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I Autodesk.
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" OBJECT PROPERTIES TOOLBAR——qu:ck access to ob/ecf properties like
layers and linetypes lets you change settings right from the toolbar.

" MULTILINES & LINETYPES —use the multiple parallel line feature to
draw walls and clean up intersections automatically. Streamline
drawing with linetypes that incorporate shapes and text.

W.AMM' O o

VA
“v SUPERIOR TEXT EDITING — with full text editor, TrueType®
B >/. and PostScript® filled fonts, and a spell checker,

annotating drawings is easier and more accurate.

—SURGICAL UNIT A
NOTE: Additional electrical |

outlets will need to be installed [ §
to accommodate emergency
patient overflow.

EDULE

Color = v
gshell sand st FASTER FULL-SHADED RENDERING —
ni-gloss mission White makes it easy to create and present

01 s design previews. AutoVision 2
e OLE — allows you to embed data from works with AutoCAD Release 13
e mmmee Other Windows applications—in this to create photorealistic renderings
velvet case, a finish schedule from Excel. such as this one.

15cm

demo. To order your free demo disk or to request the name of the Author-
ized Autodesk Dealer nearest you, call 1-800-964-6432 and ask for DemoPak
R728. Outside the U.S. and Canada, please fax your request to 1-415-507-6142.

respective holders. EImendorf Air Force Base Medical Facility 2D architectural, engineering, and construction drawings created by Anderson DeBartolo Pan (ADP). Site plan
and landscape design created by Dowl Engineers for Anderson DeBartolo Pan (ADP). 3D extrusions and AutoVision rende ring created by Autodesk Ma wrketing Support.



Stern Words

Regarding your mention of
Robert A.M. Stern’s “Affordable,
Adaptable Home” featured in
June 1994’s Life Magazine [“Bob
Bats 500,” RECORD, January
1995, page 15], I wrote a lengthy
letter to Life challenging the
house’s affordability.

Ilamented that, for what it would
cost to build in the geographical
area of my practice, Stern’s
house would not necessarily
outsell an equally-priced house of
far less character with more
square footage and more proper-
ty. Built with the changes
recommended by a builder
quoted in the article, the house
would be undistinguished among
the bland builder boxes which

are taking over the suburbs.

It would be interesting for
RECORD to follow the actual
building of several of these
houses to assess how they actual-
ly fare in meeting the challenge
to build affordable housing for
the middle class.

Kevin L. Mason, Jr.

Architect

Westfield, New Jersey

Formal Credentials?

I read with great interest your
editorial about regulating the
practice of architecture by the
National Council of Architectural
Registration Boards [RECORD,
August 1994, page 9].

‘We totally support your views in
the final paragraph saying “...but
leave it up to the candidates to
prepare themselves as best they
can. The public has a right to
expect safety; it also expects
equal opportunity for all.”

Because it’s the U.S.A’s equal
opportunity for everything, espe-
cially education, that gives me
hope to enroll in one of the uni-
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versities in California. In most
countries, to get a degree from a
government-aceredited school of
architecture means we all have to
start from square one of typical
classroom lectures. For me, those
14 years of experience in archi-
tectural firms doesn’t help much
to secure a place in these schools.
Stanley Wong

Sabah

Eust Malaysia

Satisfied Client

I just read the wonderful article
on the Banner Building project
by Ed Weinstein of Weinstein
Copeland Architects [RECORD,
January 1995, pages 86-87]. I am
overwhelmed by the insightful
consideration you showed to the
project and its “Mom.”

Having been on the client end of
the project, I have much to say
about the courage and foresight
it takes to be the first initiator. I
think it is a genetic anomaly to
feel so passionate about architec-
ture and building. I cried when
Ed showed me the first drawings;
now here it is in all of its bold

glory.

This year I am celebrating 20
years in business as a designer/
artist. I think it is a great mile-
stone for any business, but more
80, even in this day, for a
“Woman-Owned Business.” This
company has not only been able
to provide opportunities for inno-
vative design solutions with
architects and designers for their
projects, but has provided com-
missions for our own built
projects such as our studios, two
homes, and of course the Banner
Building (all which have won
various ATA awards for each firm
commissioned).

Koryn Rolstad

Banmnerworks, Inc.

Seattle, Washington

Continued on page 111

March 15-17

‘WestWeek 95, Pacific Design
Center, Los Angeles.

March 31-April 2

Monterey Design Conference at
Asilomar on “Seeing Is Believ-
ing.” Among the speakers will be
Peter Q. Bohlin of Bohlin Cywin-
ski Jackson; Samuel Mockbee of
Mockbee-Coker Architects and
professor of architecture at
Auburn University, Canton,
Miss.; Ted Flato, Lake/Flato
Architects; Michael Bierut and
James Biber of Pentagram
Architectural Services. Call
Donalee Hallenbeck at 800/886-
7714 for more information.

April 23-25

Contract Interiors exhibition,
sponsored by the British Con-
tract Furnishing Association, will
be held at Olympia’s Grand Hall
in London. Ring 0181/910-7872 or
fax 0181/910-7930 for program
information.

May 5-8

ATA National Convention and
Expo will be held at the Georgia
World Conference Center,
Atlanta. For more information,
call 800/805-7731.

May 20-June 15

World Architecture Exposition,
to be held in Nara, Japan, in
1998, has scheduled a pre-event,
the WAZE Trieniale at Nara , with
symposia, lectures, and an exhibi-
tion of 21 young architects’
works. Contact Mr. Kitamori or
Ms. Tsunekawa at 1-1-1, Nijo Oji
Minami, Nara 630, Japan, or call
81/742-34-1111; fax 81/742-36-
0310 for details.

May 23-25

Lightfair International, Navy
Pier, Chicago. Call 404/220-2217
for conference information.

May 23-25

The ICFF exhibit of contempo-
rary furniture will be at the
Jacob Javits Center in New York
City. Call 800/272-SHOW for
attendee information.

Continued on page 111
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ARCHITECTURAL RECORD Editorial

Architectural Carpethaggers?

Not a week goes by in any community in the country without XYZ Developer or John Smith
College or the Jonesville Art Museum announcing that it had commissioned L.M. Pei or Phillip
Johnson or Michael Graves or Frank Gehry or KPF or Cesar Pelli or some other “signature”
architect to design the office tower or biology lab building or Modern Art annex. Or, in an
admirable effort to widen the net, had invited a short list of three (or eight, or twenty-eight)
celebrated firms to submit eredentials or design proposals.

The outery is immediate—and predictable. Aren’t our homegrown firms good enough? What's
it costing us to bring in an outsider, in fees and added construction cost? What do they know of
our loeal culture, marketplace, the idiosyncrasies of codes, zoning, or construction practices?

On the surface these concerns have an element of merit. The decision to go outside gives the
appearance of casting aspersions on the ability of local firms to provide the kind of service the
commission demands. It seems to insert a hypocritical note into local clients’ and benefactors’
expressed commitment to helping the community when they go outside to confer plum com-
missions. Often, adding insult to injury, a local firm or two is added to the candidate mix to
give the appearance of fairness to what is often a pre-wired decision. Moreover, a common
practice is to divide the design contract so the “signature” firm takes the work through design
development, whereupon a local firm, often designated as “architect of record,” does contract
documents and administration.

There’s some justice, therefore, to the grumbling. But look at it from the viewpoint of the cus-
tomer, the board of trustees or developer or city fathers who see this as an opportunity to get
the very best design as they see it, whether in-house or imported. It supports the anecdotal
axiom that good design adds value; that selection should be determined by standards uncol-
ored by “motherhood” and local loyalties; that tapping an outsider challenges local firms to
review their design values and hiring practices; and that it raises the level of public discourse
by introducing possibly new ways of looking at the local vocabulary of architectural form and
content. As to whether it costs less or more to bring in an outside firm versus going local,
there is no real evidence either way, beyond the fact that it takes more of an outside firm’s
time to service an out-of-town client, that innovative designs have been known to add to con-~
struction costs, including change orders, but that a local associated firm can overcome many of
these problems.

Don’t forget a long list of historie precedents that includes Sir Edwin Lutyens and the Vicere-
gal Lodge, New Delhi; Leblond and Rastrelli, who served Czar Peter the Great in designing
the palaces in and around St. Petersburg; I.M. Pei and the Grand Louvre; Jorn Utzon and the
Sydney Opera House; the many U.S. firms doing work in the Pacific Rim.

All of which brings us back to the underlying issue: what's wrong with hiring local firms? The
answer is: nothing. A local firm should be allowed to do the work if its design recordis of a
caliber to seduce the client as customer and keeper of the purse strings. If it isn’t, the client is
at liberty to bring in any firm that raises the profile of the project (a story has it that the main
benefactor of a newly founded New Jersey college insisted on a highly controversial outside
architect on the grounds that the polemics would attract students); that delivers specialized
expertise; or that builds on an existing, happy relationship.

Many firms are quite content to provide all services on some projects and “of record” services
in case of an outside firm. As for the local firm that wants to step up its share of “signature”
work, it can do so best by developing (or hiring) the kind of design or specialty expertise that
has worked for the outsider. The magazines, to which many clients turn when seeking an
architect, are constantly on the lookout for emerging local talent of the type that eventually
grows into “signature” firms.

But such an effort must be in the firm’s focus, and on its main agenda. Stephen A. Kliment
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ARCHITECTURAL RECORD Design News

© Couturier/Archipress

Un Grand Projet: Porizamparc’s Cité East

Opened January 12, the final phase of
Christian de Portzamparc’s Cité de la
Musique—Cité East—adds a public face to
the music and dance conservatory opened
five years earlier. One of the last “grands
projets” to open during President Mitter-
rand’s tenure, and one of the rare cultural
venues in this northeast corner of Paris, the
project aims to bring music from all disci-
plines and epochs to the widest possible
audience.

Portzamparc’s two buildings frame the
Grande Halle, a turn-of-the-century slaugh-
terhouse turned exposition hall at the
southern entry to Bernard Tschumi’s Parc de
la Villette. These three very different archi-
tectures are typical of the stylistic
cohabitation found on the city’s poorer
eastern fringe where, in an effort to increase

Strack’s Tomb for
The Millenium

Philippe Starck’s winning design for a
sewage-treatment plant at Vitry, France,
turns incinerating and recycling of garbage
into a “mysterious” experience. The $320-
million sculptural tomb is set to start up in
2002. Claire Downey

development, the government launched a
remarkable wave of architectural competi-
tions. The result is an overlap of cutting-edge
designs and working-class neighborhoods.

The newest arrival, Cité East, includes a
2,700-seat concert hall, a music museum with
over 4,500 historic instruments, an informa-
tion center, 82 lodgings for conservatory
students, a cafe open to the exterior, a police
station, and parking.

The many components of the 53,200-square-
meter, $120-million project are joined by a
glass-roofed spiral street which doubles as
the foyer for the concert hall. It is a space
that Portzampare, the 1994 Pritzker Prize

winner, describes as a “conch sea shell” full of

reverberations let loose into the city.
Claire Downey

Winner: Tschumi’s
Architecture School

A vast internal forum animates Bernard
Tschumi’s winning design for a new architec-
ture school on the outskirts of Paris. In
Tschumi’s scheme, the 24,000-square-foot
“exposition hall” is carved out of a 200,000-
square-foot block of studio spaces, computer
studios, three auditoriums, and a library. A
terraced grand stair—where students can
comfortably loiter—sweeps down into the
space from the studios and jury rooms above.
But the school, designed for 1,200 students, is
not meant to become an insular academic
nest. Instead, Tschumi’s mandate was to
draw visitors here from the capital city for
conferences and other activities related to
architecture. He created a veritable archi-
tect’s village. The school is a 30-minute drive
from the capital city— in Champs-sur-Marne,
alongside other university buildings by Chaix
et Morel and Dominique Perrault, the design-
er of Paris’ Tres Grand Bibliothéque. The
first phase is scheduled for completion in
1997. Nicolai Ouroussoff
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SMPS Top Awards Honor 30
Marketing Professionals

3

The Netherlands

Aldo Rossi’s Glimmering Tower

Across the river from Maastricht’s historic,
romanesque monuments, Aldo Rossi has
designed a haunting abstraction of a local
factory to display the city’s art. The brooding
brick and stone-clad museum is built in the
shape of an E. A grand stairway cuts the
structure in two, rising up towards a free-
standing, zinc-clad tower—the bulbous,
silo-like form that is the building’s most dis-
tinctive feature. The Bonnefantenmuseum,
which will open this month, contains the city’s
archeological collection, Christian art, and
sculpture exhibits. B
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Earth Technology Corp., Rosser Internaton-
al, and Anthony Belluschi Architects are
three of the 30 winners of 1994’s Society for
Marketing Professional Service’s National
Awards Program. The awards, begun in 1979,
celebrate a range of successful marketing
strategies by architects. Earth Technology
Corp. won for its 1993 annual report, which is
layered with vellum overleafs depicting
golden sand dunes (1). Rosser International,
which designs sports facilities, was cited for a
direct-mail campaign featuring a giant stain-
less-steel pyramid under a brooding red sky.
The series of postcards—mailed out to poten-
tial clients—is stamped with quotes from the
firm’s partners about the projects (2). Bel-
luschi won for elaborate company brochures
(3) highlighting the diversity of the firm’s
work. They depict a pastiche of projects and
images, most notably photos of a dizzying
swirl of atrium stairs. Awards are presented
at the society’s convention in Chicago. B

Briefs




Motown Museum to Honor Platinum Performers

Atelier 4 Architecture has completed a tenta-
tive design for the future Motown Historical
Museum in Detroit. The proposal, still in the
conceptual design phase, encases fragments
of the famed neighborhood—where Berry
Gordy set up shop with a borrowed $800 in
1959—in a giant, three-story, glass and steel
atrium. Administrative areas wrap around
two sides of the atrium, while three limestone

Tourist Center for
Cajun Couniry

In wet marshlands 25 minutes north of New
Orleans, a visitor’s center will subtly draw on
local culture and its natural surroundings for
inspiration. Piazza Architecture’s Tourist
Commission Building—built in part for Hol-
lywood location scouts—is divided into three
interconnected “residential-like” buildings, to
give it a human scale. Corrugated-metal
roofs and 800 sq. ft. of covered pinewood
decks reflect the local architecture. And the
building is raised on stilts: most of the site is
flooded during the hurricane season. B

towers house the museum’s permanent col-
lection, which includes archives and a
research center. The 800,000-sq.-ft. museum
will include a 300-seat theater, a cafe, dance
lounge, and a library/archive. A “Historic
Hitsville” exhibition and a radio station/
deejay booth are also planned. A giant media
curtain is designed to loom over the entire
space, forming a vibrant backdrop to the

Las Vegas

ws ".”'?'-

T e
gt

atrium. Described as “an ever-changing
show;” the screen will be visible from the
street—as if the museum itself were a giant
video/T'V display—and from planes landing
at Detroit airport. Intended to be a true mon-
ument to a heritage that produced stars like
Stevie Wonder, the Spinners, and the Mar-
velettes, Motown is now preparing a national
campaign to raise funds for the project. m

Sober Landing for Vegas Visitors

Las Vegas’ new airport terminal will be sober,
not glitzy—at least on the outside. Tate and
Snyder Architects, in association with Leo A.
Daly, have designed a swooping concrete and
glass terminal at McCarren International
Airport. Outside, the building vaguely evokes
memories of Saarinen’s Dulles International

airport. Inside, the terminal is a theme park.
Neon signs will mimie the city’s strip-like
streetscape, evoking a “bright, noisy, and
visually exciting gaming environment.” The
$180-million project will add 52 new gates—
nearly doubling the airport’s capacity. It is =
scheduled to open in early 1998. m
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COMISKEY PARK SEES ABOUT
1,500 HiTs PER SEASON.
[TS KAWNEER DOORS SEE ABOUT
80,000 Hits PER GAME. |

Hits at Comiskey?
Usually about 15 a game. Maybe 20 or more if it’s a slugfest.
But the fans? Come on, this 4s Chicago. It’s a sports town. So when a full house of 44,321 starts filing in on a
steamy summer night, the entry doors better be able to take the heat. And the hits. And they can, because the builders of the
new Comiskey Park chose Kawneer 350 Tuffline® entrances.
Kawneer’s 350 Tuffline is the only package of door, frame, and hardware completely designed and
engineered to create a total performance system. The 350 Tuffline is stronger and sturdier all over, from the door itself right
down to the frame and the hinges or pivots. It’s built to withstand the high traffic of winning seasons — and heavy abuse
during losing streaks. In the showdown between power hitters and entry systems, the 350 Tuffline has no equal.
Time to bring in a reliever for your high-traffic doors? Call Kawneer today and find out about our
complete 350 Tuffline lineup. Because in this pennant chase, it’s a one-team race: Kawneer.

The Mark of Responsibility.
KAWNEER COMPANY, INC. ® TECHNOLOGY PARK/ATLANTA ® 555 GUTHRIDGE COURT * NORCROSS, GA 30092 ¢ PHONE: 404-449-5555
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Mid-sized Buildings, Houses Are Main Victims of Kobe Quake

The Great Hanshin earthquake that struck
Kobe, Japan, in the early morning of
January 17 (on the first anniversary of the
1994, Northridge, California quake) will be
extensively studied in Japan, the U.S., and
elsewhere. It is the first instance of a direct
kit by a large earthquake on a modern down-
town area. The author experienced the
earthquake (in Osaka, 27 miles from the epi-
center and about 13 miles from the closest
freeway collapse), and had the opportunity
to enter Kobe with a Japanese TV reporter
and camera crew 24 hours later. He was in
Japan as one of a group of 40 U.S earth-
quake experts and officials preparing for an
Urban Earthquake Hazard Reduction work-
shop. By Christopher Arnold .

First impressions of a disaster of this scale
are powerful but necessarily incomplete. Yet,
some authentic observations can be made
and a few tentative conclusions reached.

Seismic design has progressed rapidly in the
last 30 years. In particular, discoveries were
made in reinforced concrete design in the
’60s, and translated into codes and design
practice in the mid *70s—both in the U.S and
Japan. The general requirement was to
greatly increase the amount of steel reinfore-
ing, and to place it so that, when shaken, the
concrete structure behaves more like a steel-
frame building and deforms without
collapsing, greatly enhancing safety.

The world-wide economic boom of the *60s
resulted in tremendous urban building devel-
opment, much of it in reinforced concrete, so
that today most cities have a preponderance
of structures built with inadequate seismic
knowledge, regulated by inadequate codes,
and often inadequately designed. This
pattern was true in Kobe. Buildings well
designed to modern seismic standards (from
the '80s on) performed well in Kobe in that
they did not collapse and no external damage
was visible. Statistically, even the older (pre-
’70s) buildings did not do too badly, many
spectacular failures notwithstanding.

Due to the time of the earthquake (5:46 a.m.)
most casualties occurred not in office build-
ings, stores, on freeways, or in industrial
plants, but in older wood houses with light
wood frames, often with an open first floor

(for a store or small workshop) and a heavy
ceramic tile roof over a layer of sand or soil.
These dwellings are liable to sudden collapse
and to fire caused by ruptured gas lines. In
the cold January night air, many house
heaters were on.

Looking for patterns of damage in bigger
buildings, I noted the large number of struc-
tures in which an intermediate floor collapsed
(2), with no sign of an architectural irregular-
ity at that floor. A number of theories are
circulating in engineering circles to explain
this phenomenon, which can create terrible
life loss in an occupied building.

Many building collapses and other severe
damage could be traced to architectural
irregularities, particularly “soft” first stories,
that is, open or insufficiently braced. In con-
crete-frame or shear-wall buildings this often
leads to overturning or first-floor collapse; in
steel buildings the result is more often
extreme distortion and effective loss of the
building. Sources of additional damage were
setbacks that created weak horizontal planes,
and other irregularities that created stress
concentrations and torsion, with severe
damage to the structural resistant system.
As in Mexico City, severe damage occurred to
mid-rise buildings (up to about 20 stories),
rather than the many high-rises.

In Mexico, one saw many “pancaked” build-
ings, in which floors are piled on one another
due to column failure and lack of shear walls,
creating devastating entrapment and casual-
ties. While a few such failures were visible at
Kobe, the main mode of total failure was
overturning, in which the building remains
intact, but topples quite slowly to a horizontal
position. This was attributed chiefly to
narrow buildings (common in Japanese cities)
where mostly solid side walls remained
intact. The damage to Kobe appears to be in
accord with the level of ground motion expe-
rienced.

Earthquakes are not an aberration but a
natural environmental phenomenon which we
face, through public policy, by balancing risks
against the economic costs to reduce them.

Christopher Arnold is an architect and
seismic authority in San Francisco.

Scenes in Kobe, hit by the Great Hanshin
earthqualke of January 17, 1995, show over-
turning caused by the narrowness of many

butldings (1); "pancaking,” or collapse of
only one itermediate floor due to column

caused by a “soft” or open first floor (3).

Architectural Record March 1995

failure or lack of shear walls (2); and collapse
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#The Record Houses issue is my favorite
of the year. | collect all of them.”

#Houses are a laboratory of design.”

u#The issue documents new directions
of famous architects.”

#1} also introduces me to up-and-coming designers.”

Do these comments sound familiar? We’ve heard them too.
ARCHITECTURAL RECORD continues to respond, annually producing our most-

anticipated and best-read issve ... RECORD Hou SES‘

For 40 years ARCHITECTURAL RECORD has been publishing Record
Houses, a favorite among design professionals and a sell-out on the news
stand. Not only does the issue document the most influential house projects
of the year, it also contains detailed articles on other aspects essential to
maintaining a successful residential practice: up-to-date data on housing
starts and home sales, construction details and other technical information,
residential-design software aimed at both professionals and consumers, and
a vast array of new products with a special focus on kitchens and bathrooms.
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Trouble in River City

By Errol Barron

In case you hadn’t noticed it, gambling fever
is sweeping the nation. Once tinged with a
slightly exotic, vaguely forbidden reputation,
casino gambling is now perfectly legal in nine
states (Colorado, Illinois, Towa, Louisiana,
Mississippi, Missouri, Nevada, New Jersey,
and South Dakota) and is being seriously con-
sidered for legalization in 14 others. Casinos
can also be found on Indian reservations in 11
states. [For a look at casinos along the Missis-
sippi, see “On the Waterfront,” page 100.]

Altogether there are 436 gambling establish-
ments in the United States, of which 84 are
on Indian reservations and 142 are river-
boats. Since the boats are not legally
required to cruise, they tend to stay in one
place near town centers, becoming important
parts of the urban fabriec.

Powerful magnets drawing people from
entire regions, casinos are raising complex
planning and design issues, whether they are
on Indian reservations, moored on rivers
near financially pressed towns, or set in big
cities. Backed by large corporations skilled at
lobbying and power politics, casinos are a
new force on the urban landscape—one that
can move with alarming speed and intensity

Errol Barron is a partner in the New
Orleans firm of Errol Barron/Michael Toups
Avrchitects and a professor at Tulane.
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As gambling becomes the solution-of-the-month for
Jiscally strapped states and localities, some casinos
threaten to behave like uwrban-design bullies.

once approvals have been granted.

There is a frantic exuberance to the national
enthusiasm for gambling, a devil-may-care
attitude associated with the kinds of baroque
behavior found in societies harboring an ill-
defined but palpable sense of desperation.
One is reminded of Venice in the 18th century,
with its great outpouring of architectural
extravagance, just as its days of mercantile
superiority were waning. While too conve-
nient to cite here, ancient Rome also comes to
mind. And there is our fin-de-siécle premoni-
tion that something very big is happening:
ill-defined and perhaps malevolent.

For whatever reason, people are gambling (42
million in 1994, according to unofficial
sources) and the amounts of money to be
made are so astounding that city and state
governments, almost universally facing large
budget deficits, are looking at these opportu-
nities with a combination of amazement,
suspicion, and relief.

The historic city of New Orleans is no excep-
tion. The Crescent City is providing a
textbook example of the threats of casino
gambling to urban areas—especially historic
districts—and of the inability of regulating
bodies to react in an organized way to these
major changes. So powerful are the casino
forces and their promises to generate money
that even this city, with its well-organized his-

toric district agencies, including the second
oldest historic commission in the U.S. (the
Vieux Carré Commission) has been caught
almost without recourse.

Leaping at the chance

New Orleans is an easy mark. Poor but volup-
tuous, the city is too destitute to resist the
licentious appeal of the casino proposals. Its
politicians have leapt at the chance to realize
an income for the city (and some say for
themselves). With dwindling revenues from a
virtually defunct oil and gas industry, a state
burdened with a $600-million debt, a harrow-
ing crime record (second highest number of
murders in the U.S. last year), and a bur-
geoning underclass (70 percent of all births
were illegitimate in 1993), the local authori-
ties were desperate. ’

The first attempt at obtaining a casino license
was by Christopher Hemmeter, a Hawaii-
based developer who proposed the world’s
largest casino at the convergence and termi-
nation of the two principal commercial streets
of the city (Canal and Poydras Streets) and
the Mississippi River. The casino site, which
has remained the designated location
throughout the debate, is the point of several

The approved casino plan by Perez Ernst
Farnet Architects (below left) and the earlier
Hemmeter scheme (below) both sit on the site
of the existing Rivergate (bottom right).

BRI
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The Rivergate “with its swooping, extravagant
arches and cantilevers looked more like a building

of pleasure than the new design.”

curiously disconnected urban artifacts: a
ferry landing, the Spanish Plaza, the Joan of
Are monument, the Aquarium of the Americ-
as, the World Trade Center (perhaps Edward
Durrell Stone’s worst building), the River-
gate (an expressive concrete-shell convention
structure), a shopping mall-office tower, and a
huge public-service electrical substation. At
the heart of downtown New Orleans, this site
has a long history and a record of ownership
that goes directly back to the King of France.

The Hemmeter scheme proposed closing
Canal Street, with its historic connection to
the river, to construet a huge casino and an
adjacent “celebration park” that would
feature a 22-in. deep lake in place of Canal
Street and a meandering shoreline more
Hawaiian than urban.

A public outcry

The sheer size of this proposal (over a
quarter of a million square feet, much of it
underground) and its exterior design based
on—seriously—the Grand Palais Exhibition
Hall of Paris rocked the local architectural
community to its foundations. The mayor,
who reminded some of us of the vulnerable
Ruby Ruggles in Trollope’s novel The Way
We Live Now, enthusiastically selected this
scheme and its developer without any public
body seriously serutinizing the deal. It was
virtually a private courtship. Public outery
was intense. In the end, this flamboyant,
almost ridiculous, confection and its $30-
million glass dome were thrown out when
Governor Edwin Edwards, through a hand-
picked Board of Commissioners, selected a
group of local cronies to actually be the
licensed operators for the casino.

A bewildering sequence of events was trig-
gered by this decision. First, the “world’s
largest casino” simply evaporated before the
public’s eyes, giving way to a more sensible
scheme to renovate the existing Rivergate.
Within a short time, this conversion idea was
replaced by the decision to demolish the
Rivergate and build a new facility, this time
all at one level, at grade. While it appeared to
many that the Rivergate could and should be
adapted, the jobs to be created by the demoli-
tion of the Rivergate (a $5-million contract in
itself) and the new construction argued for
the new building.

The demolition of the Rivergate has become a
curious and poignant affair. Designed in 1962
by Nathaniel C. Curtis, Jr., it was the world’s
longest thin-shell concrete structure. An
expensive, well-made, expressive building, it
became part of the local scene.

To save this building, conservative preserva-
tionists and the avant-garde worked together.
The irony of changing tastes in the architec-
tural world was briefly overshadowed by a
union of disparate but sensible groups who
recognized that this decidedly Modern build-
ing was not only well-built, but had qualities
that the consumer architecture of the new
casino lacked. To many observers, the old
building with its swooping, extravagant
arches and cantilevers looked more like a
building of pleasure than the new design.

The structure that is to replace the Rivergate
is the work of a team of local architects and is
as compromised a building as the one which
is being demolished is idealistic. It is a
yeoman attempt to catch the mood of a
casino, but it replaces the open vulgarity of
the Hemmeter scheme with a staid, humor-
less design that uses exposition or
transportation imagery as its source. Seem-
ingly derived from a 19th-century train
station, it embodies many of the problems of
consumer architecture: little or no relation of
the wrapper to the interior condition, a per-
missive use of an inappropriate building type
as a model, and a relentless pursuit of the
maximum number of square feet under one
roof.

Although the building has two floors under-
ground and a huge second floor, the gambling
area is all at one level covering the whole site.
Tts windowless, hermetie, suburban form
rotated at a willful angle to all the adjacent
streets and buildings has a peculiar and dis-
turbing relation to the city. It does make for a
startling contrast by virtue of these charac-
teristics, but—unlike the Duomo of Florence,
for example, which looks like a hot-air balloon
come to rest in the city center, the casino
design is so low and stretched out that,
rather than a joyous monument, it makes a
hole in the urban assemblage.

As a composition, it is earnest but not artful.
One yearns for the hand of the late Charles

Moore because he could have supplied the
adjustments, the inflections, the flights of
fancy that would have lifted this building type
into the realm of successful urban design and
delightful architecture. As it is, the building
is not a delight. It is autocratic, an exercise in
profit maximization. Lacking internal logic, it
relies on bogus themes based on saccharin
interpretations of Southern lore (a bayou
theme here, a southern mansion theme there)
to articulate its vast flat spatial condition.
Cutting out daylight and other distractions
from the obsessive world of gambling, it will
sit in the heart of the city, gesturing insin-
cerely while the slot machines whir inside.

More kitsch for the French Quarter?
There is also concern over the casino’s impact
on the historic Vieux Carré, the city’s French
Quarter. While the beloved image of the
French Quarter as a mysteriously foreign
haven for artists, ethnie groups, and colorful
characters is no longer completely accurate,
many people fear that the world’s largest
casino will strengthen the commerecial forces
eating away at the historic district’s unique
identity. Higher rents will drive out all but
the high-volume tourist shops which trade in
poorly made kitsch, remarkable only for its
repetitiveness from shop to shop.

And it has all happened without a serious
planning body really involved in the process.
The chief city planner was reduced to a pawn.
The Historic Districts Landmarks Commis-
sion, which repeatedly criticized the scheme
as far less desirable than the existing River-
gate, was ignored and became a helpless
bystander. The community’s architectural
and planning professionals were relegated to
the status of angry onlookers. Throughout
the approvals process the project has been
immune to public outery.

As you read this essay, the Rivergate is
coming down and the creation of the third
largest footprint of any structure in the city
is moving inexorably forward. One shudders
at the prospect of this huge, undistinguished
building rising in the heart of New Orleans;
at the prospect of the casino failing financial-
ly, as some predict, leaving an empty
steel-frame-and-imitation-stucco hulk in the
middle of the city; and at the prospect of the
same thing happening in 14 more states. m
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efficient delivery, have mach to

teach all-design practices.

Though design is central to architects’ self-esteem
and aspirations, its cultural profile seems lower and
for all too many clients its importance is sinking. A
Roper study commissioned for the AIA on how
clients assess the value of architects’ services
showed that “the design statement or esthetics of the
facility” was a major priority of only 66 percent of
respondents, falling well behind fire- and life-safety
and other crucial but more pragmatic issues.

An overemphasis on design, critics say, is making
architects expendable. Yet Robert Gutman and other
analysts still see design as the profession’s primary
tool for maintaining and improving both its cultural
and professional status. Thus, within this section
devoted to practice and technology, it’s worth consid-
ering the uses of design in an era seemingly focused
on bare utility.

In three related articles we look first at what archi-
tects can learn from successful product designers,
who now speak a language clients understand. We
also consider new project-delivery methods and
multi-discipline firm structures. These offer solu-
tions to long-standing problems, but also challenge
the primacy of design—even the authority of the
architect. Design’s value, however, is too often con-
veyed only as “the esthetics of the facility.” An ATA
ad campaign is spreading a message that architects
articulate too infrequently—that design can trans-
form needs and constraints into something more
valuable and more inspiring than the sum of the
program’s parts. J.S.R.
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How We Talk About Design

At a time when architectural design seems
ever lower on clients’ agendas, it is ironie that
product design is enjoying unprecedented
acceptance in the business world. It now
“speaks” a language business understands:
“I think more and more businesses have dis-
covered that design has a bottom-line
impact,” explains Bruce Nussbaum, a senior
editor at Business Week who covers design.
Over the last few years managers became
design converts as they recognized that
design was chiefly responsible for the huge
success of several prominent products. One
example, the Ford Taurus, says Nussbaum,
“was a design success, but was also a process
success. 1t proved that if you bring the
designers in at the beginning, you get a pow-
erful impact.”

Can the lessons of product design be trans-
lated to architecture? There are important
similarities. Like architects, designers in
industry must present issues that are often
abstract, intuitive, or anecdotal to people who
think in analytical, concrete ways and who
look for measurable results. While architects
and their clients continue to struggle with
these frame-of-reference barriers, the busi-
ness world is facing them head on.

Designers vs. implementers
Business-oriented clients can discuss design
concepts, says John Kao, as long as they rec-
ognize that “there will be different
stakeholders, different cognitive styles, and
different languages that have to be integrat-
ed.” Kao teaches creativity courses at
Harvard Business School. (He says he hates
the word creativity, but hasn’t found a better
one yet.) “You have people who traffic in
imagination versus people more rooted in a
sensibility of implementation: marshalling
resources, being decisive.” He notes that all
these qualities—otherwise considered
strengths in a manager—can “close off the
creative process.” Successful companies
learn to integrate the culture of design with
the culture of implementation, says Kao.

Of course, it’s not easy. For every Ford
Taurus or Gillette razor, there are failures.
Most people can’t record a program on their
VCR—that’s a design failure. In another
famous example, Xerox developed almost 20
years ago the basics of the graphical user
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interface (the icons, “desktop,” and “folders”)
that you see on the screens of Macintosh and
Windows-type computers. Xerox didn’t see a
market; Apple Computer did. Indeed, the
Macintosh is a triumph of design for ease of
use rather than a technological break-
through.

Some critics have argued that architects need
to run their practices much more like clients
run their businesses. “That’s bad advice,”
says Bruce Nussbaum. “If you want to run a
business, hire a business manager.” There’s a
difference between understanding your client
and being your client, he says. “You have to
understand their needs and culture. Become
a Peace Corps volunteer in the business, and
build within that culture.”

You accomplish this, says Kao, by developing
a common language. Designers’ input is often
seen as more valuable when they help to
build innovative team structures that get
around the feedback failures innate to a
linear engineering-to-marketing-to-design-
to-manufacturing process. Thus it is foolish
for architects to ignore non-traditional
project-delivery methods or business struc-

Metaphors

“You muaght have to go
off-line.”

“The dance of design”
“Improvising a duet.”
“Gowng out to the
woodshed.”

‘A call and response
kand of improvisation.’
“Starting out with the
sheet music.”

—John Kao

)

tures (see subsequent stories). Just as impor-
tant, says Kao, is to help managers recognize
that, “too often design gets inundated by
operational realities before all the ideas are
out.” If a client has, as he puts it, “a very
narrow definition of design,” the designer
may have to take steps to change the nature
of the dialog. You can’t do it in a 15-minute
presentation in the manager’s office. You
might have to go “off-line,” as Kao puts it,
even working in a separate, neutral place. In
presenting ideas, Kao says, the designer
“needs to have a sense of theater” to get the
manager to look at issues in a less opera-
tionally determined light.

How much design do clients need?

“I see lots of examples where design should
be much more central to a company’s strate-
gy,” notes Kao. A 1993 Roper study
commissioned by the ATA showed clients
most valued architects for their ability to
design new buildings, obtain permits, and do
space planning. A common frustration is con-
vinecing clients to go beyond these basics to
create a special place or signature building.
The product-design world struggles with a
similar dilemma. Apple’s interface was bril-
liant because it synthesized concepts familiar
to non-computer users (file folders, trash
cans) into a screen environment that “told”
you how to use the unique and productive
attributes of the computer.

“Bob,” a recently introduced Microsoft inter-
face for home computing, takes things far too
literally. It presents an image of a tract-house
living room, in which one opens “file cabinets”
and uses the “phone.” What it fails to do is
show the user how the computer is not like a
living room. “Bob is a cartoon idea of how
people use these things,” says Richard Saul
Wurman. (Before embarking on various
design and publishing ventures, Wurman was
a practicing architect. He still thinks of
himself as one—in the information realm.)
He sees parallels to Bob in “architecture as
decoration,” where the outside often bears
little relationship to the interior. “I think
buildings should tell you about themselves.
The architecture should tell you how to get
through it. Transportation and hospitals—
public buildings—need this the most. They're
often fixed up by signage.”
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As business has discovered, learning to integrate
diverse ways of thinking is key to design success.
Architects can apply these lessons, too.

The hard part: integration

That the landscape is littered with bad build-
ings and failed product designs shows, says
Kao, that “getting ideas is often the easy
part. Translating them into something that
has value is harder.” To succeed, he says, is to
focus on designing a process that works
better. Kao worked with London architect
David Chipperfield to design a demonstration
house for an exhibition in Germany that he
calls, “the poster child for the new wired
living environment.” Kao describes the
process: “I took the role of the businessman.
1 deseribed as exactly as possible what the
requirements of the project were. That may
not be the immediate frame of reference of
the designer, but the dance of design is
always within constraints. So the manager
must define the constraints. I know very little
about formal architecture. What David and I
did is comparable to when two jazz musicians
who play different instruments come togeth-
er and improvise a duet. We needed to define
a project space within which this improvisa-
tion could occur.

“In [jazz legend] Charlie Parker’s term, we
went out to the woodshed—we had an envi-
ronment in which we explored the idea
intensively. We had to find out how to listen to
each other. A lot of negotiation took place. It
was a call and response kind of improvisation.
Part of it was starting out with the sheet
music—the requirements—and then we did
some prototypes and renderings, which were
a way to communicate, but were also a way to
establish a common language that let us come
up with a category-busting design.”

Designers’ dysfunctional self-image

It is typical of Kao’s speech to communicate
by metaphor and example, and it is done for a
purpose. “The use of metaphors is to try and
make creativity tangible, and to help make it
part of an ongoing management agenda.”
Indeed, Kao’s own agenda is to break down
prejudices about design—some of which are
reinforced by designers themselves. What he
considers dysfunctional ways of thinking
about creativity include the following: “It’s a
divine spark that can’t be taught;” or “it
involves the exercise of this kind of mysteri-
ous skill that must find its own level, like a
gas that expands to fill the room,” or (affect-
ed, Bohemian persona): “We're going to let

our hair down. We now have permission to
be wacky and unusual.” Nussbaum sees a
problematic self-image exclusive to architec-
ture. “It has this Great Hero tradition,
where an individual makes a fantastic state-
ment by building a drop-dead house. That
seems to be the driving force in architecture.
That’s perfectly OK, but it points you in a
direction away from changes in society that
you should really grasp and use: downsizing
of staff; [the fact that] in hospitals, everyone
is walking around with electronic gadgets.
Schools are changing for all kinds of reasons.
Instead, architects are looking at a vision in
their heads of the next big monument.
Designers and architects are visual people,
and they don’t read about business, about
politics, about larger social trends. So the
information they’re getting causes a real dis-
connect between clients’ lives and their
lives.”

On an abstract level, this “disconnect” does
not bother the public. The AIA’s Roper poll
showed the public has a great respect for
architecture. And last year’s hugely success-
ful Frank Lloyd Wright exhibit at New
York’s Museum of Modern Art only con-

R N R T
Integration

“Ideas” tramslated to
“value.”

‘A design success, but
also a process success.”
“Become a ‘Peace Corps’
volunteer within the
business.”

“The building should
tell you how to use it.”

—Richard Sauvl Wurman,
Bruce Nusshaum, John Kao

firmed the high esteem in which the great
artists of architecture are held. It mattered
little to visitors that Wright seemed unable to
do a building that didn’t leak. But when
people actually try and hire an architect, the
architect’s vision can get in the way. All too
often, architects not only see clients as the
instrument to realize their personal artistic
vision, they foolishly reveal this aspiration.
It’s the last thing clients want to hear as they
view the scary implications of building: an
empty bank account; the vagaries of local
approvals, construction cost, and delays; the
criticism of colleagues if everything doesn’t
come out right. Certainly clients say again
and again that for architects to regard clients
as mere patrons is patronizing.

Whose aspirations are we realizing?
Successful design architects reverse the
equation—their artistic vision provides a
superior means for the client to realize her or
his aspirations. You could call this a market-
ing ploy, but even well-known architects with
signature styles typically prove to be good
listeners, good facilitators of dialog, and good
presenters. They know how to sum up
inchoate needs; they synthesize aspirations
into doable programs. That some have a
patrician aura, or a flair for the dramatic
often increases client esteem—as long as the
designer shows that he or she is listening and
responding.

While architects can learn much from design
for business, there will always be a debate
about the role of design. Judges for the 1994
Industrial Design Excellence Awards, juried
by the Industrial Designers Society of
America, played out a battle between the
esthetic and the pragmatic in the pages of
sponsor Business Week: “For years, design-
ers who counted themselves as artists
demeaned the profession and made it vulner-
able to being evaluated on superficial,
personal, esthetic criteria,” said juror Herb
Tyrnaur, professor in the design department
of California State University at Long Beach.
In debating an award-winning backyard
utility shed, Lela Vignelli, president of
Vignelli Designs, of New York, replied, “The
shed did not rust, did not rot, and cost little.
OK, but so what? It looks horrible. It was a
good example of the main contrast on the
jury—between mere utility vs. illuminated
design.” James S. Russell
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Architects Out of the Loop?

By Robert Spencer Barnett

As alternate methods of project delivery gain
market share, many architects perceive that
their special, collaborative relationship with
the client, enjoyed in the traditional design-
bid-build delivery method, is being eroded.
Can unique qualities of a design—which are
often abstract, esthetic, or urbanistic—
survive the rough-and-tumble debates over
cost or schedule that become part of the
process whenever a construction manager or
developer is brought in early? Clearly, the
answer is yes, but success can only occur
when the architect understands the changed
dynamices innate to these delivery methods.

The conventional design-bid-build scenario
has one thing going for it. The division of
responsibility and liability is clear, whereas
there are so many permutations of the alter-
native delivery methods described below and
sketched in accompanying charts as to
obscure clear lines of authority and liability.
Construction Management (CM),
design/build, and bridging require extremely
close attention to agreements.

CM: still controversial

Charles B. Thomsen, an early proponent of
construction management, recalls one early
client comment: “I wouldn’t use CM unless I
wanted to control time, money and quality.”
Who wouldn’t, of course. Although CM has
been around for 25 years, Thomsen, now
president of 3D/International, tried to sell
contractors and architects on CM when he
was with Caudill Rowlett Scott (CRS) in the
the late ’60s. Since then, he says, it’s been
received as either a “good thing or a commu-
nist plot.” It’s clear that construction
management can be a good thing, at least in
the private sector where procurement is not
restricted to the lowest bidder.

With several notable exceptions (large A/E
firms such as Heery & Heery and the former
CRS), construction management became the
domain of general contractors. As typically
structured, a CM would provide preconstruc-
tion services such as estimating, scheduling,

Robert Spencer Barnett is assistant director
of the office of physical planning at Prince-
ton University. He was formerly dirvector of
design technology at The Hillier Group.
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By tinkering with project delivery, owners are
expressing their dissatisfaction with business as
usual. Do alternatives reduce architects’ authority?

Predesign/Design Bid/Construction

Owner Architect

General Contractor

Design-Bid-Build
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Contractual Agency Secondary

P

!’rim.cry
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Traditional Delivery: T'.c conventional design-bid-build method offers clear lines of
authority and clear divisions of responsibility. It’s slow and inefficient, say clients.

constructibility reviews and procurement of
long-lead items. The CM negotiated a fee for
its services and bid out the work to subcon-
tractors and build the project. The form of
agreement was the actual cost of the work-
plus a fee. Owners and architects benefited
from the contractor’s input in the precon-
struction phases.

This CM scenario can work well when the
budget is adequate to the client’s program,
and the client, architect, and CM together
have a clear idea of scope. The process
becomes more adversarial when the CM sells
its services based on its ability to “value engi-
neer”—i.e., cut money out of the budget. If
the client’s scope or level of quality has not
been made clear or is negotiable, the archi-
tect may be put in the position of frequently
justifying the “soft” intuitive, abstract, or
esthetic elements of a design in the context of
“hard” questions of cost and schedule. It is
especially frustrating when the architect is
placed in the position of redrawing elements
of the project to meet an ever-declining
budget.

Team members can master this dialog,
however, by working with the client to explic-
itly establish goals and acceptable levels of
quality. Many architects prefer working with
CMs, who may take on costing and schedul-
ing responsibilities that some firms are
uncomfortable with. Tom Farina, a principal
with The Hillier Group and former head of
it’s CM subsidiary, Design Interface, sees
construction management as “complemen-
tary” to the architect’s services.

Not all CMs assume risk

Construction management has more recently
evolved in two directions, CM-advisor and
CM-constructor. The CM as constructor
offers the preconstruction services described
above for a fee, including the division of fast-
track projects into appropriate packages. The
CM is “at risk,” meaning it takes on the
responsibilities and liabilities of a general
contractor in bidding-out and supervising the
work. In fast-track projects, the CM may
negotiate a guaranteed maximum price
(GMP) at, say, the end of the design-develop-
ment phase. When documents are complete,
subcontracts are bid out. The final price is the
actual cost of the work plus the contractor’s
fee. When this arrangement works well, it
permits a very close client, builder, and archi-
tect relationship that speeds the process and
offers few unpleasant surprises.

It’s usually not the cheapest method, though.
Critics claim that CMs set high GMPs so that
unexpectedly high sub-bids don’t cut into
profits. Though the buy out and construction
savings usually acerue mostly to the client,
the fact is the client might not have had to
give up as as much during design if the GMP
wasn’t padded [see also RECORD, January
1994, pages 30-33].

The CM as advisor provides the requisite
preconstruction services, and may manage
one general contractor or several prime con-
tractors. The advisor approach is often suited
to public-sector projects that require multiple
prime contracts or competitive bidding. The
CM-advisor is a consultant to the owner,
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however, and is not at risk and liable for fur-
nishing labor and materials. For some
owners, especially those who don’t have in-
house staff with construction expertise, there
are advantages. The owner gets the early-
stage price and constructibility input, yet can
still bid out all parts of the work.

But the CM-advisor role has problems, too.
Because the contractors sign agreements
with the owner and not the CM, multiple
primes can point fingers at the CM or each
other for schedule or coordination glitches.
While a general contractor has a legal agree-
ment that gives it the leverage to push a
recalcitrant sub to perform, only the owner,
in consultation with the CM or the architect,
has this power in the CM-advisor scenario. If
the owner is not a skilled or experienced
negotiator, and contractors are aggressive or
have underbid the project, project quality—
even completion—can suffer.

Some see an overlap of the CM-advisor’s role
and the architect’s role, especially during
construction, which is why the ATA since
1993 has been urging architects to expand
their knowledge to take on these services (via
agreement documents B141/CMa and
B141/ARCH-CM). Owners, however, are
sending mixed signals. By increasingly
choosing early-stage construction-advisory
services, they are saying that they want the
checks and balances offered by independent
design and construction professionals. On the
other hand, owners that find the single-
source nature of design/build appealing (see
below), may be amenable to single-source
delivery that emphasizes the design side over
the build side. Dan Rosenfeld, as an owner’s
representative for both real-estate develop-
ers and government clients (now he’s a
real-estate manager for the city of Los
Angeles), feels strongly that CMs must be
accountable, that they only add value to a
team if they assume risk. For an architect-
CM, though, the at-risk scenario adds
considerable liability exposure and may
create conflicts of interest.

Speed, achieved through fast tracking and
concurrent engineering, is probably the
greatest strength of construction manage-
ment. In Texas, where speed is apparently as
valued as size, the Department of Criminal

Risks and Responsibilities in Alternative
Project-Delivery Methods

Design-bid-build

* Predesign: Architect typically
offers predesign services such as
programming and site selection.
* Design: Architect and consul-
tants provide full design services
including construction-cost esti-
mates and schedules. Architect is
liable for design efficacy and
code compliance.

* Bid/construction: Contractor is
responsible for construction cost,
quality, and schedule. Architect,
in consulting role, interprets doc-
uments and accepts or rejects
construction as complying or not
complying with documents.

CM-constructor

* Predesign: May be handled by
the architect or the CM or both.
Sometimes architects are hired
by or through the CM.

¢ Design: The CM may assume
all or part of the scheduling and
cost-estimating tasks. CM
advises on constructibility and
cost of design elements. If a
GMP is set, architect typically
must design to meet CM’s cost
estimates. Architect remains
responsible for design efficacy. If
fast-tracked, the CM assists in
dividing the documents into sep-
arately bidable packages.

e Construction: CM acts as
general contractor. Subcontracts
may be negotiated or bid. Archi-
tect offers typical observation
and interpretive services.

CM-advisor

* Predesign: CM may offer many
of the predesign services typical-
ly supplied by the architect.

* Design: The CM may assume
all or part of the scheduling and
cost-estimating tasks. CM
advises on constructibility and
cost of design elements. CM
can’t set a GMP because it is not
contractually able to enforce.

Architect remains responsible for
design efficacy.

* Bid/construction: Projects can
be fast-tracked, but owner is
responsible for coordination of
separate construction contracts.
CM may offer GC-type services,
but as a consultant to the owner.
More typically, owner will hire a
separate GC. CMs may assume
some of architect’s typical obser-
vation and payment-evaluation
duties.

Design/build

¢ Predesign: The design/build
entity may put together a variety
of experts to address predesign
needs.

* Design: The architect is hired
by the design/build entity, which
typically interprets owners needs
for designers. In-house “build”
experts typically take on sched-
ule, cost, constructibility, and
quality-assurance tasks.
Design/build entity assumes lia-
bility for design efficacy.

e Construction: Architects may
interpret documents, but most
other tasks assumed by
design/build entity. Projects are
typically fast-tracked.

Bridging

* Predesign: May be done by
owner’s architect, a separate
entity, or a program manager.

* Design/bid: Owner’s architect
prepares a detailed scope of work
and design. Design/builder com-
pletes documents, negotiates
price, and builds. Owner’s archi-
tect is responsible for documents
it prepares, but design/builder is
responsible for technical efficacy
as well as price and schedule.

* Construction: Owner’s archi-
tect acts as agent, interpreting
documents. J. S. R.
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