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" FINE BRICK ISALOT
LIKE FINE CHIN

When tapped together, fine brick, like fine china,
produces a ring all its own. And, like china, the ring
of brick is an indicator of its quality.

The tones produced by brick vary according
to the finish and texture of the end product. %
(A ceramic engineer will often make a quick
kiln test for cracks by listening to the ring
of the newly fired brick.) The sound range is
enough that brick from the Sanford Brick
and Tile Company has been used to record
such songs as THREE BLIND MICE, ROW ROW
ROW YOUR BOAT and MARY HAD A LITTLE
LAMB.

Of course, your interest in brick is to build build-
ings — not play games. But then the ring of quality
produced by Sanford Brick can make music in your
next building project.

BRICK CORPORATION

SANFORD, N.C.

SANFORD
~r

“There really is a difference in brick”
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Tile

Marble

Terrazzo
Specialty Flooring
Resilient Flooring
Ceiling Systems
Carpet

david g.allen company

SINCE 1920 Raleigh, N.C. 27611 e P.O. Box 27705 ® (919) 821-7100
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Do all insurance
companies

look eggs-aclly
alike o you? g3

THE HARTFORD

Most folks have a hard time distinguishing one
insurance company from another. Some offer better
claim service, others lower premiums, still others
wider-ranging coverages. As your professional insurance
rokers, we know the differences and we know which
companies will best suit your needs. That’s why we tailor
what the companies have to offer to what you actually
need. And as brokers, placing insurance with many
companies, we work for you, not the companies.

Associaled Insurers

Associated Insurers, Inc. / Post Office Box 25968 / Raleigh, North Carolina 27611/ (919) 833-2861
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Frontispiece

By Ernest Wood, Editor

Since its founding in 1954,
this magazine has seen quite
a few changes. It began as
Southern Architect, then, ten
years later, changed its name
to North Carolina Architect.
Shortly after that, it changed
from a monthly to a bi-
monthly publication sched-
ule. Several times, it changed
its graphics, its look. But
some things have not
changed. The magazine has
continued its emphasis on
local design here in North
Carolina. And the North
Carolina Chapter, AIA,
which has had the magazine
as its official publication
since the journal began, has
continued its belief that
North Carolina Architect is
an important means of com-
munication within the archi-
tectural profession and
between the profession and
the public.

With this issue, North Caro-
lina Architect makes perhaps
its biggest change to date. As
North Carolina has grown,
so have the issues of archi-
tecture and urbanism here.
And because the chapter has
recognized that now, more
than ever before, discussion
of our built environment is
important to every Tar Heel,
it has chosen to expand the
scope of its magazine. I am
happy to be associated with
such a venture.

If there is any overriding
editorial philosophy behind
North Carolina Architect —
besides, of course, promoting
good design in the Tar Heel
State — it is to examine the
elements that go into giving
North Carolina its architec-
tural character. We have
devoted this issue, therefore,
to exploring that character,
to “regionalism” in architec-
ture.
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The issue follows a new
format: a series of major
articles devoted to the issue’s
theme followed by a number
of shorter articles which may
(or may not) be related. Here
we have Harwell Harris
discussing regionalism as it
applies not only to architec-
ture but to all the arts and,
indeed, to life. Following are
Henry Kamphoefner with a
commentary on the present
state of architectural region-
alism in North Carolina, a
roundtable of six architects
and a historian discussing —
and sometimes arguing over
— contemporary regionalism
and Charles Hight examin-
ing what future regionalism
may have. These four articles
are followed by a shorter
piece on conservation, news,
a new look at an early
example of modernism here
and a talk with the new
NCAIA president. The maga-
zine closes with a column
called “Critique,” which in
each issue will present an
opinion or piece of critical
writing. Each issue will open
with this column, which
takes its name from both
publishing and architecture—
from the illustration at the
front of a book and ornament
around a building’s entrance.

We also have in this issue a
“centerfold.” From time to
time, North Carolina Archi-
tect will make its center
pages available for distribut-
ing other chapter publica-
tions and documents. In this
issue, we have the first of a
five part series prepared by
the chapter’s Architectural
Services Task Force. This
installment is intended to
give the prospective client a
broad overview of architec-
ture and architectural prac-
tice. The next four, also
prepared for the client, will
treat these same subjects in
more detail. Each is designed
to be pulled from the maga-
zine and filed in a loose leaf
binder.

A few acknowledgements:
This magazine would not be
possible, of course, without
support from the NCAIA, our
advertisers and our contrib-

; A
On the cover:
Tobacco barns
near Kinston,
examples of
North Carolina

vernacular ar-
chitecture dis-
cussed in the
North Carolina
Architect

utors. But certain individuals
deserve special credit: Gary
Hixson of Charlotte designed
the new graphics for the
magazine. The chapter’s
publications committee,
especially Bob Burns and
Brian Shawecroft, gave gener-
ously of time and advice for
several months. Betty Silver,
the chapter’s executive
director, and Brenda Spaan-
broek, office assistant,
provided continuity and
experience from previous
issues of the magazine.
JoAnn Sieburg-Baker provid-
ed photographic lab work
and the School of Design
Library and Student Publica-
tion provided help with
photos, as did many others

rouﬁdrable.
which begins
on page 18.

who are credited where their
photos appear. Our printers,
Theo. Davis Sons, Inc., not
only produced the final
product, but helped us with
their technical expertise all
along the way.

A final note: At the risk of
sounding like somebody’s
nagging parent, I will say,
“Please write.” Any publica-
tion needs response from its
readers if it is to know
whether or not it is fulfilling
their needs. But we also hope
to establish a lively letters
column of responses to our
articles. After all, dialogue is
what this magazine is all
about. ®
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CELLULITE 11l - UPSON

The Big Four

Now Available Locally from Dillard Paper Company

Boards and Panels of All Types for Models,
Displays, Signs, etc.

Cellutite III Panels

Cellulite III is a rigid sandwich laminate of
expanded polystyrene foam between two
outer facings of paper, plastic or foil. This
dimensionally stable panel is noted for its
ease of die-cutting, scoring, embossing,
silk-screening, dry-mounting and wet-
mounting. It is stocked in 4’ x 8’ panels in
the following styles:

Cellulite III panels (Paper) in 36" and A"
are a high quality, clay-coated bleached sul-
fate cream white paperboard. This panel is
used in a wide variety of applications such as
exhibits, displays, graphic arts, point-of-
purchase advertising, photo-mounting,
boxes and mailers.

Gilco Cellulite IIT Panels (Plastic & Foils)
in 316" are bright white, waterproof,
thermoplastic sheets with a uniform matte-
surface. This panel has the same applications
as Cellulite III (Paper) and also offers the
versatility of being used outdoors. This panel
comes with foil facings in bright and dull
finish, woodgrain, and standard colors of red,
green, yellow, blue, orange, black and white.
Special colors and color combinations are
available upon request.

Ryno Board Panels in 2", 34" and 1" are a
high density, hard rigid surface board which
can be used in areas where lightweight mate-
rial can be used to replace plywood due to a
need for handling ease and a reduction of
shipping cost.

Upson Boards

These versatile laminated fibre boards can
be cut, sawed, curved, painted, silk-
screened, die-cut, nailed and glued. They
will not warp, crack, splinter or peel. Call
us for literature and samples. While we
have many capabilities for special orders,
we have the following styles available in
4’ x 8 panels:

Pebbled Upsonite display panels in 316",
4" and 3" have a pebbled face and smooth
back and are ideal for the creative and
imaginative user.

Duo White II sign panels in %" have a
white surface, both sides, and are ideal for
painting and signage.

Easy Curve panels in 8" have a pebbled
tace and smooth back and can be formed
into curved and cylindrical forms down to
a 9" diameter.

Linen Finish Upsonite panels in 316" have a
classic linen textured face and smooth back
and are excellent for art renderings, displays,
signs and for use by the home craftsman.

Universal Upsonite panels in %" are a
general utility panel for a multitude of
economical interior uses. These panels are
easily cut and painted and offer a smooth
off-white surface on both sides.

All-Weather Upsonite panels in 5" and 33"
are top quality, waterproofed, brown panels
designed for rugged, heavy-duty jobs.



Bainbridge Boards

Bainbridge, the original name in mat
boards, offers the most complete line of mat
boards for mounting, visual presentations
framing and protecting art work. '
The reason for matting your work is to
isolate it from its surroundings. Done
properly, it provides a resting area for the
eye. We have the following styles of mat
board available in 32" x 40” with some
additional sizes including 40" x 60" .

Bainbridge Mat Board Tones include one
hundred different colors to complement any
program you may be presenting.

Bainbridge Mat Board Antiques have a
vellum finish and are available in whites,
off-whites and other subtle colors.

Bainbridge Mat Board Fabrics are an all
natural material — non-synthetic fabric mat
board. These include silk, grass cloth, cork,
linen and burlap.

Bainbridge Board is ideal for use by
architects, designers, artists, printers, illus-

trators and other professionals who need
to place graphics on rigid boards. Stocked
in popular sizes and finishes, we have the
following:

Illustration Board — Hot Press 90S, #172
and #175 are durable, smooth, extra white
boards for paste-ups, mechanicals and fine
line drawings.

Illustration Board — Cold Press #80 and
#90R are economical, versatile white
boards designed for markers, air brush, pas-
tels, tempera, watercolors and mounting.

Illustration Board — Extra Rough #169
is a highly textured art board for artist
medium of watercolors, charcoals, pastels
and tempera.

Studio Drawing Bristols are available in
plate and vellum finishes for use with ink,
pencil and charcoal where a lighter weight
but rigid sheet is needed.

Many other drawing, mounting and framing
boards are available from the Bainbridge line.

Gatorfoam

Gatorfoam laminated foam panels are nothing
short of a revolution in display manufacture,
theatrical set construction and interior or
exterior sign-making.

They don’t warp. They aren’t heavy. They’re
not even too expensive.

They are strong. Extra Thick — up to 1 inch.
Easy to cut and able to support weight. With
a smooth surface, they are easy to screen
print, paint, glue, mark, move and are an

excellent waterproof and insulating material.
There is no limit to what you can do to it and
create with it. While other sizes are available,
we stock it in 4" x 8’ panels.

Gatorfoam Laminated Foam Panels in
he'", 12", 3" and 1” have a Luxcell-X
facing with a Styrofoam brand plastic foam
core. The off-white face provides a hard
rigid surface which lends economical advan-
tages over using plywoods and boards.

DILLARD PAPER COMPANY

GREENSBORG - CHARLOTTE - RALEIGH - WILMINGTON - WINSTON-SALEM - THOMASVILLE
GREENVILLE - COLUMBIA - ROANOKE - RICHMOND - BRISTOL- NORFOLK - ATLANTA
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Regionalism

It is a state of mind, a
cosmopolitan and
imaginative people and
an eye on the future.

By Harwell Hamilton Harris, FAIA

10

Love of one’s locality, pride in its accomplishments
and loyalty to everything in it bring about a state of
mind known as regionalism. In turn, regionalism
elicits the common interests of a community and fires
its members with the energy to realize those interests.

Every great concept, work of art, institution, world
wide movement has a birthplace. The special nature
of the place has something to do with what is born —
even with the fact it is born at all. It is born there
because a special combination of ingredients exists
there. It survives and develops because it is protected
and nurtured there. Neither birth nor nurture occurs
in an undefined place. It occurs in a region.

A region is marked by what is immediate and
tangible. Dealing with it frees one’s mind from a
mass of abstractions, generalities and unrealities.
There, one finds himself thinking unique thoughts.
They are unique because the forces he deals with are
unique. Also, everything there is smaller than in the
world outside; and the pattern is simpler there. So one
dares to experiment and manipulate. If the result has
significance for the world outside, it will be accepted
outside. What the world could not conceive it now
adopts, making it a part of itself. In time, the product
will shed both the region’s name and the character-
istics peculiar to the region. Thus does a region outdo
itself.

North Carolina Architect



What is a great region? It is a place rich in a mixture
of minds, ambitions, imaginations, freedoms, natural
resources and fortuitous circumstances. In such a
place something will be born — something will
happen. Creation is always a happening. Planning
has little to do with it — beyond making conditions
propitious for something to happen. Most important
of these conditions is a state of mind. Cultivating a
rich state of mind is a region’s most effective means
of planning for the future.

A great region looks to the future. It is to such a
region one traces the birth of a new development in
self-government, a fresh expression in building and
art, a revolutionary turn in technology, an unexpected
change in economic philosophy.

A great region attracts a wide variety of minds. It is
cosmopolitan. Its people come from different places,
bringing with them different experiences, viewpoints,
capacities, cultural interests. They come for different
reasons: To escape tyrany, enjoy freedom, grasp
opportunity, realize ambitions. If they come at a time
of developed technology, they probably bring with
them skills that make them valuable contributors to
the development of the region. Probably they are
young when they come with energies equal to the new
opportunities and time to take full advantage of them.
Transplants from the outside, they may fertilize
existing seeds of potential growth. Whether original
settlers or newcomers, these are the persons whose
minds, imaginations, ambitions and labors provide
ferment from which new growths emerge.

A great region attracts business minds with its
economic resources and promise of success and
wealth. It attracts scientists with a nature to be
studied, laboratories to implement their investigations
and other scientists to stimulate their minds. It
attracts agriculturalists with its soil, its climate, with
what grows there, with what can be established there.
It attracts writers with wonders to describe, events to
record, great libraries to assist them, other minds to
excite them. It attracts painters with a nature that
arouses them, fellow artists they respect and emulate,
museums to inform them, galleries to exhibit their
work and a public that buys it. It attracts musicians
with great orchestras, discriminating and apprecia-
tive audiences, places to perform and fees to live on. It
attracts architects with building activity, wealth to be
implemented, clients who want the best and who lay
on the architect the heaviest and most intelligent
demands for the best.
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A great region may or may not have exceptional
natural resources, a benign climate or great natural
beauty. Natural riches are important; they are espe-
cially important in the beginning; but they are far
from everything. Most important are the people —
people who are fascinated by what they find there
and determined to employ all the ideas, materials
and techniques their time affords — or they can
invent — to realize whatever possibilities exist there.

A great region is a place where people are interested
in physical and social betterment — where people’s
minds are free from niggardliness in thinking and
smallness in planning — where people are determined
to have the best and not to settle for the merely bear-
able or even the second rate.

In contrast to the regionalism we have just described
is another regionalism. It is that of a region that
stood still while the rest of the world advanced. Its
living patterns are rooted in a vanished past. It now
cares more for preserving an obscure dialect than for
expressing a new idea. It prides itself on an exclusive-
ness that only serves to build-in ignorance and
inferiority. The distinctions it now cherishes may
once have been so general as to be no distinction at
all but, having disappeared elsewhere, they now
appear as the product of this particular place — as
“regional”. Such regionalism becomes a cloak for
misplaced pride. Such a region’s greatest attraction is
to antiquarians and tourists. It is curious; it may be
beautiful; but it is dead.

A region’s most important resource is its people and
not its climate, its topography nor the particular kind
of sticks and stones it has to build with. It is the
people’s minds that create the intellectual ferment
necessary for greatness. It is the free minds, the
imagination, the stake in the future that make up the
state of mind that creates a great region. @

Harwell Hamilton Harris is a
native of California who
throughout a long and dis-
tinguished career has been
concerned with regionalism. A
former professor of architec-
ture at the N. C. State Univer-
sity School of Design, he now
practices architecture in
Raleigh.



John Newhouse/State Historical Society of Wisconsin

Regionalism
Past

There has been no
strong movement, but
a few fine regional
buildings nevertheless
exist.

Above: Taliesin
111, Spring

Green, Wiscon-
sin; Frank Lloyd

Wright, archi-
tect.

Henry L. Kamphoefner

Above: Taliesin
West, Scotts-
dale, Arizona;
Frank Lloyd
Wright, archi-
tect.

Facing Page:
Architect’s
Residence, Ra-
leigh: Henry L.
Kamphoefner,
architect.

By Henry L. Kamphoefner, FAIA

Real evidence of a regional expression in design in
North Carolina and the areas surrounding the state
cannot be proven with authority. There is no unified
movement with regionalism as a central force. What
contribution the state has made to regionalism in
design has had to be tightly compressed into a
relatively short period, following a long and deadly
period of an almost indestructible ecclecticism and
the more quickly accepted and more powerful forces of
the new universality described as the International
Style. It is worth asking, however, what regionalism
is; and it is worth examining the expressions of
regionalism we do have.

Often, when a term such as regionalism is added to
the design vernacular, it initially contributes more
confusion and misunderstanding to the language
than clarification. This can be seen again and again
in recent architectural history.

About a quarter of a century ago, Lewis Mumford
wrote a serious essay in his famous column “Skyline”
in The New Yorker magazine. That essay discussed a
singular expression in architecture, especially
California, which Mumford chose to call the “Bay
Region Style.” Mumford’s invention of the term (or,
perhaps, more accurately, the first prominent use of
the term) seemed to introduce more confusion to its
meaning than it gave clarification. The term “Bay
Region Style” in the Mumford essay did, in fact,
prompt Philip Johnson, then Director of Architecture
for the Museum of Modern Art, to organize a
conference to explore, among other things, the
validity and relevance of regionalism in design.
Marcel Breuer contributed to the confusion at the
conference when he contemptuously and irreverently
dubbed the architects of the California Bay Region
the “Joy Through Redwood Boys.”

In 1932, Henry-Russell Hitchcock and Philip Johnson
published the first edition of their book The
International Style, coining a term then new to the
design vernacular and contributing to a long
misunderstanding of design as a totality in our lives.
The International Style appeared to be an effort to
establish an authoritative legitimacy to the coming
new universality in design. Actually, in looking at the
term and its usage in the 45 years since its invention,
we can now see that it has, in effect, caused more
misunderstanding than clarification.

The term “Chicago School” in the architectural
vernacular is better understood and appreciated,
probably because it describes a more clearly visible
expression. The term comes out of the efforts of
Jenney, Root, Adler and Sullivan in giving a truly

North Carolina Architect



JoAnn Sieburg-Baker

e 308"

definitive expression to the skyscraper as an
American creation. A part of the “Chicago School” is
the doctrine of “form follows function,” more
accurately modified by Frank Lloyd Wright as “form
and function are one.”

Regionalism, as a descriptive phrase in architectural
history and theory similar to these others, may be
described very well through a study of the two
Taliesins: Taliesin III near Spring Green, Wisconsin
and Taliesin West near Scottsdale, Arizona. These
two building complexes were created by the master
Frank Lloyd Wright to solve identical building
programs with three exceptions — the factors of site,
geography (site in the larger sense) and climate. Both
Taliesin IIT and Taliesin West were designed to be
Wright’s studio, the residence for his family and the
residence and workshop for the apprentices and their
families. The complexes also included the supporting
cultural, recreational and farm buildings.

If these buildings had been designed by Mies van der
Rohe or Walter Gropius, leaders of the International
Style, they might have been identical in both
locations. Designed by Wright, on the other hand,
they take on separate regional characteristics. To
persons unfamiliar with the design principles that
guided Wright and his work, these buildings would
appear to come out of the minds and spirits of two
men rather than one. Close study of both building
complexes, however, uncovers the guiding principles
that motivated Wright in the execution of his work.
That kind of sensitive examination can bring the
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observer an understanding that the two building
complexes are indeed the work of a single genius.

Before I came to North Carolina in 1948, I had
designed, in 1941, a so-called solar house for my wife
and myself in Norman, Oklahoma, in which by
design forms I protected the interior of the house from
the heat of the summer sun and admitted to the
interior the radiance of the winter sun. Air-condition-
ing had not yet become financially possible to
society’s middle-class. I had also designed a solar
house for Libbey-Owens-Ford Glass Company in a
program by which the glass corporation had selected
an architect in each of the 48 states then in the union
to explore the most intelligent methods for using large
areas of glass in residential design. The glass
company asked me to design their house for
Oklahoma. That house as well as my own house in
Norman were my principal contributions, at that time
of my career, to regionalism in design.

This was a period in which architects were expressing
considerable interest in regionalism, though that
interest would fail to influence the mainstream of
architectural work. In 1948, the American Institute of
Architects asked a half dozen architects to speak on
regional design considerations at the institute’s
national convention in Salt Lake City. I offered my
experiences in regionalism from 11 years designing in
the Southwest. This was the context from which I
came to work in North Carolina. Only a few weeks
before the conference, I had moved to the state to

13



begin the School of Design at North Carolina State
College.

When I began the design of my Raleigh house in
1948, air-conditioning was still not within the means
of even the upper middle-class. So I again went about
the design of my new house with consideration for
both site and climate. The site I chose was one that
opened onto the grass and trees of a private golf club.
I studied weather records for temperature, wind
velocities and directions and arrived at a design
through which I thought my wife and I could live in
privacy, comfort and tranquility. Much of the cost of
the new house was devoted to carefully devised
ventilation controls to admit and exhaust the
prevailing breezes. I soon had to learn from
experience that such temperature controls, or air
exchange, did work and still do work quite well but
that architecture alone could not control the high
humidity of the central North Carolina summer.
Fortunately, only five years after I completed my
house in Raleigh air-conditioning finally and rather
quickly became possible at a reasonable cost. When I
air-conditioned the house, it became obsolete as a
total design; but it still, of course, continued to be a
place to live in even greater privacy, comfort and
tranquility.

About 1960, I made a considered academic decision to
terminate my own part-time practice in architecture
because I wanted to encourage, in fact insist, that all
of the design faculty engage in part-time private
practice and individual professional development and
creativity. I thought it necessary that someone should
work full time as an administrator at the School of
Design. Obviously, I would have to be that person.

With the end of the academic influence of my part-
time professional practice, I began to search for
another person to speak to the students. I thought
they needed a demonstration of the principles and the
practice of compatible site and building relationships.
I wanted a person who understood and practiced
those principles of design first developed by Frank

Right: St. Giles  Facing Page:
Presbyterian Fleet Resi-
Church, Ra- dence, Figure
leigh; Harwell Eight Island;

Hamilton Har- Haywood New-

Lloyd Wright, but who would be sufficiently independ-
ent of Wright so that his architecture would not be
founded on the mere copying of Wright’s forms.

Such a person is not easy to find; but in the early
60’s, I met Harwell and Jean Harris in Dallas and
suggested the possibility of his teaching at the School
of Design. Harwell Harris is a gifted architect; but
because he also is a modest man, it is not widely
known that he had been asked a few years before to
remodel a bank in Owatonna, Minnesota by the nine-
teenth century prophet of modern architecture, Louis
Sullivan. That remodeling is one of those very rare
occasions in architecture in which a gifted man
actually improved a masterpiece. This was the sort of
man I wanted. Harwell had only recently resigned an
administrative position at the University of Texas
and he and Jean appeared to be in no immediate
mood to return to a campus. However, two days after
I came back to Raleigh, I had a telephone call from
the Harrises in Dallas to tell me that they had
decided they would like to come to Raleigh — then.

It took some delicate negotiations with university
Chancellor John Caldwell to make budget arrange-
ments in the middle of the year. The flexibility of the
Design Foundation, however, came to rescue the
opportunity to bring Harris to the campus — then.

The Harris appointment was not arranged with the
unanimity of the design faculty, however. A noisy
minority voiced an obnoxious opposition led by
sculptor Roy Gussow who had never understood

very much about architecture. Gussow, apparently
unable to comprehend the distinction between design
principles and design fashion, could not see Harris in
the mainstream of the current fashion as he saw it
and chose to reject him on superficial and personal
grounds. Harris’ acceptance by the full design faculty
was gradual but continuous, however, perhaps reach-
ing a conclusion when the Duncan Stuarts commis-
sioned him to design the new Stuart house on the
Leesville Road ouside Raleigh. Gussow had resigned
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from the school by that time to practice his craft full-
time in New York.

The acceptance of Harris and his teaching by the
students came in three stages. The first stage was one
of ignorance of Harris” work and his genius. The
second stage was inspired by the small faculty
minority which had opposed the original appointment
and which was able to find a few impressionable
students who could tentatively be convinced that
Harris was not a “modern architect.”

I had asked Harris to teach a fourth year studio in his
first and second years at the school and it was in the
Harris third semester that the studio class, led by
students Henry Johnston, Jr. and Carey Tilson,
decided not to produce the work assignments that
Harris had asked them to do. Some of the students
who did not accept the Johnston-Tilson mutiny
alerted me to the problem and without consulting
Harris I asked all of the students in the studio to meet
me for an evening seminar. I believe I clearly
articulated the reasons I wanted Harwell Harris on
the faculty of the School of Design and the students,
with the exception of Johnston who was hostile to me
and to Harris’ presence in the studio, listened. I felt
compelled to ask Johnston to leave the conference. I
took a calculated risk in making that request. A part
or even all of the class could have left with Johnston.
But as it turned out, only Johnston left and the
remainder of the students listened and decided, with
my urging, to give Harris a chance to state his
position.

The third stage of Harris’ final acceptance by the
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students came after I asked Harris to teach in the
third year, where the students’ attitudes were less
rigid. Harris very suddenly became the most respected
member of the studio faculty. When the students were
given a choice a few years later in selecting whose
studio they would prefer, the number choosing the
Harris studio was always the largest. Several
semesters later, students preferring the Harris studio
usually numbered from twice to two and a half times
as many students as he could accept, leaving many
disappointed students unable to profit by Harris’
teaching.

In bringing Harwell Harris to the design faculty, it
had never been my intention to teach the students
how to do Harris architecture. I believed that Harris
practiced and taught architecture with creativity,
sensitivity, intelligence and a feeling for the humane
and regional necessities of architecture. Two Harwell
Harrises were never contemplated for the design
faculty and might have been redundant. Harris
presented his points of view and his methods of
problem solving in architecture with a very
satisfactory mixture of patience, clarity and very good
sense. His teaching and his presence express an
appreciation and understanding of regionalism. His
architecture is essentially as it is because of where it
is and because it is for whom it is.

Harwell Harris must rightfully be considered to be the
intellectual leader of what regional expression in
architecture now exists in North Carolina. That
expression cannot yet be considered a movement, nor
is it in my judgement likely to become a movement at

Gordon H. Schenck, Jr.
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any time in the near future. Harris shares the distinc-
tion of leadership with only a few other quality
designers in the region.

Haywood Newkirk has been designing and building
some stunning beach houses on the North Carolina
coast. They are as they are because of where they are.

Charles Sappenfield left a practice of excellence a few
years ago in the Asheville area to become Dean of the
School of Architecture and Planning at Ball State
University in Indiana. Sappenfield’s work around
Asheville was often based on unique regional factors.
The overall impression of his work is that the site, the
geography and the climate were controlling factors
influencing his design.

Universal factors are the most dominant elements in
architecture today. There are, however, a few modern
architects practicing with distinction who give
regional considerations to the factors controlling their
design. Some of the best of this work can be found in
Fayetteville by architects Dan and Frank MacMillan.
Their houses for Julia and Stacy Weaver and for
Denny and Peg Shafer are perhaps the best of their
many elegant and humanely liveable houses.

One of the best of the many other fine modern houses
in North Carolina is the Richard R. and Joan Allen
house, also in Fayetteville, designed by Fayetteville
architect Mason Hicks. The house has been elegantly
furnished by Joan Allen and the Allens live there
with grace and charm.

Universal factors and architecture which seeks an
international expression do not necessarily reject all
principles of regionalism, however. An international
example proves this point. Oscar Neimeyer, in his
Ministry of Education building in Rio de Janeiro,
invented the brise-soleil or adjustable sun-shade. This
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may be Niemeyer’s best building, since in recent years
he has spread himself too thin by accepting more
work than he can execute with excellence. The brise-
soleil, however, was invented to fulfill a regional
necessity and it is harmonious and compatible to
Niemeyer’s stylized forms.

Eero Saarinen said in 1956 when he and Ludwig Mies
van der Rohe, Richard Neutra, Gordon Bunshaft,
Walter Gropius, Ernest Kump and Philip Johnson
made their record Conversations Regarding the
Future of Architecture for the Reynolds Metals
Company, that it would take at least 50 years for
architecture to assimilate the principles of Frank
Lloyd Wright. Saarinen cautioned the student of
architecture then to distinguish between the principles
of Wright and the forms of Wright. He further
reminded the student that the forms of Wright were
really of another era and the student who does not
understand that may slide into unfortunate
difficulties in his work.

Since Saarinen made that 50 year prediction, only 21
years have passed. We may have a few more years of
architectural practice to complete before we reject, if
we do, the validity of regionalism in our building
culture. Fifty years after 1956, the mainstream of
design may be progressing in a number of other
directions. ®

Henry L. Kamphoefner is
founder and Dean Emeritus of
the N. C. State University
School of Design. For 30
years, he has been a keen —
and often critical — observer
of architecture in the state.
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Roundtable

Regionalism

Present

From building
materials to politics,
regional influences
play important roles

in shaping architecture.

Brian Shawcroft

Dan MacMillan

G. Milton Small

On Nov. 4, 1977, North
Carolina Architect assembled
six architects and an archi-
tectural historian at the AIA
Tower in Raleigh to talk about
regionalism. Participating in
this roundtable discussion
were:

Brian Shawcroft, AlA of
Shawcroft-Taylor, Raleigh;

Dan MacMillan, AlA, of
MacMillan and MacMillan,
Fayetteville;

G. Milton Small, FAIA, of G.
Milton Small and Associates
Raleigh;

Gerald Li, AlA, of Clark,
Tribble, Harris and Li,
Charlotte,

Ruth Little-Stokes, historian,
of Charlotte;

Robert W. Sawyer, AlA, of
Ballard, McKim and Sawyer,
Wilmington; and

John D. Rogers, Jr., AlA, of
Six Associates, Asheuville.

Ernest Wood represented
North Carolina Architect as
moderator.

The following is an edited
transcript of the three hour con-
versation which ensued:

Architect: I had sent out a
list of eight or ten questions.
But maybe we should just
jump right in with the idea:
What is regionalism? It’s
more, obviously, than taking
historical forms and apply-
ing them to new buildings.

Rogers: Your first question
seems to me probably the
place to start. And that is: Is
North Carolina a region? Or
maybe, before that: What
kind of regionalism are we
talking about? An economic
region? There are certainly
several distinct geographic
regions: the mountains, the
piedmont and the coast.

MacMillan: Well, I think
North Carolina is distinct.
It’s certainly distinct from
South Carolina and Virginia.
There’s none of the old
aristocratic nonsense that’s
ever been associated with
North Carolina, the kind of
thing you see in South Caro-
lina and Virginia, and I
think this has determined
the shape of things in North
Carolina up to the present
day more than anything else.
And it’s been kind of a tight-
fistedness which is built into
the North Carolina charac-

ter. This summer, we rode up
into Virginia, up around
Harpers Ferry. Those houses
there would be the equivalent
of North Carolina tobacco
farms. They’re all very solid,
brick houses, very substan-
tial houses with considerable
design. And if you compare
those with North Carolina
houses, these carpenter built
things which have been
scattered all over the land-
scape, I think that would be
your distinguishing feature
between North Carolina and
the adjoining states. That is
this sort of austere, no
nonsense approach that
we’ve always had. But it
doesn’t really allow much in
the way of frills or even
quality.

Architect: Are we correct in
thinking that North Carolina
is a region at all? Is a region
something bigger, as in The
South? Or is it something
smaller, as in the mountains
versus the piedmont versus
the coast?

Shawcroft: You could look at
it in a worldwide sense in
that architecture has been
influenced by climate more
than any other thing. Just
how small a region you can
define, I think is very
difficult. I think what Dan
has said as far as some
attitudes of people relative to

their building is also
important. I would rather
start with a broader sense, a
climatic region and the sort
of indigenous building that
evolved in the past to solve
these problems. The tobacco
barn is a classic example in
North Carolina.

Li: If we are looking at the
overall points that contribute
to regionalism, then the
things I think about are
material as well as climate. I
add to my list the sense of
materials that were there. I
add to it the sense of history
that people, wherever they
were, brought or developed
and I add the sense of life-
style that it contained. And I
think you can even add more
categories. And then I would
start to wonder what
regionalism really is. When I
first started thinking about
regionalism, I started think-
ing about just everything
under the sun in terms of
architecture. It’s a very
meaty topic to get into. The
validity of North Carolina as
regionalism, I’'m not sure
about, however.

Sawyer: I don’t think you can
define a region with political
boundaries for anything
other than convenience or
administering certain things.
I think the regions are more

like Mr. Li described. I think
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Ruth Little-Stokes

Rober W. Sa wyer

John D. Rogers

they are established by
similarities in climatic condi-
tions, topography, origin of
the people. I think there is a
coastal region, for example,
that encompasses North
Carolina, South Carolina
and Virginia and even the
Delmarva peninsula. There
are similarities throughout
that stretch. Maybe not in
specific architecture, but they
exist in many ways, just as
they do in the mountainous
areas. I am more inclined to
think of regionalism in that
kind of context.

Rogers: To follow Mr. Li’s
comments: The most sensi-
tive design, or the design
most sensitive to its total
environment, would be the
one most likely to be regional.

Li: In a way. But I think that
depends on whether you are
talking in a more historical
context or more currently.
You're speaking currently?

Rogers: Yes.

Li: Well, that’s interesting,
then. Because when you talk
about any of these items —
materials, there’s a lot of
brick in North Carolina,
there’s wood. But there’s
certainly steel — steel some-
times coming from Japan.
Materials, the accessibility of
materials nowadays is such
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that you do not have the
historical necessity of devel-
oping a regionalism.

Rogers: Even the topographic
thing might be turned over.
ou can move dirt so easily
with these big machines. On
the other hand, severe
topographic features almost
always produce in an archi-
tect-designed building a
response which is regional to
the extent of the influence of
that site. The Asheville area,
I think, has evidence of that.

MacMillan: I think the ques-
tion is: Is there a regionalism
today?

Rogers: No, I don’t think
there is. But I think there
ought to be and I think
because of this energy thing,
that it’s more likely to start
up again.

Little-Stokes: Why should
there be a regional architec-
ture?

Rogers: Because if a designer
is particularly sensitive, as
he must be, then the product
of his effort, I believe, will
have evidence of regionalism.
There are differences from
the mountains to the coast,
so if the designer really re-
sponds, then the product has
got to be regional to some
extent.

Small: I will go back to what

Brian said, and that is that
we’ve got several things that
make any region: the climate
and the economics and the
government. To me, the
economics of North Carolina
is somewhat different than
Virginia. Virginia is more
established over a long
period of time, more of a
better economy somehow,
whereas North Carolina has
a history that’s still prev-
alent today of the small,
little tenant farmers, the
small farms instead of the
large farms. The temperature
is not too different from the
Mason-Dixon Line — exclud-
ing the mountain areas — all
the way through to southern
Georgia. But if you’re going
to tackle the climate and the
sun and the wind and so
forth, then it does vary
across North Carolina more
than it does north to south.
And so I think you get down
to regional architecture as I
see it — the screen porch, the
front porch without the
screen has always been a big
thing, and I think produced a
regionalism in the state.
Until air conditioning.

Li: I think that’s appropriate
for domestic architecture,

that attitude. In fact, I think
that a lot of the regionalism
that we may relate to is very

often associated with a

domestic type of architecture.
I think if you take the
broader sense of architecture,
I think you’ve brought up
another good point related to
climate as to the validity of
regionalism today. And that
is: With the mechanical
systems being what they are,
despite what the energy
situation is, the original
tenets of why we designed as
a way to respond to the
climate are not quite as valid
any more.

Shawcroft: If we go back to
before air conditioning,
which I think everyone
seems to agree is one of the J
changes in regional design, \
can we look at the buildings
which were built without
architects? A lot of them
have been mentioned, farm
buildings and so forth, where
they did respond. The farm
house was always under the
big shade tree, the siting was
carefully thought out and no
architect was involved. We’ve
gotten away from all that.
Now, we talked about three
regions, basically, within the
state: the mountains, the
middle plains and the coast.
What buildings -have re-
sponded to them, even? The
coast is a disaster area, isn’t
it, from Virginia Beach to
Myrtle Beach? How many
buildings are being respon-
sive to the ocean?
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MacMillan: I think, as an
example, the beach houses at
Nags Head really are a
perfect response. Again, I
think the limit of this whole
argument is domestic archi-
tecture. I don’t think there’s
any validity beyond that.
But I think the beach houses
are a perfect solution — non-
architect designed houses
with the shingles and all
that business, the way
they’re laid out so they really
do work. The old houses. I
wasn’t talking about the
current stuff.

sawyer: Well, I take excep-
tion to that. I don’t think

that all architectural work on
houses at the coast, beach
houses, is bad architecture. I
think there are some good
beach houses. I agree that
there are many, many fine
old ones that are excellent.
But there are some good

new ones.

Shawcroft: I would like to get
away from domestic archi-
tecture and get into the main
bulk of the buildings. And
one of the things we have
mentioned is the government
and the state. The state
buildings themselves reflect
something of the region in
one sense because they do
represent the State of North
Carolina. But we’ve been
designing buildings for the
State of North Carolina for
quite a while, probably all of
us in this room have, and we
know the conditions we’ve
worked under. I can remem-
ber one specific example, a
very large building in Chapel
Hill, where I had sun control
on the south side. And I was
told to take it off because the
state was not going to waste
money on sun control. At
that point, we were sitting in
a room where the sun was
streaming in, it was 90
degrees in the room and we
had to evacuate the lobby
because it was on the south
side of the building and it
was uninhabitable. So some
attitudes have formed some

results around here. But
these sort of restrictions have
produced some of the archi-
tecture which we now call
North Carolina architecture,
which by the natural process
becomes a region.

Architect: You've all worked
in other places. How would
you compare the influence of
clients here to the influence
of clients elsewhere? What
sort of attitudes do the
clients have?

Shawcroft: Dan brought up a
very good point, that we’re in
a very tight-fisted part of the
world. Low first-cost is what
they’re looking at. And who
is controlling that? One, it
would be the government for
public buildings. And it’s the
banks for private buildings.

Small: I don’t think it’s so
different from other areas.
But we have not had very
many people until recently
with very much extra dispos-
able income. Now we, just as
the rest of the country, are
turning out so many more
people who are the big
middle class. And making
money is the only thing that
they think it’s all about. Just
making money. And there-
fore, putting something on a
building, something they’re
proud of and something that
gives an uplift to their whole
life and the people that come
in contact with it, they don’t
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know what you’re talking
about. But I think that is
basic throughout the econ-
omy.

Architect: So, obviously,
there’s more to good design
than money. It’s an attitude.
What is it that makes one
group of people in one
location rich and tight-fisted
and another group of people
in another location rich and
enlightened?

MacMillan: Taste.

Little-Stokes: And that comes
from education.

Shawcroft: But there’s an-
other change taking place in
North Carolina and that is
the influx of people from
other states. Highly educated
people. And yet, they’re
being sold a bill of goods in
terms of housing and every-
thing, that this is North
Carolina.

Architect: Are they being sold
that as North Carolina, or
are they maybe gravitating
toward that because it’s
familiar? Maybe they don’t
want regionalism.

Shawcroft: Well, it was
explained to us at one point
that these people are looking
for the South when they
come down here. They’ve
gotten away from the North
and their concept of the
South is “Gone With the
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Wind” and they want the
Tara mansion. Of course,
maybe it’s only one and a
half stories with the columns
on it, and maybe that’s what
they want.

Little-Stokes: Well, since
we’re talking about style,
and I had avoided bringing
it up, but I think one of the
two most basic regions in the
United States is the Atlantic
Coast, which had the
colonial tradition and has
always fed on the original 13
colonies idea. Then, Wil-
liamsburg came along and
just clinched it. Because
what Williamsburg did was
publish a lot of colonial
designs and building materi-
als were specified for these
colonial copies and a whole
generation, two generations
of architects have grown up
since Williamsburg. They’ve
grown up with that kind of
vocabulary being the only
historical vocabulary pub-
lished and available. And in
terms of trying to copy North
Carolina traditional architec-
ture, which is not Williams-
burg, a long way from
Williamsburg, there was
nothing that they could draw
on. The other major region of
the United States would, of
course, be that area of the
West which is basically
influenced from Mexico.

Li: What’s the difference,

because you did bring up the
whole issue of style, what’s
the difference between style
and regionalism? Really?

Little-Stokes: Well, colonial
trim. I mean pediments,
scrollwork, bracketing.

Li. That’s an aspect of style.

Little-Stokes: Yes. It really
has nothing to do with the
climate does it?

Shawcroft: It was brought
over from England.

Li: I don’t know that there is
that difference, really, if you
look at regionalism. I think it
has all the elements that
style does.

Little-Stokes: It’s self concept.
If you want to get really
basic, style is self concept,
which has to do with one’s
cultural background. It’s
economic limitations and it’s
climate.

Li: Yes, and it’s material and
it’s technology. Craft is an
important part of it. All of
those same issues come in, I
believe, to regionalism. And,
again, I come back to the
beginning, that I really think
that if you look at regional-
ism, even though it may not
exist as it did when it
started, you’re talking about
your climate, your material.
And when I say history, I
think regionalism has a
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history or a precedent that
the people who came to the
area and started building
remembered, or related to in
some way. They may have
changed it, conformed it, but
it still had a departure point.
There’s comfort. And I bring
in fantasy. And then, there’s
the use of energy. Now, all
these last three are very
different aspects, I think, of

the meaning regionalism can

have in the future. But I
don’t think regionalism has

any validity from what we’ve

understood as its origins.
The controlling factors for
regionalism that actually
form a way buildings are
designed, I think, aren’t

there any more. I don’t think

the materials are a problem
any more. We get them from
anywhere. I don’t think the
climate — especially in this
area — is an overly
burdensome factor to deal

with, although orientation, of

course, is important. And I
don’t think that the history
that was pertinent to this
particular region is as
relevent any more. I think
there is a much more
cosmopolitan attitude now. I
think some people will start
to look for Pizza Hut with
its Tahitian form and relate
to it — or any number of
other forms from other
regions.

Shawcroft: I'd like to pick up
a point that Ruth made. You

mentioned Williamsburg.

That’s probably the biggest
setback we had in architec-

% ture for a long time. Here we
¥ are in 1977, the twentieth

century is almost over and
modern architecture hasn’t
reached North Carolina in
the greater bulk of the build-
ings. So these sorts of influ-

® ences I see as very negative.

These are styles, totally sty-
listic influences, because
they’re easy. They don’t re-
quire thinking. They don’t
require acceptance of any-
thing new or any other ways
of doing things. And perhaps
it’s a total regional person-
ality problem, as it were,
rather than backed up by
poor education and so forth
that has caused this.

Rogers: But you must be
talking about domestic archi-
tecture.

Shawcroft: No, I'm talking
about state buildings. Every-
thing.

Rogers: I don’t see any public
buildings that are going up
in the Williamsburg manner.

Little-Stokes: Eastern North
Carolina. That’s where it’s
totally ...

Rogers: We certainly don’t
have that in the western part
of the state. There are no
public or commercial build-
ings in the western part of
the state, with the exception
of a few branch banks,
which are in the Williams-
burg style.

Sawyer: I'm not really sure
that regionalism is a concept
that has very much to do
with architecture. I've al-
ways referred to it as being
indigenous, rather than
regional. I think there’s a
broad concept of the re-
gional, but I still feel that the

influence of where it is, the
geography, is much more
powerful and it has much
more impact on architecture
than any of these other
things. I hate to admit it, but
I think Mr. Li is right. Tech-
nology and the industrial
influences have made it very
difficult to take that position.
The old organic architecture
concept that most of us were
educated in doesn’t seem to
apply as it used to because of
the fact that, as he says, any
material is available any-
where. Sometimes it’s
cheaper to use a material from
some other part of the world
than it is to use something at
your back door. That’s unfor-
tunate, I think. I’'m sorry
that’s true.

Small: What we’re really
facing is that money is a fact
of our lives and the cost of
products, whether they come
from Japan or Peru or the
next door neighbor, is what
we have to work with. I
think we can’t deny that the
material is available and we
ought to take a look at the
best thing for the structure
that’s going to be built on
any particular site and use
the best.

Shawcroft: You know, brick is
obviously a North Carolina
material. But how are we
using brick? We’re using it as
the paint. We're using it as
the skin. We gave up using
brick as a load-bearing
material years ago. Why?

Li: I wonder if that bothers
anyone except professionals.

MacMillan, Little-Stokes: No.

Shawcroft: No, it doesn’t, and
it leads to the phony colonial,
eventually.

Small: It leads to the
degradation of the entire
design.
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Li: You can talk about the
skin use of brick. But I’ll
come back to the Georgian or
the colonialism or something
like that. It’s popular. It
works. It makes people feel
comfortable. It’s resellable. It
can’t be all wrong — whether
we like it or not. ’'m not
saying, now, do it every-
where . ..

Shawcroft: Where do you do it?

Li: Maybe you do it in terms
of not a direct facsimile, in a

way, but you do it in terms of

the abstraction, of what is
comforting in that aspect of
regionalism. I don’t believe
the region has to be only
North Carolina. And I don’t
believe you do it in a sky-
scraper. I’'m jumping to
different topics. But I don’t
want to leave the one we
started with first. And that’s
that I think we can talk a lot
about materials and climate,
but I don’t believe nowadays
they are influencing direc-
tions in design in more than
minor ways.

MacMillan: I think the same
thing. I think that regional-
ism is capable of very subtle
variations and distinctions.

Rogers: How about the ques-
tion on the list, the “New
South” question. Is the “New
South” only Atlanta?

MacMillan: The “New South”
is something that’s always
been with us, for at least 100
years. Someone re-invents it
just about every other year.

Rogers: I notice that the
Ragisson Hotel in Charlotte
is the product of a “New
South” architect — in quotes.
It’s an interesting phenome-
non.

Sawyer: Well, I think the
“New South” is nothing
other than the Industrial
Revolution in the South. And
I think the architecture of
Atlanta is a manifestation of
just what we’re talking
about.

Little-Stokes: But it’s maybe
more importantly to the
overall population a state of
mind. It’s given us South-
erners a new image of our-
selves.

Shawcroft: It was done
internally, which is impor-
tant, whereas we tend to
import all of our architects
for important buildings in
this state. And how many of
these geniuses that we’ve
brought in respond with their
buildings in any way to the
climate or anything like that?
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Small: I think our big
problem is simple, basically.
And that is that we have
magazines which publish
what is new and different.
And so, the architects who
do not really think about
anything are going to get on
the bandwagon.

Li: What does good design
have to do with that at all?
With those superficial things
that come across in the
journals?

Small: It doesn’t have a thing
to do with it.

Li: Is it possible, then, to
have good design, whatever
that means to people — it’s
usable, it responds, it does
more than what something
else might — is it possible to
have that in any number of
styles?

Small: Oh, sure.

Li: And so, really, what does
it matter what the style is?

Shawcroft: One of the big
problems we have socially is
one of identity. Regional
architecture is an identity
with a region.

Li: But what would the
premise of that identity be if
it’s not based in good design
I mean, you can have a good
workable design with and
without that identity. Identi-
ty is gravy.

-~

Shawcroft: No. I maintain

that good design does
involve a region. It does
involve a response to the
climate and the materials
whether they’re local or not.
But how you respond to your
environment, whether it's a
city or the country, doesn’t
matter.

MacMillan: I wonder if we’re
not all victims of this
idiosyncratic type of architec-
ture. We all are influenced by
the magazines. We are influ-
enced by the form-givers.
Someone does a glass
building and we have to do a
glass building, although our
instincts tell us it doesn’t
make any sense.

Architect: I read from time to
time that people are disen-
chanted with modern archi-
tecture. If this is what the
public feels, could this be
leading to a return to
historical forms in the sense
of reinterpreting them, which
could be a manifestation of
regionalism?

MacMillan: I think it’s very
much in the wind. Very
much.

Ro¢];ers: The public loves
buildings that are done for
them. They love the Regency.
They love Omni. They like
all that Atlanta stuff.” They
like Disneyworld.

Li: They like McDonalds.
Rogers: Well, they don’t like

Skyline, Char-
lotte: A sign of
the “New
South” or sim-
ply the Indus-
trial Revolu-
tion?
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McDonalds, I think, in the
same way. I think it’s that
desire on the public’s part,
which is legitimate, that’s

got to be part of the program.

And I think that the
magazines are all part of the
search for style, which every

one of us has always wanted.

If we ever get a style that
does incorporate all our
hopes for regionalisms, that
actually solves our problems,
then we’ll all be much better
off. Because mediocre archi-
tects can produce acceptable,
useful, worthwhile buildings
within a style, when if
they’re not in a style, they
produce terrible atrocities.

Li: By that very definition
you're using, style is a very
superficial thing.

Rogers: No, I don’t think so.
But I think this magazine
business is absolutely essen-
tial to that search. So you
know what’s going on. Not
just to copy. To avoid is
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another aspect. The whole
process of conversation
among the professionals,
where an idea that Brian has
gives me one that I never
would have had otherwise.
The magazines are essential
for that and that’s why
you're in business and that’s
why we’re here today.

Shawcroft: But we’re confus-
ing style with ecclecticism at
the moment. Style, to start
with, took many years to
establish itself in any given
period, right? Now, we’re
changing every five years,
because of the magazines,
really. We’re now recreating
the 1930’s, the art deco.
We've got architects rebuild-
ing Le Corbusier in plywood.
We'll be recreating the 50’s
by the 80’s and we’ll catch
up on ourselves eventually.
We'll recreate the whole
twentieth century within the
twentieth century. This isn’t
style; this is pure ecclecticism.
We've run out of ideas. We've

stopped thinking. We've
stopped looking into what
the real problems in archi-
tecture are. We're just trying
to pick up on the past and
sell it. It’s interior decorating
moved onto the outside.

Sawyer: That’s why I think
the energy conservation
problem is a real boon. It’'s a
real opportunity. We're going
to have a chance to re-
examine our premises. I
think we’re going to be
forced to. And maybe do
something that’s more signif-
icant.

Little-Stokes: Well, we’ll have
some limitations again, for
the first time in 50 years.

Sawyer: You know, there are
some other things that are
going to have an impact on
design, and that’s in the
nature of other materials
that are going to become
either too expensive to use or
they’re going to be put out of
circulation temporarily by

Left: Student
Center, Fay-
etteville: A con-
scious attempt
at “a North
Carolina build-
ing;” Brian
Shawcroft and
Dan MacMillan,
architects.

Below: Insur-

i ance Building,

Raleigh: Rein-
terpreting the
International
Style for the
Southern cli-
mate; G. Milton
Small and As-
sociates, archi-
tects.

factors beyond any of our
control.

Architect: Another question
that was on the list was:
How much is design dictated
by the materials that are
available?

Small: I think it’s a great big
influence.

MacMillan: Very strong.

Architect: Is there any way
you can solve that? You can’t
go around and have materi-

i als custom made for build-

ings.

MacMillan: It’s an economy
thing.

i Shawcroft: Don’t you think

that regionalism in the past
has been involved with a
certain sort of integrity in
the use of materials? And
that this is what we'’re
getting away from? We have
plywood with sand sprayed
on it and then caulked
between the joints with a
caulking gun to look like
concrete.

MacMillan: You can go down
to the employment office and
hire these guys off the street
to do this kind of thing. This
is what we see so much of.
Where we used to have these
60 year old carpenters to do
these things, now they take
kids and people up off the
street and they can do sheet-
rock work and all these other
things.

Ssmall: I'll tell you what the
problem is. Every time we
have a little recession you
can just take a great big
layer of semi-skilled and
skilled people out of the con-
struction field. And they find
out, “Well, gee, I'm not doing
so bad here working in a
filling station. And I work
every day. And I get paid.
Why should I go out and get
back in the construction
business?”’

North Carolina Architect
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It happens every day. And it happens to the best of
us.

Consider the newly elected school board member
who suddenly has part in a multi-million dollar
construction project — but experience only in
politics. Or the businessman who discovers the
old plant is too small — but whose career is
sales, not construction. Or the tennis club presi-
dent who needs a new clubhouse. Or the home-
owner who decides the time is right to build that
dream house. What’s a person to do? There’s
usually a lot of money at stake, not to mention a
building that will be used for years. So no one
wants to make mistakes.

It’s about this time that most people begin think-
ing about architects. And a whole new set of
questions crops up. Because most people have
never dealt with an architect before. Doctors,
lawyers, dentists, accountants, other profession-
als, yes. But architects, seldom. If ever. That
makes architecture something of a mystery to
most people. But it shouldn’t be.

Architecture. We’ve been on intimate terms with
it all our lives. We live in it; we work in it; our
children learn in it; we play in it. When we’re
tourists on vacation, we OO0O0O! and AAAHH!
over the best examples of it.

Much of the confusion comes when we try to
create it.
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If architecture is so familiar, why do |
need an architect? Why can’t | do it
myself?

Putting up your own building, especially your
own house, is part of the American dream. But
buildings are a lot more complicated today than
when that dream began. There have been — and
continue to be — so many technological changes
that professional specialties have developed to
deal with structure and with such mechanical
systems as heating and cooling. But there also
are constant changes in the ways we use build-
ings, in the ways our cities grow and evolve and
in the laws which affect the way we build.
Industries need to accommodate new processes
and new machines. An office park and a housing
development have to live side by side in
harmony. Buildings must be safe for the people
who use them. And construction is big business.
Someone needs to evaluate the finances and
project construction cost. These needs require

the services of professionals. And, then, there are
the intangibles that make architecture an art.

What intangibles? What is architecture,
anyway?

Theorists, historians and members of the profes-
sion have been arguing about this question for
centuries. But a Roman architect named Vitru-
vius put it pretty well when he defined the three
principal elements of architecture as “firmness,
commodity and delight” — that a building
should be well constructed, that it fulfill its func-
tional needs and that it be aesthetically pleasing.
Since Vitruvius, dozens of architectural styles
have come and gone — but architecture is more
than mere style. The art of architecture results
from creative manipulation of spaces, the artistic
use of light, good proportions, appropriate scale,
sensitive use of materials and more. The art of
architecture interprets a culture and provides
tangible evidence of its values. As an art, archi-
tecture speaks to the soul and the spirit.
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Left: A popular
myth pictures
the solitary
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reality, very few
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What services does an architect provide?

A popular myth pictures the solitary architect
laboring over the drafting table and coming up
— singlehandedly — with an artistic masterpiece , ==
of a building. In reality, very few architects work ””-ﬁ?ﬁ{
alone, and drawings are only a part of the archi-
tectural process. Drawings are important. They
are used to communicate the architect’s ideas.
But they are a means, a tool in the process, not
an end in themselves. And anyone who wants an
architect simply to “draw plans” for a building
or who buys ready-made plans is missing out on

one of the most important parts of architecture: ‘x I 7 /
the satisfaction of a specific need through a ////
specific design. )
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Can you describe the process of

designing a building? QI UL TN
mining the actual design, producing the con-

The architect can begin work on a project even struction documents — drawings and specifica-

before the project exists — by helping evaluate tions — from which the contractor will work,

the owner’s present building to decide whether observing construction and keeping the owner

or not to build, by helping select the site and aware of its status and approving the final

by helping decide what functions the new build- work. Throughout the process, the architect must
ing will accommodate. Then come the basic and  supervise and coordinate work by such specialists
traditional functions of the architect: studying as engineers, landscape architects and interior
the problem and coming up with a preliminary designers either on the firm’s staff or employed
idea for a solution, refining that idea and deter- as consultants.



How can one person do all this?

Usually, one person cannot. So when we say
“grchitect,” we often are referring to an archi-
tectural firm. There are different size firms, rang-
ing from one person who handles small projects
such as houses, churches or schools, to hundreds
of people, who may design whole towns. Even
within firms, there are specialists. Some have
engineers, interior designers or landscape archi-
tects on their staffs. Others hire them only when
they are needed as consultants. And even archi-
tects specialize. Some deal with clients, some
design the building and some oversee produc-
tion, from supervising draftsmen to working with
contractors.
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How do | find the right one?

The best way to evaluate architects — and
architectural firms — is to evaluate their archi-
tecture. This rule applies to any of the several
methods of selection. Ask yourself whether you
like the architect’s buildings, whether they seem
appropriate to their purposes and whether the
architect seems to have solved the problems at
hand. Talk to the client. Ask how the architect
was to work with, whether the building was
finished on time and within the budget. Be as
specific as you can. After all, you’ll have to ask
these same questions and more as you plan your
own new building. After you have looked at their
work, it is time to talk to firms. Some specialize
— in schools, offices, shopping centers, homes —
and their previous experience may help you
make your choice. Many don’t specialize. And
you may find this to be an advantage. By now,
you may have narrowed the choice down to one

Above: The
architect is a
problem solver,
but underlying
it all is the abil-
ity to design.

Left: The best
way to evaluate
architects is to
evaluate their
architecture.

already. If so, you can ask the architect to work
for you and you can begin contract negotiations
right away.

What if | can’t decide that easily?

If you have several firms in mind, you can invite
each for an interview before making your final
decision. This will give you the opportunity to
ask questions and examine the firms and their
work in more detail. On rare occasions, owners
will sponsor design competitions, in which archi-
tects actually will submit plans for judging. But
competitions generally are reserved only for
monumental projects and are not a recommended
way of selecting architects for normal work. In
any case, the client will want to consider the
architect’s general business reputation, previous
experience with similar projects, specialties of
the firm and the ability to provide all services
necessary for the project.



Are all works of architecture special
monuments, then?

Special, yes. But not necessarily monuments. A
building does not have to be large or fancy to be
architecture. Houses, shops or branch banks can
qualify just as well as churches or museums. So
can renovations — turning a warehouse into an
office building or an antiquated kitchen into a
new one. And good architecture need not be
expensive. Good design cannot be bought simply
by specifying expensive materials. It’s the han-
dling of materials — no matter what they are —
that’s important. Good design is what good
architects can do. And good design involves the
client. The relationship between architect and
client is crucial to the process, for the architect
must analyze the client’s functional needs and
understand the client’s aesthetic preferences,
then translate ideas into three dimensional
space. The skilled architect, therefore, is con-
cerned with a lot more than size and opulence.
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Far left: Houses,
shops or branch
banks can qual-
ify as architec-
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Left: Good de-
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Who are today’s architects?

Most architects practicing in the United States
today hold either five year professional under-
graduate degrees in architecture or four year
academic degrees in architecture and two year
professional graduate degrees. But there is more
to becoming an architect than schooling. After
graduation, the prospective architect must
complete three years of internship in a profes-
sional office, then must pass a state admin-
istered licensing exam before being authorized to
practice.

What skills do architects have?

An architect’s academic training emphasizes the
ability to plan, to see the “big picture” and to
pull together seemingly unrelated or even con-
tradictory details into an organized and unified
solution. Internship and professional experience
teach architects to meet standards of public
agencies, to coordinate the services of other
design professions — engineers, landscape archi-
tects, interior designers — and to design places
that are safe, sanitary, comfortable, pleasant and
suited to their purposes. In short, the architect is
a problem solver. But underlying it all are talent
and an aesthetic sense — the ability to design.



How do we compensate architects?

Just as the range of architectural services and
the complexity of buildings vary, so do the

ways of compensating architects. You may pay a
lump sum, or cost plus a lump sum. You may
calculate compensation by applying a mathe-
matical formula to the architect’s cost to cover
overhead and profit. You may pay on a per diem
basis. Or you may pay a percentage of the con-
struction cost. Ask your architect which is best
for your type of project. And why. Each method
was designed to cover a different type of job and
a different amount of work. But together they
allow flexibility in compensating your architect.

What about bidding?

Sometimes, clients suggest that architects bid for
their jobs. But this is not an appropriate way to
obtain architectural services. It sets the architect
and client at odds — each trying to get as much
money out of the other as possible — instead of
allowing them to work together. But bidding is
inappropriate also because, in most cases, neither
the architect nor the owner knows how much
work is involved in a building before they begin.
You cannot bid on an unknown amount of work.
And you cannot bid on a creative solution.

Architectural &
Engineering Fees
ARCHITECTURAL-TECHNICAL.
STRUCTURAL ENGINEERING

MECHANICAL ENGINEERING
ELECTRICAL /PLUMBING

{ CLERICAL.

OVERHEAD

RESERVES ¢ PROFIT

Total Project Costs

BUILDING CONSTRUCTION COST

\\ INTEREST

TESTS
LEGAL FEES

But doesn’t an architect cost a lot of
money?

Not when the entire cost of the building is
considered. If a building costs $500,000, the
architect’s compensation could run, for example,
about eight per cent, or $40,000. (To the archi-
tectural firm, that’s not all profit, by the way.
Out of that the sum must come such overhead as

This pamphlet is one of a series on architectural services.
Others include: What is Architecture? Decisions to Make
Before You Build. Selecting and Compensating the Architect.
Services an Architect Provides. The pamphlets are free to the
public.

To order, write: North Carolina Chapter, American Institute of
Architects, 115 W. Morgan St., Raleigh, N. C., 27601.

office rent; salaries of staff architects, draftsmen,
secretaries and consultants; and, finally, profit.
A job such as this example might require 2,000 to
2,500 man-hours of work.) The architect’s total
compensation is a small amount, when seen in
context of the entire building — yet it is a cost
which will have a long-term effect. A building
not planned well can cost the owner more in the
long run if early mistakes must be corrected
later. But besides helping the client avoid
mistakes, the architect actually can save the
client money early in the process. As an outside
specialist, the architect can help examine the
client’s specific needs and come up with the most
efficient use of space. And the architect can
specify materials and technologies to save money
both in construction and in later building
upkeep.

Do architectural services stop with
completion of the building?

Not necessarily. Most buildings will be here long
after we are gone, so it’s necessary to think
about the future, too. The architect may provide
the owner with guidelines for building operation
— much as an auto manufacturer provides a new
car instruction manual to owners. And the
architect can periodically evaluate the building
to see if it is still operating properly. This means
more than maintenance. The architect can
evaluate the building to see if it still satisfies the
owner’s needs. If those needs have changed, the
architect can help the owner adapt the building
or build anew.

What do | do now?

The architect is the client’s agent in the building
process. The architect’s job is to satisfy the
client’s needs — while recognizing the impact of
the building on future users and the general
public. But the client’s role is important, too. To
prepare for that role — whether you are planning
a building now or not — begin thinking about
the buildings you use already and the ones you
pass every day. Learn all you can about archi-
tecture — from talking with architects, from
books in your public library or from pamphlets
such as this. Your North Carolina Chapter of the
American Institute of Architects has more infor-
mation. Then, when you’re ready to build, you’ll
know what to expect. And architecture won’t be
a mystery.

Produced by the NCAIA Architectural Services Task Force,

J. Hyatt Hammond, FAIA, chairman. Members: Marvin R. A.
Johnson, FAIA; Lloyd G. Walter, AIA; William H. Sigmon, AlA;
C. Robert Shields, AIA; Wesley A. McClure, AlA. Written by
Ernest Wood. Drawings by Wesley A. McClure, AIA. Design
by gary hixson.

Published as a supplement to North Carolina Architect,
January 1978.
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Li: I was wondering, though,
whether or not it’s possible to
do good design, a very
reasonably good building,
with those same materials.

Shawcroft: I think you can. I
think we keep harping back
to craft as a basis of regional
architecture. I think we’re
going to have to accept that
it’s gone. But we have new
crafts. We have the machine.
We have aluminum extru-
sions. We have all these
things. It’s the way we use
them that makes it regional,
I think.

Architect: So you've added
another determinant to
regionalism, besides climate
and topography and that
sort of thing, and that is the
labor market.

Shawcroft: The traditional
labor market, which has
been carpenters in this part
of the world.

Small: When there is a
complete shortage of brick
masons, then you don’t
design a building which is
going to be built in the next
few months out of brick. You
change it to something that
is available.

Architect: You're talking now
about regionalism as prag-
matism. Whatever works in
this time and this place is
regionalism.

Shawcroft: Well, it always
has been. That’s how we
responded originally. Archi-
tecture was pragmatic be-
cause we were not into
ecclecticism or aesthetics or
anything else. We just built.

January/February 1978

Architect: Our talk has
digressed into the specifics of
the building process. Maybe
we should talk about some
specific buildings.

Sawyer: There’s a nice
tobacco barn down the other
side of (laughter) Faison.

Shawcroft: I think, at the risk
of sounding, I don’t know
what, but anyway, there’s
one building that Dan and I
did together a few years back
that I deliberately looked at
from a regional standpoint.
One was the use of brick as a
loadbearing material, an
unfinished material inside
and out. The forms I
borrowed from what I would
say were indigenous North
Carolina: tobacco barns,
single slope roofs and so
forth. And I think we really
worked hard to make enough
overhang on the windows
everywhere to shade the
glass and keep the sun out.
Sun control was built in
through the materials, and
we used basically one
material in the building,
which was brick. That’s the
student center at Fayetteville
State University where I
consciously said, “I want to
do a North Carolina build-
ing.”

Li: I sympathize with what
you’re doing and I think that
that’s a very valid type of
thing to do. The trouble is
that once you get out of the
— and I have to come back
to the domestic scale archi-
tecture. You have to talk
about large spans, several
floors. That vocabulary of
form inevitably gets lost in

large scale.

Shawcroft: I agree. So
perhaps there is a limit. You
talk about skyscrapers.
There’s no point in trying,
perhaps. But this is, what,
30,000 square feet?

Li: Well, I don’t know
whether those forms that I'm
trying to envision you are
describing are North Caro-
linian verses anywhere, you
know? You’re talking about a
pitched roof.

Shawcroft: Well, let’s say that
a flat roof is not a North
Carolina traditional form
because of the rain, leaves
and all the problems we have
with flat roofs.

Sawyer: We’ve done some
rural churches with the
conscious effort to do what
you’re talking about. Frank
Ballard designed one, a
Methodist Church, that
comes fairly close. It was
influenced by tobacco barns.
I think this discussion is sort
of illustrating something I
said before. I think that
domestic architecture is more
likely to become what we
would term regional archi-
tecture, more regionally
influenced, than large build-
ings, public buildings.

Architect: Let me put this
question to Ruth because she
has to go in a couple of
minutes. Historically, in the
last 50 years or so, what do
you see?

Little-Stokes: Any regional
designs of any building type?
Well, I think World War II is
the cut-off point. Most

Westview Meth-
odist Church,
Burgaw: Adapt-
ing forms of to-
bacco barns to
contemporary
work, Ballard,

& McKim and
Sawyer, archi-
tects.

domestic architecture is
regional because we just
have very little Wrightean
influence or International
Style influence going on
around here. But in terms of
commercial and industrial
work, not since World War II.
Public buildings tend to have
regional imagery. Court-
houses usually have been
colonial until quite recently.

Architect: You use the word
“imagery,” which, I'm sure,
in light of our discussion so
far, we would say there is a
big difference between re-
gional imagery and re-
gionalism.

Li: Though I would be the
one to say, “Not neces-
sarily.”

Little-Stokes: Well, imagery
implies something skin deep.
Architects don’t like the
term, but it certainly works
in terms of public appeal and
it’s an inexpensive way to
make a building appeal to
the public. It’s strip archi-
tecture and the public loves
it. And they do that with
their houses.

Architect: Do they love it
because that’s what they
like? Or do they love it
because that’s what’s of-
fered?

Shawcroft: It’s available.

Little-Stokes: Oh, I would
much prefer to eat a
hamburger in a little
Mexican adobe hut than in a
square, brick box. That’s the
kid in me and I think the kid
in most people. Architecture
should be fun as well as
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Right: Dobbs
Building, State
Government
Center, Ra-
leigh: Recog-
nizing that in-
digenous forms
lose their
meaning in
large scale;
Clark, Tribble,
Harris and Li,
architects.

Below: Mu-
seum of the
Cherokee In-

dian, Cherokee;

Relating the
building to its
mountain set-
ting; Six Asso-
ciates, archi-
tects.

being good design.

Shawcroft: When do you get
to the real buildings? How
old do you have to be before
you get to the real ones?

Li: You never tire of the
excitement. And I come back
to the word “fantasy,”
because I think that if you
take the superficial, or the
skin aspect of regionalism,
it’s something that evokes a
feeling of change, of
excitement, of something
comforting, the things that
you relate to historically,
that have value.

Small: I'll bring up another
building, since Brian brought
up one, that as far as I'm
concerned is regional and
exactly opposite of his. It
starts with a flat roof. It’s
out here on Highway 70, the
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insurance building.

Architect: This is one of your
buildings?

Small: Yes, this is one of my
buildings. And this building
has a ten foot veranda — it’s
an office building — it has a
veranda all the way around
it and it has glass walls,
floor to ceiling. It looks like
one floor, but it’s really two.
I did that because I think the
sun is hot here and I think it
rains a lot and it drizzles a
lot and I’'m anxious to keep
the water off a building, off
the glass, and keep the sun
basically off it. And then the
glass is shaded, which
certainly keeps down the
heat load, because I think of
this as being a hot country,
not a cold country.

Architect: And yet a lot of the

details on that building come
from the Miesian Interna-
tional Style.

Small: No question.

Architect: So this is a reinter-
pretation for this place.

Small: Exactly. Absolutely.

Architect: While people are
mentioning some of their
own buildings, what about,
John, something that Six
Associates is doing? The
Cherokee museum won an
award last year and the jury
did cite the concern for the
location as one of the things
it liked about the building.

Rogers: We've done a good
bit of work in Cherokee. And
the Indians request that their
concern for the territory be
expressed. Of course, that’s a
great pleasure. The museum,

of course, was a response to
the mountains behind it. The
Cherokees intended it to be
wood. Just across the street,
an addition to and renova-
tion of the Qualla Art Center
continued much the same
concern. That site was pretty
easy. We normally are faced
with, in little b