictions on dial-up access to the
computer by telephones from
outside, Other precautions could
include the bonding of employees,
and the spelling out to employees of
exactly what is considered
confidential and what the
limitations on access and use are.
Architectural firms may have
recourse against an employee who
misuses his position to gain access
to confidential information. In one
extreme case (Bvans v. Virginia),
employees were convicted for
stealing computer information
about securities held in safekeeping
by a client bank.,

There can be problems from both
software developed by architects
and software developed for them
When an architectural firm decides
to develop its own software, it can
go about it in one of two ways:

« If the firm has employees with the
proper qualifications, it can develop
the software itself.

* It can retain outside consultants
to develop software to its
specification,

But either route may result in the
infringement of pre-existing
programs. Often, the decision to
develop software is made because
existing packages lack one or more
needed features, or because
existing software is incompatible
with a firm’s existing: computer. In
these cases, the development
process is often defined by
reference to existing products. And,
unless a package is developed
completely from seratch, the
potential infringement of the rights
of the owner of the referenced
product can become an issue.

The practice in the computer
industry of developing products
that are functionally compatible
with pre-existing products is well
established. For example, the
development of products that are
“IBM-compatible” is an industry in
Continued
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Install the new, fast-track
Wiremold® Chan-L-Wire®
Industrial Lighting Systerm in
1/3 less time than pipe and box.
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The new, fast-track Wiremold Industrial Light-
ing System eliminates the outdated pipe and
box installation. The immediate benefit is
lower installation costs and faster occupancy
for your new or remodeled building.
Installation of lightweight galvanized steel
strut and hangers is quick and easy. Patented
Chan-L-Wire cable pulls smoothly through strut and provides
30 Amp, 277/480 Volt, 30, four wire service. Tap assemblies
establish contact with cable conductors and 1 strut hangs
can be installed anywhere along strut run. A usually in
wrench is all that is needed to secure a fixture
to power. The Chan-L-Wire System is compat-
ible with all lighting manufacturer fixtures and
can be installed or relocated in /3 less time
than pipe and box. XL
This unique system provides unmatched flexibility. \ X
You can install fixtures anywhere you want along \
Chan-L-Wire strut to meet your lighting needs.
Then, later on, if you need to move your fixtures, 3.Tap is installed at fix-

ture location by aligning
/ 1

O) 2. Chan-L-Wire Cable is sim-
ply pulled through strut.

terminal block in neutral
channel and securing
metal saddle in strut.

4. Mount fixture to tap
and complete wiring.

by Wirem
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simply loosen the tap and move the fixture to its new loca-
tion. Exclusive “self-healing” cable seals over old termination
points overnight. In fact, the system is so flexible that it can
even be used for temporary lighting requirements during
construction. The fast-track Chan-L-Wire Lighting System

is compatible with fluorescent and
high bay lighting. It even allows you

to mix and match lighting types within
varying industrial environments. UL
listed and code approved. Manufac-
tured to meet the same high quality
standards that you've come to expect
in all Wiremold products.

The Chan-L-Wire Industrial Lighting
System. It's new. It’s fast-track. It's eco-
nomical. It’s worth finding out about.
Contact your authorized Wiremold
Chan-L-Wire Distributor or write to
The Wiremold Company. U

®
The Wiremold Company
@® Electrical Division
West Hartford, CT 06110
Telephone (203) 233-6251
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Computers continued

itself. With software, the issue is
exactly how much use a developer
may make of an original package in
developing his own. The general
rule has been stated by the National
Commission on New Technological
Uses of Copyrighted Works:

“One is always free to make the
machine do the same thing as it
would if it had the copyrighted
work placed in it, but only by one’s
own creative effort rather than by
piracy.”

While this area of the law is not
yet fully developed, court decisions
can provide some guidance on when
an architect programmer can be
liable. When the programmer has
access to and uses the source code
of an existing product, the courts
have generally categorized the
development process as involving
piracy, rather than creative effort.

In one recent case (SAS Institute
Inc. v. S&€H Comeutter Systems
Inc.), the defendant adapted a
statistical analysis program used
for one manufacturer’s computer to
a different computer. Because he
made direct use of the source code
in developing his own program, the
court ruled that his conduct
constituted a breach of his license
agreement with the plaintiff, In
addition, the court found that the
source code for the defendant’s
program was so similar to the
original that it infringed on the
copyright. Even visual or
operational similarity can be viewed
as evidence that, when combined
with other factors, dictates a
finding of infringement.

Here are some general guidelines
on developing new software:

* New programs that perform the
same functions as prior programs
should be developed independently,
ie., as little use as possible made of
the prior program in the
development effort.

* When the developer of software
has had access to the source code of
a similar program, a serious
potential for infringement exists.

* The screens used by the prior
program should not be copied.

On a practical note, when an
independent consultant is retained
to write the software, the
agreement with the consultant
should include a statement by the
consultant that the software to be
developed will not violate any
patent, copyright, trade secret, or
other proprietary right of any third
party. The contract should also
provide that the architect will be
indemnified by the consultant for
any liability resulting from a breach
of this representation.

While such a clause will not
prevent an architectural firm from
being sued, or affect the
determination of whether the
developed program constitutes an
infringement, it is important for

two reasons: First, it makes clear
that the architect can look to the
consultant for recovery of any
liability; second, it may make the
consultant conscious of, and careful
about, the infringement issue.

Copyright ownership of newly
developed software may or

may not be a clear-cut issue

‘When software is developed by an
architect’s employee at the direction
of the architect, the architect
usually owns all rights in the
resulting software, just as he owns
the other results of the employee’s
labors.

But when that architect retains
an outside consultant to write
software on his behalf, the issue of
ownership should be agreed upon in
advance. The situation becomes
sticky under copyright law when an
outside consultant is used.

Section 201(b) of the Copyright
Act provides that, in the case of a
“work made for hire,” the employer
or other person for whom the work
was prepared is considered the
author (and thus the owner of the
copyright), unless the parties agree
otherwise in writing. Many
software contracts, in order to give
copyright ownership to the
employer, rather than the
consultant, provide that the
software will be considered a “work
made for hire.”

Unfortunately, however, as a
matter of technical application, this
does not work. Section 101 of the
Copyright Act defines a “work
made for hire” very narrowly as
either: (1) a work prepared by an
employee within the scope of his
employment or (2) certain
enumerated types of work, which
do not include most computer
programs, even if the parties agree
in writing that the work will be
considered a “work for hire.” As a
result of this restrictive statutory
definition, the designation of a
computer program as a “work made
for hire” may be ineffective to
transfer ownership to the architect.

In addition, any document
intended to assign a copyright
should be recorded in the Copyright
Office by the architect since, if this
is not done, there can be problems
later on if the consultant tries to
record it himself, or sells the
program again to another firm that
then records it. Professional advice
in this area is sometimes 4 good
idea, since the work-made-for-hire,
and assignment and recordation
provisions of the law provide many
traps for the unwary.

A subject that concerns all
computer purchasers is their
remedies for faulty equipment

An architect who finds that he has
bought or leased a computer or
software that is not performing as

well as he was led to believe it
would may be able successfully to
sue the manufacturer of the
computer system or the software
designer or supplier.

Naturally, sellers usually seek to
disclaim liability for any problems
that may result from the failure of
their product to perform as
promised. Typically, they undertake
to do no more than to replace faulty
equipment or attempt to put
programs in working order and, in
any event, disclaim lability for
more than the amount paid for the
equipment or program. These
limitations on their liability have not
always held up in court.

In one case, a corporation that
purchased a computer system to do
its accounting recovered over $2
million in punitive and
compensatory damages on the basis
of a claim of fraud. The computer
company apparently knew about
defects but gave a false impression
of its programs’ speed and
effectiveness (Glovatorium, Inc. v.
NCR Corporation.)

When a newly installed computer
system fails to perform adequately,
it’s important to act quickly. An
insurance agency once claimed that
the failure of its computer system
led to its ultimate commercial
demise. But, while the company
that sold it the equipment was
attempting to remedy the problems,
the statute of limitations was
running out; it was too late by the
time the case went to court
(Triangle Underwriters, Inc. v.
Honeywell,)

The statute of limitations
applicable to computer malfunctions
can run out even before a computer
error is discovered. The problem
that architects face is that they may
be held liable for errors caused by
erroneous computer results long
after the statute of limitations has
run out for the computer suppliet.

An architect might thus be held
liable in a case brought some years
after his error was committed and
yet be unable to bring a timely
claim of his own against those
responsible for the computer error.
Patience in dealing with a
malfunctioning computer system
can prove very costly in the long
run; to avoid this, architects should
obtain an agreement from those
responsible for malfunctions that
will exclude the period when
corrective action is being taken
from the limitations period.

Among other problem areas are
employee claims about adverse
effects of computer use.

A general concern that faces all
employers who provide video
display terminals to their employees
is the frequently made charge that
exposure to these terminals is
injurious to health, Although some
studies do indicate that users of

these terminals suffer more than

‘nonusers from eye problems,

muscle strain, headaches,
backaches, and stress, the more
serious allegations that the use of
these terminals causes cataracts
and reproductive problems have not
been scientifically corroborated.
Still, labor unions and women’s
groups are trying to pass legislation
to regulate display terminal
manufacture and use.

Not surprisingly, there is an
increasing market in insurance for
computer users

These policies cover such things as
computer failure, software error,
and business interruption. One
specialized policy currently being
offered covers unauthorized aceess
by outsiders, but does not cover
unauthorized access by employees.
These computer insurance policies
have been designed to offer
protection against losses that may
not be covered by standard property
and liability policies.

In one case brought as a clajim
under a business interruption
policy, the insured had been forced
to shut down its computer system
when water damage in the
basement of its building made the
ait conditioning inoperative, Its
insurance company said it was not
covered because the water damage
was confined to the basement, and
physical access to the computer
system was unimpaired. The
insured business sued successfully
(Datatab, Inc, v. St. Paul Fire and
Insurance Company.)

Ih every one of these areas—
computer-generated mistakes, not
using computers, errors in
processing data for others, breach
of client confidentiality, copyright
issues related to software
development, faulty equipment, and
employee and insurance claims—
the architect in the computer age
faces myriad legal complexities.

Obviously, most architects will
never experience a lawsuit of this
kind. But, by being aware of
potential legal issues when
contracting for computer services
and equipment, tomorrow’s
architectural firms will be able to
offer their clients the finest in state-
of-the-art technology while
protecting themselves from
unpleasant legal entanglements.
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_ Ournewesttile is
like a diamond in the rough.

It's Promenade. And like a dia-
mond, it’s hard and beautiful. Just to
give you an idea of how hard it is, it
rates a 7.0 to 8.0 on the Mohs scale.
And the beauty shines through the
glazed matte finish with subtle shad-
ing in five different colors. All of which
will help you coordinate with today’s
contract colors.

It’s in the rough, mainly because
of the surface. Promenade’s textured
surface increases friction, so it
decreases slippage. And that’s im-
portant in all your high-traffic com-
mercial applications.

Promenade is durable, as well
as versatile. It’s vitreous, meaning
the moisture absorption is no
more than 3%, so it can handle
applications of extreme tem-

perature. And because of the frost
resistance, you can install it either
indoors or out.

So you see, Promenade is just
about everything you need in a com-
mercial ceramic floor tile. Rough,
tough and beautiful. And even a
breeze to work with. The flat-back
surface makes for easier installation,

©1985 Monarch Tile
*Nominal sizes: 378" x 778" and 778" x 778",
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. every application

which cuts down on labor. And that
saves you time and money.

Promenade is available in 4"x 8"
and 8" x 8"* with matching 4"x 8"
bullnose trim. And now you can get
it nationwide through our extensive
distribution network.

If you'd like more information,
call 915/655-9193. Or write to Monarch
Tile, P.O. Box 2041, San Angelo, Texas
76902. Look for us in the Sweet’s
General Building File, Sec. 9.18/Mo.
And when you're looking for
progressive ideas in
tile applications, look
to Monarch. Because

with Monarch Tile,

becomes a
real gem.
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THE INTEREST RATES, INFLATION, AND REAL RETURNS

(Annual Rates)

V69 (I170) V73 a7s)
P T P T

(V79) (I80) (I181) (V82)
PT P T

20% —|

15%—

10% —

/ \ ’ L \ ‘
-« i
5% T ,,-—_::__\‘\ ,/v | T '___ ___\\ | |
” | ~ Per cent change e \'_l
e 3 | ———
A inGNPdelalr | ~
e B
v ]
o%_] | - B = |
T I T T T T T T T T T T T T T T T T
1965 1970 1975 1980 1985
P = Peak IV69 = 4th quarter 1969

T = Trough Souree:FedemIHeseweBoamandDepamuemomesmaandumanDevdomml

THE SUPPLY OF CREDIT

(MONTH-TO-MONTH SEASONAL ADJUSTED ANNUAL RATE OF CHANGE IN M»)

+40%
+35%—
+30%]
+25%
+20%
+15%

I
FEDERAL RESERVE GOALS: 6% TO 9%
| |

+10%

50, P N T A

M; = (M, + SAVINGS AND SMALL TIME DEPOSITS

0~ ~+ OVERNIGHT RP'S + EURODOLLARS —
—5%

+ MONEY MARKET MUTUAL FUND SHARES)
Source: Board of Governors of the Federal Reserve System

THE COST OF SHORT-TERM CREDIT

18%— , - ! — —
16%—— = i =
14 9%—- PRIME RATE —

12%——

10%—

8% : = 1 —

9 S— -t - I
6% Source: Board of Governors of the Federal Reserve System

THE COST OF LONG-TERM CREDIT

22%- -
20%—| = — S

18%———
16%—

14%—-

12%—

109 i - -

Source: Clﬁicurp Real Estate, Inc.
PERELILLETTE PEEELCER e P e terr et
1983 1984 1986

1985

Finance:

Declining interest rates may
perk up economic growth

By Phillip E. Kidd

Currently, inflation and inflationary
expectations are low. Monetary
policy is accommodative. Interest
rates have declined all along the
yield curve and are at levels not
seen since 1978. Despite these very
positive factors, real economic
activity is well into its fifth
consecutive quarter of uninspired
growth.

Normally, the convergence of
these conditions occurs when the
economy is shifting from recession
to recovery, igniting a robust gain
in real activity (considerably above
the 3.5 percent long-term real GNP
growth trend). This time, these
forces have come together when the
economy has already been
advancing for more than three
years.

Usually, at this “age,” which is
quite “old” compared to most
postwar recoveries, concern mounts
about the ability to sustain the
expansion. However, the presence
of low inflation, supportive
monetary policy, and falling interest
rates virtually assures that the
economy will play integral roles in
determining the actual amount of
real expansion this year.

Inflation is substantially below its
disastrous levels of 1980-81.
Moreover, declining oil prices, recent
moderate wage settlements, and
stiff price competition for domestic
goods from foreign imports augurs
well for the continuation of the slow
descent in inflation indexes of the
past three years.

Although the interest-yield curve
fell in 1985, the most dramatic
changes were late in the year in the
long-term markets, where
Treasury-bond rates eased into
single digits and mortgage rates
dipped toward 10.5 percent. Yet,
when these nominal (or money)
rates are adjusted for inflation,
current real long-term interest rates
are still more than two and a half
times those of the mid-1960s, the
last time inflation was under
4 percent for any significant period
of time (top graph).

Examining the progress of the
past four years indicates how
difficult it will be to cut these real
rates in the future. Since it peaked
in 1980-81, a two-thirds reduction in
inflation has only led to a one-sixth
drop in real rates. Major reasons for
this gradual slippage have been the
persistent mismatch between
potential demand and supply of
funds and investors’ inflationary
psychology.

It’s not surprising that investors,
after experiencing successively
higher rounds of inflation in the late
1960s and 1970s, have remained

Mr. Kidd is a prominent economic
consultant and former director of
economics research of the McGraw-Hill
Information Systems Company.

very nervous about a re-emergence
of inflation. Only a number of years
of low inflation will convince them
that it is no longer a threat.

Although tremendous progress
has been made, we are only starting
our fourth year of relatively low
inflation. In fact, viewed against the
0.5-percent to 1.5-percent figures of
the 1950s and early 1960s, 3.5
percent inflation is still too high.
However, the promising outlook for
inflation this year will erode a little
more of the investors’ skepticism,
relieving some pressure on real
interest rates.

Our shortage of capital is the
other primary contributor to large
real interest rates. The investment
needed to rehabilitate our
infrastructure of water supply,
roads, transportation, ete., to
upgrade our manufacturing
competitiveness, and to modernize
and to redirect our population’s
technical and business skills is
overwhelming domestic savings.
Fortunately, these high real interest
rates have attracted billions of
dollars of foreign money, which has
augmented our savings and helped
support real activity gains in the
past three years.

Gradually, our dependence on
foreign savings will lessen.
Domestic growth is expected to
quicken in 1986 (3 percent real
advance versus 2.5 percent in 1985).
The reduced value of the dollar and
expanding overseas economies will
revitalize our export sector, while
slowing the increase in imports,
providing a two-pronged stimulus to
domestic production [RECORD
January 1986, page 45].

With manufacturing and
agriculture regaining some
strength, employment, income, and
savings will rise. Larger domestic
savings combined with still
significant foreign investment
inflows will put more downward
pressure on real interest rates.

Underlying this environment will
be the first twinges of fiscal
restraint (provided the Gramm-
Rudman Act, which would require a
balanced budget, survives a
constitutional challenge) and a
monetary policy conducive to
growth. Although the pattern of
decline is likely to be uneven
(a rebound of interest rates in the
spring, then a slump in the fall),
there is sufficient downward
momentum to lower real long-term
interest rates by 100 to 150 basis
points (a basis point is 1/100 of a
percent) by year-end. In turn,
mortgage rates will fluctuate
between 9.5 percent and 11 percent
this year. This will be a definite
boon to construction in general and
owner-occupied housing in
particular.

Architectural Record March 1986 45



MOVEABLE FEAST.

The assignment: Redesign a
decades-old Pullman sleeper into a
rolling hotel for business travel.

The media: WILSONART Color
Quest™ decorative laminates and
Decorative Metals.

The designer: Thomas J. Bolin,
ASID, Planning & Design, Inc.,
Minneapolis.

Bolin comments: “WILSONART
surfacing products offered me
both the color and surfacing finish
choices and the easy-care, hard-
wearing characteristics I had to
have to pull off this assignment.

Photo: Craig Anderson
®]986. Ralph Wilson Plastics Co., Temple, TX

“I needed a comfortable,
luxuriously appointed interior that
wouldn't feel confining despite the
space limitations (of an 85" x 10’
car), while meeting the unusual
functional requirements of out-
fitting a moving, smoke-spewing
train. WILSONART gave me the
solution.”

Thomas J. Bolin, ASID
Planning & Design, Inc., Minneapolis
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The dining/conference area
(photo below) set the Art Deco
design referent used throughout
the car. The visual expansion is
created with a color progression of
Mauve Mist to Wildrose to
Amethyst gloss decorative
laminates on the inset ceiling.

The same palette forms table
tops and decorative inlays on
Northsea-tlad cabinets, with gloss
Black accents.

WILSONART Satin Brushed
Natural Aluminum clads pocket
dividers which open to pass-
through service from the kitchen.

p, (e EOrEah 1

The results: A delighted client,
whose goals have been fully realized
through fine design partnered with
WILSONART materials.

WILSONART Color Quest . . .
color that keeps pace with your
ideas.

HOTLINE

If you have a project you think
belongs in this space, please call on us.

For design details on this ceiling,
and immediate delivery (within 48
hours), of product samples and litera-
ture, call toll free from anywhere in the
continental USA (we'll include chips of
new WILSONART Color Quest brilliant
pastels):

1-800-433-3222

In Texas: 1-800-792-6000

Circle 53 on inquiry card

WILSONART.

BRAND DECORATIVE LAMINATE

Bringing new solutions to the surface™




Practice:

Is there a new market in energy
conservation or just risky business?
New ways to finance energy retrofits: do they

bring engineers business or bypass their services?
Here, we look at both sides of the question

Once the passing of the oil crises of
the 1970s relieved consumers of the
most immediate incentives to
conserve energy, many of the
innovative business ventures and
practices they generated, among
them subspecialties of the design
professions and construction
industry, fell by the wayside or
became marginal.

One surviving practice, shared-
savings energy contracting, is now,
by all accounts, thriving, after
changing its spots somewhat along
the way. But its revival is getting
mixed reviews: The Energy
Committee of the American
Consulting Engineers Council views
the practice with distinet skepticism
and “Is investigating recent surges
in shared-savings energy
contracts. . .,” while some energy
experts are talking about it in such
glowing terms as “the hot ticket in
energy right now.”

This unconventional practice
generates a new set of benefits and
risks for participants

A shared-savings agreement works
like this: a client contracts with an
jenergy-service firm to plan and
implement an energy-conservation
retrofit program for his building,
which most probably involves new
equipment, msulation, structural
renovation, a change in energy-
usage patterns, or a combination of
all four, From this, the energy-
service firm guarantees that the
client will save a specific amount of
energy. The client receives these
services without paying any money
upfront, Instead, the contractor
arranges with a lending institution
for third-party financing to cover
his costs, which the client pays off
at the rate of a set percentage of
the resulting savings on energy
costs over a period of time,
generally five to ten years.

Ideally, this means that the
contractor will have an engineer
conduct an “energy audit” of the
client’s building and, based on the
existing equipment, conditions, and
the occupants’ needs, recommend a
long-term scheme that includes a
maintenance program,

At its best, the shared-savings
agreement makes it possible for a
client who has no accumulated
capital to simultaneously finance a
badly needed energy retrofit, reap
savings on utility bills, and make a
capital investment that will continue
to benefit him once the contract
expires. The advantage to the
contractor is that it generates work
that would not otherwise exist, and
provides a fairly long-term, steady
source of income,

It sounds great in principle, but

- even the most enthusiastic
proponents agree that it’s more
risky for both parties than a
straight cash deal, For one thing,

the parties commit themselves at
the outset to a long-term
relationship, which presumes that
both will continue to exist as
business entities until the contract
expires. For another, it is almost
impossible to accurately forecast
energy costs and project profits
over five- to ten-year periods.

Ed Bajer of the American
Consulting Engineers Council’s
Energy Committee says that his
organization is concerned that
consulting engineers are not
usually involved in these
arrangements and conservation
methods are installed without an
expert study of the client’s needs,
resulting in less energy savings and
less money for the client.

Another factor in the ACEC’s
(and others’) skepticism is that in
the haleyon days of energy tax
credits, shared-savings contracting
acquired an unsavory reputation as
something of a tax scam, with
contractors and building owners
greatly overstating forecasted
energy savings, thereby reaping
undeserved tax benefits based on
inflated projections rather than on
the actual value of the contract.

Economic and political changes

are making shared-savings
contracts worth another look
Today, however, current fiscal
policy is sending energy tax credits
the way of the bustle, eliminating
them as an avenue of abuse, But,
ironically, it is these same fiscal
policies that are making shared
savings so viable today. With cuts
taking increasing bites out of
operating and capital budgets, it is
now becoming one of the few ways
that cash-poor public-sector
institutions can afford energy
engineering services.

This, says Patricia Rose, an
energy conservation specialist at
the Department of Energy in
Washington, is where engineers
stand to benefit, Without the
guidance of an independent expert
like an engineer, she says
unknowledgeable consumers may
turn to companies that recommend
only the products they make or sell
rather than those that will produce
the greatest energy savings. If the
energy savings are insufficient for
the contractor to make his money
back, the contractor could go out of
business, leaving the client with
inefficient equipment, continuing
high energy costs, and, possibly,
responsibility for paying back the
third-party financing. Hence, Rose
cautions, the consumer’s only real
protection is a good lawyer and “an
independent energy analysis, done
by someone other than the installer,
that will give you a list of options
before you go to the contractor.”

Howard Bozich, president of
Impact Management Systems, an

energy service company and past
president of the 22-member
National Association of Energy-
Services Companies heartily
concurs. Engineers should look
upon shared- savings as a new
avenue for their skills, he contends.
“In the last seven years, we have
hired seven consulting engineering
firms to work on performance
contracts and that is work that
would not have been available but
for performance contracting.”

However, he admits,
“Conservation is a tricky business.
It is difficult to project savings and
frequently the performance never
comes up to the promised savings.
We are also upset about bad
projects where they don't use
engineers.” But the practice is
growing and changing, and he
attributes engineers’ negative
reactions mainly to lack of
knowledge.

Carefully drawn contracts and
communication are central to a
profitable arrangement
Ted Czernik, an engineer and
president of TWC, Inc., a Rhode
Island energy-service firm, has
been in the field since 1980. He says
that in order for the shared-savings
contract to work, “the energy-
service company has to be very
professional and the client very
knowledgeable or he won't feel that
he’s getting his money’s worth,”
The best deal, he explains, gives 80
to 90 percent of the savings to the
company, otherwise earnings will
not cover the costs of service and
financing. For the same reason, a
good service firm will not be
aggressive in forecasting savings.
The human element is also
important to the success of these
contracts, Rose says. In addition to
economy, plans should take into
account comfort and temperature
requirements of a building’s
functions (cool computer rooms,
warm nurseries, etc.), Engineers
and contractors need to work
closely with the occupants,
including maintenance staff, to
obtain their cooperation and assure
that “someone in the boardroom or
the boiler room isn’t undermining
your conservation plan.” Buy-out
options are also advisable to allow
an honorable divorece if the
relationship is not working out.
Risks notwithstanding, industry
experts contend, the need to pare
costs and the lack of capital will
probably continue to make shared-
savings contracts an attractive
option for public-sector institutions.
As such, it could well be an
interesting business prospect for
engineers, but one that is clouded
by sliding energy costs that
threaten to make it unprofitable in
the long run for contractors,
Julia Lichtblow
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People who want the perfect faucet end up going to pieces.

The Amarilis Faucet System. Even your pickiest customers will
love it. Because American-Standard's

o Amarilis” Faucet System lets them pick
//// t @ \® out a faucet piece by piece.
- = ) With'a/choice of several spouts,
tﬁ/ y N 5 finishes, 4 handles and 13 color ‘
' i — ;___,) Se— handle inserts, they’ll have no trouble i
‘ = putting together the perfect faucet.
- And you'll have no trouble supplying
it (our flex-set™ packaging system is
simple and saves you money).
Of course, every Amarilis faucet
features brass construction, washerless
ceramic valving, and a lifetime drip-
free warranty.
So offer your customers the Amarilis J
Faucet System. Nothing will make them
happier than going to pieces.

I

i

@ AMERICAN |

- - |
— — STANDARD |
N Pure luxury |

For our luxury products brochure ite to American-Standard, Department ARR PO. Box 2003, New Brunswick, NJ 08903. To see Amarilis, visit our Showplaces: Chicago (3 Crossroads

of Commerce, Suite 100, Rolling Meadows); Dallas (12344 Inwood Rd.); Los Angeles (116 N. Roberts@n Blvd.); New York (40 W. 40th St.); Pittsburgh (100 Ross St.). Or call 1-800-821-7700 (ext. 4023)
for your local showroom. © 1986 American Standard Inc 1
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REPRINTS

\RCHITECTURAL
RECORD
ARTICLES

R eprints of articles that

have appeared in Architectural Record over the past
five years are available for use in mailings and presen-
tations. These custom promotion brochures reproduce
the article exactly as it appeared in Record—if the
article was published in color, the minimum order is
500 copies; if published in black-and-white, the mini-
mum order is 100 copies.

For more information, cost estimates, and help with
the layout and design of your reprints, call: Janice
Austin 609-426-5494

| arcmrrecroras |
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TO SHOW YOU - Outrageous. Install a mere acoustical ceiling Notice the clean, monolithic look, crisp
THAT OUR CEILINGS in one of the great monuments of civilization? detail and minimal grid pattern. Properly in
GO ANYWI')l‘éJB Well, it’s only to make a point. Owens- glass fiber panel construction means you ¢z

WEWENTTOE

Corning Nubby Reveal ceilings can add classic forget problems with warping or sagging, e

9
REMES. good looks to the most venerable of spaces. .. with our largest panel size of 48"x 60"
or to the mundane. Nubby Reveal’s ability to absorb sound




1.00) makes it the natural choice for your o ; / -

bffice, or even your next Greek temple. e S Eirs e ! NUE%H%EXSAL
br more information contact Bill Phelan, e ALY ; S % :

nal Sales Manager, Interior Products, Tosa : o o | gy OWENS/CORNING
s-Corning Fiberglas, Fiberglas Tower, I ] S HEERGIA_S.
0, Ohio 43659. Or call 1-419-248-6860. SE ¢ 3 1550
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For nearly a hundred years, the Statue of Liberty
has been America’s most powerful symbol of freedom
and hope. Today the corrosive action of almost a
century of weather and salt air has eaten away at the
iron framework; etched holes in the copper exterior.

On Ellis Island, where the ancestors of nearly
half of all Americans first stepped onto American soil,
the Immigration Center is now a hollow ruin.

Inspiring plans have been developed to restore
the Statue and to create on Ellis Island a permanent
museum celebrating the ethnic diversity of this coun-
try of immigrants. But unless restoration is begun
now, these two landmarks in our nation’s heritage
could be closed at the very time America is celebrat-
ing their hundredth anniversaries. The 230 million
dollars needed to carry out the work is needed now.

Save these monuments. Send your personai tax deductible donation to: B.O. Box 1986, New York, N, 10018, The Statue of Liberty-Ellis Island Foundation, Inc.}

If you still believe in me, save me.

N
2220/ s

\

K22

i 5B3pto: Peter B. Kaplan

All of the money must come from private dona-
tions; the federal government is not raising the funds.
This is consistent with the Statue's origins. The French
people paid for its creation themselves. And America’s S
businesses spearheaded the public contributions that Jf2sd
were needed for its construction and for the pedestal. £

The torch of liberty is everyone’s to cherish.
Could we hold up our heads as Americans if we allow-
ed the time to come when she can no longer
hold up hers?

Opportunities for Your Company.
QEEAL You are invited to learn more about the advantages
mr] of corporate sponsorship during the nationwide pro-
motions surrounding the restoration project. Write
on your letterhead to: The Statue of Liberty-Ellis
Island Foundation, Inc., 101 Park Ave, N.Y., N.Y.10178.




Architectural education:

The Intern-Architect
Development Program,

a status report from the trenches

By the IDP Coordinating Committee

Has adopted IDP
- training standard

[ Accepts
— standard as equivalent

[:] Endorses IDP training

[ No action taken

The current status of IDP
adoption by the various states as
of January 1986 is shown in the
map above.

The Intern-Architect Development
Program (IDP) is a profession-wide
comprehensive internship program. Its
policies are established by the IDP
Coordinating Committee, composed of
representatives of the AIA, the NCARB,
the ACSA, and the AIAS.

For more information about IDP
contact:

Lois E.L. Thibault, AIA, Director of
Education Programs AIA, 1735 New York
Avenue, N. W, Washington, D. C. 20006.
202/626-7436.

Robert A. Rosenfeld, Director of
Internship Programs NCARB, 1735 New
York Avenue, N. W, Suite 700,
Washington, D. C. 20006. 202/783-6500.

When ARCHITECTURAL RECORD last
reported on the status of IDP in
May 1984, only ten states then
required candidates for registration
to satisfy the program’s internship
training standards. Nine more
states had endorsed the training
standard as acceptable
documentation to the “. .. diverse
experience in architecture. . .”
required for admission to the
Architect Registration
Examination.

Today, the roster of jurisdictions
that mandate the IDP training
standard has doubled in number: 18
states now specify IDP’s
performance-based standard as the
only measure of internship training.
Another 14 accept the IDP training
standard as equivalent to their
experience requirement for
licensure, and 15 plus the Virgin
Islands endorse IDP training for
interns. Only seven boards
(including territories) have taken no
position on IDP, while four are
currently considering adoption.
Thirty-one states have identified
IDP state coordinators (two of them
paid positions under the state
registration board) responsible for
program implementation and
administration within the state.

Almost 10,000 interns, supported
by over 1,500 AIA member firms,
are now participating in the
program nationwide. Over a third of
the AIA’s local state components
have organized advisory networks
to serve interns; many also offer
supplementary education programs
tailored to intern needs. The AIA
College of Fellows has endorsed
IDP and has encouraged its
members to involve themselves in
program activities and
implementation. Eighty-seven of the
92 schools offering NAAB-
accredited programs in architecture
have appointed IDP educator-

Implementation of the IDP as an organized
tramsition from architectural graduate to
licensed practitioner has grown by leaps and
bounds over the past couple of years. Here is a
thoughtful summary of where it now stands

advisors to introduce the program
to students.

Edward V. Kemp, ATA co-chair of
the IDP Coordinating Committee,
believes that IDP has reached
critical mass. ‘“The committee now
feels confident that its goal of
making IDP available to every
interested intern can be met by the
end of 1987,” Kemp reported
recently. “A year ago, even the
most optimistic of us was not
hopeful of widespread
implementation in this decade.”

At first, the profession was
lukewarm towards IDP

It hasn’t been easy. The committee,
created in 1975, found its task of
establishing a standard for the
internship interval in architecture
very much of an uphill battle.
Current committee member James
H. Boniface, AIA, notes that while
the profession has supported
standards for the accreditation of
its academic curricula since 1940
and has utilized a uniform
examination since 1962, it has
consistently resisted efforts to
prescribe standards which will
ensure that those seeking entrance
to the profession will have had a
comprehensive exposure to
architecture’s body of knowledge
during their internship, the critical
link between academia and practice.

Boniface believes that the
practicing professional’s traditional
role as mentor to intern-architects
in the office has been profoundly
affected by deep-seated and
permanent changes in the nature of
the profession itself. He minces no
words when he describes the
situation he encountered as he
entered the profession in the early
1970s: “I will be frank. Without
guidelines to assist interns and their
employers, the concept of
‘diversified experience’ often
translated directly into ‘crapshoot,’
with the odds set in favor of the
employer by his/her ability to
schedule work and hire/fire
according to the needs and
objectives of the firm, which in the
real world often meant short-term
economic self-interest.

“And yet the profession’s
educational curricula and
regulatory requirements still
presumed the existence and efficacy
of the mentor/apprentice
relationship in preparing graduates
for examination, registration, and
practice. Schools of architecture and
state licensing bodies continued to
rely upon the offices of
practitioners to assist in the process
that develops and sanctions young
architects.”

Uniform requirements were set

to help practitioner and intern

The Intern-Architect Development
Program was designed to provide a

framework for this internship
interval in architecture by making
available to the motivated intern a
program of training, supplementary
education, and advice and counsel
that would promote effective and
comprehensive preparation for the
profession. The establishment of
uniform internship requirements
was also intended to assist the
practitioner in the training of

competent, versatile, and committed

employees; to provide state
registration boards with an easily
administered standard against
which the experience of those
seeking entrance to the professional
examination could be measured; and
to benefit the profession generally
through the development of broadly |
experienced and knowledgeable
architects whose progress through
internship would be guided by the
best advice the profession had to
offer.

First implemented in 1976 as a
pilot program in three states
(Colorado, New Jersey, and Texas),
the IDP training standard and
program resources were tested,
assessed, revised, and validated by
participants across the country. By
1982, its provisions had been firmly
established and efforts were
redirected toward state and local
implementation.

From the outset, students and
interns embraced IDP with
enthusiasm as a transition from
academia to practice.

Resistance continued among
employers and AIA chapters
Architects who employed interns,
however, remained wary of the new |
program. Many took a cursory look
at IDP publications and came away
with the conviction that
implementing the program within
the office would compromise
productivity and profitability.
Others resented the apparent
“spoon-feeding” of graduates
whose seeming lack of useful skills
was already a bone of contention
within the profession. Said one
prominent architect: “In my opinion,
IDP won’t work and will flounder in
a year or so of its own weight. As a
board member, I will oppose it in
my state. Allthatis necessary. . . isto
graduate from an architectural
school, pass the licensing exam, and
work in an architectural office.”

Practitioners foresaw hours of
paperwork, intern demands for
exposure to areas of practice
inappropriate to their status and
level of understanding, and
violations of office confidentiality as
interns reviewed their progress
with out-of-the-office advisors.

Faced with widespread employer
antipathy, interns looked to their
local ATIA components for
assistance. Results were mixed.
Continued
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The beautiful Collin Creek mall in Dallas’
suburban Plano area is another evidence of
Naturalite’s expertise in glass skylights.

The 28,000 square foot system of Lean-To and
Structural Pyramid skylights was designed and
installed by Naturalite in less than four months
and utilizes energy-conserving mirrored glass.

The fast-track installation was delivered on budget
and on time. The mall was opened in mid-1981.
Federated Realty, Cincinnati, is the owner-

3233 West Kingsley Road, Garland, TX 75040
For information cail: Jobn Rowan
(Toll Free) 1-800-527-4018

Circle 55 on inquiry card

builder-developer. General contractor, Walke
Const. Company, Fort Worth, Tx. Architects,
R.T.K.L. Associates, Inc., Baltimore.

Whatever your design calls for, Naturalite
execute it beautifully in acrylic, glass or polyca
bonates. And, we are equipped to install larg
custom applications almost anywhere.

See Sweets insert 7.8/Na or confact the
factory. Naturalite, America’s largest skyligh
company. Your single source for skylights.




Architectural education continued

Many associate members
encountered chapter apathy—or
even outright hostility—to program
élements, and themselves tock on
the responsibility for administering
a local internship program. Other
intern-architects simply bypassed
the local AIA organization and
pursued IDP independently.

NCARB promotion led to

more widespread interest

On another front, the National
Council of Architectural
Registration Boards, working with
its more limited constituency, the
state registration boards, was
promoting IDP endorsement among
the profession’s regulators.
Architect and public members of
the licensing bodies, recognizing
that the IDP training standard
offered a preparation for practice
that was superior to the traditional
durational requirement, altered
their regulations to endorse or even
require the IDP training standard.

Where IDP was adopted as a
requirement for registration, ATA
components and member
practitioners were quick to
implement its program elements,
But those state registration boards
that accepted the IDP standard as
an optional equivalent to their
durational training requirement—a
form of endorsement that accorded
with established AJA policy—often
found that the necessary AIA and
practitioner support network failed
to follow. Voluntary
implementation lagged.

Gregory S. Palermo, the AIA
Board member charged with IDP
liaison, was disturbed by the
apparent dichotomy: “The AJA has
long recognized that there are many
paths to the profession and to
ongoing self improvement. We have
a mandate from our membership to
preserve that diversity of approach,
and our policies with regard to the
education standards, IDP
implementation, and continuing
education requirements reflect this
concern, How are we to maintain
our credibility on these issues if we
neglect our responsibilities to
support voluntary programs like
IDP that clearly contribute to
improved preparation for the
profession?”

An informational outreach

program spurred developments
Barly in 1984, the IDP Coordinating
Committee, concerned that program
implementation was being hindered
by widespread practitioner
misunderstanding, made the ATA
audience a particular target of its
informational and promotional
efforts. Resources were developed
to rebut practitioner concerns, and
outreach activities were expanded.
Squads of experienced IDP
participants were mustered to carry

the IDP word to architectural firms
and ATA components.

“It’s really nothing new,” was the
message carried by IDP
Coordinating Committee member
James B. White, AIA. “Seven
hundred value units distributed
over 14 major areas of practice are
required to complete IDP. This is
roughly equivalent to the typical
three-year internship period, the
difference being the comprehensive
exposure assured by compliance
with the minimums of the IDP
training standard.”

White emphasized the intern-
architect’s responsibility for
achieving and recording the value
units that measure progress
through IDP: “Simply put, the
Intern-Architect Development
Program is a ‘road map’ for those
preparing to enter the profession.
Guided by the IDP training
standard, which identifies and
specifies minimum levels of
exposure to office practice and
project-management
responsibilities, the intern is
expected to document the credits
gained through on-the-job
experience, observation, and
supplementary education activities.
This record is periodically certified
by the employer, and reviewed
quarterly by the intern’s advisor.”

In 1985, both ATA and NCARB
expanded active commitments
Nationally, AIA’s commitment to
the program was renewed and
strengthened; its 1985 budget
provided an increase in ATA
program and staff funding to
support additional outreach and
implementation activities. Vice
President—and now President—
John A. Busby, Jr., FAIA, became
an enthusiastic proponent: “The
ATA will continue to commit its
energies and resources to IDP
implementation. We expect our
members to discharge their
responsibilities to the profession
and its aspirants by supporting
interns participating in IDP. For my
part, I intend to make IDP a
particular focus of my presidency in
1986, and anticipate substantial
growth during my tenure in
Washington.”

NCARB program staff was also
expanded in 1985 to serve the
growing numbers of interns who
established NCARB/IDP council
records to document their IDP
experience. President Theodore L.
Mularz, FAIA, long an IDP
advocate, reiterated his
organization’s commitment: “It is
our hope that the additional thrust
given to the program during the
coming year will help those states
that recognize IDP’s benefits but
are having difficulty with
implementation.”

The demand for information kept

staff and members of the IDP
Coordinating Committee on the
road for much of 1985; over 100 IDP
assistance visits were conducted at
ATA component meetings, state and
regional conventions, schools of
architecture, and state board offices
last year. Training sessions were
scheduled for professional sponsors
and advisors across the country,
and information on successful firm
and chapter programs was collected
and widely disseminated.

" The increased ATA and NCARB

* budget commitments also enabled

the committee to expand its
membership to staff six IDP
regions, each represented by an
ATA and NCARB liaison to promote
more effective communication, A
streamlined version of its
introductory slide show was
produced for component use, and
committee meetings were scheduled
to coincide with AIA regional and
state conventions in order to reach
the individual member as well as
component officers and executives.

A dramatic increase in interest

and participants soon followed

A marked turnaround in
practitioner attitude began to be
felt by mid-1985. The numbers of
interns and practitioners
participating in IDP began a steady
increase that became dramatic by
the fall of 1985 and still shows no
signs of leveling off. Practitioners
were persuaded that IDP was good
for the office as well as for the
intern. Firms discovered that the
program’s much-feared record-
keeping requirements were intern
responsibilities, and that satisfying
the educational needs of young
interns, a task that many were
already performing, was in fact
made easier by the uniform
documentation and common
expectations outlined by IDP.
Components that established
advisory networks among their
membership reported
administrative requirements to be
minimal, Practitioners involved in
IDP as sponsors of office interns, as
advisors to one or more interns
employed elsewhere, or as chapter
IDP coordinators, confirmed the
personal and professional rewards
to be gained in counseling future
architects.

‘With the enormous increase in
interns participating in IDP comes a
concomitant increase in the
numbers of IDP “graduates” who
have completed the program and
passed the Architect Registration
Examination. Many of these newly
registered architects are choosing
to repay the profession’s
investment in them by serving as
sponsors and advisors to current
intern-architects.

“As more and more interns come
up through the IDP system,” notes

NCARB co-chair William M.
Fenton, ATA, “the committee’s
implementation task becomes
easier. A corps of young
practitioners, knowledgeable of
program requirements and sensitive
to their obligations to those
entering the profession, is now
becoming available to service and
maintain the IDP support network.
We expect that IDP will soon come
to be recognized everywhere as
integral to the system that produces
new architects.”

There is still 2 way to go,

but the future is optimistic

What's next for IDP? Planning for
1986 will consolidate recent gains.
Outreach efforts will continue—
AJA and NCARB program budgets
anticipate a doubling of the number
of IDP assistance visits scheduled
last year—with particular emphasis
on jurisdictions whose registration
boards are actively considering IDP
adoption. The ATA’s 1986
Grassroots meetings in Washington
will feature two IDP workshops for
component leaders, and its annual
convention in San Antonio will also
highlight IDP activities. The
committee will continue to
cooperate with the American
Institute of Architecture Students
and the Association of Collegiate
Schools of Architecture to schedule
and staff regular IDP briefings at
member schools. Committee
members will also be working with
AIA’s professional development
department to increase the number
of supplementary education
programs directed toward intern
needs.

In a move that members hope
may soon herald another transition
for the Intern-Architect
Development Committee—from
implementation to program
maintenance—members will begin
development of the first of a )
planned annual series of regionals
IDP conferences to bring togethef.
national program staff and those
with state and local IDP

responsibilities—state coordinators; ™

registration board members and ..

administrators; AIA component - %

executives and IDP chairs; and
professional sponsors, advisors, and
educators—for an exchange of

¥

.o

information and experience that will - '

assist in local IDP maintenance.

“It is premature to suppose that
the ‘battle’ is over,” cautions Ed
Kemp, “although we are
enormously encouraged by the
response to our recent initiatives.
Those who have been carrying the
IDP standard for so long welcome
the new recruits, but we’re a long
way from resting on our laurels.
Much remains to be done to invest
IDP with the resources necessary
for its fullest application.”
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Depend on LATICRETE® Waterproof Membranes

Tile installations are not waterproof. Ceramic tile installed
without a waterproof membrane is subject to water
penetration causing damage to substrates and occupied
space below.

Depend on LATICRETE® Waterproof Membranes to
provide job proven protection under tile installations in
wet areas, such as fountains, pools, bathrooms, decks,
showers, and commercial kitchens.

Odors, rot and decay too, may become a problem
when substrates are saturated with water, liquid food
waste or chemical cleaners. Water and chemical resistant

Tile, Pavers or Stone
Joint with LATICRETE 3701 Grout
LATICRETE 4237 Setting Mortar

LATICRETE Waterproof Membrane

© 1986 LATICRETE INTERNATIONAL, INC.

LATICRETE Waterproof Membranes prevent saturation
and odors associated with brine, sugar and other
caustic materials.

LATICRETE Waterproof Membranes are easy to apply,
nonflammable, and require no special tools or hazardous
clean up requirements. They are thin, light weight, rated
for heavy traffic and eliminate the need for depressed
slabs.

Depend on LATICRETE Waterproof Membranes to reduce
tile installation problems. LATICRETE installation systems
give you single-source responsibility with performance
proven worldwide for over a quarter of a century.

For answers to waterproofing problems, call for
technical and architectural service
(800) 243-4788
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Redefining the low-rise office building:
Two current projects by Robert A. M. Stern
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Although Robert A. M. Stern’s
brand of genteel historicism has
typically been associated with
residential design, recent projects
by the New York architect reveal
how certain domestic elements can
be successfully applied to small
office buildings. The first of these
projects to be completed was Point
West Place near Boston [RECORD,
February 1986, pages 128-135], a
severe Neoclassical box that
contrasts strikingly with nearby
suburban strip development. The
second, Prospect Point in La Jolla,
California, is a no-less-serious
stucco-and-wood structure meant to
evoke southern California’s
Mediterranean architectural
heritage. Two new speculative
projects on the East Coast
exemplify further refinements in
the genre. Rye Brook Park (model
and elevation top) will consist of
two 100,000-square-foot office

buildings located near the center of
a 30-acre, wooded site in
‘Westchester County, New York.

The four-story structures, arranged

formally around an oval motor
court, will be surrounded by
concentric terraces providing
parking space for 660 cars.
Sheathed in earth-colored brick,
buff stone, and light bronze-tinted
glass, the buildings will be
articulated by rusticated bases,

©@ANuthaniel Lieberman & %

corner pavilions rising to peaked
metal roofs, and smaller bays
modulating curved outer walls—
time-honored details that evoke
18th-century garden architecture.

In Newton, Massachusetts, Stern
has unveiled plans for Two Newton
Place (perspective above and
elevation left), a three-story,
110,000-square-foot office building
intended to bring a “powerful urban
statement” to the commercial
center of the Boston suburb.
Although its overall massing and
detailing represent a respectful bow
to One Newton Place, an adjacent
brick-and-stone building designed
by Skidmore, Owings & Merrill (left
in perspective), Stern’s project
departs from its more austere
neighbor through such ornate
architectural elements as two-story-
high oriel windows, a round-arched
entrance bay, and pedimented
window surrounds.
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One of Haworth’s
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WE DON most exciting design ideas

wood system that can
matched with our stan-
WILL WIN actually be mixed and
OUR $lo ooo dard furniture system.
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m tects and design pro-
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aduates You'll be asked to design a unique work envi-
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Haworth furniture systems.

Finalists will be flown to our awards presentatlon in
New York. Where we'll -
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The winner will
also be featured in full
page ads in top inter-
national trade publica-
tions. (Of course, if your |
entry resembles ‘this guys, it
may only be featured in an ad
like this.)

For more details, call 1-800-442-
9678, Ext. 567. And we'll send you an
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Theyre built.
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Design news continued

Palmy days in San Diego

While San Diego celebrates the
success of Horton Plaza—the
recently completed shopping and
entertainment center that has
rejuvenated the city’s downtown
retail district (see page 128)—plans
are afoot to infuse new residential
vitality into the blocks immediately
adjoining the extravagant complex.
One of the most intriguing projects
to date is a proposal dubbed Marina
Palms, a four-story, 180-unit
apartment house that architect Rob
Quigley says “seeks to address an
appropriate regional architecture
and sophisticated urban design
agenda within the standard
doughnut layout and traditional
floor plans dictated by the
developer.” Toward that end,
Quigley has designed the block-
square, garden-style project with
four distinctive facades, each of
which responds to the specific
nature of its street. Seen in

axonometric view, the Union Street
elevation exhibits intimately scaled
arched openings and street-facing
courtyards; by contrast, the Market
Street facade (top elevation)
recognizes the boulevard quality of
that street with its concrete plinth
supporting broad, simple masses
articulated by vine-covered
pergolas. The Front Street facade
(middle elevation) was designed as
the project’s primary gateway with
a pair of rounded towers marking
the public entrance, while a
recessed pedestrian arcade on the G
Street facade (lower elevation)
refers to nearby retail activity. The
project’s low-rise scale and
Quigley’s inclusion of such gracious
details as winding exterior
stairways, small rotundas, and a
sun court, represent a thoughtful
acknowledgement of San Diego’s
Mediterranean climate, topography,
and architectural heritage.

News briefs

Robert Venturi of Venturi, Rauch
and Scott Brown has been selected
over five competing firms to design
a major extension to the National
Gallery in London. The extension
will be situated west of the current
Trafalgar Square building and will
house the Gallery’s early
Renaissance Italian and northern
European collections. The selection
committee’s choice of Venturi was
based on the architect’s overall
body of work and his general ideas
for the addition, not on any specific
scheme for the site. A final design is
not expected to be made public for
at least a year.

Mark Mack has been named to
head an architectural team
responsible for developing the San
Francisco Design Center. The new
showroom facility for contract
furnishings will be constructed on
an industrial site south of the city’s
Market Street corridor. Other firms
on the design team are Robinson
Mills & Williams (associated
architects), The Burdick Group
(program planning and interiors),
and Vanderbyl Design (graphics).

Charles Moore and the Urban
Innovations Group have been
named the winning team in a
national competition to design a
new $20 million civic center in
Oceanside, Calif. Moore’s premiated
design and the entries of four other
competition finalists will be
featured in RECORD’s April design
awards/competitions section.

Minoru Yamasaki has died of
cancer in Detroit at the age of 73.
The son of Japanese immigrants,
Yamasaki was best known for his
romantic interpretation of modern
architecture, including such works
as the United States Consulate in
Kobe, Japan, and the Lambert Air
Terminal in St. Louis. His most
famous structures were the World
Trade Center in New York, the 110-
story twin towers that were briefly
the tallest buildings in the world,
and the Pruitt-Igoe low-income
development in St. Louis, the
demolished project that came to
exemplify public housing’s failure
to address the needs of the poor.

“The American Architect” is the
theme of the American Institute of
Architects’ 1986 National
Convention, scheduled for June 811
in San Antonio.

Spiro Kostof’s A History of
Architecture: Settings and Rituals
has been named the outstanding
architecture and urban planning
book of 1985 in the 10th annual
Professional and Scholarly Book
Awards, sponsored by the
Association of American
Publishers.

A touch of class in
downtown Dallas. ..

The commercial building boom that
has transformed downtown Dallas
over the past decade continues
unabated—witness plans for
Republic Bank Center, a 60-story,
1.5-million-square-foot office tower
that will be, upon completion, the
tallest concrete-core/steel-framed
structure in the country. Architects
for the granite-clad building are
Skidmore, Owings & Merrill
(Chicago office).

... and a touch of
flash in Charlotte

The first Postmodernist skyscraper
in Charlotte, N. C., a 34-story,
1.2-million-square-foot tower
dubbed Two First Union Center,
will feature a setback facade
sheathed in bands of silver
reflective glass and red Finnish
granite that terminates in a
dramatic, glass-enclosed vault. The
project was designed by JPJ
Architects and is scheduled for
completion in mid-1987.
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Design news continued

Memphis/Milano
in Victorian
New York

Andrew Carnegie favored
conservative architecture for his
ornate Fifth Avenue mansion, now
the Cooper-Hewitt Museum.
Memphis, the Italian design
collective, has made headlines by
breaking the rules Carnegie
revered. In an exhibition entitled
“Memphis/Milano” the Cooper-
Hewitt has brought their worlds
together, with unexpected and
instructive results. From the
informal alliance that coalesced
around Ettore Sottsass in 1981, 11
artists are represented in an exhibit
that includes 150 drawings of
furniture, fabrics, lighting, and
architecture, and 75 objects.

As it turns out, the Victorian
mansion accommodates furniture of
the future rather easily, for one
decorative extreme balances the
other. An arrangement of lamps
and tables centered on Peter Shire’s

3el Air easy chair, a colorful jumble
of geometry, is cheerful and bold
against the room’s luxuriant white
Classical detail. The architectonic
forms of Michael Graves’s Stanhope
bed pull a marble fireplace and
massive wooden mantle into a
Memphis ensemble.

Although Memphis’s individual
pieces are determinedly eccentric,
their cumulative effect achieves a
notable congruity. Ceramic and
glass are especially successful,
where imagination is braced by
craftsmanship. The drawings are
less appealing: their spontaneity
values sincerity over reflection, and
harmony dwindles to repetition. We
are invited to sit on Michelle
DiLueci’s First Chair, a spartan
arrangement of metal tubing and
wooden discs, and it is surprisingly
comfortable, except for the list price
of $365. But perhaps this is
appropriate for a group that
describes itself as a “mutation of
the consumer mechanism.”

Barbara Radici’s book Memphis
serves as the exhibition catalog. She
claims the group “has tried to
capture planetary anxieties . .. the
shudders and tensions of the third
world.” The show, however, pays
more attention to esthetics than
ideology. Memphis would probably
approve, since Sottsass calls his
efforts “conscious momentary and
provisional figures.” This
temporary world is on view until
April 13. Thomas Matthews

A quintessential marriage of art and architecture:
Michael Graves designs for Sotheby’s
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Sotheby’s, the world’s largest
international art auction house, has
unveiled plans to erect a 27-story
condominium tower, designed by
Michael Graves, atop its current
five-story headquarters on
Manhattan’s Upper East Side. In
addition to the residential portion of
the project, the proposal will add
21,000 square feet of gallery and
office space to the auction house’s
present facilities. Graves’s design
calls for a tripartite structure
comprising the existing Sotheby’s
as a base, a 16-story midsection
whose facade is articulated by
balconies and a diagonal patterned
grid, and an 11-story crown that
features larger areas of glass and
corner windows. The most striking
aspect of the project is a central
gray-green stone bay that, in
Graves’s words, “will identify the
theme of the building and
communicate the relationship
between the residential tower and
the auction house. In form it can be
read as a modern abstraction of
either a decorative artifact or an
emblematic house or palazzo.”
Notes Sotheby’s president Michael
L. Ainslie, “The structure couples
esthetics and purpose, and is both
appealing and pragmatic. Graves
espouses a design idiom that
combines contemporary elements
with classical design. This concept
represents Sotheby’s itself.”
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Although the words “Jersey City
waterfront” do not readily conjure
up mental images of a
contemporary office district, that is
exactly what is emerging in the
aging metropolis. Amid moldering
dockside warehouses and factories,
a combination of new and renovated
buildings is transforming the
obsolete industrial district just
across the Hudson River from
lower Manhattan into a remarkably
viable commercial center. The
area’s most visible building project
to date is a proposed 31-story
speculative office building that will
be, at 530 feet, the tallest structure
in New Jersey. Rising from a
polished granite base, the setback
tower will feature a ground-floor
arcade and a full-height rounded
bay that faces a riverfront park and
the New York City skyline. Project
architects are The Grad
Partnership.

F
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Competition
calendar

* A call for entries has been issued
in a competition for the redesign of
Pershing Square in downtown Los
Angeles. Cash prizes will be
awarded to five finalists, and the
winning design team will negotiate
for the project contract. Entry
deadline is May 30. For details,
contact Janet Marie Smith,
Pershing Square Management
Association, 523 West Sixth St.,
Suite 200, Los Angeles, Calif. 90014
(213/624-5115).

* The city of Charleston, S. C., will
invite five design teams to a four-
day charrette competition for a new
aquarium and visitor center. All
participating teams will be paid, and
the winning team will become
project architects. Qualifying
deadline is April 18. Contact
Jonathan Barnett, Department of
Planning and Urban Development,
116 Meeting St., Charleston, S. C.
29401 (803/577-6970, ext. 325).
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VULCRAFT STACKS THE




DECK IN YOUR FAVOR.

When you stack up all the concerns you face
“high-rise construction, it inevitably comes down
 getting just what you need when you need it.
here’s too much at stake to gamble on products
-service. That’s why Vulcraft was chosen to
pply composite deck as well as steel joists for
e 12-story North Central Plaza II job in Dallas,
Xas.

Although
Vulcraft’s composite
deck would allow con-
struction to proceed
much faster and easier
than the material and
labor-intensive alter-
native of poured-in-
place concrete, there
was another consid-
eration: delivery
schedules. In order to
accommodate the lack
of “lay down space”
 the confined job site, Vulcraft promised to
liver specified bundles at exact times on exact
ys. On this job there was no room for hedging
ur bets. Vulcraft’s attention to the sequencing
d coordination of composite deck and joist
liveries made sure nothing was lost in the shuf-
. All 241,000 square feet of composite deck and

tons of joists arrived at the site exactly when
vas needed.

Since Vulcraft is the only company in the
S. that makes and delivers steel floor deck, steel

nposite deck simplifies construction

12-story North Central Plaza II used 241,000 square feet of Vulcraft compos-
eck as well as 38 tons of Vulcraft joists.
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Vulcraft deliveries eliminated “lay down space” worries

roof deck, composite floor deck, standing seam
roof, steel joists, and joist girders, we're your ace
in the hole for virtually any construction project.
For more information, contact any of the
Vulcraft plants listed below. Or, see Sweet’s

5.5/Vu.

A Division of Nucor Corporation

P.O. Box 637, Brigham City, UT 84302 801/734-9433
*P.O. Box F-2, Florence, SC 29502 803/662-0381

P.O. Box 169, Fort Payne, AL 35967 205/845-2460
*P.O. Box 186, Grapeland, TX 75844 409/687-4665
*P.O. Box 59, Norfolk, NE 68701 402/644-8500
*P.O. Box 1000, St. Joe, IN 46785 219/337-5411.

*Deck manufacturing locations

Architect: Robert Husmann AIA & Associates
General Contractor: Spaw-Glass Constructors
Steel Fabricator: Mosher Steel Company
Consulting Engineers: M. Hourani & Associates
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Design awards/competitions:
New York Chapter/AIA Architectural
Awards for Unbuilt Projects

The New York Chapter of the American Institute of Architects
recently sponsored its first design awards program for unbuilt
projects. The intention of the program, according to the competition
brief, was to honor “the work of many of our most creative minds
[which], for reasons beyond their control, never sees the light of day
either as executed work or as drawings and models . .. but has
advanced the profession and art of architecture.” The program jury
consisted of Thomas H. Beeby, dean of the Yale School of
Architecture; Mario Botta, partner of Mario Botta & Associates in

2

1. Two Adjacent Houses, Tel Aviv,
Israel; Karmi Associates,
Architects. Designed for a hilly site
at the edge of a new suburban
development north of Tel Aviv, two
houses are set back from the street
behind sunken “outdoor rooms.”
Although the dwellings exhibit a
similar architectural vocabulary,
they feature distinctive,
diametrically opposed private
domains—a patio in the house on
the left and a long sloping corridor
in the house on the right.

2. Weinstein Residence; UKZ, Inc.,
Architects. The program called for
a 10,000-square-foot single-family
house on a sloping, 4.2-acre
suburban site. The client’s desire
for separate private and public
activities dictated the architects’
decision to organize the structure
around a cruciform, poured-
concrete base that houses all public
functions, including four

60 Architectural Record March 1986

courtyards. Private spaces are
located in a steel-and-glass
structure atop the base.

3. 42 Downing Street, New York
City; Proposition: Architecture,
Architects. The proposal was to
convert an existing 5,000-square-
foot garage in New York’s
Greenwich Village into a three-unit
apartment house. In order to
introduce light into the interior of
the building, the architects placed
two lower-level duplexes on either
side of a new courtyard. The third
apartment, a triplex, bridges the top
of the courtyard.

4. NCNB National Bank
Headquarters, Tampa, Florida;
Wolf Associates, Architects. The
architects conceived this 30-story,
limestone-sheathed office project as
“a soft-spoken counterpoint” to the
mirror-clad structures that
characterize much of Tampa’s
recent architecture. The cylindrical

form of the building was intended
both as an evocation of a citadel
guarding the entrance to downtown
and as a metaphorical lighthouse, a
symbol deemed appropriate for a
coastal city.

5. Autonomous Artisans’ Housing,
Staten Island, New York; Steven !
Holl, Architect. In order to provide
residential and studio space for
artists working in several
disciplines, the architect proposed
converting an existing warehouse
into shared work space and erecting
individual houses against the
structure’s outside wall. Each
artisan’s craft would be expressed
in the design of the structures’
upper level: a tin pyramid crowns
the tin bender’s house, for example,
while a brick barrel vault tops the
mason’s house. Although one juror
criticized the architect’s invention of
form as “an arbitrary and
mechanical method of achieving

3
variety,” another admired the
project’s “clarity of concept and
straightforward implementation.”
6. Recreation Center, Lac Quimet,
Quebec; Bobrow & Fieldman,
Architects. Modernist forms
constructed in native stone and
wood were proposed for a 30,000-
square-foot recreation/
administrative building, part of a
summer and winter resort town in
Quebec’s Laurentian Mountains.
The architects’ challenge was to
integrate the facility’s distinct
programmatic elements—including
indoor/outdoor swimming pools,
exercise rooms, a gymnasium,
locker facilities, ski and bicycle
rental areas, a day-care center,
dining rooms, and open lounges—
into a unified, 530-foot-long
architectural ensemble.




-
E I
S
=
S
=
2
5
&
S
=
©

Lugano, Switzerland; Douglas Davis, architecture critic of
Newsweek; Kenneth Frampton, professor of architecture at
Columbia, Dr. Heinrich Klotz, director of the Deutsches
Architeckturmuseum in Frankfurt, West Germany; and Elizabeth
Plater-Zyberk, partner of Andres Duany and Elizabeth Plater-
Zyberk Architects in Miami. The jurors reviewed 176 submissions
and tapped 28 projects for three levels of recognition, including the
eight honor-award-winning designs illustrated on these pages. In

addition to commenting on specific projects, the jurors had much to

say on the general state of architecture in New York. Klotz, for
example, admired the pluralism of the competition entries, but he
characterized some of the submissions as “too pragmatic.” Davis
JSound the architects’ work “schizophrenic in an esthetic sense”—a
reference to the current Modernist/Postmodernist struggle—and he
called the tendency by some architects to confront the city “quite
appalling.” Beeby observed that, while the overall quality of the
projects seemed high, it “was not extraordinary in relationship to
the work done in the rest of the United States at this moment.”

7. New Entry and Lobby for 233
Park Avenue South, New York
City; Russo 4+ Sonder, Architects.
A new two-ring bronze entrance for
an existing office building is an
updated version of the Neoclassical
arch located on a neighboring
structure. The design is meant to
retain the planar quality of existing
limestone-and-brick facades and
reflect the expression of two-story
columns in the renovated lobby. The
jury praised the architects for their
attention to detail and for the way
the juxtaposition of circle and
rectangle on the entrance functions
as a “‘sign element” for the
building.

8. Internationale Bau Ausstellung
Housing, Berlin, West Germany;
Richard Meier and Partners,
Architects. Part of a larger housing
redevelopment program in West
Berlin, this project attempts to
recreate the urban density of

8

housing that had previously
occupied the two-block site. Toward
that end, the architects have
proposed a crescent-shaped row of
low-rise residential buildings along
the Landwehrkanal with open space
behind and, on the adjacent block,
additional dwelling units wrapped
around a quadrangle. The jurors
praised the project for its “place-
making capacity,” and they admired
the architects for their attention
both to the urban street wall and to
the space enclosed by the buildings.
“The project reconciles the
individual’s need for privacy with
the needs of the city,” they
concluded.

In addition to the projects shown,
other entries tapped for honor
awards include the Cannaregio
Housing Proposal for Venice,
Steven Forman, Architect; Designs
for Room and Furniture
Renovations at the Cecil Hotel,

Michael Mosteller and Fred
Travisano, Architects;
Ambassador’s Residence, Doha,
Qatar, Wolf Associates, Architects;
A New American House, James
Tice and Fay Sueltz, Architects;
House Addition in Connecticut,
Green Card, Architects; Borderline
Village with Garden Pavilion, USA
Design Group, Architects; Gotta
Residence, Richard Meier and
Partners, Architects; and Veraison
Vineyard, UKZ, Inc., Architects.
Projects cited for awards include
the United States Embassy, Abu
Dhabi, Wolf Associates, Architects;
Administration and Academic
Building for the School of
Agriculture at Cornell University,
Gwathmey Siegel & Associates,
Architects; Oceanfront Hotel,
Coney Island, New York, Giuliano
Fiorenzoli, Architect; West Houston
Street Hotel, New York City, Der
Scutt, Architects; Villa in New

Jersey, Robert A. M. Stern,
Architects; Private Residence,
Brooklyn, New York, Robert A. M.
Stern, Architects; Hillside Housing,
Cincinnati, Ohio, Charles Wolf/
Kathryn Dean, Architects; Battery
Place Housing, Peterson,
Littenberg, Architects; Siemens
Office Building, Richard Meier and
Partners, Architects; and the
Marcus Residence, Westchester
County, New York, Walter David
Brown, Architects.

Projects awarded citations
include the Fort Lauderdale Public
Plaza, Wolf Associates, Architects;
and the Groupe Bouygues
Headquarters, Kohn Pedersen Fox
Associates, Architects.
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Design awards/competitions continued

Arizona State University

Fine Arts Complex

Architectural Competition

The competition prospectus called
for a multidisciplinary complex that
will include a museum to house the
university’s art collections, a 500-
seat theater for dramatic and dance
performances, a smaller dance
studio/theater, and such ancillary
facilities as scenery and costume
shops, instruction and rehearsal
rooms, art storage areas, and
administrative offices. The
challenge for competition
participants, then, was to design a
unified architectural ensemble that
could accommodate this unusually
diverse fine-arts program. The
premiated scheme by Antoine
Predock prevailed over competition
finalists Edward Larrabee Barnes
Associates of New York (the
runner-up), ELS Design Group of
Berkeley, Arthur Erickson
Architects of Vancouver, and

Barton Myers Associates of
Toronto. In its comments the jury
contended that Predock’s scheme
“captures and strengthens the
A.S.U. campus, reflecting the
dynamism and optimism of the
West with its tradition of adventure
and discovery.” More specifically,
the jurors were impressed by
Predock’s “imposing” Mill Avenue
entrance—a palm-lined forecourt
that leads into a water garden
flanked by trellised sculpture
terraces (foreground in model
above)—and by a subtly curved wall
that “graciously tips its hat” to the
circular Gammage Memorial
Auditorium next door, a late work
of Frank Lloyd Wright. Although

Antoine Predock of Albuquerque has been named the winner of a
national competition to design a new $15-million fine-arts complex
at Arizona State University in Tempe. Predock’s winning design
was selected over 56 competitors by a jury comprising architects
Henry Cobb, Donlyn Lyndon, and Hans Kammerer; landscape
architect Hideo Sasaki; and A.S.U. representatives Jules Heller,
Gerald McSheffrey, and Victor Zafra. The complex will be located on
the A.S.U. campus at the intersection of Mill Avenue and Tenth
Street and is expected to be completed in 1990.

©Robert Reck

Predock has placed the center’s
performing and visual arts
components in separate buildings
(the theaters are located in the
curving structure, the museum in
the rectilinear building in model
views and plan), the artistic media
will come together on a large public
plaza intended as an outdoor
performance and exhibition space.
A strong sense of the ceremonial
characterizes the center’s
circulation plan: the approach to the
theater is either through a grid of
trees or along a curving arcade/
aqueduct that terminates in a
fountain-embellished entry patio; to
reach the museum one descends to
the so-called Nymphaeum, a shaded
below-grade forecourt around
which galleries are arranged. In

terms of architecture, the A.S.U.
complex exhibits, according to
Predock, “a low, unifying silhouette
with towers and loft projections
that appear as abstractions of the
surrounding mountains and
buttes.” Clad primarily in pink and
beige stucco with accents of sky
blue tile and red brick, the project
will be a rare (for Phoenix) example
of southwestern regional
contextualism—a welcome mode of
architecture that is practiced more
frequently in Predock’s home state
of New Mexico than in more
development-oriented Arizona.
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Modernism and Mies

By Roger Kimball

Perhaps more than any of his peers,
Ludwig Mies van der Rohe (1886-
1969) epitomized the stringent ethos
of Modernist architecture. Obsessed
with esthetic clarity and possessed
of an uncompromising moral
seriousness, he approached
architecture as an essentially
spiritual vocation. As Mies saw it,
architecture was an art whose task
was to realize a conception of
building that could answer to the
unprecedented and, to his mind,
ineluctable imperatives of our
technological age. “Architecture,”
he wrote in 1923, “is the will of an
epoch translated into space.”

Though the high seriousness of
this Modernist vision has been
repeatedly challenged over the last
20 years—indeed, some would say
that it has been decisively
overturned—there was never any
question that the centennial of
Mies’s birth could go without public
recognition and homage. For
whatever one’s position on
Modernism, it is undeniable that
Mies, along with Frank Lloyd
Wright and Le Corbusier—with
Walter Gropius sometimes making
the trinity a foursome—is one of the
three or four greatest architects of
the century. The comprehensive
exhibition of Mies’s work currently
on view at the Museum of Modern
Art in New York, together with the
several studies and monographs
devoted to Mies recently or soon-to-
be published, offer an apt occasion
to review Mies’s artistic
achievement and the uncertain fate
of his Modernist legacy.

The retrospective exhibition of
Mies’s works at MOMA, on view
through April 15, was organized by
Arthur Drexler, director of the
museum'’s Department of
Architecture and Design. Drexler
has also announced that he intends
to publish an illustrated monograph
on Mies sometime during the
centennial year. Since his book will
no doubt serve as something of a
catalog for the exhibition (which is
scheduled to travel to Chicago and
Berlin after it leaves New York), it
is a pity that the work couldn’t have
been ready for the New York show,
especially as a press release
promised that it would “cover every
project and building ever executed”
by Mies. The exhibition itself is
somewhat more modest, though its
450 drawings and many
architectural models and photos—
all of which were drawn from the
Museum’s extensive Mies archive—
do effectively document the entire
span of Mies's long and productive
career.

Roger Kimball is a frequent contributor
to RECORD, The New Criterion, and other
publications. He recently lectured on
Modernism and Mies van der Rohe at a
Saculty seminar at Columbia University.

Beginning with such early unbuilt
projects as the Schinkelesque
proposals for a memorial to
Bismarck (1910)—represented here
by a particularly striking drawing—
and the elegantly lavish Kroller-
Miiller House (1912), the exhibition
presents the highlights of Mies’s
Modernist architectural
achievement. It includes drawings
for the visionary, unbuilt projects of
the early 1920s (the

Hedz"ic/;vBless{ng

Friedrichstrasse Office Building,
the Glass Skyscraper, and so on) as
well as photographs and drawings
of such signature structures as the
German Pavilion at the Barcelona
International Exposition (1929), the
Tugendhat House (1930), the twin
apartment buildings at 860-880 Lake
Shore Drive in Chicago (1951), and
the Farnsworth House (1951). This
part of the exhibition culminates
with the last great works of Mies’s
American period, of which the
Seagram Building in New York
(1957) and the Berlin National
Gallery, begun in 1962, are perhaps
the most noteworthy.

There is little in the conception or
inventory of the exhibition that will
be new to students of Mies; the
architect emerges as the familiar
lofty figure: handsomely corpulent
and taciturn, devoted totally to his
work, endlessly revising, refining,
distilling his thought in countless
drawings and ever more fastidious
spaces. And those spaces, too, are
familiar: most of the drawings and
models on view have been
frequently reproduced in books on
the master. But the several full-
scale replicas of architectural
elements designed by Mies that are
included in the exhibition—a
chrome-plated steel cruciform
column like those he used in the
Barcelona Pavilion and the
Tugendhat House, for instance—

When Mies van der Rohe died in 1969, the primacy of his Modernist
vision was relatively unquestioned. While many architects working
today have abandoned Mies’s functionalist view of the world, others
cling to the tenets that Mies helped popularize earlier in the
century. To mark the centennial of the Modern master’s birth,
Roger Kimball reviews Mies's long career and re-examines his work
and its relationship to the body of post-Miesian architecture that
has emerged over the past two decades.

are a welcome supplement to the
usual fare of drawings,
photographs, and models. They
begin to give one a sense of his feel
for materials and care for detail
that is difficult to appreciate second
hand. This dimension of Mies’s craft
is also evident in the separate
gallery devoted to examples of the
furniture that he designed to
complement his interior spaces.
Included here are the well-known

MR and Barcelona Chairs (1927 and
1929, respectively), among other
pieces, as well as numerous
drawings and sketches that
illustrate the evolution of Mies’s
design conceptions.

In addition to Drexler’s
forthcoming monograph, the Mies
Archive at MOMA is sponsoring a
collection of critical essays on Mies
and a catalogue raisonné that will
list all of the Archive’s drawings
from 1910-1938; it has also
sponsored an English edition of
Wolf Tegethoff’s 1981 German
study Mies van der Rohe: The
Villas and Country Houses (MIT,
1985), which provides an exhaustive
scholarly account of Mies’s
domestic architecture from the
Concrete Country House project of
1923 to the Farnsworth House.
Other recent publications on Mies
include Mies van der Rohe by David
Spaeth, with a preface by Kenneth
Frampton (Rizzoli, 1985). Spaeth,
himself a practicing architect, has
produced an admiring, workmanlike
account of Mies’s oeuvre;
unfortunately, though, his book is
marred by occasional factual
inaccuracies and, more generally,
by a tendency to emphasize the
functionalist, “technocratic” side of
Mies’s architectural practice at the
expense of the passionately
meditative artistic sensibility that
motivated it.

The most significant contribution
to Mies studies in recent years, also
sponsored by the Mies Archive, is
undoubtedly Franz Schulze’s Mies
van der Rohe: A Critical
Biography (University of Chicago,
1985). Based on a great deal of
original research, including
numerous interviews with Mies’s
friends, family, and colleagues, as
well as a patient sifting through the
mounds of material at the Mies
Archives at the Library of Congress
and at MOMA, Schulze’s biography
presents a portrait of Mies that is
considerably more textured and
complex than the usual image of
him as the coolly rational fabricator
of ever slicker, ever more minimal
boxes of steel and glass. In my
view, the only real fault of the book
is its style: though he is capable of
rising to a kind of eloquence on
occasion, Schulze’s painstaking
prose is often rather dense, even
ponderous. But while this makes for
a certain tedium, in the end it must
be counted a minor blemish, for
Schulze’s book not only provides us
with a thorough, well-organized
chronicle of the architect’s life
and work, it also (and this is
especially rare) contains a sensitive,
critically sophisticated account of
Mies’s central esthetic
preoccupations.

Schulze proceeds more or less
chronologically, his nine chapters
taking us from Mies’s childhood in
Aachen, near the German/Belgian
border, and continuing with his
apprentice days in Berlin and his
embrace of “the new architecture”
during the 1920s. He describes in
detail Mies’s involvement as artistic
director at the Weissenhofsiedlung
Housing Colony in 1927, when Mies
assembled Gropius, Le Corbusier,
Theo van Doesburg, and Bruno
Taut, among others, to collaborate
with him on a model housing
project. Schulze sets each of the
architect’s important projects in the
context of his life, skillfully
interweaving biography and
architectural criticism throughout
the book. Thus we hear not only
about Mies’s proverbial passion for
Havana cigars, quantities of
martinis, and a few expensive suits,
but also about his intimacy with the
well-known couturiére Lilly Reich,
who greatly influenced Mies and
who was responsible for the lavish
appointments at the Barcelona
Pavilion and Tugendhat House.

Architects will be particularly
interested in Schulze’s discusssion
of Mies’s long and tangled
relationship with Philip Johnson,
which began in 1930 when Johnson
was director of the Department of
Architecture at MOMA and
continued through their
collaboration on the Seagram
building during the 1950s. As
Schulze notes, Johnson was
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Observations continued

instrumental in bringing Mies to the
attention of the American public.
He included Mies in an exhibition on
international Modern architecture
that he and Henry-Russell
Hitchecock organized in 1932, and
later, in 1947, devoted a
retrospective exhibition to his work.
Johnson’s monograph for the 1947
exhibition remained a standard
work on Mies for decades.

Schulze also thoroughly
investigates Mies’s directorship of
the Bauhaus from 1930-1933, the
years of inactivity and frustration
after Hitler came to power, and his
emigration to the United States in
1938 at the behest of the Armour
(later Illinois) Institute of
Technology, which had invited him
to come as director of its school of
architecture. Schulze concludes
with Mies’s prodigiously fertile
years in America and his eventual
emergence as perhaps the most pre-
eminent—and most widely
imitated—Modernist urban
architect. At the time of Mies’s
death in 1969, Schulze notes, “every
major city in the Western world
bore his imprint.”

Mies was born Maria Ludwig
Michael Mies in 1886. The youngest
of five children, he grew up in a
middle-class Roman Catholic
household. His father was a skilled
stonemason, as was his eldest
brother, and Mies’s fabled
sensitivity to materials and
insistence on exacting
craftsmanship no doubt have their
roots in his early experiences
helping out in the family business.
Though he later became an avid
reader of philosophy, Mies’s formal
education was rudimentary: he
attended the cathedral school in
Aachen for a few years in his early
teens, but left at the age of 15 to
apprentice himself to a local
architect. He was soon an
accomplished draftsman. In 1905,
when he was 19, Mies boarded a
train for Berlin, his sights firmly set
on a career in architecture.

In Berlin Mies worked for two
well-known architects, first Bruno
Paul and then, from 1908 to 1912,
for the influential Peter Behrens, at
whose atelier both Gropius and Le
Corbusier (then still known as
Charles Jeanneret) had also worked.
Schulze aptly describes the artistic
atmosphere in which Mies found
himself in Berlin as “protomodern,”
wavering between the expressive,
organic embroideries of Jugendstil
and an impulse to be ever more
sachlich, ever more unornamented,
factual, objective, abstract. In this
milieu, the grandly reserved
Neoclassical architecture of Karl
Friedrich Schinkel was much
admired, and Schinkel’s influence—
a lasting one for Mies—is especially
evident in the houses Mies designed
in the 1910s for the rich burghers

Top: Tugendhat House, Brno,
Czechoslovakia, 1930.

Bottom: German [)fl/‘l'/(vll//./;)l' the
International Et'//u,\'//‘/u// at
Barcelona, 1929.

Museum

who provided him with his first
commissions.

In 1913, just as he was setting out
on his own, Mies married Ada
Bruhn, the daughter of a rich
industrialist. In the years ahead,
Mies depended greatly on the social
connections Ada’s parents provided,
as well as their periodic infusions of
cash. The couple had three
daughters in quick succession, but
the marriage was not destined to be
a happy one. Here, as in his later
romantic relationships, Mies’s
almost Olympian reserve and self-
absorption put severe limits on the
degree of intimacy and commitment
he could tolerate; always, his
independence and his work came
first. “I don’t belong to anyone,”
Mies told Laura Marx, the devoted
companion of his later years, “who
cannot live alone.” Though they
never divorced, Mies and Ada
separated for good in 1921.

As Schulze points out, 1921 was a
decisive year for Mies in other
ways, too. Dissatisfied with the
sound of his name (mies means
“seedy,” “miserable,” or
“wretched” in German), he now
rechristened himself Ludwig Mies
van der Rohe by the artifice of
attaching his wife’s maiden name to
his surname with the aristocratic-
sounding “van der.” More
importantly, he began designing
again in earnest, after a long fallow
period, producing in the next few
years some of his most arresting
and original architectural images.
Particularly striking were the
Friedrichstrasse Office Building
project, in which Mies envisioned a
triangular glass-sheathed steel
skeleton soaring 20 stories without
setbacks, and the Glass Skyscraper
project, in which he contemplated
two irregularly rounded glass
towers rising up like shimmering,

transparent crystals. A year or two
later, Mies conceived his flat-roofed,
open-planned projects for a concrete
office building, a concrete country
house, and a brick country house.
None of these projects was built—
indeed, it is doubtful whether the
skyscrapers could have been built
as Mies drew them—but they did
represent a stunning feat of
architectural imagination. And
though Mies was to return to a
more traditional idiom for a short
while, the five unbuilt projects of
the early "20s can be said to mark
the turning point in Mies’s
conversion to Modernism.
Throughout his book, Schulze
expertly traces the confluence of
friendships and influences that
helped form Mies'’s esthetic
sensibility. In the present context,
he notes the impact of the American
skyscraper on the Friedrichstrasse
Office Building project and the
crucial influence of Frank Lloyd
Wright's revolutionary treatment of
interior space on the flowing, open
floor plans of the country house
projects. Wright, in fact, may have
been the single most important
precursor of Mies’s distinctive
treatment of space in his domestic
architecture. There were, however,
other influences. Especially
important for Mies’s innovations in
the 1920s were his friendships with
the painter Hans Richter and,
through him, the De Stijl artist
Theo van Doesburg and the
Constructivist El Lissitzky; the cool
geometries of De Stijl and
Constructivism left an indelible
mark on Mies’s approach to design.
Much of this history has, of
course, already been set forth in
other studies on Mies. But Schulze’s
book distinguishes itself not only by
its comprehensiveness but also by
its attention to the relation between
Mies’s esthetic preoccupations and
his architectural practice. Schulze
shows that Mies’s commitment to
Modernism cannot be understood
apart from his understanding of the
unique strictures and opportunities
with which the modern age
confronts the architect. The central
influence on Mies’s understanding
of those strictures and
opportunities was the sweeping
pessimism of Oswald Spengler’s
two-volume The Decline of the
West, published in 1918 and 1922.
When asked late in life about
Spengler, Mies denied having read
him; but it happens that he owned a
first edition of Spengler’s work, and
his marginal notations indicate that
he had in fact read it with some
care. According to Schulze, the
definitive impact of Spengler on
Mies was first elaborated by Arthur
Drexler. Especially important for
Mies was Spengler’s insistence that
“Cultures are organisms and
world history is their collective
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Observations continued

biography.” In his view,
contemporary Western culture, the
product of an ever restless,
“Faustian” sensibility, was already
in the winter or senescence of its
life. And this, he thought, was less a
metaphor than a biological fact. It
was impossible to change or alter
the course of cultural decline;
rather, one’s task was to
understand it and confront it
honestly. “For me,” Spengler wrote,
“the test of value to be applied to a
thinker is his eye for the great facts
of his own time. Only this can settle
whether he is merely a clever
architect of systems and principles,
versed in definitions and analyses,
or whether it is the very soul of his
time that speaks in his works and
his intuitions.”

The influence of Spengler’s
sentiments, and even his rhetoric, is
patent throughout Mies’s mature
thought. In a famous statement
from 1930, for example, Mies wrote
that “the new era is a fact; it exists
entirely independently of whether
we say ‘yes’ or ‘no’ toit.... We have
to establish new values to
demonstrate ultimate aims in order
to acquire criteria.” For Mies, only
by building in a way that affirms
the “facts” of the modern age—its
social, economic, and technological
facts—can the architect hope to
penetrate beyond the
superficialities of inherited building
forms and styles to the essence of
the problem of building. And it is
precisely this concern with the
essence of building that underlies
Mies’s commitment to Modernism
and to architecture as a high art.
Indeed, as Schulze argues, Mies’s
acceptance of Spengler’s vision of
decline was decisively qualified by
his conviction that the architect was
called to discover within the
material facts of his time an
essentially spiritual reality. “Only
when architecture derives from the
material forces of a time,” Mies
wrote, “can it activate its spiritual
decisions.” In this context, Schulze
notes the influence on Mies of
Aquinas’s discussion of beauty as
the visible form of the invisible
essence of things. But whatever the
source of Mies’s esthetic
vocabulary, Schulze is surely right
that Mies’s often-noted emphasis on
functionalism and rationality cannot
be understood apart from his
affirmation of the spiritual, “value-
creating” tasks of Modernist
architecture.

None of this is to say, however,
that Mies was always able to
achieve his esthetic goals; in fact,
there is not infrequently a marked
tension between artistic ambition
and realization in Mies’s work, a
tension perhaps best summed up in
the question asked by a German
critic about the Tugendhat House
shortly after it was built: “Kann

Top left: Friedrichstrasse Office
Building project, Berlin, 1921.
Top right: Project for a glass
skyscraper, 1922.
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man im Haus Tugendhat
wohnen?”—“Can one live in the
Tugendhat House?” The
Tugendhats themselves answered
yes, but one can be forgiven for
sharing the doubts implied in the
critic’s question. No doubt Mies’s
exquisitely sculpted space achieves
a kind of poetry; but is it not at odds
with the prosaic demands of
everyday living? From this point of
view, the purity of form that Mies
seeks often impresses one less as
sublime than antiseptic. “So certain
was he that the truth of his
architecture was rooted in
unimpeachable rationality,” Schulze
observes, “he carried rationality to
its irrational extreme.”

Yet for Schulze this was at
bottom only another way of saying
that Mies was “an artist before all
else.” For Mies's real achievement
does not consist so much in
providing us with utilitarian

Bottom left: 860-880 North Lake
Shore Drive, Chicago, 1951.
Bottom right: The Seagram
Building, New York City, 1957.

spaces—though he did that often
enough, too, especially in his urban
architecture—but in having faced
up honestly to what Schulze
describes as the “narrowed options”
of our time. If Mies insisted that
“less is more,” that architecture
must purge itself of extraneous
ornamentation, it was not because
he was antihistorical or
antitraditional, as is generally
claimed. No, Mies’s passionate
minimalism grew out of his
conviction that the modern age was
a “new era” shaped decisively by
science and technology, and that
any honest architecture must begin
by acknowledging the implications
of this fact in its forms and
structures. Only thus could one
hope to forge an architectural style
that is genuinely traditional, whose
forms and ornament are an
authentic expression of its time. As
Mies noted, one doesn’t invent a

new architecture every Monday
morning.

It is, of course, precisely on this
question of what constitutes a
genuine tradition that
Postmodernism departs most
radically from Mies’s austere vision.
Postmodernism’s playful approach
to tradition, which plunders the
entire inventory of architectural
ornamentation for catchy details
and facades, discounts from the
beginning any question of
genuineness or authenticity. Thus
Schulze is quite right when he notes
near the end of his book that during
the late 1960s, “the mood of heroic
aspiration of early Modernism was
transformed . . . into irony.” A
charter document of that
transformation was Robert
Venturi’s 1966 manifesto against
Modernism, Complexity and
Contradiction in Architecture.
“Architects can no longer afford to
be intimidated by the puritanically
moral language of orthodox Modern
architecture,” Venturi declared.
“Less is a bore.”

An index of the extent to which
Postmodernism has undermined the
seriousness that was central to
Mies’s outlook is the eager
rehabilitation of Modernist forms
and structures in an essentially
Postmodernist context. Thus, in an
article last fall entitled ‘“Modernism
Reaffirms its Power,” the
architecture critic for The New
York Times assured us that
“Modernism has not so much died
as been transformed, and in a
different guise continues to occupy
a position in contemporary
architecture that is not so far from
the mainstream.” What he had in
mind, especially, are the Modernist
motifs that many contemporary
architects have been incorporating
into their buildings. But there is a
crucial difference between
Modernism in Mies’s sense and
buildings that have the look of
Modernism. Indeed, as the critic for
The Times points out, “The current
wave of interest in Modernism has
none of the moral force of the
original Modernist
revolution. ... Neo-modernism,ifwe
can call it that, is esthetic, not
ethical; its interests are in
celebrating the look, not the
meaning, of Modernism. ” But by
separating the “esthetic” from the
“ethical” in this way, by celebrating
the “look” of Modernism at the
expense of its “meaning,” one does
not so much perpetuate as destroy
Modernism,; one reduces it to merely
another ornamental gesture that
can be applied like tinsel whenever
one wants the sheen or appearance
of seriousness. Mies was fond of
insisting that “architecture is not a
cocktail.” Unfortunately, many
contemporary architects seem bent
on proving him wrong.
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Observations continued

Leaving Wright enough alone

By Michael Sorkin

A consequence of the profession’s
present preoccupation with
“context” is a kind of collective
confidence about the possibility of
adding on. There’s an implicit
argument that architects, duly
skilled and sensitized, should be
able to intervene anywhere. We're
absorbed with the architectural
equivalent of method acting, with
thinking we can inhabit the skull of
any sensibility. Even when
“contextualism” stops short of
replication, it encourages action in
difficult situations.

The result, inevitably, is to
eviscerate the idea of the
architecturally sacred. If adjacency
is always a possibility, history
becomes irrelevant. As all of
architecture is ransacked alike, its
field becomes continuous and the
logic of its monuments ever more
indistinct. Today’s vaunted
pluralism is really just an excuse to
be weak-willed about principles. It
confronts architecture
opportunistically, as a developer
confronts the city. Large proprieties
recede before the ethics of occasion.
Finally, there’s never any need to
draw limits.

These matters have been thrown
into special relief in New York City
over the past several years by the
expansion schemes of Manhattan’s
major art museums. The role of
these institutions in the
proprietorship of artistic culture, if
incidental in terms of real
fundamentals, has still focused
things. Commonly, we see these
places as zones of cultural privilege,
susceptible to higher tests than the
more quotidian matrix. And the role
of MOMA, the Whitney, and the
Guggenheim as guarantors of the
memory of Modernism itself has
put a fairly fine edge on
architectural questions. Each, after
all, is housed in a seminal Modernist
building.

Without question, the
Guggenheim raises the issues most
schematically. Not simply is this a
work of undisputed genius, perhaps
the greatest building in the city; it’s
one of the pre-eminent icons of
American architecture. On the
postage stamp that celebrates
Wright, the Guggenheim is visible
over his shoulder, standing in for
the most important body of work
ever produced by an American
artist. This is not to slight the
difficulty in adding to a marvelous
building like the Whitney or to
detract from the egregiousness of
the current proposal. But the
circumstances on Madison Avenue

Michael Sorkin is a practicing architect
in New York City and the architecture
critic for The Village Voice. He is a
visiting professor at The Cooper Union
and has taught at Columbia, Yale, and
the University of Pennsylvania.

Robert E. Mates
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are, at least theoretically, more
generous than those on Fifth. There
is both literal and conceptual space
around the Breuer building: the
Whitney is an end piece, it asks to
be built beside. The Guggenheim’s
aura occupies a wider territory.

Wright built the Guggenheim to
be exceptional. Its form draws
power from its inscription in an
environment where it represents
almost complete otherness. The
great broadening spiral looks like a
cliff dwelling, carved from the
Dover of dignified orthogonality
which extends the length of the east
side of Central Park. Although it’s
been argued that the Guggenheim
is the product of urban antipathy,
there’s no mistaking the affection
of the results, striking for both
their originality and their clarity.
The amazing elegance of the
primary composition is only
enhanced by Wright’s simplicity of
means and elaboration: like its
avenue, the Guggenheim has great
gravity. Here is Wright’s answer to
detractors who can’t see beyond the
decoration of his late work.

As an architectural statement,
the Guggenheim is complete. The

Frank Lloyd Wright's
Guggenheim Museum in New
York shown as it exists today (top)
and in model form (bottom) with
a proposed addition by Guwathmey
Siegel & Associates.

scheme to expand prepared by
Gwathmey Siegel & Associates—
whatever its local merits—is thus
forced to contend with the fact that
it may be impossible. This has
obliged the architects to position the
project in terms of one of the
justifying rhetorics that invariably
arise around such seemingly
doomed enterprises. This is nothing
new. In the old days, one heard talk
of “background” buildings receding
into invisibility, of ‘“jewels in
anonymous settings.” More
recently, though, the rhetoric of
contextualism has provided a far
more elaborated means for
describing this kind of relationship.
Today’s pluralism offers the idea of
the “translation” of one
architectural language into another.
Such “contextual” thinking
promises the Rosetta Stone of
transmogrification. One might be
like Wright, instead of simply aping
him & la Taliesin, or just fading into
the woodwork. With the rhetoric of
pluralism, it becomes possible to
propose an equivalent architecture.

The problem with genius, though,
is that it doesn’t compute. There can
never be real equivalence. Of

course, some kind of parity might
be achieved by another work of
equal (but not comparable)
brilliance. But what brilliance it
would take to reconfigure our sense
of the Guggenheim’s life in
relationship to its informing
constraints! In any event, such a
barely conceivable work is not at
issue. The Gwathmey Siegel
proposal presents itself defensively:
we're confronted with a rhetoric of
giving no offense, the rhetoric of
preservation, with plans described
as “referential, contextual, and
interpretively sympathetic.” Indeed,
the real justification for the
expansion is not architectural but
curatorial. There’s a need for more
space for offices, storage, additional
exhibition areas. This necessity is
apparently beyond questioning; it is
museological manifest destiny.

There’s one argument here,
though, that clouds matters. Wright
himself prepared a scheme for the
expansion of the museum,
published in 1952. Associating the
new scheme with Wright's own
initiative obviously has great
potential benefit rhetorically. After
all, if it can be argued that the new
addition is actually a completion,
the carrying out of the master’s
original intent, then the inevitable
claim of the violation of a landmark
is strictly circumsecribed. The
primary issue of whether to build is
displaced by the question of how.
And the existence of the Wright
scheme opens the door to an appeal
to precedent, the main mode of
understanding in current thinking
about the authority of any existing
architectural condition.

Citing the 1952 sketches is a red
herring. To begin, the fallacy of
privileging a particular moment in
the evolution of an artistic intention
is clear. We know of a variety of
studies for the building—some
dramatically different from the
built version—which, if interesting
in showing the evolution of
Wright's thinking, are scarcely to
be regarded as more authoritative
than what actually went up. The
Guggenheim has simply never been
seen, in the community’s eye, as
incomplete. Whether or not there
are those who might have preferred
another version (say, the one in
which the spiral narrows instead of
broadens at the top) is beside the
point. The question—at this
moment in history—is moot. One
would not add a moustache to the
Mona Lisa, even if one found a
sketch in Leonardo’s notebooks in
which he had studied the possibility.

Still, the argument from the 1952
scheme is not quite so easily
dismissed. The ’52 proposal and
Wright’s mention of an “orthogonal
curtain backdrop,” as well as his
shifting of the big spiral from the
northern end of the site to the
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Observations continued

south, all give evidence of a desire
to somehow neutralize and
discipline the Guggenheim’s setting.
However, the actual proposal,
sketchy in the extreme, gives one
the sense of a highly ancillary
gesture, one that would be read—in
its strict orthogonality, dumb
repetitiveness, and fenestrated
transparency—not so much as part
of the Guggenheim but as a more
satisfactory version of the end
condition on the block behind.
Poised between the Wrightian slab
and Central Park, the Guggenheim
would become a bioptic summary of
the Wrightian monument in a
Wrightian city, a lateral strip of
Broadacre City, embracing
greenery, roadway, and the

organic style.

This is, naturally, a kind of
precedent and a vaguely invocable
one. It is, however, not a precedent
for adding on so much as it is a
precedent for sealing off. The 1952
scheme, among its other attributes,
is almost dysfunctionally skinny, a
mere 25 feet wide, slab 1n extremis,
an architecture of pure backdrop.
With such a manifestly
scenographic device, the issue
becomes not one of its existence but
one of its location. And, there’s no
question that the concept
undergirding the grid was precisely
that it be behind. To me, this is the
absolute limit of the argument, the
possibility that a simple piece,
exquisitely slim, be inserted twixt
the Guggenheim and its built
context, a drapery to obscure the
urban stage machinery and
foreground the starring
performance of the spiral museum.

Although it presents itself by
means of this argument from
precedent, the Gwathmey Siegel
proposal substantially exceeds it.
Their scheme is not about a
recessive addition but about a co-
equal one. The net effect, according
to the architects, is to make the
“bipartite” composition of the
present building “tripartite.” The
value of this reconfiguration is
allegedly corroborated by the
“precedent” of the 1952 slab, which
is presumed to justify a reading of a
building that wants to be three. This
apparent longing for trinity allows
Gwathmey Siegel to impute
legitimacy to what can only be seen
as a drastic and destructive
alteration.

Distilled, what’s proposed starts
with the construction of a skinny
core wall, 15 stories high, against
the side of the adjoining apartment
house on East 89th Street. From
this wall is to be cantilevered a
green gridded porcelain enamel box
containing office and storage space,
its top edge slightly lower than the
core wall behind, and its bottom
somewhat less than halfway down
the fat upper band of Wright’s

rotunda. The base of the box rests
on a lower element which utilizes
the structure of the present
addition, itself designed in
anticipation of ultimately
supporting some sort of tower
above it. A tripartite rationale
buttresses this box: to establish its
own objectness, to provide wider
floor dimensions and, finally, to
fragment the overall composition
and thereby avoid bashing a single
disproportionately great lump down
the Guggenheim’s backside.

This box is a bummer. The
rationale of the “third element”
seems spurious, premised
retrospectively on the architects’
decision to create another piece. The
need for wide floors to
accommodate offices and storage
space (form follows
function . .. anywhere) is also a
backwards piece of thinking, built
to the dimensions of a premise that
was faulty at the first go. Arguing
for the efficiency of the internal
arrangements of the piece can in no
way justify its intrusion into
airspace that incontestably wants to
remain clear. More, the
effrontery—that’s the word for it—
of using this precious volume to
house storage is almost too much to
believe. We all know space is tight
in Manhattan but this is ridiculous,
exactly the sort of shoe-boxing that
Wright was so vociferously
appalled by.

Finally, there’s the strategy of
assemblage. By its own declaration,
the Gwathmey Siegel scheme is—at
some presumably meaningful level
of abstraction—"“derived” from the
Wrightian original. This notion lies
at the conceptual nub of their
proposal, this argument from
translation. To buttress the conceit
of implicit continuity, Gwathmey
Siegel has produced a series of
formal analyses of the
Guggenheim. These take the form
of conventionally simplistic art-
historical geometric studies, aiming
to demonstrate, in essence, that the
Guggenheim is conceptionally
orthogonal. But, like any technique
of analysis, this one tends to prove
what it sets out to prove. It's
scarcely a coincidence that an
architectural firm whose work has
been religiously square would
discover that a four-foot grid was
the “key” to the Guggenheim.

This isn’t to say that Gwathmey
Siegel’s analysis is exactly “false,”
rather that its filter is too coarse:
real essences slip through the mesh.
The prejudice of the grid leads to a
view of architecture in stasis. In an
assembled architecture, the grid has
the effect of stablizing relationships
among forms, quieting their latent
kinesis with the security blanket of
an implicit ordering datum. This is
precisely what the proposed scheme
does. It seeks to create an

Top: Frank Lloyd Wright'’s
unbuilt proposal, designed in
1952, for his own addition to the
Guggenheim Museum.

Middle: Rendering of an early
study by Gwathmey Siegel
showing the geometric
relationship between the existing
Guggenheim building and the
new addition.

Bottom: Model view of proposed
Fast 89th Street elevation.

© Louis Checkman
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Observations continued

essentially homogeneous reading by
assembling an array of forms
nominally subservient to a
privileged formal ideal. The
architects’ obvious aspiration is to
create an ensemble in which one will
not perceive the Guggenheim and
its addition or even the Guggenheim
against its backdrop but tkze
Guggenheim. This may be a
responsible urbanist strategy, this
favoring of the whole, but it is
altogether wrong vis a vis a

holy momument.

The loading on of Gwathmey
Siegel’s “asymmetrical
assemblage” is, in fact, a drastic
attack on the Wrightian spirit. The
Guggenheim is one of history’s
most signal examples of an
architecture of fluidity and motion.
However one parses its geometry,
this building celebrates movement,
the stability of the spin. Wright's is
an architecture of spiral and
collision. Gwathmey Siegel’s is one
of right angles and reveals. It’s the
opposition of an architecture
conceived in three dimensions with
one conceived in two. Unlike the
stable surface of a circle or a
square, the spiral shifts constantly,
propelling relationships rather than
ossifying them. The Guggenheim,
like the abstract expressionism with
which its design was contemporary,
is action art. The new addition tries
to compose it.

Looking at the plan of the
Guggenheim, I'm always impressed
by the funkiness of Wrightian
shapes, the interest in the
coincidence of forms as a way of
elaborating their purity. Those
ellipsoids, partial circles, and weird
angles demanded by the moment
are what animate the building, give
it its propulsive counterpoint. It’s a
really musical work, intricately
elusive compositionally. To call the
Guggenheim “bipartite” is to miss
its most central aspect. Two
rotundas, for sure, but what about
the deep linking band of its second
story? Is this a third element (is
there a clue in the three bubbles off-
centered over the entry or the three
portholes above them?) or a part of
one of the other two? A bipartite
reading resonates only from
vantage points that Wright
intended to reveal two-ness. One of
the building’s most satisfying
aspects is its unendingly subtle
resistance to such simplifications.

While I don’t question the
conscientiousness of intent behind
the Gwathmey Siegel proposal
(unlike the artistic demolition derby
over at the Whitney), this in no way
modifies its disastrous potential. It
simply intrudes too much: the
looming cantilevered box violates a
plane of respect that should be
absolute. The color strategy (in
spite of silly relational palaver
about making the box green to
respond to the park) is also terribly
destructive. That glossy green box
will hover like a billboard, calling
attention to itself at Wright's
expense. The architects seem to
believe that skinning the box in a
grid somehow makes it the moral
equivalent of Wright’s “orthogonal
backdrop.” This is reasoning on the
order of thinking that an elephant
can be turned to a zebra by
applying stripes.

I find, though, that it’s the
puritanism of the proposal that
rankles most. By puritanism I do
not mean simplicity; rather, an
architecture more controlled by
inhibition than passion. Wright is a
romantic, an architect of
intersection and joinery. In the
Gwathmey Siegel proposal, the
forms seem too upright to touch.
Every volume demands to be
distinct, the whole simply the sum
of its parts. Looking at the scheme,
my eye focuses and refocuses on a
little glass cylinder which sits under
the cantilever, covering a stair that
leads to a new rooftop sculpture
garden. Its angled top is sliced off
for no apparent reason other than
to contrive some interest and
rationalize the fact that it just sort
of stands there, nervous about not
engaging the horizontal plane above
it. From across Fifth Avenue the

tube will appear to sit on Wright’s
roof, a form nominally compounded
of the same components as
Wrightian ones (the glass of his
skylights, the circle of his
geometry, the ellipticizing rake of
his spiral), but assembled with a
sensibility that comprehends, it
would seem, nothing of the spirit of
the original. This little stub stands
in for the whole, a lexicon of wasted
intentions.

The real tragedy of this proposal
is in the Guggenheim’s willingness
to trash a treasure for so little
benefit. To be sure, the existing
building is “inadequate” to a set of
“reasonable” museological
ambitions: to show more of the
collection, to have nicer offices, to
serve the public tea. The fact
remains, however, that the inclusion
of these possibilities on site is in
direct conflict with the conservation

of the greatest item in the
Guggenheim’s collection—the
Guggenheim. Acknowledging the
preciousness of this building is to
render all questions of whether the
addition “improves” it irrelevant.
It’s sufficient that it makes it very
different. This isn’t to say that a
modest expansion is impossible:
who would lament seeing the 1968
wing blown away and replaced?
Second-guessing genius, though, is
the purest folly. To build this new
addition would be ruinous.
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World Bank office building combines structural and mechanical design
features for maximum energy efficiency and cost savings.
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The man getting out of the taxi met the attractive lady
reeted him in Spanish. Nearer the entrance to the build-
wo gentlemen in pin-striped suits spoke in Japanese.
, as they headed for the first floor restaurant, a group of
were earnestly discussing world affairs in an African
e.

Throughout the 12-story building, dialects from all over
orld were being used. The United Nations? No...because
e their many different dialects and nationalities, these
ind women all spoke the same language — the complex
sential language of international finance. The building is
heart of Washington, D.C., and its occupants determine
sposition of billions of dollars every year for development
'ts in many nations.

This is a typical World Bank building, one of the eight
owned buildings that house the headquarters operation
ernational investments, loans and financial decisions
ing not only individuals, but whole nations. Located just
ocks from the White House and three blocks from the
easury Department, the World Bank buildings comprise
- million square feet of floor space and hold a unique
of cultural diversity in a home designed to please
ne.

series of reports giving recognition to the efforts of architects and engineers
If of resource conservation.

)

“World Bank buildings hold a unique array of
cultural diversity in a home designed to please
everyone.”

Commissioned by JBG Associates, developers, the initial
design was based on providing appropriate amenities in the
speculative office building market (highly competitive in
Washington). At the same time, there was an effort to achieve
the maximum floor-area-ratio (FAR) allowable under local
zoning laws,

Building gets a new owner. During this early design stage,
negotiations were opened with the World Bank officials, and
an agreement was reached whereby the building would
become part of the World Bank facility. According to project
architects Weihe, Black, Jeffries, Strassman & Dove, the design
became much more specialized at this stage. Instead of being
a building that had to be of general appeal, it now had dedi-
cated purpose and occupancy.

The new, more specific purpose meant some revisions
in the original design plan. On the first floor, a major cafeteria
was added, which had to be equipped to handle the diverse
food needs of the World Bank employees. The lobby evolved

CASE STUDY #29*



into a major focal point, serving as a space not only for those
entering or leaving the building, but also as a reception area
for those attending the special school facilities on the second
floor. A dramatic grand staircase leading from the large lobby
to an open balcony provides easy access to the school level.
Full health club facilities and other unique World Bank require-
ments were also included in the design. The result was a12-
story building, enclosing more than 400,000 gross conditioned
square feet of office space above grade, with special require-
ments included at the design stage.

According to George Dove of Weihe, Black, Jeffries,

Richard A. Keilman, Chief, Building
Operations Section of the World
Bank, is pleased with a building
which cuts energy costs by one-
third.

Strassman & Dove, “As the building was developed, our firm
worked closely with the interior space planning group, ‘Inter-
space, to develop a comprehensive plan for the interior of the
building based on a program from the World Bank’”

The building's exterior is molded brick with a high
percentage of glass, double-glazed solar bronze for energy effi-
ciency. The window sash is aluminum.

Conservation gets top billing. During the stage when the
building was still a speculative design, energy conservation
features had been an important consideration, as had budget
factors. When the World Bank came into the picture as the
eventual occupant and owner of the building, no need was seen
to change from that original design concept.

GHT, Ltd. of Arlington, Virginia, was the firm selected to
do the engineering. After a life-cycle cost analysis was conduc-
ted, an all-electric building design was chosen. This approach
had the added advantage of minimizing potential energy supply
problems. Once this key decision had been reached, the

consulting engineering firm worked closely with the local elec-

tric utility, Potomac Electric Power Company ( PEPCO ), to make
the building as energy-efficient as possible.

EETE T T e
“Substantial energy savings result from the
design of the heating, ventilating and air condi-
tioning system.”

In assisting GHT, Ltd., PEPCO calculated operating cc
differentials for system design alternatives. PEPCO also ass
ed in developing a method to control building systems in orc
to take full advantage of existing electric rate structures as w
as planned future “time-of-use” rates.

Although a variety of factors were included in the desi
to enhance the building’s energy efficiency, the unique aspt
of the design is the inclusion of thermal storage to use exce
heat. As a result, substantial energy savings result from t
design of the heating, ventilating and air conditioning syste
(HVAC).

Energy use cut by one-third. Taking all the buildi
system modifications made to increase energy efficiency ir
consideration, this building uses about one-third less ene:
than would a comparably-sized building with a more tr.
tional design. A well-designed, well-operated building withc
these energy-saving features would use approximat
9,700,000 kilowatt hours per year (about 24 kWh per squ:
foot). The World Bank building consumes a little more tF
6,600,000 kWh per year (about 18.5 kWh per square foot). T
represents an annual savings to the owners, in current doll
of more than $140,000 a year.

Among the prominent features used to increase ene
efficiency and reduce costs are a double-bundle conden
for heat reclamation, water-based thermal storage for heat
air-to-air heat recovery, task lighting and automated dem:
limiting controls.

The HVAC system has a variety of energy-saving featu
incorporated into its design. For cooling, chilled wate
produced by three centrifugal chillers, one of which is a dou
bundle condenser ( heat pump) unit. For heating, hot wate
generated first by the double-bundle condenser unit anc
needed, two electric boilers are available. The chilled or
water is then circulated within the building to terminal uni

(continued on pagt
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yystem Operation

The basic mode of operation of the HVAC system in the Wash-
ton, D.C. World Bank building is determined by automatic controls
ich control a 24-hour sequence including both day and night
erations. A summer-winter switch controls seasonal operational
anges.

With the switch in the “summer” position and with the system
“day"” cycle, interior zone air handlers, the fan coil units, the out-
e air-supply air handlers, the exhaust fans, system pump P-12 and
ller system no. 2 start. Valve V-3A opens, and V-3B closes. As the
oling water flow increases, surplus flow detector (FD-1) senses
ess chilled water flow in the decoupler bypass and causes a slow-
ing cam switch to start chiller system no. 2. After full start-up of
ller system no. 2, chillers no. 1and no. 2 modulate capacities in
allel to match the load. When the cooling water flow increases to
redetermined point, the surplus flow detector (FD-1) again senses
ess chilled water flow and causes the cam switch to start chilled
tem no. 3. Chillers no. 2 and 3 remain loaded, and chiller no. 1
dulates as required to match the load.

As the cooling load reduces and terminal control valves
dulate toward the closed positions, chiller no. I unloads, and
erse-flow detector (FD-2) senses the reverse flow in the decoupler
ass and causes the cam to rotate in a reverse direction, where
e-energizes chiller system no. 1. As the cooling load reduces
her, chillers no. 2 and 3 modulate capacity in parallel to match

load. When the reverse flow detector again senses reverse flow
he decoupler bypass, it causes the cam to de-energize chiller
tem no. 2.

When the system is switched to “night” operation, chiller sys-
1 no. 3, interior zone air handlers, fan coil unit, outside air-supply
handlers, exhaust fans and system pump P-12 stop.

The condenser water pumps operate whenever the respective
lers operate. The condenser water control for tower no. 1 thermo-
‘with bulb in condenser water supply to chiller no. 1 maintains 85F
j) entering condenser water temperature. Upon a drop, the fans
le off. Upon a continued drop, the 3-way diverting valve opens to
ass the tower. Upon a drop in tower sump temperature below 38F

-

(adj), thermostat with bulb in sump energizes pan heaters as required
to maintain set point.

Condenser water control (towers 2 & 3) sequence for towers
2 and 3 similar to that of tower no. 1, except that there is no associ-
ated diverting valve.

When the summer-winter switch is in the “winter” operation
and the system is on the “ day” cycle, the interior zone air handlers,
the fan coil units, the outside air-supply air handlers, exhaust fans,
system pump P-12 and chiller system no. 1 start. Primary hot water
pump (P-14), hot water pump (P-11), secondary hot water pumps
(P-16 & P-18), and chiller no. 1 (heat pump chiller) are running, and
valve CV-3A is open.

Upon a reduction in heating load, sensed as a rise in HWR
temperature (above 95F) by temperature controller (TC-2), valve CV-4
modulates to bypass and pump P-16 stops. Upon a continued rise in
HWR temperature, valve CV-2 modulates closed and surplus, and
reverse flow detectors (FD-1 & FD-2) are energized. Upon a continued
rise in HWR temperature, valve CV-1 modulates open, and thermal
storage pump (P-9) allows 95F HWR to be stored in tanks. When ther-
mal storage return (TSR) water temperature reaches 95F (adj), as
sensed by temperature controller TC-3, chiller no. 1 condenser water
circuit is energized. When condenser water circuit has been fully
initiated, valve CV-1 closes, and pump P-9 stops.

Winter day cooling sequence is similar to summer cooling
sequence except chiller system no. 1 (heat pump) is the lead chiller,
chiller no. 2 is second and chiller no. 3 is last.

When the system is switched to “night” cycle, the interior zone
air handlers, the fan-coil units, the outside air-supply air handlers,
exhaust fans, and system pump P-12 stop. Surplus and reverse flow
detectors (FD-1& FD-2) are de-energized. When building heating
requirements exceed the available rejected heat from chiller no. 1, as
sensed by a drop in CHS temperature ( from chiller no. 1) below 44F,
valve CV-2 opens, and pump P-9 runs, bleeding hot water from the
storage tanks into the chilled water line to produce the appropriate
load on the chiller. When there is a concurrent drop below set point
at both HWR (TC-2) and CHS (TC-1), indicating that all stored hot
water has been expended, pump P-18 runs, and valve CV-4 modulates
as required to maintain TC-1set point. When there is a concurrent
drop below HWR set point (TC-2) and rise above CHS set point ( TC-1 ),
controller TC-2 starts pump P-16 and modulates valve CV-5 as required
to maintain set point.
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George Dove, architect, and Tom
Roach, engineer, are delighted by
the results of their integrated pas-
sive and active energy efficient
design features.

Each floor of the building has two medium-pressure
chilled-water air handlers. These, in turn, distribute air to varia-
ble air volume terminals which circulate outdoor air from the
building’s interior to its exterior zones. Exterior office space is
air conditioned by four pipe fan-coil units with built-in pneu-
matic controls. Special dedicated areas, including the lobby,
the cafeteria, dining rooms, a book store, a basement print
shop, and the maintenance and exercise areas have individu-
ally dedicated chilled water air handlers with electric heating
coils which distribute air through constant-volume low-velocity
duct systems.

During the heating season, heat is extracted from the
warmer interior zones by the double-bundle condenser and
transferred to the fan-coil units, where it offsets the heat losses
of the exterior zones. Any excess heat not needed immediately

“Excess heat not needed immediately is stored
in two 10,000 gallon water thermal storage
tanks.”

is stored in two 10,000 gallon water thermal storage tanks
located in the fourth basement. When no excess heat is avail-
able from the interior zones, the heat stored in the tanks is util-
ized. Only when all internal and stored heat has been used are
the electrically heated boilers brought on line.

Local zoning requirements for outdoor air introduction
greatly exceed the building's normal exhaust needs. To handle
this imbalance, the air distribution system collects excess build-
ing outside air and distributes it to the kitchen exhaust hoods
as make-up air. By eliminating the need for supplemental
outside air, both cooling and heating demand requirements
are substantially reduced.

Enthalpy wheels are employed to transfer about 75 per
cent of the heat content between the incoming outside air and
the outgoing exhaust air streams. During the heating season,
heat is transferred from the exhaust air to the incoming outside
air stream. During the cooling season, the process is reversed.

Again, both heating and cooling demand are reduced by t
procedure.

Thermal storage aids demand control. A dema
controller is used to limit and balance loads during periods
peak operation. This cuts energy costs by lowering the ass
able demand charges made by PEPCO. The operation
HVAC subsystems is channelled through the control devic
assure minimized demand. At such times, the interior tem
ature is allowed to rise slightly. In addition, the demand cont
system has been programmed to transfer operation of one
ler to an emergency standby diesel generator during a p
demand period, thus reducing the building’s demand char.
even further.

Flexible wiring has been employed to allow easy rel
tion of light fixtures. This allows light to be installed for the t
instead of providing a uniform level for a wide area. A cen
ized lighting control system also minimizes waste by turn
lights on and off according to a preset schedule. Local swi
ing is allowed to override the master lighting control to m
specific needs.

The tinted, double-glazed windows also do their pa
reduce conduction and radiant heat loss. The energy sa
over single-glazed clear glass is significant.

DESIGN SUMMARY

GENERAL DESCRIPTION:

Area: 375,000 sq. ft.

Volume: 3,375,000 cu. ft.

Number of Floors: 12

Types of Areas: Office, conference rooms,
cafeteria, retail and printing facility.

CONSTRUCTION DETAILS:

Glass: Dual glazed clear inside, solarbronze
outside

Exterior Walls: Masonry; U value: 0.15

Roof: 8" concrete slab with 2" rigid insulation;
U value: 0.10

Floor: 8" concrete

Gross Exposed Wall Area: 17,725 sq. ft.

Glass Area: 55,650 sq. ft.

ENVIRONMENTAL DESIGN CONDITIONS:

Heating:

Heat Loss Btuh: 4,135,000

Normal Degree Days: 4224

Ventilation Requirements: 43,000 CFM

Design Conditions: OF Outdoors, 70 FDB indoors

Cooling:

Heat Gain Btuh: 9,633,200

Ventilation Requirements: 43,000 CFM

Design Conditions: 95FDB/78 FWB outside
75FDB/50 RH inside

LIGHTING:

Levels in Footcandles: 70FC

Levels in Watts/Square Foot: 2.3 in office areas

Type: Fluorescent, incandescent, and mercury

vapor

CONNECTED LOADS:

Heating and Coolirllﬁ)( 950 tons): 2800 KW
Air Handling (450 HP): 480 KW
Pumps (335 HP): 320 KW
Other 2000 KW

PERSONNEL:

Owner: World Bank

Architect: Weihe, Black, Jeffries & Strassman
Consulting Engineers: GHT, Ltd.

General Contractor: Hyman Construction
Mechanical Contractor: E. J. Cornell Company
Utility: Potomac Electric Power Company

Edison Electric Institu

The association of electric compani
1111 19th Street, N.W., Washington, D.C. 20036




ICE & WATER SHIELD
PRESENTS

THE FINEART

OF PRESERVING

A MASTERPIECE.

Crissman & Solomon Architect Inc

When you create something innovative, dramatic, substantial, you ought to give
it the best protection possible from costly water damage.

Ice & Water Shield—developed by the makers of Bithuthene®
Waterproofing Systems—offers the most cost effective, long-term
protection against ice dam and wind blown rain damage on
the market today.

This tough, flexible self-adhering membrane
installs easily under shingles, slate, shakes, tile, metal
and around all building details where additional
waterproofing is needed.

What's more, Ice & Water Shield never interferes
with the integrity of your design because it's
completely invisible after installation. For more
information, contact E.R. Davis, W.R. Grace
Construction Products Division, 62 Whittemore
Ave., Cambridge, MA 02140. And protect your
landmark from watermarks.

lce &Water Shield crace

Circle 75 on inquiry card




America’s most
complete line
of carpet accessories
is also the most

colorful.

Function is important—very important. That's why we
produce vinyl carpet mouldings in more shapes and
sizes than virtually the entire industry combined. But we
also recognize that today’s vibrant carpet styles need
vivid color accents. It's the reason we offer the field's
most versatile color spectrum—and we'll custom .

color-match to your specific requirements. When it's

time to finish the job right, look to Mercer for exciting =
design options.

Call or write today for our complete catalog and the
Mercer distributor in your area.

= Ll ™l df RS ) =)

mercer

PLASTICS COMPANY,INC.
DIV. OF THE DEXTER CORPORATION
190 Murray Street / Newark, NJ 07114 / (201) 824-3100

P.O. Box 1240 / Eustis, FL 32727 / (904) 357-4119
Torrance, CA / (213) 370-6190

Circle 76 on inquiry card
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Hurd maintains leadershi

New Hurd clad
wood hinged
door is second
to none.

Our new door is a testimony to
outstanding design. You’ll find
it every inch a champion, from
its thick sheathing of extruded
aluminum cladding on both the
frame and door to its fully
adjustable sill. Hurd wanted
this door to be the most striking
entryway in your entire
structure, so we made sure it
would be the best available.

The interior, as with all Hurd
windows, is of select Ponderosa
pine, to be painted or stained.

The door swings smoothly on :
secure system of
four hinges, each
set in the frame
for a clean look.

Another feature
is the beautiful
hardware which
matches the
stately
character
of the door
itself. Every aspect
of this hinged door
is Hurd quality. The design,
construction, architectural grac
and, of course, efficiency, are a
superior. The only topper to
specifying one of these doors ir
a project would be to specify a
row of them.

New Hurd clad honzontal slider fits America’s largest market.

In multi-family, health care or other ins

tutional facilities, there’s no better optic

for sleek but economical bedroom type wi

dows than the new

maintenance-free ’ P -
B

Millions of structures were
planned and constructed when
energy was cheap. Unfortu-
nately, the windows used were
often comparable. In today’s
economy, these windows, most
of which are standard sized
horizontal sliders, are costing
Americans a fortune in lost en-
ergy. Hurd clad wood horizontal
sliders are the beautiful answer
to this incredibly large prob-
lem. They are sized to easily
replace the energy-wasting, un-
sightly metal sliders and
designed with some outstand-
ing features.

Hurd clad slider.

Hurd Construction
1.

. Heat Mirror™

. Thick Ponderosa

Thick, extruded alumi-
num cladding on both

frame and sash (bronze
or white).

transparent
insulation
sealed in in-
sulating panel.

pine frame and interior.




1rough product 1nnovation.

- Consider the Hurd clad casement. A
Hurd St,andards 4 standard product for us, by any other
dare deSlgned to ‘ criteria, this is a very exceptional
l'f window. The .050 inch thick aluminum
pe ormi. cladding on the frame and sash is
» electrostatically coated so it won’t chip,
fade or peel. The full one-inch insulating
glass is also available with two different
Heat Mirror glazings. Top performance

; is further guaranteed by triple weather-
stripping and a thick wood frame.

citile Although a single glance qualifies this

i A Hurd window as a good choice, further

sic windows in the ; investigation of the adherence to detail

t carefully controlled mOdm,l P will convince you that it’ the only choice.

t, infusing the best of today’s You can build a reputation with Hurd.

mology into our craft. We offer the to produce buildings of character and
s, shapes and window types necessary  imagination. We also offer R-Values above
4.0, superior comfort and economy.

Hurd gears efficiency to specific climates.

ferent areas of the country

oin the | ¢
e different solar exposures J eader

Specify Hurd.

| varying heating and cooling . :
nands. Plus, some climates You can improve the efﬁaency
extremely hot in summer apd beauty .of every project you
‘bitter cold in winter. Hurd design by joining the innovative

1't pretend that one window # leader. Don't you deserve the best?
Id be right for all these con- Call: 1-800-2BE-HURD

ons. Instead, we offer specific \- SUNBELTER 66

zing options, such as Heat Mirror 83

- r | Releive]  for cold ‘
LAZING OPTIONS | vaues® | vaues' | He% Bl niats il

ad Casement 43 | 231 | 186 Sunbelter 66 for

I Insulating hot climates. Each is intended to minimize ik bk
1" Heat Mirror 88 :25 “4_",)5 i B energy usage and maximize interior com- =
?_m“ | 24 | 420 | 103 B fort. Yet neither restricts the view. "
asement _ T Although you can include this custom The full llne filled
feature as a premium, it’s a standard offer- . . .
ing from Hurd, with leading ideas.
= gmet e

M | . [ \
E 1 —
3 r' A
! g ’Q\\-v e
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Making more elevators
makes Dover No.1.
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Major projects like
this one—the Energy
Centre in New Orleans
—have helped make
Dover the best-selling
elevator in America.
In this busy 39-
tloor building, 18
Dover elevators are
equipped with comput-
erized Traflomatic®
controls that mini-
mize response time.
The 7-floor parking
garage and freight
service needs are met
with four additional
Dover elevators.
Dover’s vast and
varied experience is
yours to call on. For
help on any project or
more information, call
your local Dover office.
Or write Dover
Elevator Systems, Inc.,
P.O. Box 2177,
Memphis, Tennessee
38101.
Energy Centre
Ouwner:
Lincoln Property Company
Architect:

Harwood K. Smith
& Partners

Contractor:
Gervais E, Favrot Co., Inc.

Elevators sold and installed
&y Dover Elevator Co.,

i New Orleans

®

(g ; ELEVATORS




Building Types Study 624: Industrial buildings Architectural Record March 1986

Workshops of industry

There’s been a lot of talk lately about the decline of American industry, accompanied
by optimistic predictions about the rise of the so-called electronic information age.
While the computer chip hasn’t proved to be the economic panacea that some of us
hoped it would be, it has begun to change the nature of industry as the sprawling,
machine-infested factories of yesteryear are replaced by smaller facilities with office-
like environments. The challenge, however, of finding new architectural forms to
match the entrepreneurial spirit of these electronic-based industries has gone unmet:
witness the bland, boring boxes that have popped up all over our computer lands of
Silicon Valley and Route 128.

For inspiration, American high-tech companies and their chosen architects might
well take note of the industrial buildings included in this study: a pair of speculative
buildings designed by Richard Rogers + Partners for light manufacturing in
Maidenhead, England; a computer research lab/factory for Arel Industries near Tel

Aviv, designed by Karmi Associates Architects; and an auto diesel shop for Red River ?f‘

Community College in Winnipeg, Manitoba, designed by IKOY Axrchitects. Though
intended for a different type of purpose and client—multiple, unrelated
manufacturers at Maidenhead, highly specialized computer technicians at Arel

Industries, and a constant interchange of students, cars, and trucks at Red River—all B

express a common concern for a community of workers, rather than an assembly-line
of individuals.

Accordingly, each building is organized as an industrial workshop, a small-scale
mix of offices and flexible production areas that allows for future expansion or
subdivision according to the specific needs of its workers. Divergent functions are
articulated as buildings within buildings, rather than subsumed by an amorphous
whole. The manufacturing plants of both Maidenhead and Arel Industries contain
two-story office blocks that assume introspective identities away from the bustle of
their open production areas. Similarly, classrooms are housed as insulated, self-
contained units within the exposed structure of Red River’s garage. Communal
spaces within these hybrid buildings are emphasized to enhance communication and
teamwork: a central courtyard unites Maidenhead’s twin sheds into an industrial
village; courtyards and a dining “amphitheater” offer Arel Industries’ teams a place
to confer outdoors; and Red River’s spacious walkways and lounge promote teacher/
student interaction away from the hood of a car.

Moreover, the structures that follow allow the viewer a glimpse of their inner
workings without hiding them behind expressionless facades. Industrial form is
rationally employed to denote industrial function, through low-cost components of
concrete, steel, or glass. The kind of modest tech that results offers a valuable lesson
to American industry. As Ron Keenberg, design partner of IKOY Architects, points
out, “People working in industrial buildings deserve the same kind of design attitude
as someone working in a corporate office. There’s a point when you have to reconcile
functionalism with humanism.” Deborah K. Dietsch
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Speculative light manufacturing units 1
Maidenhead, England Klt Of parts

Richard Rogers + Partners Ltd.

Richard Bryant photos

Industrial buildings have always been an important part of Richard
Rogers’s repertoire. Since collaborating with former partner Norman
Foster on the Reliance Controls electronics factory (1967), the architect
has designed a half dozen others, most notably the Fleetguard factory
in Quimper, France (1981), the Inmos microprocessor factory in Gwent,
% South Wales (1982), and PA Technology laboratories in Cambridge,
England and Princeton, New Jersey (1983). All have played a key role in
shaping the virtuoso display of exposed mechanical and structural
systems that forms Rogers’s exuberant esthetic (and what sets him
apart from Foster’s cool, Miesian restraint). They also illustrate the fact
that the high art of high tech comes with a high price, a result of the
custom-engineering and crafted connections required of the
machinelike esthetic. However, for a speculative industrial development
located next to a major highway in Maidenhead, England (site plan at
left), Rogers proves that he can take advantage of inexpensive, off-the-
shelf materials and still come up with the impressive, technology-
inspired goods. “Just like our early factories, this building stems from
the idea of a kit of parts,” he explains. “The architectural quality comes
out of the order in which the components are assembled.” But unlike
the interlacing network of cables, masts, and mechanical pipes that
crowns Rogers’s previous high-tech sheds, the Maidenhead
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development remains closer in spirit to traditional, industrial low-tech
sheds due to the developer-set constraints of budget and program. The
organization of the twin units is kept as generic as possible to suit a
variety of industrial applications, with offices separated from
production by a zone of services. Mechanical servicing is modestly
expressed, limited to ceiling-mounted heaters in the factory area and
wall-mounted radiators in the offices. As “basically a skin job,”
according to architect Pierre Botschi, the design is concentrated in the
individual buildings’ structures: a steel frame spanned by roof trusses
and infilled with a grid of metal and glass panels that truly can be (and
has been) rearranged by tenants such as Prime Computer. “It doesn’t
matter how you put the elevations together; they always look nice,”
asserts Botschi of their casual compositions (photo and drawing above
illustrate alternatives). The Eames-like result is a far more playful,
colorful approach to standard componentry than some of the architect’s
previous solutions, such as PA Technology in Princeton. Rogers admits
that part of the lesson that he learned from early industrial
commissions such as Reliance Controls was a need for flexibility in both
plan and elevation. “We're moving toward a more forgiving
architecture,” he maintains. Maidenhead is an example of that
forgiveness, without forgetting its functionalist roots.
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of the patchwork patt

e theme by changing
the rhythm and notes,” says Rogers

d, insulated panels,
loading-dock doors, and operable

by means of apple-green,
rubber gaskets within a grid of

vel-

into the structural steel frame. A
strut-braced clerestory exposes the
lrusses supporting the metal roof
decking and creates the illusion that
the roofis floating. The entrance

photo) conforms to the same 3- by 3-
JSoot module as the buildin
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Close-up views of the courtyard
elevations illustrate Rogers’s
interest in transparency, quality
detailing, and structural
exhibitionism, even in a spec
building. Second-story offices (left
photo) are glazed to dissolve the
building envelope at the corner,
revealing the steel skeleton and
diagonal bracing inside. Primary
structural members are covered in
blue, intumescent paint for fire

resistance. The combination of glass,
rubber gaskets, and electrostatically
applied finish on the steel wall
panels allows the building to be
“cleaned like a car,” according to
project architect, Tim Inskip. The
blue circles in the steel panels (right
photo) pivot out like windows for
production area ventilation.
Bulkhead light fixtures strung along
the aluminum mullion channels
illuminate the structure at night.
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The interior of each 26,000-square-
Jfoot unit is furnished with 6,800
square feet of office space on two
levels, divided from the production
Sloor by a nine-foot-wide service zone
of toilets, storage, and clean rooms
Jfor potential computer-related
tenants (plan of building’s north end
below). In the production areas, to be
subdivided by future tenants,
plumbing lines, columns, trusses,
metal roof decking, and clerestory

bracing are brightly colored and left
exposed in typical Rogers fashion
(photo below). Side and back
elevations are patterned with solid
panels to meet local planning
guidelines that limit the amount of
glass used on the building’s site
boundary walls. The metal stair is
topped by a water tank and provides
access from production floor to
concrete-block-enclosed office
mezzanine (photo opposite page).
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Speculative light (structural); YRM Engineers

manufacturing units (services)

Maidenhead, England Consultants:

Developer: Hascombe Partnership (quantity
Speyhawk Land and Estates Ltd. surveyor)

Architects: General contractor:

Richard Rogers + Partners Ltd.— L. Tellings Ltd.
Pierre Botschi, consulting architect;

Tim Inskip, project architect

Engineers:

Anthony Hunt Associates
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Arel Industries
Yavne, Israel
Karmi Associates Architects

The stepped entrance to Arel
Industries (top photo above) is placed
on axis with its neighboring parent
Jfactory. The bualding’s concrete
Sframe exterior shades angled,
second-story research offices and
ground floor parking (photo above).
A second fuctory will be built onto
what is now the side of the building
(photos opposite): a row of
administrative offices and
conference rooms, punctuated by
interior courtyards.
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Computer kibbutz

“A cross between a research laboratory, factory, office building, and
toy shop,” is how Ada Karmi-Melamede describes Arel Industries, a
producer of computers for calibrating textile dyeing and finishing. In
synthesizing a coherent organization for this hybrid building type, the
architect has devised a kind of kibbutz for the computer, a model that
stresses collective process over individual production. The emphasis on
communal spaces, rather than private rooms, developed as a
programmatic response to the computer company’s collaboration
between small teams of research engineers, software programmers,
hardware assemblers, managers, and administrators. “Unlike
traditional assembly-line factories, the engineers and administrators
outnumber the production workers here,” the architect points out,
adding, “It is the engineers who control the industrial process, and
teamwork between research and production staffs is very important.”

The provision for a four-stage expansion of the factory within a
narrow, 2 1/2-acre site, located in a southern suburb of Tel Aviv, was
another design determinant. Poured-in-place concrete frames allow the
structure to be expanded vertically, and echo the industrial vocabulary
of the conventional textile factory across the street, designed by Karmi
Associates in 1965. Horizontal expansion is facilitated by a symmetrical
plan that pairs two factories per floor around a central, diagonal spine
of administrative offices (see drawings on following pages). [llustrated
on these pages is the first completed stage of the complex, a triangular
footprint for three future factories that provides the communal spaces
to be shared by its entire population.

Inside the building, the simplicity of its symmetrical parti is enriched
by changes in scale and light. The hierarchy of the company’s staff is
expressed in section, with perimeter offices and labs for the research
engineers placed a half level above the factory floor and a half level
below the administration block. In giving each function a home of its
own, Karmi-Melamede has tried to disassociate her vocabulary from an
identifiable “style” in favor of a “neutral” architecture based on
climatic and structural necessity. As a result, rooms are screened from
the sun by simple frames, or defined by columns and windowed walls,
but expressed in a white-plastered idiom with distinctly Modern
overtones. The scale of the structure becomes smaller and denser
toward its administrative center, creating a monastic character in those
areas farthest away from the collaborative research/production areas.
The 18-foot spans of the neo-Brutalist, concrete frames that shade the
angled research offices at the exterior (photos at left) are diminished
inside to a grouping of closely spaced “mushroom” columns in the
production area. At the opposite edge of the building (photo opposite),
administrative offices are constructed as a series of introspective, load-
bearing boxes above the production floor which face inward onto
courtyards.

Potential conflict between the orthogonal and diagonal geometries
within the triangular plan is reconciled by zones of circulation that are
spaciously arranged to promote the urban atmosphere of an industrial
village. Corridors act as “streets” between the “piazza” of the
production floor. The “bazaar” of indoor and outdoor courtyards under
the administrative offices steps down to an outdoor, multipurpose
“amphitheater,” mainly used for dining off the adjacent cafeteria at the
corner of the building. Planted with gardens and flanked by arcades,
the courtyards serve as cloistered “living rooms” to Arel’s scientific
community.

Superimposed over the entire building geometry is an overlay of
changing daylight that softens and deforms its rational rigor.
“Symmetry in the Middle East is an idée fixe,” explains Karmi-
Melamede. “You never really perceive symmetry in its pure,
architectural form, except in high summer, because the sun warps its
definition.” At Arel Industries, sunlit illusion often appears stronger
than the reality of the architecture, suffusing its static spaces with
slowly changing patterns of light and shadow.
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Future expansion of Arel Industries
1s accommodated by a symmetrical
plan that pairs two triangular
Jactories per floor around a central
spine of administrative offices and
courtyards (axonometric drawings
below). The present facility is built
out to the wall behind the arcade
Aanking the courtyards (right of
central axis in drawing and top right
photo, opposite page). Terminating
the central spine is a circular

outdoor room, mostly used for
dining, off the ground-floor cafeteria
at the corner of the building (photo
below). “It is the only place you
really perceive both sides of the
building’s symmetry,” notes Karmi-
Melamede. Behind its second-story
windows is the mainframe computer
room. Leading to this outdoor
“social condenser” is a string of
courtyards, flanked by pointed,
arched arcades with built-in seats

_—

(top and bottom left photos, opposite
page). The courtyards open to the sky
are planted with gardens, while those
positioned underneath the
administrative offices are paved

with terrazzo in a pattern which
corresponds to the arcade. Sunlight
plays an important role in
patterning the building’s
symmetrical spaces with an
independent geometry of shade and
shadow. The production area, as seen




from the parapet wall of the research
corridor (photo bottom right), “looks
as mice as a toy shop,” boasts the
architect. The tops of its ceiling-
mounted light fixtures are painted
red so that their white shades appear
as floating inversions of adjacent
“mushroom” column capitals. The
area of the factory floor under the
perforated base of the
administrative offices is used for
final computer assembly.

Arel Industries

Yavne, Israel

Architects:

Karmi Associates Architects—

Ada Karmi-Melamede, design
principal; Michael Seter, project
architect; Dani Kaiser, Haim
Leshem, Doron Ohaly, project team

UPPER FLOOR

Engineers:

Eli Troim (structural); Yoshpe
Sigalis (mechanical); Ozer Shalom
(electrical)

General contractor:

Solel-Boneh
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Automotive Diesel Shop

Red River Community College
Winnipeg, Manitoba

IKOY Architects

Vehicles are driven into Red River’s
auto shop through projecting
vestibules to prevent the radiation of
cold air into the interior (top photo).
The building is connected to the rest
of the campus by means of a
pedestrian skywalk (photo above).
South and north elevations are faced
in glass (photo opposite), providing a
view of the classroom mezzanine (left
of section, opposite) and shop floor
(right of section,).
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High tech 101

“The average architect looks at British high tech and says ‘wow’,”
states Ron Keenberg, design partner of IKOY Architects. “But then
he scratches his head and asks ‘what does it have to do with my
practice?” ” For the Canadian architectural firm, the answer to this
question is simply the “action of building,” a sympathetic attitude
toward high tech that equates architecture with the visible way in
which its structural, mechanical, and electrical systems are assembled.
Keenberg is quick to point out, however, that IKOY’s work differs
from that of its high-tech colleagues across the Atlantic in the firm’s
refusal to custom-design building components. “We only use standard
industrial parts. Those architects associated with British high tech are
carrying on the tradition of William Morris handicraft in their long span
trusses and cable-suspended roofs. They’re not very good at just
designing ordinary structures.”

The architects at IKOY, however, are, and nowhere is their
pragmatic, North American attitude toward building technology more
vividly illustrated than at the 60,000-square-foot addition to the Red
River Community College in their hometown of Winnipeg, Manitoba.
As an educational garage in which students learn the fine art of auto
mechanics, the building type presented the architects the perfect
opportunity to display their own mechanical and structural skills. Its
kinetic, primary-colored construction of steel beams, trusses, precast
concrete planks, pipe railings, hvac duets, plumbing, electrical
raceways, and transformers are all assembled from stock catalog items
that are culled from several North American manufacturers and
approved by the National Research Laboratories of Canada for optimal
performance. “Our building sites are no longer construction sites, but
assembly sites. About 90 percent of our work is now factory pre-
assembled, and we design around the remaining 10 percent,” explains
Keenberg. In addition to the obvious merits of fast-track construction
(which in this case saved the client $600,000), this tinker-toy approach
enables quick repairs and replacement of mechanical and structural
systems, and allows for future changes in function.

This is not to say that IKOY has abandoned the “wow” of high tech
in its substitution of low-cost, off-the-shelf components for expensive,
labor-intensive engineering. In detailing the Red River auto shop,
consideration was given to how the assemblage would be viewed from a
distance, from the first glimpse of the yellow columns and trusses
behind the building’s tinted glass, to the screws that fasten its metal
skin. Keenberg calls his close-up attention to detailing “tertiary
texture,” in distinguishing it from “primary” and “secondary”
readings, and claims that every combination of component assembly is
thoroughly studied, down to how the sunlight bounces off the exterior
corrugated siding. The reason for such scrutiny is that the architects
refuse to hide any part of their building behind a security blanket of
gypsum wallboard (removable melamine panels take its place) or within
the obscure depths of an electrical closet. Keenberg maintains that this
flexible, structural display goes beyond mere elemental exposure.
“We're not taking down ceiling tiles and just showing all the spaghetti
underneath. The parts we expose have a reason for being there that
goes beyond pure decoration.” All visible connections are designed by
the architects without relinquishing the process to an engineer’s
mathematical control. This architectural interpretation of traditional
engineered proportions has been dubbed “enhanced amplification” by
Keenberg, who claims, “We have the potential for developing the
overlapping texture and lace of a Gothic building.” And like a Gothic
nave, Red River’s garage-like open plan with inserted classroom
mezzanine serves as a simple foil to the mechanical and structural
tracery that graces every corner (section and photo opposite page). But
the inspired results are neither holy nor overwrought. In celebrating
the purpose of its building’s parts, IKOY has elevated the familiar
industrial metal shed into a finely tuned machine, worthy of the fastest
model on its auto shop floor.
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“Because of the automotive exhaust
generated inside, this building
requires tremendous air changes.
And it is air-conditioned, which is
unusual for an industrial
structure,” notes IKOY’s Ron
Keenberg. On its east elevation,
exhaust louvers are covered by
projecting yellow ducts, angled
upward so that the air is directed
away from the building (photos
below). The navy blue corrugated
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metal siding is lapped and screwed
onto a green control grid, a device
that braces the skin and breaks down
its scale. The exposed screws are
examples of what Keenberg calls
“tertiary texture, a level of detailing
that you don'’t see from a distance,
but you read up close.” The roof
angle follows the contours of the
triangulated truss beneath it, which
supports hollow core, precast
concrete planks above (visible in




left photo, below). The elevated
pedestrian bridge that links the auto
diesel shop to an adjacent auto paint
shop on campus is supported by a
yellow steel frame with typical web
stiffener corner detail (photo below).
In deference to the cold Winnipeg
winters, only its south elevation is
glazed, and mechanical servicing to
the main building is carried
underneath its floor. From the
bridge, the auto shop is entered via a
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walkway that joins the classroom
mezzanine, sunlit by the clerestory
above. The main entrance to the
building is located within its south
elevation (right photo). The
architects feel that their only
mistake was to clad its facade in
gray tinted, rather than clear, glass
which diminishes transparency and
a view into the building’s kinetic
assembly of structural and
mechanical components.
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At Red River, a simple, garage-like
open plan complements the “action
of building,” as a backdrop to a
variety of vehicles and grease-
monkey instruction. Its automotive
shops are divided into two types: a
“live” shop for repairing engines
under the hood of a car or truck (top
of plan below); and a “dead” shop,
where the engines themselves are
dissected and studied. Inserted over
the dead shops is a mezzanine,

insulated by hollow core, precast
concrete planks, that contains
classrooms, staff offices, toilets, and
student lounge (plan opposite page).
From the shop floor, staircases lead
to the classroom mezzanine past the
garage door-paneled dead shops
(photo top right). Classrooms are
clad in acoustical corrugated metal
and adjacent walkway floors covered
in battleship-gray linoleum (photo
bottom right). Toilets are housed

within a yellow drum next to the
student lounge (photo bottom left).
Throughout the building, electrical
receptacles hang from cab tires, and
wiring is run along exposed ceiling
troughs (left photo opposite page).
Equipment such as electrical
transformers, circuit boxes, and the
hallway clock (photo bottom right)
18 hung from pipe rail standards. In
the pedestrian bridge (photo top left),
the roof'is pitched to add more
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height, and radiators are glorified in ~ Auto Diesel Shop Engineers:

scarlet paint. The architects referto  Red River Community College William Hanuschuk & Associates—
their bright primary palette as Winnipeg, Manitoba Rick Musyk, project designer
“chroma” colors, and feel they look Architects: (structural); G.A. Currie &

best against the gray of concrete, IKOY Architects—Ron Keenberg, Associates (mechanical); AEB
rather than the high contrast of project designer; Terry Stratton, Engineering Group (electrical)
white which “tends to make them project manager; Don Blakey, General contractor:

look cheap.” Even the freon project architect; George Heath, Bird Construction

compressor for the air-conditioning  project inspector
system is given a royal coat of purple

paint and a place of honor near the

Jfront entrance (right photo).
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Best laid plans

The Arthur M. Sackler Museum
Harvard University

Cambridge, Massachusetts
James Stirling Michael Wilford
and Associates in association with
Perry, Dean, Rogers & Partners

1AA000a
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At a press conference during the four-day-long dedication of Harvard
University’s Arthur M. Sackler Museum last October, an over-excited
student reporter insisted on quoting one especially bloodthirsty critic’s
diatribe against the building we were seated in; then, with Bic pen
poised vulturelike over spiral notebook, the perspiring but persistent
young journalist challenged James Stirling (who seemed not so much
irritated as bemused) to defend himself: “Opinion is ever changing; I
believe the one you just read was last year’s. . . it will be interesting to
see what it is a year from now.” Though the student was crestfallen,
having failed to arouse Stirling’s defensive ire, the eminent British
architect’s detached coolness was not surprising. He is a seasoned
veteran of the critical wars. His Leicester University Engineering
Building (1963), his dormitories for St. Andrews (1964) and Oxford
(1966), and his Olivetti Training School (1972) were all hailed as tours de
force when completed—just as his and partner Michael Wilford’s Neue
Staatsgalerie and Chamber Theater in Stuttgart was [RECORD,
September 1984, pages 140-149]. But as time went by and the stylistic
seasons changed, the critics recanted with no less enthusiasm.
Similarly, when Stirling unveiled his design for an addition to Harvard’s
Fogg Museum in 1981, The New York Times was breathless: “the
architectural event of the '80s”; four years later, when that same
design was a reality, The Times could barely suppress a yawn:
“ungainly and not a little dowdy. . . an odd miss for James Stirling.”
Whether the Arthur M. Sackler Museum (named in honor of its
principal benefactor) is a hit or a “miss” depends, as these things often
do, on who is keeping score. According to Colin Rowe, whose critique
appears on page 122, the building has elements of both. Which, like
almost everything else about the Sackler, is, of course, open to debate.
What is not open to debate is that Harvard needed the building. In
the late 60s, the venerable Fogg told a woeful tale, not unlike the one
New York City’s Whitney and Guggenheim museums are telling today:
90 percent of its extraordinary 100,000-piece collection was banished to
the basement for lack of space, its staff was shoehorned into janitors’
closets rigged up as offices (to name but two of the more dire
situations), and Harvard was in jeopardy of compromising its standards
as one of the leading academies for art historians and museum
administrators. Hopelessly inadequate storage, curatorial,
preservation, classroom, library, and administrative accommodations

made the teaching museum’s bad situation worse. Though the museum
had anticipated expansion as far back as 1927, when the Fogg was built,
the adjacent site originally allocated for the purpose had been usurped
in 1963 by Le Corbusier’s Carpenter Center for the Visual Arts. After
wisely rejecting a number of ad hoc proposals to build behind Coolidge,
Shepley, Bulfinch, and Abbott’s neo-Georgian museum (at right in
photo above), the Fogg acquired the Allston Burr Lecture Hall across
Broadway Street (site plan, page 122). The 1952 undergraduate science
building had been made “redundant” (to quote Harvard) by the
university’s vast new Science Center. Few wept when the
architecturally undistinguished structure was razed along with a
pleasant wood-frame house to open up an L-shaped site, which was then
presented (after 84 architects were interviewed) to James Stirling
Michael Wilford and Associates.

“The building has the feeling of a sort of car battery—it’s incredibly
dense. Sometimes while working on it I've had the feeling it’s going to
sink into the ground.” Stirling’s quip merely hints at the complexity of
the problem he was asked to solve. As the 234-page program made
clear, the Fogg didn’t need one building, it needed two: a five-story
office and classroom building and a three-story museum. Add to that
the curious contextual question posed by Cambridge’s Quincy Street (a
street on which one veers from Le Corbusier Modern to neo-Georgian,
from John Andrews Brutalism to neo-Gothic), and you have a
commission few would envy. Stirling’s answer may indeed be a
challenge. In esthetic terms, this is clearly not just another blond
bombshell being paraded before lascivious eyes; in programmatic
terms, this is just as clearly a very intricate piece of work (best revealed
in section and axonometric, page 119). However idiosyncratic its
appearance, the Sackler is one building that must be studied—and
thoroughly—not only to be understood, but appreciated. And however
critics may assess the building now, they must keep in mind that it isn’t
quite finished. Witness the steel rods protruding from the monumental
columns flanking the entry (facing page): someday, if all goes well with
the Cambridge City Council, the rods will be fitted into a 150-foot-long
aerial connector that will link the Sackler to the Fogg (above). For now,
however, the steel rods wait. A not-so-subtle reminder, for those who
need it, that the saga of Stirling’s Sackler is not over yet.

Charles K. Gandee
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Though the Sackler has been likened
to everything from a “turkey club
sandwich” to a ‘fascist nursing
home,” Stirling’s preferred analogy
is to a car battery. The architect’s
reference suggests the dense inner
workings of the building, which are
revealed—all too clearly, according
to some—on the exterior. Since the
program called for a museum and
an office/classroom building (and
Jor the full retinue of support
services required by each) the Sackler
presents two distinct images to the
passer-by. The first, of course, is the
museum image which is so clearly |
registered in the monumental
Jacade facing south, appropriately
enough, to the parent Fogg Museum |
and Harvard Yard (photo middle
left); the second is the less grand
image of an office/classroom
building, which is certainly no less
clearly registered in the striped brick
Jacade sweeping down Quincy and
up Cambridge streets (bottom left
photo). Because windows are a
distraction (and sometimes a
hazard) in museuwms, Stirling
positioned the Sackler’s galleries on
the interior of the L-shaped site (and
building); he then, almost
protectively, wrapped the exhibition
spaces within the requisite offices
and classrooms. Though the non-
gallery portion of the Sackler is
more workhorse than show dog,
Stirling relied on windows (set into
the center of each room) to provide
occupants with light and views of
Cambridge’s bustling street life. The
result of giving priority to interior
placement of windows was a
random, if not chaotic, fenestration
pattern which Stirling sought to
tame by banding the building in
contrasting brick stripes. Although
the butterscotch-and-graphite-gray
palette was not Stirling’s first choice
(pink and green was), the desired
effect of a building lassoed together
still held. In addition to making
order out of the chaotic fenestration,
however, the Sackler’s stripes give a
quirky deferential nod to the strip
windows of neighboring Gund Hall
and the horizontal bands of
neighboring Memorial Hall’s slate
roof (photo page 122). The neon-green
pipe railing that has perplexed so
many s signature Stirling. Like the
architect’s preference for purple
socks and cobalt-blue shirts, it is a
matter of personal taste.
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Once through the Sackler’s “neo-
Mycenaean” glass entry vestibule,
museum visitors, students, and staff
enter a monumental, if austere, hall
(facing page). The slate floor was
salvaged from the building razed to
make way for this one, and the
rusticated stucco walls reiterate the
overscaled quoining surrounding
the entrance. The great room’s 34-
Joot height is emphasized by two
pairs of spindly piers that take their
place to either side (facing page and
plan below). As the eye follows the
piers upward, the source of the
anteroom’s natural light is revealed
in the ceiling-level strip windows
with brise-soleil troughs. Encased
within the piers are lights that help
guide students down the two flights
of stairs leading to a 281-seat lecture
hall below (photo below). The
subterranean room, with its gently
vaulted pink ceiling and row of
robust structural columns (lattened
to face the aisle) contains a large
niche cut away from the ceiling—a
“psychological window,” according
to Stirling—intended to frame large
horizontal works of art that have, as
yet, not been installed. Back upstairs
in the anteroom, a luminous
tubular information desk acts as a
“lantern” to direct visitors to a pair
of galleries—one small for
exhibitions used in classroom study,
the other large for temporary
exhibitions.
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Though an elevator has been
provided for those who favor
efficiency over ceremonial grandeur,
the great stair Stirling set between
the museum wing of the Sackler and
the office/classroom wing is, even for
the lazy, hard to resist (facing page
and photo below). “I tend to think of
it as a steeply inclined bazaar with
overlooking windows, people talking,
and flanking activities. There will be
the traffic of students en route to
classrooms and the flow of the public
visiting the galleries; it could be quite
active,” opines Stirling, who has
enjoyed general critical praise for
the 7-foot-wide and 51-foot-deep
canyon. With natural light flooding
in through a ridge skylight, and
rough stucco walls punctuated with
Coptic architectural fragments, it’s
difficult to know whether one is
inside or out. The lavender and
yellow banding adds to the not
unpleasant confusion, and lends a
sense of déja vu as it repeats the
banding of the exterior. The great
stair opens discreetly onto the offices
and classrooms, and not so
discreetly onto the two upper gallery
floors (sections right, axonometric
below). A disengaged persimmon-
colored column signals the middle
gallery entrance (photo below right),
Just as the flat-topped pyramidal
portal at the top of the stairs (an echo
of the Sackler’s entry vestibule)
signals the final approach to the top
Soor galleries. The handrails—one
plain, the other fancy—are a much-
commented-on curiosity.
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The Arthur M. Sackler Museum
Harvard University

Cambridge, Massachusetts

Owner:

Harvard University

Architects:

James Stirling Michael Wilford
Associates in association with Perry,
Dean, Rogers, & Partners—James
Stirling, designer; Robert Dye,
project designer for Stirling/
Wilford; Peter A. Ringenback,
principal for Perry, Dean, Rogers &
Partners

Engineers:

Syska & Hennessy (mechanical);

Le Messurier/SCI (structural);

Mec Carron, Hufnagle, Vegkley, &
Bent (electrical)

Consultants:

Claude Engel (lighting); Cavanaugh
& Tocct (acoustical); R. W. Sullivan,
Inc. (plumbing and fire protection);
Joseph M. Chapman, Inc. (security);
Mark Singer and George Sexton
(exhibition furnishings)

General contractor:

Turner Construction Co.

The preference for “rooms” over
“space’ was not only a preference of
Stirling’s, but a mandate of the
Sackler program (plans below left);
similarly, the natural material
palette. The gallery walls consist of a
rough skim-coat of plaster over
canvas over plywood; the red oak on
the floors is repeated in the
baseboards as well as the half-
columns flanking each portal. (The
“eye” in the lintels contains security

cameras.) Though the top-floor
galleries boast natural light from
light monitors (photos below),
artificial lighting was specified for
the middle-floor galleries, where
delicate paper and textile artworks
are displayed. Not part of the
lighting scheme, of course, is the
window in the early Chinese gallery
(photo bottom), which someday will
open to an aerial passageway
between the Sackler and the Fogy.
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Who, but Stirling?

By Colin Rowe

“The Arthur M. Sackler Museum—
as beautiful on the inside as some
observers find it ugly on the out—
opens to the public.” In an
announcement of coming issues
Harvard Magazine (July-August
1985) reiterated what has now
become something of an entrenched
evaluation which, at best, proceeds
like this. A building by James
Stirling is more or less predictable.
A breach of the normative, a
calculated distribution of local
perversities; it is expected to be
difficult but good, cerebral but a
solution. However the Sackler is not
quite the pyrotechnical display
which was to be expected. Instead it
is a firework that has failed to
explode; and, though the galleries
are not without interest, the
exterior is certainly no invitation to
applause.

The disappointed observer may
then proceed to excuse. There was
the site—too small; the program—
too complex; the budget—too
skimpy; and then, of course, there
was the client—and it is surely
notorious how difficult a client
Harvard is apt to be.

On the whole such is the received
critical litany which culminates in
something approaching a crescendo
of dismay as it addresses upon the
Quincy and Cambridge Street
exposures of the building. The
entrance facade is an overblown
attempt at Postmodernism, and
then, so the story goes, these two
further exposures are distressingly
inept and, even more dreadful, they
are inexcusably reminiscent of
public housing at its lamentable
worst.

Against this consensus of
judgment, it is often hard to
intervene; but, given a building so
frequently deplored (in terms not so
much vehement as gently bored), it
finally becomes a positively
refreshing undertaking to point out
its virtues. And, therefore, to deal
first of all with the “so beautiful”
inside.

I shall later argue that the
entrance is in the inevitable and the
only correct position and I shall now
notice that from this inescapable
entrance postulate the dispositions
of foyer, lecture room, galleries,
offices, and service areas—all
grouped around the great chasm of
the central staircase—follow as a
compact, logical, and elegant
corollary. All this is ingenious. With
its great height the foyer acts as a
sort of grandiose, very splendid,
internalized portico. The lecture
room occupies an accessible but
otherwise dead area of the
basement floor. And the galleries
are the modest neutral containers—
four walls and specific points of
entrance, with occasional use of
enfilade—which one might expect
to find in a traditional 19th-century

museum. But, after all this, then
what of the staircase? Is it to be
regarded as a cause or as a result?
As a monumental declamation or an
opportune convenience? And, if it
certainly has an end, an end which
recapitulates the main entrance to
the building itself, then what is to
be said about its beginning?

The implacably protracted
staircase, open from the bottom of
the building to the top, is a theme
which one is tempted to associate
with variations of Le Corbusier’s
Maison Citrohan, and the published
axonometric of the Sackler does
seem to disclose something of this
affiliation—with the staircase as an
item approximately clipped onto the
volume of the galleries.

However there is a further
species of continuously visible,
monodirectional stair. It is the type
of the Scala Regia, which, after its
17th-century appearance at the
Vatican, equipped with neo-
Classical emendations was then to
enjoy a distinguished early 19th-
century career. Solemn, simple,
processional, this is the type of stair
which one finds in the Tuileries
during the regime of Napoleon, in
Leo von Klenze’s Hermitage at
Leningrad, in von Gértner’s Munich
Staatsbibliothek and, probably, in a
great many further occurrences,
large and small.

Not the type of staircase of
Aalto’s Baker Dormitories at M.L.T.,
which is very much a picturesque
annex to the building which it
serves, the Scala Regia category is
inherently a centralizing and
symmetrizing maneuver; and
typically it presents a vaulted hall in
which one is propelled from an
enclosing basement to a columned
piano nobile where the promise of
more expanded movement is fairly
conspicuously advertised.

Might the Sackler staircase also
relate to this category? It is not too
far-fetched to suggest that it does.
For, just as the neo-Classical scala
regia, with its basement supporting
columns above, presents an internal
recall of the outside goings on, so
the stripes of Stirling’s stair hall are
just as much a recall of the stripy
business displayed on Quincy
Street.

All the same it is with this notice
that we may begin to approach a
problem. The neo-Classical scala
regia is unambiguous. You climb on
it to reach the piano nobile and
then you go no further. But, with
five office floors of equal value on
the one side and three gallery floors
on the other, then to what are
fantasies of piano nobile to be
related? Or, as the entrance facade
with its big window up top seems to
be announcing, is the piano nobile
simply the top of the stairs?

Perhaps not a very painful issue
this one; but, in any case, it is




questions related to the walls of the
staircase which now transpose
themselves with regard to its
section and its plan. In section there
is the roof light which is part of the
idea of the staircase; but a quarter
of the ascent lies outside this
coverage, and the passage of the
staircase from one lighting
condition to another remains
without articulation. Possibly a
conscious choice of subtly graded
lighting? But, in plan, the beginning
of the stairs is not so easily to be

“rationalized; and it is now time to
say that, in local episodes towards
the bottom of the stairs, one may
discover the imperfect resolution of
a highly impressive gesture.

Anybody who wishes may
interpret the stairs as a steeply
inclined and highly animated street;
but I myself will continue to suspect
that these evocations of the
marketplace are the less-than-
appropriate disguises for a lapse in
the clarity of identification, Both in
plan and in section, the
commencement of the stair is
without overture, apparently
unconsidered, and unhappily ad hoe.
In fact it is just at the bottom of this
staircase, where the building
reveals the defects of its virtues,
that one feels the interior has been
invaded by a particularly
impenetrable fog. The staircase is
visible; but, all the same, one feels
optically deprived.

Apart from noticing that jumbo
semicylindrical wooden columns
(presented without benefit of any
paint) are, probably, not the best
frames for openings in a series of
exhibition galleries, this is to
conclude any negative remarks
which will here be made. The
bottom of the stairs may be less
than adequate but, with this said, it
is now a great pleasure to
contemplate the building’s exterior
which, on the whole, has been
provocative of so much private
grief.

It is, I think, best to be
appreciated from some way outside
Richardson’s Sever Hall, from
where its entrance contributes a
frontal and enclosing presence—
cyclopean and Mycenaean—which
one can only think that Richardson
would have enjoyed. Then other
points of view are from much
closer, perhaps from the immediate
sidewalk of Quincy Street where
the building’s personality is
somewhat more abrasive and
tactile, something which impends
rather than something simply
visual.

But Quiney Streetis a
thoroughfare of architectural
parade, and, among Sackler’s
immediate neighbors, one should
observe not only the Fogg Museum
and Gund Hall but just across the
way what must be surely the most

delightful fire station in the world—
brick with limestone trim, neo-
Georgian, looking a bit as though
Robert Adam had condescended to
take hints from a late 17th-century
Dutch town hall. It is evidently in
terms of these neighbors (and
maybe particularly the last) that
decisions about entrance were
taken.

To have entered facing the fire
station would have been difficult
because of the disposition of its
pediment; and, in addition, it would
have loaded the street with a
further gratuitous point of
punctuation. To have entered from
the Gund Hall side would have been
to divorce the new building both
from the Fogg and the center of
Harvard. And hence the entry from
Broadway facing the side of the
Fogg was not so much a choice as
an obligation. Hence, too, a further
justification of the parti in terms of
its externals rather than its
functions: a representational
facade, which proclaims public
purpose, and a couple of no-less-
visible vertical surfaces which infer
a somewhat different destiny. And
all of this has added immensely both
to the acceleration and the scenery
of Quincy Street, where stimulus
for the eye now provides excitement
for the feet.

For, inherently, the Sackler
Museum is a major revision of the
street. A delightful street but never
a distinguished one, a major
architectural exhibition without
apparent objective, the arrival of
the Sackler has provided the
articulant which was always
needed; and not only has Quincy
now been augmented in terms of
transversals, it has further gained
in terms of a more developed
perspective.

Previously, to set out from the
Fogg to reach Gund was a
psychologically hazardous
enterprise. There was Broadway;
there was Cambridge; and, in
between these two intersections,
there was the little, early Modern
Burr Hall. And, needless to say, in
negotiating this territory, Burr Hall
gave no help whatsoever. On the
left there was the fire station, with
the firemen always ready to look
out (from what appeared to be a
ballroom) and always ready to pay
attention to whatever feminine
specimen of interest came into view.
But, in spite of the fire station,
which acted to project the line of
vision, the pedestrian navigation of
that single block was invariably a
minor torture; Burr Hall was
altogether too indented to direct the
eye forwards. But now, thanks to
the Sackler, the continuity of the
street has become surprisingly
affirmed, Though Broadway and
Cambridge still cut across the line
of Quincy, the effect of Stirling’s

aggressive orthogonal counter
statement is greatly to minimize
their impact.

Such is the result of graphite
gray and butterscoteh horizontal
stripes; and, since it is—almost
certainly—the use of these which is
considered inordinate and a little
cheap, it would be as well if they
were to engage a more
concentrated attention. Stirling
would have liked his brickwork to
display the hard metallic resonance
of Sever; but, in terms of production
and budget, this was an
unobtainable quality. However,
though in terms of local precedent
his stripes are patently related more
to the mid-19th-century polychromy
of adjacent Memorial Hall than to
Sever, they must also be placed in a
completely different line of descent.
The two striped elevations, and
particularly the rounded corner in
which they converge, have the
obvious look of a German
department store of the 1920s; and,
if the graphite gray stripes were
windows, anybody might swear that
they were looking at such a building
by Erich Mendelsohn in Stuttgart,
Chemnitz, or wherever. But, since
Sackler is much more opaque, it is
not at some German Expressionist
masterpiece that one happens, at
this corner, to be looking, Rather it
is at some end product, exported to
Holland and there restyled, and
then commerecialized to become
internationally available in the
1930s.

But, however discovered—
whether picked up in the streets of
Berlin, Amsterdam, London, or
New York—these striped elevations
represent an exceptionally
opportune appropriation; and who
but Stirling would have thought of
taking over the school of
Mendelsohn at what would seem to
be its most debased and
unrewarding? Far more versatile
than the contemporaneous stripes
of his Wissenschaftszentrum in
Berlin, the zebra game has been
astonishingly productive and, as the
most obvious instance, how
brilliantly this Expressionist corner
has allied itself with the red and the
white of Memorial Hall diagonally
opposite!

Then this corner, its curve
acquiring resilience from the
repetition of its stripes, may also
serve as a further source of
information. Contemplation of the
Sackler’s plan suggests that the
building is predicated upon an
argument about spiral motion
versus a statement about flatness.
The ascending stairs and the top
floor gallery comprise one spiral,
The wraparound of office and
service accommodation comprise
another. The first spiral, the more
complete, is compressed into a
rectangle. The second spiral, the

more fragmentary and the more
expansive (thanks to the curved
corner), supports an inference that
the whole organism is located
within a curvilinear field of
disturbance which is inhibited from
completing itself by rectilinear
restrictions—most notably by the
frontalizing statement of the
entrance facade,

In other words, one may discern
within the plan a commerce
between two spatial ideas, rotundity
versus flatness, which also carry
the connotation of the massive
versus the planar; and these may be
seen as each informing and
transforming the other, Thus the
pre-eminent statement of flatness,
the entrance facade, becomes
invested with implications of depth
and penetration which derive from
the configuration of what
ultimately lies behind it; and thus
facade and elevations are inter-
active, That is: the two elevations
united by a curve profess
something of the quality of paper
while the building’s frontispiece
possesses a quality of almost
unsuperable density. That is: roles
and attributes are inverted and, as
side and rear are the intended
complements of front, so the flat
stripes of the one dispensation
come, as it were, to be discharged
as the heroic rustication of the
other.

Though too briefly stated, I
believe that this may be a not-too-
fanciful explanation of the very
great vitality with which Stirling
has endowed this relatively small
museum and teaching facility. Not
only a versatile solution to an
almost incompatible array of
problems, not in any trivial sense a
shocking building, it is a major and
tragic statement of physiognomic
intensity; and, as if all this were not
enough, its urbanistic performance
is exemplary. All in all it is far, far
from the indifferent work which
ignorance is led to presume. Not
quite the Neue Staatsgalerie at
Stuttgart [RECORD, September 1984,
pages 140-149]; but, for all that, one
of the best Stirling realizations to
date.

And about the bridge?

Well, surely, the bridge is both
conceptual necessity and functional
desideratum. But, since things are
so much more than satisfactory as
they are, since the general scenery
is 50 good, might it not be the better
part of wisdom to desist?

Colin Rowe is the A. D. White Professor of
Architecture at Cornell University and
the 1985 recipient of the ACS/AIA Medal
Jor Excellence in Architectural
Education. Among Mr. Rowe’s numerous
writings are Collage City (M.L.T, Press),
with Fred Koetter, and The Mathematies
of the Ideal Villa and Other Essays (M.1.T.
Press),

Architectural Record March 1986 123



True privacy




House and studio
Houston, Texas

M. Carlos Jimenez,
Architect




Paul Hester photos
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“It was my intent to create an
urban space within my small lot,
an architectural dialogue between
house, studio, and tree, through
very economical means. As [ write
this, I hear the rustle of the by now
JSull blooming pecan tree, and feel
the serenity of its shadows on the
studio walls.”

Carlos Jimenez, a young architect
practicing in Houston, lives and
works alone. To achieve the perfect
sanctum, he has enclosed himself
within the smallest house possible,
further confirming his solitude by
doing his architectural work in a
studio even smaller. The fenced
garden connecting the two
structures is a third home, another
space too small to seem empty to its
solitary inhabitant.

Jimenez, of course, has people
over—friends, clients, others who,
hearing of his elegantly
proportioned little cloister, manage
to get themselves invited. The place
has the charm of American folk art,
the house and studio are simple
enough in form to be stitched on a
sampler. And it is all as plain as it
looks. Jimenez'’s 25- by 100-foot lot
is on a modest residential street
lined with small bungalows. House
and studio are constructed out of
concrete block and wood framing
with composition shingle roofing.
The house comprises 450-square
feet of space connected by ladder to
a sleeping loft of about 150-square
feet. The studio is a two-story high
volume of 150-square feet. The
house roof is pyramidal in front,
gabled at the back, the studio roof
is pyramidal. Small paned sash is
used everywhere except in the front
window, which has been designed
as a large-scaled version of the attic
and kitchen windows. The furniture
is simple too, consisting of spartan
pieces from the ’50s and early '60s,
well scaled for small spaces.

Jimenez’s three dwellings, house,
studio, and garden, are each
geometrically complete. Together
they form a carefully related
ensemble too perfect to withstand
additions or subtractions.
Completely inflexible, this
arrangement of spaces works best
as a retreat from the world. But
people change, of course, and
architectural practices tend to get
bigger. One wonders how long
Jimenez will choose to live in his
first-built creation. M. F. S.

Architect’s studio and house
Houston, Texas

Architect:

M. Carlos Jimenez
Architectural Design Studios
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“I have been nearly all over the United States, and San Diego is the
prettiest place for a city I ever saw. Is there any land for sale?”” When
Alonzo E. Horton uttered these words in 1867, he had just stepped off a
steamer from San Francisco and was standing at the foot of present-
day Market Street, peering out across San Diego Bay toward Point
Loma and the Coronado peninsula. Although the Spanish mission at
San Diego had existed since 1769, the “city” in 1867 consisted of little
more than a dusty handful of adobes in the area now known as Old
Town, some three miles north of Horton’s landing site. Recognizing the
unrealized potential of San Diego’s great harbor, Horton purchased 960
acres of shorefront property south of Old Town, laid out a grid street
system, and, three years later, built the new town’s first hotel, a 100-
room inn immodestly named the Horton House, situated along the
northern edge of a small plaza at the intersection of Broadway and
Fourth Avenue. This modest greensward, adorned with the templelike
fountain that Irving Gill designed in 1909, has functioned over the years
as the physical and psychological heart of downtown. More recently,
however, as San Diego underwent the typical postwar pattern of
decentralized growth on its way to becoming the nation’s eighth largest
metropolis, the area around the plaza has come to resemble less the
hallowed spot of the city’s origins than the kind of urban combat zone—
replete with the predictable mix of porn shops, cheap hotels, and
unsavory streetlife—that one might not immediately associate with a
place local boosters like to trumpet as “America’s Finest City.”

Despite the down-and-out character of many of its residents and the
sailor-on-leave seediness of its business establishments, the area
surrounding the corner of Broadway and Fourth is an architecturally
significant enclave of late 19th- and early 20th-century commercial
buildings that clearly evoke the San Diego of Alonzo Horton’s day. In
1973 the city’s powers-that-be, led by then-mayor Pete Wilson,
identified a nine-block section of the district south of Broadway that
they intended to redevelop as a retail and residential complement to the
strong office-building activity underway north of Broadway. At that
time, however, developers of downtown shopping centers had not
achieved a notable rate of esthetic or economic success (the “festival
marketplaces” popularized by The Rouse Company were still a few
years down the road), and the possibility for mercantile profit in San
Diego appeared remote, given the seemingly impenetrable arc of
suburban shopping malls encircling the city from Oceanside to the
Mexican border. It took strong financial incentives and a good deal of
persuasion by the Wilson administration to convince Ernest W. Hahn, a
locally based developer who has built some 50 shopping centers around
the country, to take the $140 million plunge and embark on the decade-
long undertaking that would culminate in Horton Plaza.

When Hahn first approached architect Jon Jerde in 1977, Horton
Plaza had been roughed out as a prosaic, two-story covered mall-cum-
ice-skating-rink modeled on the developer’s successful University
Towne Centre in La Jolla. Jerde, however, had other ideas. From 1968
to 1977 he had labored in relative obscurity as director of design for
Charles Kober Associates, a firm best known for its competent, but
unmemorable, commercial ventures, including several Hahn shopping
centers. Jerde left Kober in 1977 to work with a new development
company committed to the notion of “urban fields”—i.e., a mode of
design that focuses less on individual buildings than on the creation of
mixed-use districts—that Jerde had first encountered as a student
traveling through the hill towns of southern Europe. While San Diego
may not be Siena, it is, according to Jerde, a city that needed the
“coherent but eccentrically complex topographic armature” exemplified
by European urban prototypes if it was to lure people back to the inner
city. Toward that end, Jerde reconfigured Hahn’s original two-level
scheme into four staggered tiers, ripped off the roof to expose public
areas to southern California’s copacetic climate, and, most significantly,
developed a diagonal circulation spine (axonometric overleaf) whose
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gentle S-curve is meant to encourage slow, even aimless, ambling. (The
word that the architect uses to describe the desired reaction is flaner, a
wonderfully multifarious French verb meaning to stroll, to loaf, to
saunter, to lounge.) Jerde draped this architectural framework in a
pastel-swathed, stucco-and-tile catalog of archetypal urban components
and stylistic allusions that reflect both his European recollections and
the input of color specialists Deborah Sussman and Paul Prejza, the
environmental consultants who had previously collaborated with Jerde
on designs for the 1984 Los Angeles Olympic Games.

Depending on one’s mood or esthetic predilections, Horton Plaza
might be characterized as either an appropriately idiosyncratic
response to San Diego’s quest for a sense of place, Postmodernism
gone amok, or, in the words of one unimpressed visitor, “just another
shopping mall.” While some architectural historians will undoubtedly
view details like stucco “rustication,” pressed metal ceilings, and
“Victorian” light fixtures as thin or hopelessly schmaltzy, others will
smile at Jerde’s good-natured reworking of certain architectural
icons—Palladio’s Basilica in Vicenza as Robinson’s department store, a
triangular Gothic palazzo in Venice as a black-and-white mosaic-tile
pavilion, the zigzag towers of San Diego’s own Santa Fe railroad depot
as the domed symbol of Mervyn’s department store, to name a few—as
well as his effective adaptation of such historic building typologies as
the Bolognese arcade, the New Mexican Indian pueblo, and the English
crescent. Moreover, if a few preservationists are still bristling over the
demolition of some architecturally significant buildings on the site,
others are grateful that the historic Balboa Theater and Spreckels
Building were spared and that two razed Italianate structures—the
Knights of Pythias and Bradley buildings—have been replicated and
incorporated into the project.

Although Horton Plaza’s sought-after urban diversity occasionally
deteriorates into confusion, this is at least partly due to the free hand
that the individual shop owners had in the design of their storefronts.
Some are appropriately upbeat—the beacon-like tower and marquee of
United Artists’ seven-screen cinema, for example, or the ’50s retro look
of Heaven Pop Cuisine—but others go beyond whimsy into the realm of
kitsch. Jerde himself admits that if he had to do Horton Plaza over
again, he might plan things a bit differently. He is understandably
dissatisfied with the cool nighttime illumination cast by mercury-vapor
luminaires (they may soon be replaced by warmer incandescent
fixtures), and he concedes that the center’s store-directory pylons and
three-dimensional, color-coded maps are impossible to decipher (they
are currently being redesigned).

Nevertheless, it is difficult not to agree with one local architect who
observes that even though Horton Plaza exhibits the shopping-mall
tendency to focus inward, away from the city’s streets and social
problems, it still represents a major advancement of the genre. And it
will probably shed much of its introversion once San Diego’s Centre
City Development Corporation completes several complementary
mixed-use projects in the adjacent area, including a second complex by
Jerde that will extend Horton Plaza’s diagonal axis toward the
waterfront. In the end, one cannot argue with the center’s commercial
success: just six months after it opened, Horton Plaza is almost fully
leased, and the project ranks in the top 10 percent of Hahn’s 50
shopping centers in the category of sales per square foot. Clearly, the
consumers have returned to downtown. In order to evaluate the bottom
line of Jerde’s architecture, however, perhaps all one has to do is climb
a Renaissance-inspired staircase, wend one’s way through narrow
arcades and gracious public piazzas, and ascend one last escalator to
Horton Plaza’s uppermost level. Here, an exhilarating telescopic vista
begs comparison between the faceless office towers in the background
and Jerde’s exuberant flight of fancy. One image could be any
American city; the other, at least for the moment, says San Diego.
There really is no comparison. Paul M. Sachner
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Although Horton Plaza’s vital
statistics are impressive—an 11.5-
acre downtown building site, 900,000
square feet of retail space, four large
department stores, 150 specialty
shops and restaurants, a seven-
screen cinema, a 500-seat
performing arts theater, a 450-room
hotel (construction just beginning),
and parking for 2,400 cars—they are
not really extraordinary when
compared to the increasingly
elaborate agoras, both urban and
suburban, that have sprung up in
recent years. What clearly sets
Horton Plaza apart from its
contemporaries is its spirited
architecture, an elaborate
compendium of historicist forms set
along a diagonal pedestrian
thoroughfare that intentionally
breaks with San Diego’s grid of
streets. Rather than allowing this
spine simply to follow the gentle
north-to-south downward slope of the

site (right to left on axonometric and
section drawings above), Jon Jerde
exaggerated the area’s canted
topography by positioning the main
plaza level one story above grade.
This decision not only enhanced a
Jeeling of verticality that had
already been hinted at when the
project’s original nine-block site was
compressed into six and one-half
blocks, it also dictated the unusually
elaborate network of elevators,
escalators, staircases, and ramps for
the handicapped that connects the
retail tiers. In order to underscore
their perception of the project as
something of @ permanent festival,
environmental designers Deborah
Sussman and Paul Prejza developed
a palette of 28 colors—thirteen blues,
JSour reds, seven coral/yellows, and
Jour mauve/violets—that emerges as
a pastel variation on the intense
color scheme that they created for
the 1984 Los Angeles Olympics.
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The original Horton Plaza, a tiny
palm-ringed park laid out in 1867,
now serves as a forecourt for the
arched facade of Robinson’s
department store (small photo top).
Inside the new Horton Plaza, a
narrow pedestrian passageway,
Sramed by retail arcades and
illuminated by strings of clear
incandescent bulbs, exemplifies the
project’s scenographic
characteristics (facing page).

Horton Plaza

San Diego, California

Owner:

Ernest W. Hahn, Inc.

Architects:

The Jerde Partnership, Inc.—

Jon Jerde, principal-in-charge; Scott
Atishton, senior project manager;
William DeFEliel, Charles Pigg, Jim
Campbell, David Kofahl, Richard
Orne, project designers; Robert
Reyes, project architect; Lynn

Centner, Terry Classen,
construction administrators;, Mark
Johnson, project amenities
coordinator; Frank Wolden, tenant
design program coordinator
Engineers:

Robert Englekirk, Inc. (structural);
Store, Matakovich & Wolfberg
(electrical); David Chen & Associates
(mechanical); Paller-Roberts
Engineering (civil); Wimmer,
Yamada & Associates (landscape);
Leighton & Associates (soils)
Consultants:

Sussman/Prejza & Co. (colors); The
Callison Partnership (Nordstrom’s
department store); Tamara Thomas
(fine arts); Sy-Art Concrete
Construction (parking structures);
Rolf Jensen & Associates (fire and
safety codes); Gustafson Poulsen &
Associates (planning); Darby
Sanchis Associates (specifications)
General contractor:

Nuhahn, Inc.
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Organic chemistry

Not least among the successes of Vassar’s new chemistry building is its
failure to address with strict evenhandedness the double agenda
presented by the functional demands of an advanced science-teaching
facility and its added role as the defining element of a quadrangle
sketched by existing period buildings. Belying its designers’ declared
intent of reconciling technology with tradition, the building’s high-tech
high spirits emerge undamped by deference to more sedate neighbors.

That the building more clearly reflects substance than setting is
owed in part to the ambiguities of a “context” reliant on vantage. The
look-alike neo-Georgian physics and chemistry buildings opposite and
east of the new entrant had little in common with the winsome
Italianate structure to the west, and the putative unity of the ensemble
was further diluted by a ’60s-Modern bio-science facility lurking at an
outside corner (drawings overleaf). Where the building was to meet the
central campus, its close companions ranged from the looming Main
building, a Bavarianesque Victorian reminder that founder Matthew
Vassar’s fortune flowed from a brewery, to Marcel Breuer’s starched
white-brick mid-'60s dormitory pavilion.

So confronted, the architects chose as reference the existing science
facilities in the quad the Seeley Mudd building was to complete.
Although the chemistry department’s program needs barred the
obvious device of establishing kinship with the older buildings by
chorusing their shape and size, a volumetric relationship was
approximated by deploying the building’s principal spaces in a red-brick
block that matches in depth, width, and height the building opposite.
“Leftover” spaces were then layered against this central mass and
stitched to it with glass-block seams whose permeability preserves its
discrete identity. In like vein, the mechanical penthouse became a
pretend roof of metal, green-tinted and battened to recall, despite its
foursquare form, the sloping weathered-copper roofs of nearby
buildings, while lesser gestures to tradition—bands of limestone and
corbelling to texture blank brick walls, and X-brace ornament
strategically appliqued—soften the building’s surfaces without
muddying its hard-edged clarity of form. More important, the scale of
the structure beneath its outcroppings is sympathetic to the existing
buildings in the quad, and its mass, though larger, appropriate to its
role as a gateway between them and the central campus—a dual
orientation that invited a Januslike rendering of the opposing facades.

On the campus side, symmetrical brick blocks make way for a slim
portal that translates a traditional masonry entry as a square-arched
portico with steel “pilasters” and glass-block “panels” (overhung by a
dedication plaque that cries for a basketball hoop). Above, clerestories
recede from the entry and its chunky guardians to join a block-glazed
seam containing exit stairs and mechanical shafts, which pyramids to a
tower crowned by rocketlike exhaust ducts poised for lift-off.

In contrast to the formal and enigmatic north face, the south facade
celebrates openly the mandate to incorporate in the building all
practical energy-conserving measures, turning to the science
quadrangle a solar wall with an outer screen glazed in a sprightly
pattern that mimics nearby traditional masonry facades with
metaphoric “piers” and “panels” framing “windows” backed by real
windows in the wall behind. On this face, the glass-block seam,
interspersed with clear glass, expands from simple connective tissue to
an eccentrically configured stair lobby that continues at larger scale the
solar wall’s background theme of mock piers and panels. Its glinting
exterior and sun-dappled well also introduce interiors animated by the
architects’ pursuit of the pleasures of natural light and the disciplined
play of reflective and transparent planes. From even the deepest
recesses of the workaday laboratories, the eye can feast on the mingled
sparkle and luminosity drawn from minimal outdoor exposures used to
maximum effect. In more public areas, where crisp glass-block and
lucent glass ignite clear deep-timbred tones and pretty pastels, the
feast becomes a banquet. Margaret Gaskie
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The Seeley Mudd building’s courtly if older science buildings.

somewhat stiff bows to context were
prompted not only by the structure’s
prominence in the campus precinct
it inhabits but by the fact that the
quad-closing site was a second
thought. As first mooted, the
chemistry building was to be placed
behind the existing physics building
now opposite it, roughly in line with
the bio-science facility offset to the
southwest of the quad outlined by the

A “wﬁ‘:'ﬁ?ﬁq‘f‘ysﬂ ®

Construction there, however,
threatened a peaceful and verdant
fringe of the campus with the loss of
a large stand of venerable trees
(including a 150-year-old oak) and
impingement on both the nearby
Shakespeare Garden and the
natural amphitheater used for
commencement ceremonies, raising
a predictable outcry from the Vassar
community. The site also posed the




problems of poor soil conditions and
a high water table. But it was the
prospect of a substantial gift from
the Seeley G. Mudd Fund, contingent
on the building’s bearing and
prominently displaying the
benefactor’s name, that led the
college to reconsider a site so isolated
JSfrom heavily traveled areas of the
campus. Accordingly, architects
Perry, Dean, Rogers & Partners were
called in to study alternate sites for

the new structure and subsequently
to design it. The chosen site resolved
the questions of waterproofing,
difficult foundation design, and tree
removal, and offered a due-south
orientation favorable to the solar-
energy features the structure was to
incorporate. Not least it presented
the opportunity for creating a
compact, well-defined exterior space
in an area of the campus previously
afflicted by sprawl.

il &
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The relegation of vertical circulation
and marginal functions to add-on
elements gives appropriate
centrality to the major functional
areas that occupy the principal
volume of the Seeley Mudd building.
The straightforward organization
places laboratories on the first two
Sfoors (one partially below grade)
and “public” areas—classrooms,
lounges, library, and administrative
suite—on the third floor. Although

rows of fume hoods delineate three
separate sectors in each, the lab
floors are essentially large open
spaces whose expansiveness is
enhanced by perimeter placement of
such support spaces as equipment
and storage rooms and, on the first
level, a row of faculty offices lit by
skylights in the terrace above. In
keeping with the charge to seize every
opportunity for energy
conservation, the Seeley Mudd

building hosts an array of energy-
saving measures that includes heat-
recovery components in the
mechanical system, extra
insulation, special fume-hood
exhaust systems for the laboratories,
and task-ambient lighting
supplemented where possible with
natural light. Most are discreetly
confined to the building’s inner
recesses. But others are highly visible
Seatures of its exterior design. For

example, three sides of the building
envelope are almost wholly
windowless slabs of brick lightened
only by stone trim at base and
cornice, and corbelled banding over
otherwise unbroken masonry
expanses that minimize winter heat
loss and summer gain while
shielding the delicate workings of
inner laboratories from the outer
environment. (The exception of an
east wall pierced by third-floor
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windows in the chairman’s office
and an outside classroom proves the
rule.) The extensive use of glass block,
which combines light transmission
with insulation, reflects the same
pursuit. Similarly, the added height
of the penthouse-disguised-as-roof
was made necessary by the unusual
demand for mechanical space. The
most prominent energy-saving
device, however, is the solar wall that
masks the entire south facade with a

steel-framed glass screen open at the
bottom and set two feet outside the
concrete-block building wall. In
addition to interacting with the
central mechanical system for
general heating (section

modified trombe wall provides
make-up air for the fume-hood
exhaust system when air in the
cavity is even marginally warmer
than the ambient temperature.
Together with the central glass and

glass-block extension that houses the

X also contributes direct
solar gain and brings welcome light
and views to the interior spaces.

i

|
|
|
|
|

Architectural Record March 1986

141



[0 S e ) C

<

v B
‘B
E §

] L

RAWEREN

B

A RERS RS

N\

e —

142 Architectural Record March 1986

Because the Seeley Mudd building
handily bridges the science
quadrangle and the central campus,
the entry stairwells on either face of
the building are designed both for
easy floor-to-floor access and to
discourage through-lab transit. (It
helps that these are among the
building’s pleasantest spaces.) They
also give sway to itect Charles
Rogers’ pet pursuits of fully
exploiting natural light (“The ideal

%

[

building would have no daytime
lighting at all”) and necessary
circulation (“We always try to make
these areas more than just a way to
get from here to there”). In this case,
the detachment of the stair lobbies

Srom a central volume held to the

scale of smaller neighbors and tight-
cased to conserve energy encouraged

lanterns. At the more formal north
entry (photo opposite), where a

¥
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) Robert Maass
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narrow lobby is expanded by tucking
the embracing stairs in the closed
elements on either side, the principal
light source is a pair of clerestory
steps. On the south side (photos left
opposite), the entry lobby is set off to
the side of a scissor stair that flares
gently as it climbs but makes a sharp
turn at the lower level, where the
“landing "’ becomes a lounge. The
surrounding cage of steel-framed
panels of clear glass and glass block,

i3
&
23
i3

&

combining light and vision with
controlled solar transmission, forms
a greenhouse that complements the
solar wall (photo bottom right
opposite). Within the upper level,
though, the tricks with glass are just
Jor fun: e.g., identically set block-
Jframed windows (photo top right
opposite) that pierce the walls of the
student lounge and adjoining
classrooms in a succession ending
with a peephole in the exterior wall.
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Like the exterior, the interiors of
Vassar’s new chemistry building
derive elegance from the canny use
of inelegant but wholly appropriate
materials. Foremost among them is
the same animating mix of glass and
glass block, here combined with
exposed steel and naked piping and
ductwork in a medley livened by the
striking use of color—grass-green
columns and beams, forest-green
stairs and railings, celery-green on

the corrugated ceiling, and mauve-
gray frames to set off glass-block
panels with terra-cotta grout lines.
The full schema is fittingly
introduced at the north entrance
(photo opposite), which also exposes
the articulated glass-block seam
between the frontal elements and the
principal building volume and the
block wall that feeds light to the
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