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Editor's Message 

It is with considerable pride that we begin the third issue of 
Architecture Nebraska with an article by the well-known author 
and critic, Reyner Banham. His essay was developed from a 
presentation given at the College of Architecture, University of 
Nebraska-Lincoln, in the fall of 1978. We are extremely grateful 
for his notable contribution. 

A feature of the current issue that sets it apart from previous 
issues of the magazine is the inclusion of several projects gen
erated by the 1979 graduate seminar that utilize rather uncon
ventional methods of conveying content. Investigation of the 
intentions of architectural criticism as developed in a recent 
book by Wayne Attoe, Architecture and Critical Imagination, led 
to a keener awareness of the various tactics at the critic's dis
posal. The result was a series of explorations and experiments 
based upon techniques associated with what Attoe terms " in
terpretative criticism". In each case the author has presented 
a very personal view of his subject, the building serving more 
as a vehicle for expression than the object of factual and de
tailed evaluation. 

As in previous issues a portion of the magazine has been de
voted to projects receiving recognition in the annual awards 
programs of the Nebraska Society of Architects. Buildings re
ceiving awards for 1978 and 1979 are included in this issue. We 
wish to thank the awards program chairmen, Donald Polsky 
(1978) and Keith Dubas (1979) as well as the architectural firms 
receiving recognition for their cooperation and generosity in 
providing photographs, drawings and building program data. 





Irhe Arts of Ineioquence 
iReyner Banham 

Jentre Pompidou, Paris Wil l is Faber & Dumas, Ipswich 

The Sainsbury Arts Center, University of East Anglia, has been 
described as Pompidou inside-out' — a comparison that con
ceals more than it reveals. Certainly there are resemblances: 
both are in some sense arts centers; both appear to be High 
Tech'; both consist of open and generalized interior volumes 
flanked by servant spaces' in the interstices of the flanking 
structure; both were designed by former members of the erst
while Atelier 4 partnership. . . 

. and neither of the erstwhile partners, I suspect, would thank 
you for the comparison. While both buildings are perceived as 
'machines for being cultured in'. Centre Pompidou is a rhetori
cally explicit machine, bellowing in color-coded epithets 'Look 
at me, I'm ventilated, sanitated, escalated, illuminated, elevat
ed. . .' whereas the Sainsbury Center says almost nothing at all 
that can be read off in that declamatory mode. 

Its format has been variously described as a Super-shed' or a 
'half tube,' an envelope of standardized and interchangeable 
panels carried on a system of massively triangulated steel-tube 
bents which contain mechanical and other services and are 
lined on the inside by a second skin of movable aluminum lou
vers. Studied neutrality appears to be the name of the game, 
evoking such recent British attitudes as Peter Smithson's ad
miration for the ineioquence of Braun radio styling 'without 
rhetoric,' Cedric Price's call for a 'well-serviced anonymity' or 
Peter Cook's description of the Center itself as almost the 
ultimate cool tube.' 

Yet ineioquence carried to such lengths — such literally ex
aggerated lengths, since it is over 400 feet long — becomes in 
itself a statement of some sort, even if it is felt in some quar
ters to fall into the military disciplinary category of Dumb In
solence. It certainly is not an ineioquence of failed intentions, 
or inattention — not if one knows Norman Foster or any of his 
office's previous works. One of their most conspicuous achieve
ments has been to produce neutral surfaces that are neither 
bland nor boring. 

For a triumphant demonstration of this among earlier work, see 
the facetted detail-free suspended glass wall of their Willis, 
Faber & Dumas office-block in Ipswich, England, fol lowing the 
historical outline of the site and reflecting the splendours and 
miseries of the surrounding urban environment. A clue to the 
possible significance of that urban mirror may be found in com
paring it to a building that also demands comparison to the 
Sainsbury Center: The Pacific Design Center — a.k.a. the Blue 
Whale — by Cesar Pelli (or was it Anthony Lumsden?). 

Very clearly, the extraordinary extruded section' format of that 
urban monster, with its overhangs and reentrants (not to men
tion a cresting quoted from Joseph Paxtons 1851 Crystal 
Palace) in no way results from local history and topography, as 
does Willis. Faber's irregular plan, nor from interior functions, 
as — presumably — does Sainsbury Center's half-tube section. 
PDC's form is a pure act of architectural wil l, as disdainful of 
its surroundings as it is indifferent to its contents — one au
tomatically suspects that the form and surface of its envelope 
has nothing to tell us of those contents. 

One cannot suspect the same of the Sainsbury Center; how
ever little it may directly reveal of interior functions, no-one 
has ever proposed that the relationship of shell to function is 
one of indifference. If it were, why would the skin consist of 
three clearly differentiated types of panel, arranged in what is 
clearly a considered configuration, even if the considerations 
behind the configuration are at first sight inscrutable. 

Part of the inscrutability derives from the panels' manifest in-
terchangeability. In the established conventions of anti-modern
ist polemic, interchangeability equals indifference — if panels 
(or people) are interchangeable and therefore indiscrimatingly 
equal, there is no explicit hierarchy of functions or values to 
order our designs and the public's experience of them. All is 
simply one grey wash of indifference and — it is implied — in
distinguishable mediocrity. 





Pacific Design Center, Los Angeles 

Even if we do not consciously recall that the interchangeability 
of one brick with another has never led necessarily to indif
ference, mediocrity or boredom, the impact of Sainsbury im
mediately gives the lie to the proposition. If the system con
sists of three different interchangeable panel-types, then the 
question of which type goes where is far from being a matter 
of indifference, since the three types propose, and serve, three 
different cladding functions — solid, ventilating, and transpar
ent. 
Now, it is conceivable that their distribution over the exterior 
could be entirely random — and in some early construction 
photographs that is indeed how it appears to be, but when one 
compares those construction shots with the finished building, 
the final arrangement of panels is confirmed as deliberate, 
responsive to some body of causes external to themselves, and 
therefore presumably meaningful. 

The most conspicuous clue to the possible causes of their final 
configuration is given by the large areas of clear glazed panel
ling, behind which air-handling units may be discerned, con
taining doorways. Though none of these four areas can de
cently be said to denote' or signal' ceremonial entrances, the 
discovery that they are disposed in matching pairs, two to 
each side of the building, at least implies an orderly internal 
arrangement, a zoning of the tube along its length, even though 
the uses of those zones cannot be read from outside. 

Other single glazed or ventilated panels, even single doors, 
may be found distributed about the exterior skin. Their distri
bution will appear enigmatic, perhaps random, until close in
spection reveals their functional relationship to minor servant 
spaces (stores, labs, access to plant) in the depth of the struc
tural bents. This is a relationship that the ordinary visitor may 
never perceive, but he/she can hardly fail to understand the 
relationship of the larger glazed assemblies to the specified 
public spaces inside the Center. 

One pair gives directly on to the administrative zone of the 
Art History department, which is flanked by one-story blocks 

of private offices and seminar rooms, each of which has a use
able deck on top. one serving as a study area for art history 
students, the other as a kind of coffee-room for the faculty 
club (senior common-room in English academic parlance). The 
other pair bracket the entrance space to the public art gallery, 
which occupies almost half the length of the tube. 

Again, however, the casual passer-by (architecture's most de
manding observer) will have no idea that this end of the tube 
contains any such thing as an art gallery. Unlike the north end. 
where the open glazed gable exposes the restaurant within, the 
south end normally reveals nothing, since its equ iva lent glazing 
is backed by wall-to-wall and floor-to-roof Venetian blinds to 
protect the art works against direct sun-fall, and the visitors' 
eyes against excessive glare. In other words, it must conceal 
its function in order to serve it well. 

This is far less a paradox or fault than has been commonly 
proposed. All the building can signal, admittedly, is that the 
contents, as well as the orientation, of its two ends are dif
ferent. Indeed, that is all that any of its exterior aspects offer 
to signal: changes in interior function, not the functions them
selves. This is not to be taken as a sign of symbolic or seman
tic poverty; buildings of earlier periods or styles have usually 
been able to communicate less than this. 

Compare a regular Neo-Classical art gallery, such as can be 
found in many American cities or campuses; with its rusticated 
basement, its flight of steps leading up to a columned portico, 
its deeply framed windows and its cornice, all it is in fact cap
able of saying to the casual passer-by is I am an important 
building.' It cannot signal its contents or functions because the 
same truly indifferent box might equally well contain municipal 
offices in a city, or the architecture school on a campus. The 
complaints of latter day semiologues, like the flashier followers 
of George Baird or Juan Pablo Bonta. that modern architec
ture doesn't 'signify,' simply mean that it doesn't signify an 
ancient, caste-stratified and forcibly hierarchical order of so
ciety like that of ancient Rome or Egypt. 
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Recent semiological exercises also touch the inscrutability, or 
ineloquence of the Sainsbury Center in other ways as well. For 
instance, Charles Jencks has rightly observed that the codes 
by which buildings (and everything else) are able to communi
cate, are artificial and arbitrary, and one of these codes forces 
the Sainsbury to communicate things it does not mean. There 
is a code of forms and usages, invented (ironically enough) by 
Jencks himself, as well as Archigram, Esquire, and the New 
York Times and others, that is now — arbitrarily and artificially 

read as signifying 'High Tech', and the Center exhibits many 
such forms and usages. Not because Foster Associates in
tended it to be so read, but because (they claim) that was the 
logical, or most efficient, or most elegant, or only way that 
these things could be made, joined or assembled (the pres
sure-formed aluminum cladding panels are the most obvious 
case in point). Nevertheless, the building has been persistently 
'read' as High Tech. In fact, it is a comparatively low-energy 
building, and its technology is no more than medium — or 'Ap
propriate" as Foster will have it. 

Its interior volume is not even air-conditioned, and although 
technical gismology such as that which controls the louvers is 
very visible, five-sixths of the structure by weight is constituted 
by the massive concrete basement, something which buildings 
have had since well-before technological times. This is not the 
place to rail at the superficiality of most casual (and profes
sional) architectural judgments, but we must acknowledge that 
Appropriate Tech is very difficult to 'denote' because its appro
priateness can only be judged after the building has been tot
ally understood. 

So, in the mean time, the prevalence of the Jencks/Esqu/re 
code virtually ensures that the building will read as High Tech, 
and thus will also be persistently misconstrued. Foster, of 
course, could have avoided this mis-construction by cladding 
the exterior with materials commonly read as 'Medium Tech,' 
such as cement block or the kind of fake solar panels now be
ginning to appear in parts of Colorado. . . 

As soon as one has said this, the silliness of many current 
semiotic positions becomes manifest; for Foster to have done 
this would have involved falsifying, not expressing, the true 
nature of the building and the way in which it delivers its en
vironmental performance. Foster has rightly or wrongly opted to 
understate the facts (and the fancies) of the situation, propos
ing in both the actual idiom of the building (and the accom
panying verbal explanations) simply that they are offering a 
primarily technical solution to the functional problems the cl i
ent's brief posed. 

Those who demand more expression' or 'more explicit coding,' 
will not be satisfied by this semantic minimalism, of course, 
and those who demand 'Multiple coding' will like it even less. 
But that may be simply because they are so blinded by the un-
proven Jencksian assertion that purely technical expression is 
merely 'monovalent' that they cannot see that this is a building 
so ambiguously coded that its plurality of coding may never be 
disentangled. Unlike, say, one of Robert Stern's deadordinary 
little modern houses with 'coding' nailed to its exterior siding, 
this building whose coded hints, and hinted codes cannot be 
separated with a nail puller. 

Nor can Fosters attitudes to the Form/Function/Expression 
dilemma be easily disentangled. His own statements to the 
press, like those of James Stirling, tend to emphasize the 
technical, economic and social aspects, and not to mention 
the semantic or aesthetic. The fact that he does not mention 
these things does not mean they don't concern him, merely 
that he has decided not to talk about them. His silences on 
these subjects are, I suspect, rather like the silences of Marcel 
Duchamp on the subject of 'art,' and are very like the — shall 
we say — reticence of the Sainsbury Center itself. And such 
reticence is not necessarily either easy to achieve, inexpres
sive, nor trivial. It was, after all, for Piero della Francesca's in
tensely architectural paintings that the phrase arte non elo-
quente was first coined, and that is distinguished company in 
which to find oneself. 
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Nebraska AIA Awards, 1978 
Jury Members: 
Raymond Kappe (Chairman) 
Kahn, Kappe, Lotery, Boccate Architects-Planners; 
Santa Monica, CA. 
Robert Marquis 
Robert Marquis Associates; San Francisco, CA. 
Henrik Bull 
Bull, Fields, Volkman & Stockweli; 
San Francisco, CA. 

Slack Residence 
Omaha, Nebraska 
John Slack, Architect 
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Finwell Duplex 
iLincoln, Nebraska 
Robert Findley, Associates 
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Boys Town Center For Study 
off Youth Development 
Omaha, Nebraska 
Leo A. Daly 

I 
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Creighton University Bio-information Center 
Omaha, Nebraska 
Leo A. Daly 
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Grace United Methodist Church 
Linco ln , Nebraska 
Bahr, Vermeer & Haecker, Architects 

Black Elk — N e Q a r d t Park Shelter 
Blair, Nebraska 
Dana Larson Roubal & Associater 

S E C m O N 
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brpheum Theater Restoration 
p m a h a , Nebraska 
L e o A. Daly 
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Grace United Methodist Church 
David Salyards 

They come to you in tones of honor and respect . 
To praise th rough song and prayer. 
They come to you to see themselves 
To see their f r iends. 
To honor and obey 

Ti l l death do you part. 

Modern day phoen ix 
From whose fa ther 's ashes you arose. 
Gemini Tw in . 
New respect fu l ly greets o ld . 

Car coughs, 
Ghosts, 
History fal ls 
To quik-serve and park ing stal ls . 
Yet you st i l l s tand proud 
Restful . 
Whi le an ar tery pumps an unrythmic music. 
An is land The isle of Wr ight (eousness) 

Your c lo thes say I've known you before 
Lincoln London Paris 
Deja Vu. 
Show me the secret beh ind those protect ive wal ls ! 
I've come to see your sou l . You come too. 
By photon we enter 
Between the m ind and sou l . 
It is your spi r i t we are after. 

From here we view your mind , 
Your s tomach 
Your bowels 
Your spir i t Your spir i t plays hide and seek. 
But your mouths gap open . 
You are f i l led w i th a gent le l ight. 
Peaceful now. 
Quiet now. 
Holy now. 
Tinted forever. 
Are you the Kahnian l ight 
To reveal the square in its inf ini te moods? 
Are you the wea the rman? 

The t imekeeper? 

With bowed heads we neg lec t your s t ructure. 
Light and easy. 
Whi te upon wh i te 
Steel upon steel 
Bony c louds that hold the heavens. 
Not the c louds of fy i ichelanqelo. 
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nr. Struc ture that expresses someth ing , the s t ruc tu re 
that some th ink expresses someth ing , the s t ruc tu re 
that some th ink does not express someth ing but 
cer ta in ly expresses the s t ruc tu re , sudden ly 
becomes scu lp tu ra l . 
Ful f i l led techno logy t ranscends into a rch i t ec tu re? 

Wait someth ing e lse l ives. 
The cha i rs have a l ready found it. 
It dances in sunl ight . 
It r ises in author i ty . 

I've known you in more g randeur . 
L incoln London Par is 
Deja vu. 
Spi r i tua l a l ter -ego 

w i thou t the ego. 
Your presence c o m m a n d s reverance. 
Chairs l ine in rows be fore you . 
Co lumns s tand at a t ten t ion . 

The co lumns . 
Fingers of A t las 
hold ing the heavens. 
In so l i tude, 
re jected by the wal ls 

as if you had war ts . 
Separated by d is tance yet un i ted by spec ies . 
Concret ian her i tage. 
Common in your fee l ings , 
starkly e legant in your use. 
Awai t ing adornment . 

Are you meant for eyes so b o w e d they are 
to see you? 

unabh 

Spir i t Soul 
Without your s inners and your saints 
Your keyr ings and your k leenex. 
We see your who leness . 
Mo lded f r om the four hor izons . 

Wood 
Steel 
Block "gua ran teed w r i n k l e - f r e e " 
Clean new sheets 

ref lect the m inds l ike beds a l ready m a d e up. 
So much descends upon you . 
Proudly naked . 
No wal l sh rouded secre ts . 
No s t ruc ture sk inned in f r i l l s . 
You speak w i th s imp le a r t i cu la t ion 
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Unsure her i tage. 
Your logical c lar i ty speaks of ancient France. 
Your stout mascu l in i ty speaks o ld Engl ish. 
A refreshing newness that is Amer icana. 

Renaissance logic . 
Baroquian cent ra l i ty . 
Colonia l auster i ty . 
Spir i t f ree f rom d i rec t ion . 

Universal . 
Mu l t i -purpose. 
Ambiguous. 
Who is here w i th me? 
Mart in Luther. 
John Paul. 
Br igham Young . 
Or are those the ghost ly echoes of bounc ing basketbal ls? 

Where is that sac red d imens ion? 

Someone has left it ou ts ide. 
It speaks not to the spir i t 
It speaks to the auto. 
SONIC B U R G E R , B U R G E R KING. KING D O L L A R , church. 

Church. 
Another hostage of the wh i te l ines of the roadway. 
S T O P . G O . NO RIGHT T U R N . NO U TURNS. 

One way. 
It also speaks of one way. 

ONE WAY. 
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Return to Black Elk 
Joe Neuenschwander 
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WE 1-JAVE TRAVELLED 
FAR TOS ETHER 

M Y FR\END 

The hoinecoming, 

Indian fi^re results 
in the foi ajjin(g, 
d\a\od betiueen 
the Imian,nature, 
and 1he 
memor ial . 

«kf YOU V4AVE ALWAY 
UNDER STOOD I 

1 
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IT 6EEt-16 TMAT ^ ^ , 1 
/ hAMY HAVE LOei OJRl 
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UAVE BU\LT A tiEm?IAL 
W J O O U R EX16TENCE 

I N THE O F AN 
E Y E THEY TRANSfCRT 

ACR066 TIME 4 

to I WAVE 
, HEARD. LET 

'I , /^U5 SEE 
TH»^ PLACE! 
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I KMOW THAT YOU BELIEVE 
r o U UMDER6TAMD WMAT TOJ 
TUIMK \ SAID, BUT I AM UOT 

5URE YOU REALIZE THAT 
WWAT YOU WEARD 16 

MOT WUAT 
MEAMJ 
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Nebraska AIA Awards, 1979 

Jury Members: 
George W. Quails (Chairman) 
Geddes, Brecker, Quails and Cunningham Archi 
tects; Phi ladelphia, PA. 
Fred L. Foote 
Mi tche l l /Gu i rgo la Associates; Phi ladelphia, PA. 
Charles E. Dagit, Jr . 
Dagi t /Say lor Arch i tec ts ; Phi ladelphia, PA. 

House Addition 
Sioux City, Nebraska 
Bahr, Vermeer and Haecker, Architects 



Pleskac Duplexes 
Lincoln, Nebraska 
Robert Findley/Associates 
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State Federal Savings Branch Office 
Linco ln , Nebraska 
Davis /Fenton/Stange/Dar l ina 

Midlands Mall 
Counc i l Bluffs, Iowa 
Astle Er icson and Associates 
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Treehouse 
Omaha, Nebraska 
Gary Bowen 
Scott Findley 
Ed Leach 
Jack Savage 
Gary Tassich 

1^ 

J . ' 
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LAFAYETTE ST 

E X I S T I N G I N , 

WESTERN AVE. 



Treehouse 
David Salyards 

3 3 

The rain d id not last. Winter was t ry ing its hardest to be ac
countab le . Come morn ing , the sun a w o k e and the air was quiet
ly c lear. The reddish ant poked his head out of his nest among 
the pavers to anxiously view the new day. (If ants are to main
tain any sanity, they must be very opt imis t ic about life.) 

The bui ld ings and cour tyard l ie in a c luster of trees. The 
single tree in the center spreads its l imbs w i th a weary prec i 
s ion, j u t t i ng—no , gestur ing to the faces of the houses, splat
ter ing all that comes near w i th p ieces of shadow, l ike a Jack
son Po l lack paint ing. The b lack ant puf fed th rough dragg ing a 
p iece of someone's somek inda sandw ich that had long s ince 
been left beh ind . 

" G o o d m o r n i n g , " yel led the red ant f rom atop his dirt mound, 
" fv lorn in ' , " mumbled the por t ion of cap tu red sandwich, wh ich 
ceased to move. 
"Qu i te a p lace here, ain ' t i t ? " red rep l ied wh i le scurry ing (ants 
cannot walk) f rom atop his nest. 
"Yes siree i ndeed . " 
"Swear I was back in Europe or some f ish in ' v i l lage in New 
Eng land . " (Al though ants haven' t as yet deve loped any modes 
of in tercont inenta l t ranspor ta t ion , and it s t i l l requ i res half a day 
for one to scurry to its ma i lbox , they have been blessed w i th 

a mut i tude of short l ives d is t r ibu ted across the w o r l d . . . sor t 
of a re locat ion re incarnat ion . ) 
'Very f lashy — exc i t i ng , eh? Reminds me of an a r ch i t ec tu ra l 

magaz ine I ran across once . A w a r d w inner , yes s i ree . Th is is 
some pretty obv ious stuff , but y ' know, beauty 's on ly sk in d e e p . " 
"Ye r baby blues serve ya we l l , my f r i e n d , " red a d d e d . " A l l 
them new houses b o r r o w i n ' f rom that ole w h i t e house over 
yonder . I was hop ing there was gonna be more to th is p lace 
than jus t good l ooks . " 

The but ter f ly spun and f lu t te red g race fu l l y in to p lace w h i l e 
humming some o ld Nat K ing Co le song , ins tant ly c rea t i ng a 
tr io. She had heard the ants ' c o m m o t i o n and w a n t e d to share 
some observa t ions of her own . They w o u l d l is ten to her as but 
ter f l ies are known for the i r w i s d o m and ins igh t (due to the i r 
appren t i cesh ip per iod as caterp i l la rs . ) She s p o k e in a gen t l e 
c rys ta l l ine tone : 
"Wa i t , back up a moment . This hous ing d e v e l o p m e n t goes 
deeper than s imply a rch i tec tu ra l vocabu la ry . H o u s e s s h o u l d be 
express ions of one 's persona l fee l ings , wh i l e h o p e f u l l y e x t e n d 
ing beyond the aesthet ic — towards a level of c o m m u n i t y ar
ch i tec tu re . Cer ta in ly you can feel it — you jus t c o u l d n ' t ex
press yoursel f . It a l lows the oppor tun i t y to e x p a n d onese l f be
yond that of phys ica l lot l ine boundr ies , yet to be d i s t i ngu i sh -
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ab le f rom the w o r l d a round , a p lace wi th mean ing on both the 
pe rsona l and c o m m u n a l level . " 

A l l this by a buncha houses ' round a c o u r t y a r d ? " retorted 
the ants together . 

•More than that. " the monarch p roceeded . •Think of it l ike this. 
The cou r t ya rd is a s tage ; the s tage for thei r dai ly act iv i t ies. 
It a l l ows for a sense of human d rama, of t ranspor t , so that in
vo lvement w i l l endure . It may be seen as a visual focal point, 
but it is also the commun i t y ' s heart — open to the sky — al 
l o w i n g t hem to w a t c h and be wa t ched , to venture beyond their 
d o o r j ambs , yet a lways aware of their re la t ionsh ip to one an
o t h e r . " 

She was in te r rup ted by the squeaaaahng t i res of a Volkswagen 
e n t e r i n g the cou r t ya rd . "Don't the cars in ter fere wi th th is? " 
y e l l e d one ant as it da r ted out of the car s path. 
" T h i n k of dance . The movement gives value to the space, not 
the p rops or the back d rops , the movement . The dancer and 
t he space an imate one another as par tners. " 
" T h e car 's just ano lha pret ty face in the chorus , " the ants 
g lee fu l l y ch imed as they so f tshoed a Gene Kelly dance rou
t ine . 

" Y e s , " added the but ter f ly , but by no means the prima donna. 
T h i s cour t f unc t i ons as bo th the symbol ic center and the ac

tivity center. I his dance of the auto, that is to say the motions 
of enter ing and ex i t ing , is a necessity of their l i festyles, don't 
hide it. The court is in tended to be in constant f lux. If it's a-
live. then it 's truly their space and a defensib le space at that. 
This was the ra t ionale beh ind the des ign covenants locating 
the ent rances and garages off the cour tyard . ' 
"Awr igh t , a buncha bu i ld ings around. . ." 
"No t bu i l d ing . " co r rec ted the reddish ant, "arch- i - tec- ture. " 
" H u h , what 's the d i f fe rence? " 

" B u i l d i n g g ives man wha t he needs—Arch i tec tu re gives man 
what he wan ts . " 

"Yea, somet imes they don' t even know they want i t ! " quipped 
the black ant w i th a tone of f inal i ty. 

The sun d isappeared wh i le the wind began to blow co ld through 
the sur round ing ne ighborhoods , carry ing upon it a sense of de-
fensiveness. Leaves rust led in def iance as the ants were forc
ed to turn away. Yet the butterf ly unders tood f rom years of 
sai l ing the w inds . She faced squarely into it and rep l ied: 
"Mos t modern hous ing deve lopments consist only of adequate 
traf f ic layouts f lanked by b land bu i ld ings; sure it s shelter. It 
just lacks ident i ty because they are des igned to slip-slide 
right on th rough the p lann ing sieve. Yet people are naturally 
alert and cu r ious . Many wou ld love some intr igue. It seems in-
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to lerab le to me that so many shou ld be fo rced to share their 
l ives wi th this anonymous su f foca t ion . You ask what 's wrong 
w i th i t ? " Her w ings began to g low br ighter w i th each w o r d . 
'If i t 's w rong for one to ignore thei r ta lents, i t 's also wrong to 

a l low our envi ronment to remain un fu l f i l l ed . These cont rac tors 
and carpenters, or whomever is respons ib le for these numb 
env i ronments , are visual ly i l l i t e ra te . " 

A rush of w ind came fur ious ly , toss ing leaves about l ike a 
gruf f Japanese gardener . She spoke louder, "An example : a 
dog cannot speak, yet when it w a g s its tai l or shows its teeth , 
we know qui te wel l what it means. It is v isual ly l i terate. Th is 
deve lopment cannot talk, but it has a great deal to commun i 
cate about the ind iv idua ls , about the commun i t y , for those w h o 
wish to see . " 

Wi th each w o r d , the w ind g rew s t ronger , t ry ing to peel each 
co lor off the monarch 's w ings . Those of lesser conv ic t ions 
scur r ied for thei r dir t nests. 
'Au tho r i t y? " She began to shout using her w ings to help fo rm 

each syl lable. "Have you ever r isked economic secur i ty? Have 
you ever r isked d isapprova l? Have you ever r isked a bel ie f? 
Real courage is r isking someth ing that may cause you to re
th ink your thoughts and s t re tch your consc iousness to suffer 
change! Real courage is ques t ion ing c l i ches and it is much 

safer to mess w i th a man 's wi fe than w i th his c l i c h e s . G o o d 
a rch i t ec tu re is to d a r e — a n d to have been r ight . " 
W i th th is the w i n d s topped as sudden ly as it s t a r t e d . I n s t e a d , 
a rest fu l s i lence emerged ca l l ing the ants to re tu rn to t he bu t 
ter f ly . It was m id -a f te rnoon and the c louds w e r e b r e a k i n g . T h e 
red ant began humb ly , "Y know, I'm beg inn ing to see b e y o n d 
that of shared roofs and mate r ia l s . " 
" . . . to the essence , " added b lacky l ight ly . 

The m o n a r c h s tood p roud and sm i led s l ight ly . " T r e e h o u s e c o n 
s is ts of i nd iv idua ls , wh i l e each home was an a t t e m p t at i d e n t i 
ty in the su r round ings . As I sa id before , houses s h o u l d be ex 
p ress ions of the owner ' s personal fee l ings , but a b o u t t h i s y o u 
must speak to t hem a lone. . . " 

Wh i l e her last resonance left the air, the bu t te r f l y fe l l u p o n 
the two ants and w o o f e d them down . She had w o r k e d up q u i t e 
an appe t i te th is morn ing and was g lad to be a b o u t her b u s i 
ness aga in . 

A rch i t ec tu re , as we all know, shou ld never be d i s c u s s e d o v e r 
l unch . 
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Treehouse 
Gregg Wielage 

T w a s b r i l l i g , and the s l i thy toves 
Did gyre and g imb le in the wabe : 

Al l m imsy were the borogoves , 
And the m o m e raths ou tg rabe. 

B e w a r e the J a b b e r w o c k . my son ! 
The jaws that b i te, the c laws that c a t c h ! 

Beware the J u b j u b b i rd , and shun 
The f rum ious Bandersna tch ! i 

A f l ower owes its beauty to the fact that it l ives accord ing to 
the regu lar i ty of its peta ls — each one of w h i c h has its own 
ident i ty . Th is ident i t y Is not per fec t ly geomet r i c . There exists 
a rec ip roca l in te rac t ion — f lower to petals, peta ls to f lower. 
The peta ls make a f lower , and a f lower in tens i f ies the beauty 
of its peta ls . 

T r e e h o u s e shares the dual i ty of the f lower . These houses are 
a r i ch cong lomera t i on of exper iences and imag inat ion p roc la im
ing messages about thei r owners . One message certa in ly ac
k n o w l e d g e s peop le for a p lace was c rea ted to l ive in — a place 
w i t h te l l - ta le ev idence of everyday l i fe — a s tage set for that 
d r a m a . Front doors open off a cou r t ; at any moment it seems 
that someone wi l l appear . Facades do not l ine up so the size 
and edges of the cour t change cont inuous ly . Of ten the court 
s l ips be tween houses , weav ing itself a round f i rst one house 
then another . C h a n c e g l impses are o f fe red . Final ly the cour t 
s p a c e reaches the space con t i nuum but just pr ior to this, at 
the nor th e n d , it is ce remon ia l l y s ign i f ied by an arched gate
way . 

Each house is a v isual de l igh t . A l t hough all houses share many 
c o m m o n e lements , each is un ique. They make no pretense as 
to s ty le , but it is ev ident that th is is a rch i tec t ' s vernacular . It 
can be stated that the in tent ions (true mean ing?) of a work of 
art can on ly be known to the art ist . V incent Scul ly warns that 
w e are naive to take the a rch i tec t ' s s ta tements of intent as 
fac t for o f ten these s ta tements are meant to mis lead. " T h e 
t ru th must be read in their fo rms . . . " 2 The t ru th read in these 

forms is poetry — an art is t ic craft born of care — care for one s 
life and the l ives of o thers — care for a ne ighborhood and a 
city — ca r ing to make th ings better. The realist is forced to 
copy, impos ing as much as he can. The abstract art ist is free 
to romp w i th paint as much as he pleases. He takes care of 
our eyes and a l lows the sense to take care of itself. The im
ages he uses may suggest vague meanings, or they may have 
no meaning at a l l — do ing we don' t know what. 

Footnote* 

1. C a r r o l l , L e w i s . Through the Looking Glass. New Y o r k : New A m e r i c a n Library, 
1974, p. 1 9 1 . 

2. Scul ly . Vincent . The Shingle Style Today. New Y o r k : G. Braz i l l e r , 1974. p 2. 
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London Perceived 
Dale Gibbs 

I. 

"When a man is t i red of London , he is t i red of L i fe . " 
Dr. Samuel Johnson (1709-1784) 

Dr. Johnson 's famous l ines are as t rue today as they were in 
the 18th century. London is a fasc ina t ing city w i th great variety 
and a constant ly chang ing rhy thm w h i c h leads on w i th ant i 
c ipa t ion . It is a seduct ive c i t yscape promis ing someth ing even 
more interest ing a round the next corner , beyond the next 
square, behind those impeccab le facades . London is a great 
laboratory for the study of the vocabu la ry of urban design. To 
understand this sense of p lace, however, requires a histor ical 
perspect ive and an open at t i tude, a f lex ib i l i ty to adjust , and 
cur iosi ty. Any foreign study p rogram must recognize these fac
tors if the exper ience is go ing to be inst ruct ive, s t imulat ing, and 
last ing. 

There is the prob lem of adap t ing not only to the cul tural shock 
of a big ci ty, but to a large " c o s m o p o l i t a n " city f i l led wi th 
mi l l ions who come f rom the fa r - f lung points of the Common
weal th . For the young co l l ege student who may have seen noth
ing beyond Chicago, th is can be a t raumat ic exper ience. The 
mechanics of everyday l i v ing : set t ing up bank accounts , learn
ing the subway and bus routes, f ind ing inexpensive p laces to 
eat, learning how to sc rounge theat re t ickets — these th ings 
can be mastered w i th in a few days or weeks. The pr inc ipal 
p rob lem in London, as it may be in any fore ign study p rogram, 
is to dist i l l f rom the separa te exper iences , pro jects , and events 
some understanding of the phys ica l , in te l lec tua l , h is tor ica l , and 
cul tural factors wh ich f o rmed this c i ty and country and con
t inue to in f luence its a rch i tec tu re and urban p lanning. 

The London Program at the Universi ty of Nebraska has been 
operat ing for about ten years . Each year has been d i f ferent , 
ref lect ing the interests of the ins t ruc tor and the par t icu lar s tu
dent groups, but the expec ta t ions have been constant : that the 
students should come away w i th a c learer understanding of 
the factors wh ich con t r ibu ted to the deve lopment of a great city 
and its archi tecture. 

The resul ts have, of course , been m i x e d : some very heav i ly 
h is tor ica l , o thers focus ing on con tempo ra ry des ign or u rban de 
s ign . Somet imes the p rog ram has depended heavi ly on i nde 
pendent p ro jec ts and ind iv idua l research and the p r o d u c t s have 
var ied f rom highly persona l i zed s tud ies of fu rn i tu re and g raph i c 
des ign to research on C o m p t o n Wynyates , the grea t E l i zabe th 
an count ry house. But in al l these s tud ies and in the w o r k of 
each g roup , there is a lways the in f luence of phys ica l se t t i ng , 
in te l lectual and cu l tu ra l ideas , and h is tor ica l b a c k g r o u n d . 

His tory is perhaps the eas iest to absorb . A g o o d b a c k g r o u n d 
in a rch i tec tu ra l h istory, some good or ien ta t ion re f resher c o u r s 
es, and a decen t b a c k g r o u n d in European His tory and Eng 
l ish L i terature he lps a great dea l . In te l lec tua l and cu l tu ra l i deas 
are more d i f f i cu l t and are o f ten the source of a m i s u n d e r s t a n d 
ing of intent and ob jec t i ve in Engl ish town p lann ing and 
arch i tec tu re . W e unders tand , if not comp le te ly , the Royal Sys
t em, w i th the suppor t ing ranks of an in fo rmed a r i s toc racy and 
c le rgy wh ich in f luenced Eng l ish a rch i tec tu re f r om N o r m a n t imes 
to the mid-n ine teenth cen tu ry . It is much more d i f f i cu l t fo r 
Amer i can s tudents to g rasp the great socia l and cu l t u ra l i deas 
in Br i t ish soc ie ty w h i c h have in f luenced a rch i t ec tu re t h r o u g h 
much of the 19th and 20th cen tu r ies . What is mo re f r us t ra t i ng 
is that you canno t see these ideas d i rec t l y d i sp l ayed in the 
modern a rch i tec tu re of London . 

In phys ica l or i conog raph ic t e rms , much of Br i t i sh c o n t e m p o 
rary a rch i tec tu re is very s imi lar in des ign vocabu la ry to m o d e r n 
a rch i tec tu re in Amer i ca , but w i th a d i f f e rence . Ex te r io r a p p e a r 
ances as ide, it is in the deve lopmen t of the theo ry of d e s i g n 
and p lann ing w h e r e the d i f f e rences rea l ly s t r ike home. A r c h i 
tec tura l s tudents are l ikely to assume that the Eng l i sh a r c h i 
tec ts w i th w h o m they are fami l ia r , such as the S m i t h s o n s , 
Denys Lasdun, James S te r l i ng , or even R ichard Roge rs are a p 
p roach ing con tempo ra ry a rch i t ec tu re in much the same way that 
thei r Amer i can coun te rpa r t s w o u l d . They also t e n d , a long w i t h 
many pro fess iona ls , to accep t at face va lue the c r i t i ca l o p i n -
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ions of c r i t i cs such as Char les Jencks or Reyner. Banham w i th 
out ques t ion ing the soc ia l and po l i t i ca l base f rom which their 
w r i t i ng deve lops . There is a tempta t ion to assume a certain 
d e g r e e of in ternat iona l unan imi ty on quest ions of arch i tectura l 
theory . Th is is, of course , not the case, and a pr imary shock 
to Amer i can s tudents is the dep th and intensi ty of theoret ical 
pos i t ions , the v igor w i th w h i c h these are pursued , and the 
po l i t i ca l , economic , and soc ia l b iases they reveal. 

A v is i t to the A rch i tec tu ra l Assoc ia t ion lectures or a cr i t ique 
at the Royal Co l lege of Art w i l l reveal immedia te ly a pervasive 
consc iousness of a rch i tec tu re as a soc ia l ins t rument , not in the 
same revo lu t ionary sense of the Bauhaus , but w i th a kind of 
po l i t i ca l soph is t i ca t ion w h i c h is at once angry and ideal ist ic. 
T o p re tend to g rasp th is in th ree months is, of course , a naive
te w h i c h leads only to sha l low genera l iza t ion about important 
ques t ions . If you add to th is the comp lex i t y and of ten ponder
ous tu rn ings of local government w i th its rest r ic t ions, con
t ro ls , approva ls , etc., it becomes obv ious that t rad i t ional s tudio 
des ign p rob lems may very we l l end up hopeless ly out of con
text , too d iscre te and un in fo rmed to be useful des ign exercises. 
For th is reason our p rog ram has tended to focus on the urban 
fab r i c of London and on ana lys is of the p laces, paths, and con
nec t ions that make up th is fasc ina t ing c i ty. 

Th i s ra ises a p rob lem because London is vast. It is not, as we 
o f ten hear, " a co l l ec t i on of v i l l ages . " It is more accurate ly , as 
S i m o n Jenk ins says, "a co l l ec t i on of t o w n s . " Most of these 
" t o w n s " are larger than the co l l ege towns we al l know in 
A m e r i c a and they represent a d ivers i ty of economic , soc ia l , 
and cu l tu ra l a t t i tudes and c i r cums tances wh i ch w o u l d be stupe
fy ing to deal w i th in most A m e r i c a n c i t ies. A d d to this an 
e n o r m o u s range of e thn ic g roups , a c lass system very much 
a l ive , and stern e c o n o m i c pressures w h i c h de termine where 
peop le l ive and you have a phys ica l and soc ia l map rather l ike 
one of those m a d d e n i n g j ig -saw puzzles of a Jackson Pol lock 
pa in t i ng . But there are pat terns w i t h i n the puzz le and one of 
the best ways to perce ive these pat terns is to wa l k through its 

paths, p laces, squares, and enclaves unti l this in t imacy of con
tact becomes imbedded in memory . 

The 1979 London Program did this and d id it under rather 
harsh c i r cums tances . We w e r e forced out of our o ld quarters 
at Vicarage Gate but found a new home at Academy House, 24 
Kensington Park Gardens . That year was the wors t winter in 
30 years. The heat d idn ' t a lways work and it ra ined or snowed 
every day for six weeks . Dur ing this t ime, the students explored 
much of London and reco rded their react ions via sketches, 
maps, etc., and t r ied in the process to develop an awareness 
of the urban vocabu la ry in arch i tec ture and ci ty p lanning. 

These exp lora t ions var ied f rom such long l inear paths as: Tower 
of London to L imehouse ; Hampstead Heath to Highgate; Pad-
d ington to P im l i co ; to such short paths as; Hol land Park Walk 
and Cheyne Walk in Che lsea. The students d iscovered also 
those of f -beat h idden p laces wh ich make any city interest ing: 
Strat ford Mews w i th its ar t isan studios, Groomes Place (off 
Belgrave Square) , and Dove Mews (near Brompton Road). 

On a larger sca le, they ident i f ied cer ta in enclaves with de
f ined edges and res t r i c ted entry where busy streets surround 
the quiet inner co re . Many Amer icans know Shepherd 's Mar
ket; few f ind St. George 's Square nearby, between Farm Street 
and Grosvenor Chape l on South Audley. Tour is ts and students 
usually visit the V ic to r ia and Alber t Museum but fail to see the 
quiet open space beh ind the Museum and the Brompton Ora
tory. From Kens ing ton Palace Gardens you can see the tower 
of St. Mary Abbo t t ' s Chu rch , but you have to exp lore to f ind 
the Church Walk beh ind , cu t t ing f rom busy Kensington High 
Street th rough a p leasant garden to the quiet of 18th century 
Hol land Street . 

But most of th is is Cent ra l London, expensive, chic habitat of 
the we l l - to -do . To unders tand something of London beyond 
this, the s tudents ana lyzed local housing schemes with the 
Borough Arch i tec ts of Wandswor th , Hammersmi th and Isl ington, 
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middle class areas w i th severe hous ing problems. In Wands
wor th they got not only some f i rs thand exper ience by work ing 
wi th the Borough Arch i tec t and the pr ivate Arch i tec t con
t racted for the des ign, but also a very st rong dose of c i t izen 
react ion to the pro jec ts in a depressed area wi th ser ious p lan
n ing prob lems and a s t rong ly soc ia l is t const i tuency. 

One of the greatest oppor tun i t ies in London, however, one 
wh ich we often take for g ran ted , is to know through dai ly liv
ing the detai ls, pat terns, and urban ref inements of your own 
ne ighborhood . Each ne ighbo rhood is d i f ferent , of course, but 
ours had some of those charac te r i s t i cs common to much of 
London : high density, m ixed usage, a combinat ion of o ld and 
new arch i tec ture and a wonder fu l combina t ion of communi ty 
and pr ivacy. To observe th is c lose ly—hab i tua l l y , is a lmost un
consc ious ly a lesson in u rban des ign , comb in ing the very obvi 
ous and the barely pe rce ived . To know one area int imately de
velops a visual vocabulary and spat ia l consc iousness wh ich 
prepares us to examine new exper iences wi th a more knowing 
and sensit ive eye. This was our exper ience wi th our own ne igh
borhood , Kensington Park Gardens, where our f requent tr ips 
to stores, pubs, health c l i n i cs , and bus l ines brought us into 
repeated contacts w i th an in t r icate ly var iab le physical sett ing 
and inevitably into a deve lop ing sense of socia l history of p lace. 

In 1830, Kensington was just a v i l lage around a church on 
Kensington High Street. S t re tch ing nor th f rom the high street 
were Hol land House, Net t ing Hi l l , a lso a t iny v i l lage, and to the 
west, the Ladbroke Estates f rom w h i c h our ne ighborhood was 
created. The main 170-acre Ladb roke Estate, inc lud ing Lad-
broke Grove and the s t reets , ga rdens , and crescents sur round
ing it, is a masterp iece of V ic tor ian p lann ing and landscape. 
It is des igned all of a p iece and a l though some may f ind its 
long rows of townhouses monotonous , there is a variety in 
street patterns and a rch i tec tu ra l deta i l w h i c h make the area an 
endless del ight . 

To at t ract the new upper c lasses, a rch i tec ts and b u i l d e r s bu i l t 
ever more sumptuous mans ions wh i ch w o u l d have b e e n c o n 
s idered " n o u v e a u " in the o lder areas. A c a d e m y H o u s e at 24 
Kens ing ton Park Gardens , our headquar te rs , was o n e of t hese . 
It was des igned in 1853 by Thomas A l l om for C. H. B l a k e , t he 
pr inc ipa l bu i ld ing specu la to r in Nor th K e n s i n g t o n , w h o l i ved 
here f rom 1854 to 1859 when he went bank rup t a n d s o l d t h e 
house. The house is featured in Survey of London: Northern 
Kensington (Vol . XXXVII) , and is no tab le ch ie f ly for i ts b e a u t i 
fu l l iv ing room sui te sti l l con ta in ing some of the o r i g i n a l b r o 
cade wa l l s , g i l ded mo ld ings , and pa in ted des igns . T h e h o u s e 
is now de te r io ra t ing , its pale pink p laster p e e l i n g a n d the 
ga rden wa l ls c rumb l i ng , but beh ind th is we can see t he s c a l e 
and detai l wh i ch made this ne ighbo rhood one of t he m o s t 
e legant in London . Oppos i te Academy House, a c r o s s L a d b r o k e 
Grove, s tands St. John 's Chu rch on the s i te of the e a r l y 19 th 
century racecourse , and beyond , down the h i l l , is C l a r e n d o n 
V i l lage, a t iny area of shops t ucked away f r om t h e h e a v y t r a f f i c 
heading west to Ox fo rd , the a i rpor ts , or beyond . 

Three months in London a l l ows you to exp lo re a n e i g h b o r h o o d 
as no tour ist can . An area l ike Nor th Kens ing ton is a m a n a g e 
able size w h i c h a l lows you to know it more than c a s u a l l y , to 
exp lore the h is tory and charac te r of p laces . L e a r n i n g t o a n 
alyze, r e c o r d , and ex tend t he vocabu la ry of that e x p e r i e n c e is 
at the core of the London Program. To see L o n d o n o r any g r e a t 
c i ty in th is way humanizes the vast size and m a k e s it c o m 
prehens ib le as a des ign and as a last ing v isual e x p e r i e n c e . 

David Vaughan , a s tudent in the 1979 P r o g r a m , e x a m i n e s in 
deta i l a un ique area of Nor th Kens ing ton in the a c c o m p a n y i n g 
ar t ic le . 

Refe rences 

1 S h e p p a r d . F.H.W. e d . Survey ol London: Northern Kensington. Vol. XXXVII. L o n 
d o n : The A t h l o n e P ress . 1973. 

2 J e n k i n s . S i m o n ' L i v i n g in L o n d o n Evening Standard, L o n d o n . F e b . 2 7 , 1973 
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The Melbury Road Victorian Artists' Houses/London 
David Vaughan 
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HoUcnd Park Ffcad 

T h e Royal Bo rough of Kens ing ton ; west of the City of London, 
t he fami l i a r P iccad i l l y C i rcus , Tra fa lgar Square and Hyde Park, 
w i t n e s s e d the expans ive g row th of 19th century London under 
t h e p r o s p e r o u s reign of Queen V ic to r ia . Here vast estates were 
c a r v e d up in to bu i l d ing plots, leased to bu i lders and stamped 
w i t h the reso lu te con fo rm i ty of upper m idd le c lass hous ing. 
H o w e v e r , on a smal l por t ion of the Ho l land Estate in North 
K e n s i n g t o n , a long the cu rve of Me lbury Road and nor th of 
H o l l a n d Park Road is a co l lec t ion of houses that depart arch i 
t e c t u r a l l y f rom their more con fo rm ing ne ighbors . The houses, 
a n i n t r i gu ing enc lave of purpose-bu i l t s tud io houses , were de
s i g n e d by lead ing a rch i tec ts for success fu l ar t is ts and in one 
c a s e by an a rch i tec t for his own res idence . Six of these houses 
have surv ived in remarkab ly good cond i t i on . 

Th i s p ro jec t presents a qu ick overv iew of the r ise of the Vic
t o r i an ar t is t 's house, its spec ia l requ i rements , and impor tance 
t o a deve lop ing new style and a brief look at the s i x art ists, 
t he i r a rch i tec ts and the houses they bui l t a long and near f / e l -
bu ry Road. 

D u r i n g the last th i rd of the 19th century there was a new en
t h u s i a s m for art among the midd le c lasses wh ich released an 
imp ress i ve amount of money into the art w o r l d . Addi t ional ly 
a r t i s t s began to make smal l fo r tunes f rom the sale of i l lustra
t i on and engrav ing r ights . Wi th a l l th is new found weal th it be
c a m e the vogue to bu i ld great s tud io houses and art ists ' houses 
b e g a n to appear in several p laces in London . The more not
a b l e areas were in Che lsea, c lus tered about the residence of 

the artist Whis t le r , in rural Hampstead and in Kensington near 
Camden Hil l and a long Me lbu ry Road. The compact Melbury 
Road group is one of the ear l iest and perhaps most inf luential. 

The specia l requ i rements of the Vic tor ian painter set their 
houses apart f r om the norma l town house. First and foremost 
was the pa in t ing room or s tud io . Analogous in stature and often 
in size to the Great Hall of a gent leman's country house, the 
s tud io was the w o r k i n g hub and social center of the artist's 
house. Frequent ly s i tuated on the top f loor of the house, the 
s tud io requ i red specia l cons idera t ion in terms of access and 
the handl ing of l ight. 

Two paths of access to the London studios were necessary. 
One had to be ce remon ia l , prov id ing an impressive ascent to 
the studio. It was requ i red for the preview of paint ings before 
the opening of the Royal A c a d e m y show in the spr ing. On this 
"Show Sunday ' vast c rowds might arr ive and parade through 
the art ist 's house to the s tud io . The second point of access 
was more f unc t i ona l ; a smal l back stai rway used by the models 
whose scant i ly c lad presence on the main stairway wou ld have 
been in to lerab le . Often th is stair doubled as access to an easel 
room or pa in t ing store. 

A careful hand l ing of l ight was required in the studio houses. 
Essential to the genre-scene painters on Melbury Road was the 
high and even s lant ing nor th and east l ight wh ich cast proper 
shadows. As a result large, north fac ing studio windows be
came a p rominent e lement in the studio house design. 
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London studio houses began to appear as a new bui ld ing type 
at about the same t ime that invent ive Engl ish arch i tects were 
in the process of c rea t ing a new style. The new style was 
'Queen Anne ' ; an ec lec t i c m ix tu re of vernacu lar 17th and 18th 
century Engl ish and Dutch red-br ick arch i tec ture , character ized 
by asymmetry, gab led roof l ines, and long narrow sash w i n 
dows. On f^elbury Road the ear l ier Leighton and Prinsep 
houses are precursors of the 'Queen Anne ' style wh i le the later 
Thornycro f t , Stone and Fi ldes houses embrace 'Queen Anne' 
enthusiast ical ly . 

'Queen Anne ' was a react ion against the styl ist ic dogma of 
h is tor ical cor rec tness. Previously, s ty l is t ic character was gov
erned by an adherence to h is to r ica l p recedence ; Gothic for 
re l ig ious bu i ld ings and a c lass ica l s t uccoed facade done up in 
the Ital ian style for secu lar bu i ld ings . Sty l is t ica l ly the works of 
Richard Norman Shaw and Phi l ip Webb in the Melbury Road 
area represent a new at t i tude to the past and a new concern 
for prov id ing a creat ive l iv ing env i ronment . 

Touted as a new phenomenon, the s tud io houses en joyed broad 
and favorable exposure in the per iod ica ls and magazines of 
the day. The publ ished ar t ic les comp le te w i th d rawings were 
inf luent ia l in w inn ing over the pub l ic , w h o s e acceptance of the 
'Queen Anne' style was to ef fect a g radua l change in the color 
and texture of London th rough the last three decades of the 
19th century. 

Prinsep House 

Hera lded as the f irst Eng l ish s tud io house and a h a r b i n g e r of 
the 'Queen A n n e ' s ty le , 14 Ho l l and Park Road was d e s i g n e d for 
the art ist Val Pr insep and is a f ine examp le of the ear l y w o r k 
of its a rch i tec t , Phi l ip W e b b . W e b b (1831-1913) w a s o n e of t he 
most qu ie t l y in f luent ia l domes t i c a rch i tec ts of the last 19th c e n 
tury ; a man w h o shunned pub l i c i t y and sought to avo id s ty l i s tc 
assoc ia t ions , his wo rk re f lects an invent ive mix of G o t h i c a n d 
Vernacu la r de ta i l s , and an awareness of 17th a n d 18th c e n t u r y 
domest ic bu i l d i ng . 

Webb was par t i cu la ry c o n c e r n e d w i th re la t ing a b u i l d i n g to i ts 
s i te w i thou t p r e c o n c e p t i o n , local bu i l d ing mate r ia l s , sens i t i ve 
i nco rpo ra t i on of local a r ch i t ec tu ra l fea tures and a v o i d a n c e of 
h is to r ica l s ty les. As one of the or ig ina l Mor r i s and C o . d e 
s igners a long w i th the ar t is ts Rossett i and B u r n e - J o n e s , W e b b 
is perhaps best known for the 'Red House ' , Bex ley H e a t h , bu i l t 
for W i l l i am IVIorris in 1859. Val Pr insep (1838-1904) w a s l oose l y 
assoc ia ted w i t h the Wi l l i am Mor r i s c i r c l e , a f r i end of Rosse t t i 
and invo lved in the Pre-Raphae l i te B ro the rhood . C o n s e q u e n t l y , 
it was only na tu ra l for h im to se lect W e b b as his a r c h i t e c t . 

Pr insep 's house (1864-66) is Goth ic in i ts mass iveness and in 
the use of po in ted arch deta i ls over the d o m i n a n t rear s t u d i o 
w indows , w h i l e it an t i c ipa tes the 'Queen Anne ' s ty le w i t h the 
in t roduc t ion of several smal l paned sash w i n d o w s . O r i g i na l l y a 
smal l house w i th a large s tud io o c c u p y i n g all of t he u p p e r f l oo r , 
it was subsequen t l y en la rged in 1877 and again in 1892 to t he 
des igns of W e b b . The symmet r i ca l l y g a b l e d ou t l i ne of t he H o l 
land Park Road e levat ion is punc tua ted by the a s y m m e t r i c a l l y 
a r ranged fenes t ra t ion and ta l l ch imney s tacks . W e b b ' s c h a r a c 
ter ist ic use of red br ick , s imp l i c i t y of b r ick d ress ing and ab 
sence of o rnamen t es tab l i shed a s t rong v isual p r e c e d e n t fo r t he 
deve lop ing Me lbu ry Road n e i g h b o r h o o d . 
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Tower House Tf iornycroft House 

" A man ' s home is his c a s t l e " acqu i res l i teral real izat ion in the 
h o u s e bui l t by Wi l l i am Burges for h imsel f at 29 Melbury Road. 
D u b b e d 'Tower House ' for obv ious reasons, the whole of the 
h o u s e is a 19th cen tu ry Goth ic fantasy. An except ion among 
i ts more congen ia l l y open and ec lec t i c ne ighbo rs , Tower House 
takes on a de fens ive ly c l osed posture in its garb of styl ized 
Go th i c . It is not a pu rpose-bu i l t s tud io house, but its import 
a n c e to the deve lop ing a rch i tec tu ra l t hough t , of the day, pro
m i n e n c e in the n e i g h b o r h o o d , and the invent iveness of its crea
tor rank it a l ongs ide the o ther ar t is ts ' houses. Burges remained 
a c o n f i r m e d medieva l is t al l his career . His wo rk consis ted of a 
few pr ivate c o m m i s s i o n s and is best known for his restorat ion 
of Card i f f Cast le for Lord Bute . His own home. Tower House, is 
the on ly surv iv ing examp le of his wo rk in London . 

T o w e r House was begun in 1875 and the bu i ld ing and decorat 
ing c o n t i n u e d unt i l Burges ' dea th in 1881 . Bui l t of red br ick 
and s tone w i n d o w dress ings , the des ign is based on 13th cen
tu ry French Domest ic Go th ic and presents a steeply gabled roof 
l ine and con i ca l - t opped stair tower to the Melbury Road eleva
t i on . The tower is v isual ly the most p rominen t arch i tec tura l fea
tu re in the n e i g h b o r h o o d . An examp le of the 'muscular ' Gothic 
s ty le . Tower House uses mass ive fo rms to ach ieve a sense of 
heav iness and s t reng th ou ts ide . Ins ide Bu rges ' romant ic medie
va l imag ina t ion runs rampan t ; each room fo l l ows a uni fy ing 
t h e m e and is r ich ly deco ra ted w i th s ta ined glass, painted dec-
a t ion and in t r ica te ca rv ing . Af ter su f fe r ing f rom neglect , the 
house was res to red to its o r igna l cond i t i on under the super
v i s ion of the Greater London Counc i l in 1966 and is once again 
in pr iva te owne rsh i p . 

This semi -de tached house, the Bri t ish equivalent of the Ameri
can duplex, was bui l t in 1875 for the scu lp tor Hamo Thorny-
cro f t . Number 2 Me lbury Road was bui l t for h is own residence 
and the ad jacen t Number 4 as a speculat ive venture. The ab
sence of domina t ing nor th s tud io w indows, a feature required 
by painters but not scu lp to rs , gives the house less of Ihe dis
t inct ive appearance of a s tud io house. 

The houses were bui l t to the designs of Thornycro f t who most 
l ikely sought suggest ions and technical assistanca from his 
l i fe- long f r i end , a rch i tec t , John Belcher. Less dist inguished and 
perhaps less fash ionab le than their Melbury Road neighbors, 
the houses are execu ted in the typical Queen Anne ' red brick 
wi th gab led roof l ines and nar row sash w indows. A tremendous 
pro jec t ing ch imney stack punctuates the asymmetr ica l street 
elevat ion and v isual ly separa tes the two houses. 

Or ig inal ly , the plan of Number 2 establ ished a strong separa
t ion between l iv ing and wo rk ing quarters w i th the several studio 
spaces ban ished to an a lmost separate wing at the back of the 
house. An en t rance po rch set in l ine w i th the s tud ios provided 
access d i rec t ly to the domest ic quar ters or ind i rect ly to the stu
d ios th rough the sky l igh ted gal lery. 

In 1892 Thornyc ro f t bui l t another studio house adjacent and 
west of the or ig ina l pair to the designs of Belcher (1841-1913). 
This smal l add i t i on w i th its rectangular facade hints at ele
ments of Edward ian Baroque, a style Belcher was to play a 
major role in deve lop ing . As a successful var iat ion of the pur
pose-bui l t s tud io house they reveal an addi t ive approach to 
design and as a who le create a very appropr ia te and delight
ful g roup. 
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Leighton House 

Freder ick Leighton s house at 12 Ho l land Park Road n u r t u r e d 
the b u d d i n g ar t is t ic and a rch i tec tu ra l d e v e l o p m e n t t ha t w a s to 
b lossom in the next decade on th is smal l co rne r of the H o l l a n d 
Estate. 

Le ighton (1830-96), a p rominen t f i gu re in the a r t i s t i c w o r l d o f 
the last half of Queen V ic to r ia 's re ign , e m b o d i e d t he a t t i t u d e s 
of the ar t is t ic commun i t y who cou r ted the a c a d e m i c r e w a r d s 
and recogn i t i on of the Royal A c a d e m y of Ar t . He w a s e l e c t e d 
as a Royal Academic ian in 1864 and served as P r e s i d e n t f r o m 
1878 unti l his death in 1896. Le igh ton 's pa in t ings e n c o m p a s s e d 
b ib l ica l and medieva l sub jec ts and later tu rned to m y t h o l o g i c a l 
and Helen ic themes deve lop ing an a c a d e m i c i s m w h i c h e x e r t e d 
a s t rong in f luence on other Br i t ish ar t is ts . Le i gh ton ' s h o u s e ex
empl i f ied what cou ld be done w i th the newly f o u n d s o c i a l a n d 
f inancia l successes acco rded the popu la r ar t is ts of t he d a y . 
Af ter his e lec t ion to the Royal A c a d e m y in 1864 L e i g h t o n s ta r t 
ed to bu i ld the house des igned by the arch i tec t , G e o r g e A i t c h i -
son. 

A i t ch ison , a c lose f r iend of Le igh ton , had s e c u r e d a r e p u t a 
t ion as a theor is t and spokesman for a new d i r e c t i o n in a r c h i 
tecture based on puri ty of ou t l ine , p ropo r t i on and a b s e n c e of 
ornament and a move away f r om a d e p e n d e n c e o n h i s t o r i c a l 
style. He was a professor of a rch i tec tu re at the Roya l A c a d e m y 
f rom 1887-1905 and the Pres ident of the Royal I ns t i t u te o f 
Br i t ish Arch i tec ts f rom 1896-99. Dur ing his career he bu i l t f e w 
res idences and pr ior to the Le ighton house was p r i m a r i l y c o n 
cerned w i th the des ign of commerc i a l bu i l d ings . 

Or ig ina l ly the Le ighton house was much smal ler t h a n it is t o d a y 
and cons is ted of two d is t inct uni ts in p lan w h i c h p i v o t e d a r o u n d 
an impress ive cent ra l stair i l l umina ted by a sky l i gh t . T h e d e 
sign p laced the nor th fac ing s tud io and a smal l b e d r o o m o n 
the second f loor and the d in ing , d r a w i n g , b reak fas t r o o m a n d 
ki tchen on the f irst f loor and basement . A stair If id d o w n f r o m 
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t h e east end of the s tud io and was to t)C used for the entry 
a n d exi t of mode ls . The exter ior is plain and d isp lays a s imp l i 
f i e d c lass ica l s ty le rendered in red br ick , an unusual bui ld ing 
ma te r i a l in London at th is t ime. The house was intended to be 
e x p a n d e d a lways preserv ing a c lass ica l symmet ry on the fa
c a d e , however add i t i ons in 1869 and in 1877 changed the char
ac te r to an asymmet r i ca l mass ing. 

T h e most ou ts tand ing add i t ion to the house was the erect ion 
of the Arab Hal l in 1877. The d is t inc t ive beehive form wi th its 
I s lamic insp i red cut and mo lded b r i ckwork is a radical depar
t u r e f r om any o ther bu i l d ing in the f\/1elbury Road neighbor
h o o d . A f l ight of or ienta l fantasy, it is the cu lminat ion of Leigh-
t o n ' s en thus iasm for the art and arch i tec tu re of the Middle East 
and was bui l t as a set t ing for his co l lec t ion of 17th century 
S y r i a n , Turk ish and Persian t i les. A i tch ison was again the arch i 
tec t and based the plan on the recept ion hal l of the 12th cen
tu ry Mus l im Pa lace of La Zisa in Palermo. The inter ior of the 
A r a b Hal l a lso con ta ins the wo rk of several of Leighton s con -
t e m p r o a r i e s , no tab ly the des igner Wi l l iam De Morgan who ar
r a n g e d the t i le co l l ec t i on and p rov ided new inf i l l pieces, and 
t he art ist Wa l te r Crane who des igned the mosaic frieze above 
t he t i les. 

T h e in ter ior spat ia l qual i ty of the Le ighton house with its lofty 
l i gh t washed s ta i rway , two-s tory Arab Hal l and in ter -connected 
s p a c e s was an in f luent ia l and de l igh t fu l con t rad ica t ion to the 
V i c to r i an no rm of c losed and highly compar tmenta l i zed spaces. 

T o d a y the Le igh ton house is open to the pub l i c and conta ins an 
in te res t ing co l l ec t i on of H igh V ic tor ian art. The house, wi th 
t he excep t i on of the fu rn ish ings , is v i r tual ly intact and as such 
o f f e r s an oppor tun i t y for a f i rs t -hand look at the inter ior of a 
pu rpose -bu i l t s tud io house. 

Stone and Fildes Houses 

The mid 1870's saw the last two studio houses r is ing on Melbury 
Road. Bui l t concu r ren t l y fo r the art ists Marcus Stone, at Num
ber 8, and Luke Fi ldes, at Number 3 1 , both were designed by 
the arch i tec t , R ichard Norman Shaw. Sited ob l ique ly across 
f rom each other , they fo rm a related pair expressive of Shaw's 
Queen Anne ' s ty le. 

Whi le other houses in the Melbury Road area only hinted at the 
'new style' (Le ighton and Prinsep) or managed to ignore it 
(Tower House) , the Fi ldes and Stone houses are representa
tive of 'Queen Anne ' in ful l b loom. Both art ists had Academic 
aspi rat ions in mind and were alert to the fact that a fashion
able house by one of the most fashionable archi tects of the day 
could help them into the Academy. 

Marcus Stone (1840-1921) achieved f inancia l success through 
his assoc ia t ions w i th Char les Dickens for whom he i l lustrated, 
Our Mutual Friend and Grea^ Expections. L ikewise, Luke Fildes 
(1843-1927) was c o n c e r n e d wi th social observat ion and he was 
commiss ioned by Dickens to i l lustrate Edwin Drood. His great
est f inanc ia l success however was achieved in port ra i ture which 
inc luded several royal commiss ions . 

Richard Norman Shaw, the archi tect of both houses, was one 
of the most in f luent ia l f igures in Engl ish arch i tecture through
out the last th i rd of the 19th century. In the 1870's Shaw's fame 
was on the r ise. His wo rk was extensively pub l ished and had 
broad and immed ia te in f luence. A creat ive designer, he was 
capab le of in f in i te var ia t ion of of ten used vernacular based ele
ments such as or ie l and bay w indows, long narrow sash win
dows, and t i led gab les , al l of wh ich he combined in his rendi
t ion of the 'Queen Anne ' style. 
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Second Ftoor 

f^irst F b o r 

The funct ional ar rangement and fenest ra t ion of the Stone and 
Fi ldes houses are simi lar. In bo th Shaw p laced the studios on 
the top f loor, assigned the domes t i c quar te rs to the g round 
f loor and made use of his charac te r i s t i c w indows . The street 
elevat ion of the Stone house reso lved the p rob lem of reconc i l 

ing a domes t i c f ront w i th the need for nor th l ight by p rov i d i ng 
th ree large or ie l w i n d o w s across the second story. What ap 
pea rs at f i rs t to be a symmet r i ca l facade is in fac t , w i t h t he 
excep t i on of the upper s tud io w i n d o w s , asymmet r i ca l . S i m i 
lar ly , the Fi ldes house uses symmet ry of fenes t ra t ion on the 
st reet facade against the asymmet r i ca l d ispos i t ion of the b u i l d 
ing mass, wh i le on the garden s ide f ive huge s tud io w i n d o w s 
i n t roduce a s t rong e lement of symmet ry . 

In the Stone house Shaw pays par t i cu la r a t tent ion to the c o n 
t r i ved p rocess ion f rom the f ront door to the s tud io . The ma in 
s ta i rcase runs t h rough the center of the house, f ront to back , 
r is ing f rom the entry ves t ibu le to the f irst f loor leve l , a s c e n d 
ing aga in to an in te rmed ia te b e d r o o m level be fore c l i m b i n g up 
and over the d raw ing room to the upper s tud io . 

The Stone and Fi ldes houses seem a f i t t ing f ina le to the t h ree 
decades of V ic to r ian bu i ld ing on the Hol land Estate. It w a s a 
per iod that w i tnessed a d ivers i ty of a rch i tec tu ra l though t a n d 
encompassed a range of a rch i tec tu ra l express ion f r om the h i s 
tor ica l ly co r rec t to a f ree use of vernacu lar e c l e c t i c i s m . 

This g roup of V ic to r ian s tud io houses bui l t a round f ^e lbu ry 
Road is a fasc ina t ing enc lave of great ar t is t ic ach ievemen t . 
Int imately woven in to the tex ture and fabr ic of London a n d 
tucked away off the beaten t rack , it is a d is t ic t i ve and m e m o r 
able area of the c i ty . Th is and s imi la r areas, r e m e m b e r e d a n d 
revis i ted, con t r i bu te to the fasc ina t ion of London . 
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Shrines of Kumano: A Study in Architectural Retrogression 
Robert Guenter 

Prologue 

In his insatiable quest for the truth, man has constantly prob
ed the UNKOWN. As a direct result of this probing, science, 
logic, trial and error, and other theoretical and empirical tech
niques were born and legitimized. These disciplines mush
roomed to form the operational matrices for modern techno
logically-based societies, with new self-propagating instruments 
of industrialization being continuously introduced and then in
stitutionalized. The flint microlith, the bureaucratic organization 
man, and the solid state computer are temporally-separated 
but auto-generatively similar examples of such tools. 

The chain reaction which he initiated is totally nonreversible; 
the nostalgic past can never be regained except in imagina
tion, and the future, aside from narrowly-delimited engineering 
endeavors, will be forever blurred and indistinct. Although we 
may steal a retrospective glance or two at the "good old days," 
we are irrevocably thrust into a tomorrow full of promise and 
pain, of new knowledge and accelerated technology, and of the 
reasonably anticipated as well as the totally unexpected. In 
this world of the UNKOWN, the operational bottom line is 
analysis; but analytic operations are like blobs of mercury: The 
more you grab them, the more they spfit apart and squirt away! 

The investigation of the UNKNOWABLE is another matter en
tirely. Mankind has attempted to decipher the UNKNOWABLE 
through animism, sorcery, mythology, religion and philosophy, 

in more or less that chronological order, since he first began 
to exhibit human personality traits. Unfortunately, his metaphy
sical constructs have often been poorly received: that which 
is revered or considered divinely-inspired by one group is un
adulterated mumbo-iumbo to another. It is one of those ironic 
twists of history, that human animals have often destroyed other 
human animals over just such mumbo-jumbo, while, at other 
times, wholesale borrowings and blendings have taken place in 
an attempt to accomodate differences of philosophical opin
ion. Of course, this should come as no surprise to anyone, 
since competition and cooperation have always been funda
mental aspects of the processes of nature. 

The conceptual tool for approximating the UNKNOWABLE is 
synthesis, and synthetic operations have a way of generating 
permutation after permutation from a relatively small array of 
design elements. Some of the resultant creations will appear 
synthetic (in the popular use of the word), and the imagery will 
seem spurious and contrived. Others will arouse the collective 
curiosity and stimulate latent interest in all but the most casual 
of observers. Tantalizing new premises and suppositions are 
like hydrated gypsum: the more you knead and mold it to rea
lize its plastic potential, the sooner it hardens into inflexible 
form! 

Gu's Box, Janua ry 1980 
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Vis i tors to Kyoto and the su r round ing heart land of Japan are 
more of ten than not, d i rec ted to the most revered and sacro
sanct establ ishments in Sh in to : the Inner and Outer Sanctu
ar ies of Ise. The Goddess of the Sun and the Cereal Deity are 
enshr ined in separate comp lexes w h i c h have been r i tual ly re
cons t ruc ted every twenty years s ince the seventh century. 
This pair of near- ident ica l shr ines represents the purest fo rm 
of archaic wood cons t ruc t ion , and subsequent ly has been wel l 
pub l ic ized in the West. Presumably , every arch i tect professing 
an interest in the basics of des ign has, at one t ime or another, 
leafed through Tange and Watanabe 's excel lent photo essays 
on the subject . But let the reader beware ; in terms of the 
shr ine arch i tecture of Japan , Ise is conceptua l l y and morpho
logical ly the excep t ion , not the ru le ! 

An hour or so far ther south by express t ra in , but l ight-years of 
psychic space away, are a fami ly of shr ines having a r icher 
and perhaps older t rad i t ion . It was here, at the abrupt junc tu re 
of the Kumano fvlountains and the sea, that ancient gods f irst 
a l ighted on ear th . And it was here, in these very same moun
tains, that the ind igenous nature wo rsh ip ca l led Shinto c o m 
bined w i th impor ted Buddh is t and Taoist bel iefs to create a 
unique, albeit of ten obscene , fo rm of occu l t p rac t ice . The syn
cret ic cu lminat ion in a rch i tec tu ra l te rms provides the enter
pr is ing traveler a sequence of exper iences wh ich makes the 
Ise Shr ines seem ant isept ic and ster i le by compar ison . The 
sanctuar ies of Kumano owe thei r r ichness to the nature of 
their gods ; some of w h o m were rendered in human form, wh i le 
others were inscrutab le spi r i ts much more d i f f icu l t to descr ibe . 

Indeed, the gods sti l l p rowl the forested mountains and deep 
ravines of Kumano. awai t ing eventua l ex t inc t ion at the hands 
of the most avar ic ious of p redators , the one ca l led MAN. Per
haps it wou ld be a s imp le case of organ ic " j u s t i c e " (some 
wou ld cal l it an example of basic Newton ian mechanics) , if the 
only species known to have c rea ted d iv ine beings should u l t i 
mately be responsib le for thei r demise . Hopeful ly , the pr iest ly 
custod ians of th is sp i r i t - in fes ted land w i l l sa feguard the exist
ence of these arcane gods , and thereby c i rcumvent the seem

ingly inev i tab le . But for those w h o are pr ivy to the anc ien t 
legends, and are w i l l i ng to for fe i t the comfo r t s of t he c h r o m e -
p la ted present , the t r ip to Kumano Is a t r ip in to t h e e te rna l , 
though i r re t r ievab le , past. 

In th is essay, I shal l a t tempt to recons t ruc t the expe r i en t i a l 
modes of three of the Kumano shr ines : 1) Hayatama, w h i c h w i l l 
serve as a sort of compara to r ; 2) Kannokura, best d e s c r i b e d as 
a c l i f f s i de fan tasy ; and f ina l ly 3) Nachi, w h o s e l owe r p r e c i n c t 
v iv id ly demons t ra tes the occas iona l supe r f l uouness of a r c h i 
tec tu re ! 

The s tar t ing point for th is journey is a logg ing po r t c a l l e d 
Sh ingu about one hund red mi les south of Kyoto . At the foo t of 
the hi l ls wes t of town s tands the Hayatama G r a n d Sh r i ne , a 
synthesis of ve rmi l i on -pa in ted s t ruc tu res exh ib i t i ng a d e c i d e d l y 
palatial bear ing . But pa laces are for human be ings m a s q u e r a d 
ing as gods , not for inv is ib le ent i t ies of supe rno rma l o r i g i n . I n 
deed, If we search out Its h istory, w e d iscover that the pa t r on 
dei ty of th is ho ly p lace had become person i f ied at s o m e ea r l y 
stage in Its evo lu t ion . There is no sure way of a s c e r t a i n i n g 
whe ther th is an th ropomorph i sm was part of the s p o r a d i c a n d 
uneven Neo l i th ic p rocesses of that sort , or if it w a s t he d i r e c t 
result of the Buddh is t pressures of the f irst m i l l e n l u m A . D . 
wh i ch p r o d u c e d the Ch inese deta i ls in the a r ch i t ec tu re . In any 
event, for most Western v is i tors, the idea of a g o d In h u m a n 
fo rm prov ides a fami l ia r and comfo r tab le ya rds t i ck for g a u g i n g 
the more exot ic d iv in i t ies and their myster ious s a n c t u a r i e s ; the 
ones w e w i l l visit later. 

Cons is tent w i th t rad i t iona l Shin to p rac t i ce , o rd i na r y m o r t a l s 
cannot ga in access to the sanc tum sanc to rum of H a y a t a m a ; 
rather, they are res t r i c ted to the g rave l -b lanke ted f o r e c o u r t t o 
the sou th . Here the Inqu i r ing p i lg r im of ant iqu i ty a w a i t e d t he 
awesome orac le f r om deep wi th in the sacred e n c l o s u r e ; a n d It 
Is here that the modern p i lg r im maneuvers to bet ter p h o t o g r a p h 
the Impos ing roof fo rms . The sanct i ty of the In ter io r s p a c e is 
su f f i c ien t l y p reserved by the green-s la t ted bar r ie r to s a f e g u a r d 
the unknown and the unknowable, but enough r e m a i n s v i s i b l e 
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to avo id the f rus l ra l ions c i e a t e d at Ise by its excessive archi 
t ec tu ra l modesty . 

A l t hough the ind iv idua l bu i ld ings exhib i t a s t rong ' C h i n e s e ' 
symmet ry about their major axes, the compos i t i on as a who le 
re l ies on a less mechan ica l , nat ive sense of visual dynamics 
to ach ieve the requ i red geomet r i c ba lance . The pr incipal a rch i 
tec tu ra l e lements are o r ien ted toward the benef ic ient south 
and the a fo rement ioned cou r t ya rd , the lat ter establ ishing the 
boundary a long that s ide. To the west s tands the Main Sanc
tuary (Honden) . the r idge of its concave roof adorned w i th five 
log- l i ke b i l le ts ca l led katsuogi, and a pair of super imposed 
c rossp ieces ca l led chigi. The en t rance is for the god's use 
on ly , and is loca ted under the south- fac ing gab le ; the elegantly 
i n teg ra ted shed roof wh i ch covers this en t rance identi f ies the 
bu i l d i ng as an example of the so-ca l led Kasuga Style. Immedi
ate ly in f ront , the i nnocuous - look ing pavi l ion is a Prayer Hall 
(Ha iden) ; its pos i t ion relat ive to the fence suggests its avai l
ab i l i ty to the worsh ipe r for spec ia l occas ions . It is the sole 
she l te r p rov ided for human use, and a very smal l one at that. 
In fac t , it is th is absence of s ign i f icant congregat iona l funct ion 
that p romp ts us to use the t e rm " s h r i n e " ra ther than " temple " 
w h e n referr ing to Shinto a rch i tec tu re . 

A larger bu i ld ing , w i th its s im i la r l y -o rnamented r idge running 
in an east-west d i rec t ion , looms to the r ight of the Honden. 
T h e gab le f lows fo rward to shel ter the en t rances to three ad
j acen t shr ines ded ica ted to lesser de i t ies, or avatars of the 
p r i nc ipa l dei ty, and represents a local var ia t ion of the popular 
Nagare Style. The fa i th fu l can advance thei r pet i t ions to the 
mys te r ious and largely unknown gods enshr ined inside by 
c l a p p i n g their hands be fore the appropr ia te l y a l igned gates. 
Th i s r i tual is largely personal and uns t ruc tu red , handed down 
f r o m genera t ion to genera t ion , and learned by subconscious 
induc t ion rather than th rough any process of consc ious in
s t ruc t i on . 

The purpose of examin ing Hayatama Grand Shr ine, as men
t i oned ear l ier , is to estab l ish an a rch i tec tu ra l n o r m : a standard 

th rough wh ich we can better apprec ia te the other two shrines, 
par t icu lar ly in te rms of the s//e and the situation. Obviously, 
the topograph ica l contex t had min imal effect on the Hayatama 
so lu t ion , for it w o u l d be equal ly at home in the foothi l ls sur
rounding Kyoto, or on the great Kanto Plain wh ich envelops 
modern Tokyo. The apparent universal i ty of the scheme has 
noth ing to do w i th the usual arch i tec ton ic considerat ions, but 
rather w i th the nature of the dei ty , for gods in the form of men 
are l ike their human pro to types — broadly adaptab le . The total
ity of the an th ropomorph i sm of the enshr ined god is manifest 
in the presence of the wh i te stal l ion stabled on the far side of 
the Main Sanctuary , a handsome mount bef i t t ing a prince of 
the Imperial Court . This para l le l , of course, is not an accidental 
one. Like their Western counterpar ts , many gods of Shinto 
were conce ived of as royal ty, and were ass igned royal titles. 
The not ion that "gods were k ings" fac i l i ta ted the subsequent 
t ransposi t ion of te rms wh i ch dec la red that " k ings were divine. " 
In real l ife, the Yin has an uncanny way of becoming the Yang.' 

Kannokura. on the other hand, is concerned with a somewhat 
d i f ferent set of issues. C l ing ing precar iously to the side of a 
mounta in unusual ly s teep and demand ing , Gotobiki Iwa. which 
the local folk t rans la te as "Toad Rock, " is the g igant ic boulder 
where the dei t ies descended to earth. The rubble stone steps 
leading almost ver t ica l ly upward to this sacred spot are treach
erous to al l but mounta in sheep and n imble sylvan spirits. 
Caut ious p i lg r ims depar t the prescr ibed route and crawl up the 
densely w o o d e d mounta ins ide where young sapl ings provide 
convenient handho lds , and a fall means, at worse, lacerated 
hands and knees, not a hammer ing concuss ion on the valley 
f loor below. A long the way, miniature shr ines and altars dis
play the remnants of r ice cakes and other of fer ings which had 
been p laced there ear l ier by energet ic and devoted mountain 
pr iests : g i f ts to the kami. the spir i ts that inhabit the forest and 
guard the sacred approach . Overhead, Grey Ears, the giant 
hawk, g l ides ef for t less ly th rough the heavy stil l air, wait ing the 
next tasty donat ion f rom the unsuspect ing curators of Kanno
kura. 
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The point of arrival is a na r row ter race wh ich twists abrupt ly 
ninety degress from the or ig ina l l ine of ascent , a t ransi t ional 
dev ice common to Shinto p lann ing . Perfect a l ignment and geo
metr ic d i rectness of app roach represents a degree of per fec
t ion cons idered unnatural and b latant ly ar t i f ic ia l to those vers
ed in the "Way of the G o d s . " Somewhat above the terrace, the 
huge boulder c rouches nervous ly on the h i l ls ide, loosely g i rded 
by a r ice-straw rope (sh imenawa) wh ich suggests the presence 
of kami. S ince kami are i l l -de f ined, or ig ina l spir i ts of nature, 
they are more closely re lated to the un iversa l ly - recognized con
cept of "mana " than they are to the person i f ied gods as the 
modern Westerner knows them. Bel ief in kami is the very es
sence of Sh in to ; and, in this par t i cu la r instance, the kami is the 
l iv ing soul of the great mag ica l rock. 

The raison d 'et re of the smal l vermi l ion and blue bui ld ing hud
d led snugly beneath the sac red bou lder is unclear. Certainly 
the rubb le wa l l wh ich suppor ts the Kasuga Style sanctuary 
speaks of human in tervent ion, wh i le d isgu is ing to some ex
tent the uneasy and tentat ive g rasp wh i ch Toad Rock mainta ins 
on the edge of the moun ta in . But the man-made construct is 
no match ei ther visual ly or phys ica l ly for the obvious kinet ic 
potent ia l of the natural cons t ruc t ; and Toad Rock poses the 
ever-present threat of tu rn ing f rom an object of worsh ip into 
an event of awesome p ropor t i ons ! Perhaps the mountain pr iests 
who fash ioned this l i tt le sanctuary for the spir i ts were t ry ing to 
draw at tent ion to a s imple ax iom of re l ig ious arch i tec ture : tem
ples may be magni f ic ient houses to feed the vanity of men, and 
of gods created in the image of men, but are l i tt le more than 
we l l -mean ing car icatures of the kamis ' t rue domain . 

The narrow ledge of Kannokura prov ides an excel lent panora
mic view of Shingu and the sea. Below and somewhat to the 
nor th is Hayatama Grand Shr ine , its br i l l iant red tori i peeking 
through the sur round ing t rees. The prox imi ty ref lects an in
terest ing but l i t t le known charac te r is t i c of the sacred environs 
of Sh in to : the doub l ing -up of sanctuar ies . In many cases, the 
bu i ld ings known to the casua l p i lg r im and fore ign tourist are 

but the conven ien t l y - loca ted "V i l l age Sh r i ne , " w h i l e some d is 
tance away on a sec luded h i l ls ide, or s imi lar ly remote and in 
access ib le site, s tands its comp lemen ta r y " fv lounta in S h r i n e . " 
Nei ther the obv ious prox imi ty , nor the p resence of Kannoku ra 
ar t i facts wi th in the Hayatama prec in t , conc lus i ve l y prove the 
ex is tence of a fo rmal comp lemen ta ry re la t ionsh ip be tween the 
two, but the exper ient ia l connec t i on is unmis takab le . Even a 
casual s tudy c lear ly demons t ra tes remarkab ly d i f fe ren t s tages 
in the evolut ionary con t i nuum: s t rugg l ing up the moun ta ins i de 
to Toad Rock is a dec ided step b a c k w a r d in t ime . 

From the vantage point be low Toad Rock, one can see the 
morn ing mist as it dang les a seduc t ive vei l over our f ina l des 
t i na t i on—the si lver r i bbon of cascad ing water known as Nach i 
Fal ls. The ecc les ias t ic env i ronment of Nachi is c lea r l y d i c h o -
tomous. On a p lateau fac ing the four hundred foo t h igh wate r 
fa l l , the upper shr ine is c o u p l e d to an esoter ic sect Buddh i s t 
temple in a rather obv ious a rch i tec tu ra l mater ia l i za t ion of K u -
mano syncre t i sm. But in many respects , the c h a r a c t e r of th is 
ama lgam is much too s imi lar to Hayatama to dwe l l on in th is 
abbrev ia ted essay. It is a bit more exot ic and r a n d o m l y g r o u p 
ed , but nonethe less another var ia t ion of the pa lace s c h e m e 
already desc r ibed . 

Dramat ica l ly s i ted on a nearby p romonto ry , and re f l ec t i ng the 
Buddh is t connec t ion al l too pa in fu l ly , s tands a r ecen t l y - con 
s t ruc ted pagoda bear ing a super f i c ia l r esemb lance to the one 
dep ic ted in an anc ient pa in t ing of Nach i . But the re the s im i 
larity ends. Instead of its t rad i t iona l func t ion as a respos i to ry 
for re l ics of the Buddha , this modern vers ion is an obse rva t i on 
tower w h i c h serv ices the s igh t -see ing needs of twen t i e th c e n 
tury v is i tors. 

"What big te lescopes you h a v e ! " exc la imed the kami of the 
water fa l l . "A l l the bet ter to see you w i t h , " c a m e the a c h r o 
mat ic, mu l t i coa ted reply. 
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Down , ever d o w n w a r d , into the coo l , bubb l ing darkness of the 
na r row val ley, one p lunges into the lower (vi l lage) precinct of 
Nach i Shr ine . Here, at the foot of the thunder ing fa l ls , we dis
cove r the v i rg in p r imord ia l wor ld of Sh in to : the prehistor ic past 
coex i s t i ng w i th the exper ient ia l present. The Kami spir i t is a l l -
pe rvas ive : it ch i l l s the bones to their mar row and whispers ar
c a n e , un in te l l ig ib le messages f rom another d imens ion . It is a 
t i m e - w a r p of the m idd le wo r l d of man and the per ipheral wor lds 
of d e m o n s and ange ls . Te l l ta le c lues everywhere identi fy this 
eng ross ing p lace as a sacred shr ine of the f irst order ; but no 
b u i l d i n g d is tu rbs the ha l lowed ambience . In its s tead, stands 
the anc ient symbo l of Shinto, mounted on top of a consecrated 
rock , and fac ing the nearby fa l ls . 

In th is inv io lab le holy of hol ies in a deep c rease of the Kumano 
Moun ta ins , and bes ide the g l i s ten ing b lack rocks of Nachi , we 
are s t ruck by the total i r re levance of a rch i tec tu re in the pres
ence of the t ru ly un iversa l . The doub le chevron gohei of go ld 
fo i l dec la res the presence of the kami wh i ch no human handi 
w o r k cou ld ever enc lose . But not even th is s imple external 
s ign is necessary because kami speak d i rec t ly to the soul. 

Epilogue 

No one can hope to find the Ultimate Truth, 
With Newtonian Physics or Euclidian Geometry. 
Such logic is but a shadow of Universal Reality: 
A two-dimensional projection of the four-dimensional world. 

Fat Monk struggles to fasten his sandals, 
While Smart Monk struggles to understand the UNKNOWN. 
Wise Monk throws away his Cartesian personality 
And whistles "Dixie" in the presence of the UNKNOWABLE. 

Gu's Box, Summer 1972 
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Criticism, Creativity And Crapulence: A Short Essay on "C"-manship 
Robert Guenter 

The cosmic u l t imatum, to the extent that it can be modeled 
and roughly measured, is NATURE. By this is meant, of course, 
the overwhe lming, omn ip resen t , dynamic real i ty of process found 
in every nook and c ranny , and in each and every kinet ic in
teract ion of the universe in wh i ch we are inext r icably immersed. 
The f lower ing concoc t ions of this wonder fu l spr ing of 1980 are 
s imply local mani festat ions of that cosmic " bot tom l ine . " 

An interest ing charac ter is t i c of NATURE and its^ organic and 
inorganic t ransformat ions is that it is nei ther g o o d nor bad. 
The concept of good and bad. l ike beauty and ugliness and ra
tionality and irrationality, are human invent ions: dual ist ic values 
dev ised to give a m o d i c u m of con t ro l over their own lives and 
those of their fel low men. As such , they per form an ind ispens
able func t ion , prov id ing the bu i ld ing b locks of d iscernment and 
of the so-ca l led " ob jec t i ve " c r i t i que . Arch i tec tura l c r i t i c ism, in 
its most basic form, re f lects the in tent ion of the cr i t ic to domi 
nate the defenseless target , thereby massaging his creat iv i ty-
depr ived ego into a sort of pedant ic l imbo. 

Cr i t i c ism essential ly looks backwa rd in t ime and inward in d i 
rect ion. It caters to the convergent t h ink ing aspects of the hu
man in te l lect : those face ts measured by I.Q. tests and fostered 
by inst i tu t ional ized educa t ion . Log ic , mathemat ica l ski l ls, 
speech, and other sequent ia l ab i l i t ies ident i f ied w i th the left 
s ide of the bra in , a re a t t r ibu tes fundamenta l to convent iona l 
c r i t i c ism. The cr i t ic 's success depends upon reaching an au
d ience that values such h ighly ins t i tu t ional ized qual i t ies. 

Cr i t ic ism in other wo rds , is the obv ious next s tep in the ca 
reer deve lopment of the neophy te h is tor ian . Without this evolu
t ionary t ransformat ion, the history teacher would always be rel
egated to the role of a relat ively unre l iab le phonograph record. 

Creat iv i ty, in its gener ic sense,2 is the ant i thesis of the rud i 
mentary forms of c r i t i c i sm. Or ien ted ou tward and toward the 
future, it depends upon and , in fact, is generated by the diver
gent th ink ing modes assoc ia ted w i th the right cerebra l hemis
phere. There is vir tual ly no cor re la t ion w i th 1.0. scores,3 and 
its true nature is h idden by a smokesc reen of myth and el i t ism. 

The reason that c reat ive imp lu lses wh i ch are innate in every 
healthy ch i ld are sys temat ica l ly squeezed out of the ind iv idua l 
by society and its ins t i tu t ions is obv ious. Creat iv i ty , by its very 
nature, threatens secur i ty and begets change . Desp i te the c lear , 
unequivoca l re la t ionsh ip of change to cosmic p rocess , evo lu 
t ion, and all of the t omor rows yet unborn , conserva t i ve e d u 
cat ional systems con t inue to rep lace creat ive p rocesses w i th 
guaran teed methodo log ies w h i c h are less menac ing . Un fo r tun 
ately for the course of human evo lu t ion , fear seems to be a 
s t ronger surv ival inst inct than creative striving. But the re I go 
again, invent ing values and app ly ing them to NATURE w h i c h , 
af ter al l . s imply IS. 

Crapu lence is the last resort . When creat ive urges are t hwar ted 
at every tu rn , and the c r i t i ca l facu l t ies are e roded and man i 
fest ly arb i t rary at their o r ig in , there must be another way . The 
" T a o " is p robab ly reserved for only the most d e d i c a t e d mys
t ics . Parenthet ica l ly , everyone is a myst ic of some measure , 
but few recogn ize it in themse lves , and fewer st i l l a re ded i 
ca ted enough to fa thom the u l t imate real i ty revea led by the 
" Z e n . " 

As a lways, NATURE, in i ts ungende red , unva lued , random way 
provides the answer. It is the cosmic bo t tom l ine, the un iversa l 
u l t imatum. Submerged in a raging sea of carbofiydrates, pro
tein and naturally-fermenting fruits, modern thermonuclear man 
can eat and drink his hedonistic way to the organic termination 
point! It is the su ic ida l downh i l l race of the c o n s u m m a t e g lu t 
ton. If you can ' t c reate , why not un-create? It 's al l in you r po in t 
of view. 

F o o t n o t e s 
h e s i t a t e to e m p l o y F o r v a r i o u s r e a s o n s both p e d a g o g i c a n d p o l i t i c a l , 

the o f t - u s e d f e m i n i n e p o s s e s s i v e p r o n o u n . 
F o r the p u r p o s e of this d i s s e r t a t i o n , y o u m u s t e x c l u d e the c u l t i s t " s k i l l " 
in terpre ta t ion e s p o u s e d by m a n y a c a d e m i c i a n s a n d o t h e r e s t h e t e s . 
B e w a r e of t r a n s l a t i n g this v i / e l l - d o c u m e n t e d fact into the f a l s e i m p l i c a 
tion that a n e g a t i v e c o r r e l a t i o n e x i s t s . 
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Centra l Park Ma l l , Omaha 's answer to urban sprawl and the 
revi ta l izat ion of its Cent ra l Bus iness Distr ic t , is currently under 
Iconstruction between the ex is t ing Downtown Center and the 
Missour i River. A l though a number of u rban parks, open space 
pro jec ts , and greenways have been deve loped across the coun
try dur ing the last twenty years, perhaps none are ambi t ious as, 
or of the scope of, th is s ix -square b lock pro ject , intended to 
provide the publ ic commi tmen t and urban amenity to revital ize 
Omaha 's Central Business Distr ic t . Un l ike L inco ln , Omaha has 
nei ther an urban universi ty nor state capi to l complex to fuel 
its urban act iv i ty and, there fore , requ i res a more grassroots 
approach to its rev i ta l izat ion. 

Our f i rm's role wi th the Park began in 1969, when Gary Bowen 
and I served on an Amer i can Inst i tu te of Arch i tec ts study c o m -
mi l tee to invest igate the potent ia l of Omaha 's urban env i ron
ment. The ini t iators of th is e f for t were the Riverfront Develop
ment Program and the Omaha City P lanning Department. In i 
t ia l s tudies documented p lann ing for hous ing, educat ion , en
ter ta inment , and t ranspor ta t ion, as we l l as the Park itself. Sub
sequent years have seen some act iv i ty in these other sectors, 
pr imar i ly the new Downtown Educat ion Cen te r /S ta te Of f ice 
Bu i ld ing , but the major cu r ren t p ro jec t is the Park itself. Our 
f i rm, a long wi th Carter, Hul l , N ish i ta , McCul ley , Baxter of San 
Francisco, has s ince, under var ious ausp ices and c l ients (pr in
c ipal ly the City of Omaha) , con t i nued its work on the Park — 
current ly one block of wh i ch is comp le te . The p lanning has 
been documen ted , and cons t ruc t ion is con t inu ing in phases, 
w i th a ta rgeted comp le t ion c i r ca 1983. 

Perhaps the most s ign i f icant aspect in the process of formulat 
ing a v iable design for the Park was publ ic par t ic ipat ion. The 
current results must be c red i t ed , in part , to the CBD Task 
Force, a g roup of ind iv idua ls in teres ted in help ing shape 
Omaha's future. They, w i th the a rch i tec ts , had a sensit iv i ty 
"wo rksh ip " session, where each person was given a " s c o r e " 
to fo l low on an Awareness Walk of the si te. They saw, they 
l is tened, they exper ienced Omaha f i rs t -hand, and they recorded 

ibout the Diace where Jh ls Dark was to be. At 

the conc lus ion of the Walk , each to ld wha t he saw, and they 
co l lec t ive ly put down thei r ideas about what k inds of ac t i v i t ies 
should make up the Park: movements , cha rac te r , l a n d s c a p e 
features, and even poss ib le names. But, the c o m m o n d e n o m i 
nator in ai l the d iscuss ions was the need for an ac t i ve p lace , 
w i th a mul t ip l i c i ty of year - round events. These pa r t i c i pa to r y 
wo rksh ips con t inued dur ing the des ign 's f o r ma t i on . W o r k i n g 
concur ren t l y w i th the Task Force and arch i tec ts fo r t he f ive 
other ad jacen t p ro jec t areas, the des igners syn thes i zed al l of 
the inputs into a p lan. Th rough subsequent r e c y c l i n g , a c o n 
sensus solut ion was reso lved. 

The charac te r of the plan is s ign i f icant ly i n f l uenced by i ts h is 
to r ica l and phys ica l con tex t . Omaha 's CBD, typ ica l of many of 
our c i t ies, s lowly lost popu la t ion (pr imar i ly re ta i l -based) d u r i n g 
the boom years fo l low ing Wor ld War I I . Ma jo r s u b u r b a n s h o p 
ping centers were deve loped in out ly ing n e i g h b o r h o o d s , and 
of f ice parks soon fo l l owed . County Government a d d e d to t he 
exodus by cons t ruc t ing remote o f f i ces to " b e t t e r se rve t he 
peop le . " A lso Omaha 's natura l geography d id not he lp m a t t e r s ; 
w i th the river to the east and the or ig ina l town d e v e l o p m e n t 
ad jacent thereto , the g rowth of the town has con t i nua l l y f anned 
to the west. The cons t ruc t ion of an Interstate h i g h w a y sys tem 
in 1965 prov ided a fu r ther exped ien t condu i t to move wes t and 
great ly spur red retai l and o f f i ce park deve lopmen t as w e l l as 
res ident ia l ne ighborhoods far ther f r om the Ci ty 's o r i g i n . 

A converse , but equal ly f rus t ra t ing p rob lem c o n f r o n t i n g t he 
Omaha CBD quest ion was the fact that wh i le the Ci ty w a s b e i n g 
d i lu ted to the west, the r iver was be ing wa l l ed o f f t o the east 
by the ra i l road and the Corps of Engineers . F lood c o n t r o l p r o 
jec ts du r ing the 40's and 50's by way of levees, d i kes , r i p rap , 
and f lood wa l ls tended to more and more iso la te the ac tua l 
river f rom the City and the p e o p l e — i n d e e d , to the po in t w h e r e 
today it is near ly phys ica l ly imposs ib le to ac tua l l y ge t to the 
river bank w i th in the CBD area. In add i t i on , d u r i n g t hose d e 
cades of f l ood cont ro l cons t ruc t i on , the river was l o o k e d upon 
more and more as a ut i l i tar ian nu isance, w i th o n e of i ts p r i m e 
funct ions be ing a sewage system. There fo re , the d e s i r a b i l i t y of 
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actua l ly ge t t ing to, or on, the river was near ly non-existent. 
However , w i th the era of env i ronmenta l consc iousness up
on us, the r iver Is c leaner , its recreat iona l use is increasing 
s ign i f i can t l y , and , as part of the Riverfront Development Pro
g r a m , it was of f ic ia l ly labe led an "asse t . " 

T o p o g r a p h y has also p layed a role in Omaha 's growth wi th 
o r i g ina l deve lopment tak ing place on the f la t lands between the 
r iver and the b luf fs . Ini t ia l ly, the major bus inesses, banks, and 
c iv ic s t ruc tu res were In th is locat ion. But s lowly, the business 
cen te r moved west, as the ra i l roads came in and the River
f r on t area tu rned more and more to indust r ia l uses. And . a l 
t h o u g h over the years many of the steeper st reets have been 
reg raded to more level cond i t ions , the City is st i l l very much 
In f l uenced by its h i l ls ide topography . Unl ike L inco ln. Minnea
po l is , or Denver, it is somet imes hard for the pedestr ian to 
get a round in Omaha, par t icu lar ly the e lder ly or in f i rmed. The 
Park ' s loca t ion , however, and the p red ic ted development in Its 
v ic in i ty , wi l l lessen this p rob lem by again return ing and re-
f ocus ing the CBD toward the f lat topography near the river. 

On the posi t ive s ide, prev ious to an o f f ic ia l ly recognized "Re 
tu rn to the R iver " p rogram, the Old f^arket area, located c lose 
to the Park, began to deve lop on a grassroots level in the 
C B D / R i v e r f r o n t area. This area was pr imar i ly owned by the 
M e r c e r fami ly who , a long w i th other key Ind iv idua ls , saw It as 
a romant i c and posi t ive asset at a t ime when it was deter iorat
i n g , both phys ica l ly and economica l l y . This redevelopment was 
s t r i c t l y p r i va te ; there were no grand iose schemes nor publ ic 
money . Smal l p ro jec ts were s tar ted, done we l l , and the area 
s low ly ga ined popu lar i ty to the point where, today, It is the most 
in te res t ing vi tal urban sect ion of Omaha and is a min i -object 
lesson for its larger sister, the CBD, to emula te . 

T h e Park 's locat ion was de te rmined dur ing the early days of 
t he River f ront Deve lopment Program by the jo int team of con
su l tan ts and the c i t izen task fo rce commi t tees . The basic in
ten t was to re focus the Centra l Business Dist r ic t toward the 

symbol ica l ly l ink the two together . It is a happy c i rcumstance 
that Omaha 's most successfu l urban pocket , the Old fvlarket 
area, lies just one b lock south of the Park and provides a 
stable anchor and re in fo rcement to the act iv i t ies to be gene
rated. Indeed, it might be said that the Old Market is the mov
ing force and that the Park Is tak ing advantage of it. rather 
than the other way a round . In any case, the Park was origin
al ly v iewed as a l inea l , or v ista, park that wou ld provide a vis
ual focus to the River f rom the exist ing f inanc ia l /bus iness cen
ter. Ini t ial ly, there was a degree of urban renewal type planning 
involved, whereby the Park 's const ruc t ion and land clearing 
act iv i t ies wou ld c lean up b l igh ted areas that had deter iorated 
over the years as the CBD moved west. These thoughts, at 
least as far as Omaha was concerned , were previous to much 
env i ronmenta l or h is tor ic consc iousness , and I speculate that. 
If the Park were be ing conce ived and located today, it would 
not be of the au tocra t i c conf igura t ion it current ly takes—but 
wou ld meander more sensi t ively through its urban context on 
its way to the River, thus preserv ing key histor ic bui ld ings and 
ongoing bus inesses that we re In its path. 

The Park is a l ineal con f igura t ion ex tend ing f rom 14th Street 
on the west to 8th on the east, be ing one b lock wide from 
north to south between Farnam and Douglas Streets. Its Mas
ter Plan is one sect ion of a two-par t to ta l ; the second, Marina 
City Park, ex tend ing f rom 8th Street east to the River. This 
sect ion Is be ing deve loped separately by the County, as op
posed to Cent ra l Park Mal l by the Ci ty , but they were initially 
p lanned as one unit . Mar ina City Park is more irregular in Its 
shape wi th a large open green area, a publ ic marina, a re
cessed conso l ida ted ra i l road r ight-of-way, and a promenade 
at the river. Cent ra l Park Ma l l , on the other hand, Is a rigid 
rectangle, w i th hard edges def ined by the streets, contrasted 
to its i r regular des ign w i th in . 

The Park, as It has deve loped , is more of an inter-focusing 
self enti ty than a vista park, a l though there is stil l mixed judg
ment on this issue. But, as the designers of the Park, we see 
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of the City to another. If in the fu ture , w i t h the Mar ina City de
ve lopment at the river, th is in t ra-c i ty l ink is real ized, this wi l l 
only be an added bonus to its ini t ial va lue. Conceptual ly , the 
Park is des igned to emu la te fo rms , e lements , and ingredients 
of our Nebraska geog raphy—the key e lements being water and 
landscap ing. Earlier des igns were more s t ruc tured, wi th hard-
edged plazas, wa lkways, and d e c k s — w i t h more of an urban 
aesthet ic. However, as the des ign deve loped , the solut ion got 
softer w i th more green areas and water . In part this was due 
to economy because grass and water are more economica l to 
const ruct than concrete and pav ing. Th is more natural result 
wi l l perhaps be better jus t i f ied as deve lopment intensi f ies a-
round the Park, and it can , therefore, become a relief for the 
urban densi ty that su r rounds it. However , this rat ionale cur
rently is weak because the intensi ty of its urban context is 
weak. Unl ike Central Park in New York City, wh ich is a na
tural rel ief valve for the densi ty a round it, our open Park sits 
in a relat ively open urban landscape and does not provide the 
dramat ic contrast that hopefu l ly it w i l l in the future. 

The major design e lement of the Park is a large waterway ex
tend ing some four b locks w i th in its to ta l length. This waterway 
is the Park 's focal po int w i th natura l green earth forms sur
round ing it, at one point emula t ing the Missouri River b luf fs, 
at o ther points, subdued and f lat, l ike the prair ie. Elements 
w i th in tne Park inc lude a w indmi l l scu lp tu re complex, a series 
of cascad ing fountains and ter races, an entry spacef rame gate, 
an " u r b a n center" (where two h is tor ic bui ld ings wi l l remain 
forming a publ ic cour t ) w i th res taurants , shops, boat rental , 
k iosks, and vendors f o rm ing an act iv i ty node at the center of 
the Park. There wi l l be ou tdoor amphi theaters , p laygrounds, 
p icn ic areas, fountains, a n d , encompass ing a l l , abundant land
scap ing and trees. 

Or ig inal fund ing for the pro jec t came f rom the Department of 
Housing and Urban Deve lopment Open Space Grant that pro

v ided monies for si te acqu is i t ion and ini t ial consu l tan t s tud ies . 
The Ci ty 's fund ing present ly is p rov ided by the Commun i t y De
ve lopment B lock Grant "T i t l e O n e " funds. With a total p ro 
jec ted Park budget of some $16,000,000, it is an t i c ipa ted ap
prox imate ly $2.2 mi l l ion wi l l be expended on a year ly bas is by 
this grant t h rough 1983 to comp le te the Park, w i th cons t ruc t ion 
phased over th is three-year pe r iod . 

The admin is t ra t ive mechan isms and cont ro l of the Park have, 
at t imes, been d i f f i cu l t w i th overal l lack of cont inu i ty of a 
s ingle c l ient . Var ious " c l i e n t s " over the past 10 years have i n 
c l uded the River f ront Deve lopment Program, c i t izen task f o r ce 
g roups , the Federal In tegrated Grant Admin is t ra t i on , the M i d 
west Research Inst i tute, Stanford Research Inst i tute, O m a h a 
Parks and Recreat ion Depar tment , Omaha City Counc i l , O m a h a 
City P lanning Depar tment , and cur rent ly and o f f ic ia l ly , the 
Omaha Hous ing and Commun i ty Deve lopment Depar tment . For
tunate ly, dur ing these t rans i t ions, there have been key i nd i v i d 
uals, both in the consu l tant 's o f f i ce and in the City, w h o have 
been cont inua l ly involved w i th the work . 

It is felt that Cent ra l Park Mal l wi l l be a key e lement in de 
te rmin ing the fate of Omaha 's Cent ra l Business Distr ic t w h i c h 
is at a pivotal point , ready to con t inue its dec l ine , or to aga in 
become an en joyab le , exc i t ing , urban area. Potent ia l and p lan 
ned pro jec ts in the CBD area and ad jacen t to the Park i tsel f 
inc lude o f f i ce , educa t iona l , re ta i l , and hous ing fac i l i t ies to p ro 
v ide a 24-hour-a-day env i ronment , wh i ch is essent ia l to t he 
success of a down town env i ronment . The Park has a l ready 
genera ted some $60,000,000 in new cons t ruc t ion act iv i ty , i n c l u d 
ing a major o f f i ce bu i ld ing and an urban un ive rs i t y / s ta te o f f i ce 
bu i ld ing . Proper ty values are increas ing to the point of s p e c u 
lat ion, and it seems accura te to say that the b loom is back , 
the t ide is tu rned , and, in due t ime, it w i l l again make sense 
to work , play, and live in Omaha 's urban center . 
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