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Editor's Message 
H. Keith Sawyers 

T h i s , t h e f ou r th v o l u m e o f Architecture Nebraska, is d i s t i nc t f r o m i ts 
p r e d e c e s s o r s in s e v e r a l r e s p e c t s . F o r e x a m p l e , e a c h of t he p r e v i o u s 
v o l u m e s c o n t a i n e d a s e c t i o n i d e n t i f y i n g r e c i p i e n t s of t h e a n n u a l N e b r a s 
k a S o c i e t y of A r c h i t e c t s D e s i g n A w a r d s . In r e c e n t y e a r s t h e q u a r t e r l y 
m a g a z i n e . Dimensions, p u b l i s h e d j o i n t l y b y t h e U N L C o l l e g e o f 
A r c h i t e c t u r e a n d the N e b r a s k a S o c i e t y o f A r c h i t e c t s , h a s a s s u m e d re 
spons ib i l i t y fo r p u b l i c i z i n g t h e r e s u l t s o f t h e a w a r d s p r o g r a m . R e a s s i g n 
m e n t o f th is n e w s s e g m e n t to a q u a r t e r l y p u b l i c a t i o n is pa r t i cu la r l y 
a p p r o p r i a t e w i t h r e g a r d t o t h e t i m e l y n a t u r e o f t h e s u b j e c t m a t t e r a n d t h e 
e v o l v i n g m i s s i o n of Architecture Nebraska. C o n s e q u e n t l y , r e a d e r s w i l l 
no t f i nd a c o m p l e t e l i s t ing o f t h e a n n u a l d e s i g n a w a r d s r e c i p i e n t s in th is 
v o l u m e . 

A n o t h e r po ten t i a l l y s i g n i f i c a n t c h a n g e i n t r o d u c e d in t h i s v o l u m e i n v o l v e s 
a n e x p a n s i o n in t h e s c o p e of t h e a u t h o r s h i p o f s t u d e n t w o r k s e l e c t e d for 
p u b l i c a t i o n . S i n c e its i n c e p t i o n in 1 9 7 6 , t h e m a g a z i n e ' s s t u d e n t c o n t r i b u 
t o r s w e r e l im i ted t o t h e g r a d u a t e s e m i n a r in a r c h i t e c t u r a l c r i t i c i s m . T h e 
p r e s e n t v o l u m e d i s c a r d s t h a t r e s t r i c t i v e p o l i c y a n d c o n t a i n s e s s a y s 
s e l e c t e d f r o m c o u r s e w o r k in h i s t o r y a n d t h e o r y in a d d i t i o n to c r i t i c i s m . 
Idea l l y , f u tu re v o l u m e s w i l l c o n t a i n w o r k f r o m a n e v e n b r o a d e r s p e c t r u m 
of p r o f e s s i o n a l a n d i n t e l l e c t u a l a c t i v i t i e s . 

O r g a n i z a t i o n o f t h e p r e s e n t v o l u m e a c k n o w l e d g e s t h r e e s u b j e c t a r e a s . 

T h e f i rs t four e s s a y s c r i t i ca l l y e x a m i n e s e v e r a l b u i l d i n g p r o j e c t s in L i n 

c o l n . T h e f o r m s o f c r i t i c i s m e m p l o y e d v a r y q u i t e c o n s i d e r a b l y a n d i l lus

t ra te t he r a n g e of t e c h n i q u e s a v a i l a b l e t o t h e c r i t i c for m a k i n g a p u r p o s e 

fu l r e s p o n s e . W e a r e p r o u d to b e a b l e to i n c l u d e a m o n g t h e s e e s s a y s a 

c r i t i q u e by a n a l u m n u s , J a m e s M u r p h y o f Progressive Architecture 

m a g a z i n e . 

T h e s e c o n d se t o f f o u r e s s a y s g r a p p l e w i t h t h e o r e t i c a l t o p i c s o f c u r r e n t 
i n t e r e s t a n d s i g n i f i c a n c e . T h i s s e c t i o n c o m m e n c e s w i t h a t h o u g h t -
p r o v o k i n g e s s a y b y P r o f e s s o r P a t r i c k H o r s b r u g h w h o m a n y r e a d e r s w i l l 
r eca l l t a u g h t a t t h e U n i v e r s i t y o f N e b r a s k a i n t h e e a r l y s i x t i e s . S i n c e t h a t 
t i m e P r o f e s s o r H o r s b r u g h h a s d i r e c t e d h i s s e e m i n g l y b o u n d l e s s e n e r g y 
to n u m e r o u s n o t e w o r t h y p u r s u i t s i n c l u d i n g c r e a t i o n o f t h e E n v i r o n i c 
F o u n d a t i o n I n t e r n a t i o n a l . 

H i s t o r i c a l s u b j e c t s a r e t h e f o c u s o f a t t e n t i o n i n t h e f i n a l s e t o f f i v e 

e s s a y s . T h e f i rst o f t h e s e , a n i n s p i r i n g t r i b u t e b y P r o f e s s o r D a l e G i b b s , 

a c c o m p a n i e s a p h o t o g r a p h i c e x h i b i t i o n l o c a t e d in a n d f e a t u r i n g t h e 

N e b r a s k a S t a t e C a p i t o l . 

F u t u r e v o l u m e s o f Architecture Nebraska w i l l c o n t i n u e t o b e d e v o t e d t o 
i s s u e s a n d t o p i c s a s s o c i a t e d w i t h h i s t o r y , t h e o r y a n d c r i t i c i s m o f t h e bu i l t 
e n v i r o n m e n t . H o p e f u l l y , t h e r a n g e o f s u b j e c t m a t t e r a n d a u t h o r s h i p w i l l 
c o n t i n u e t o f l o u r i s h a n d e x p a n d . If y o u w o u l d l i ke t o p a r t i c i p a t e in t h i s 
o n g o i n g d i s c u s s i o n s e n d a n a b s t r a c t o f y o u r e s s a y t o : 

E d i t o r i a l B o a r d 
Architecture Nebraska 
c / o P r o f e s s o r K e i t h S a w y e r s 
C o l l e g e o f A r c h i t e c t u r e 
U n i v e r s i t y o f N e b r a s k a 
L i n c o l n , N e b r a s k a 6 8 5 8 8 





Wick Alumni Center 
James Murphy 

N o c o m p e t i t i o n is e a s y , e i t h e r fo r t h e e n t r a n t s or , to a d e g r e e , t h e j u r o r s . 
At t he o u t s e t it s h o u l d b e n o t e d t h a t t h e t e n c o m p e t i t o r s fo r t h e W i c k 
A l u m n i C e n t e r f a c e d v e r y h e a v y s i t e a n d c o n t e x t b u r d e n s . A n o b s e r v e r 
n e e d o n l y look a t a s i te p l a n o f t h e l a n d at 1 6 t h a n d R S t ree t s to s e e the 
t ip of t ha t i c e b e r g . F u r t h e r , l o d g e d a m o n g s o r o r i t y h o u s e s , f r a te rn i t y 
h o u s e s , a n d t h e u n i n s p i r e d m o n o l i t h t ha t is t h e H i s to r i ca l S o c i e t y , t he 
bu i l d i ng d e s i g n w a s a s k e d to r e s p o n d in t o o m a n y d i r e c t i o n s to s a y that 
t h e r e was a n y c o h e s i v e c o n t e x t . 

H a v i n g , in e f f ec t , b e e n a w a y f r o m N e b r a s k a s i n c e 1 9 6 5 , it w a s d i f f icu l t 
for t he wr i te r to re tu rn to c h a i r a j u r y r e v i e w i n g d e s i g n s in s o m e c a s e s 
m a d e by f r i e n d s , c l a s s m a t e s , a n d c o n t e m p o r a r i e s . It is a m a t t e r o f re
c o r d , n o w , w h o d id n o t g e t c h o s e n ; b u t it s h o u l d a l so be r e c o r d e d tha t 
the N e b r a s k a - b a s e d p r e s e n t a t i o n s w e r e a s p r o f e s s i o n a l as the i r n a t i o n 
a l c o m p e t i t o r s — i n s o m e c a s e s m o r e . T h e r e w e r e e l e m e n t s o f d e s i g n 
br i l l i ance a m o n g t h e m , in f ac t . 

M a n y of t h e d e s i g n s o l u t i o n s , h o w e v e r , t i l ted a t w h a t t he j u r y fel t w e r e 
the w r o n g w i n d m i l l s . Fo r i n s t a n c e , s o m e m a d e w h a t l o o k e d l ike a t t e m p t s 

The product of a national competition, the winning entry for the Wick 
Alumni Center, University of Nebraska-Lincoln (awarded a citation by 
P r o g r e s s i v e A r c h i t e c t u r e magazine in 1982), was designed by Gwath-
mey Siegel and Associates Architects, New York City. The two finalists 
selected from the initial round of the competition, MLTW/Turnbull 
Associates, San Francisco, and Gwathmey Siegel and Associates 
Architects, were invited to submit more refined designs for the final 
round of judging. The graphics which accompany this article, excluding 
the photograph on the opposite page, illustrate both designs at the 
concluding phase of the competition (the MLTW/Turnbull Associates 
design appears on page 9). A later revision of the winning design, shown 
by the model, is presently under construction. 

t o b e " c o n t e x t u a l , " y e t a t t ha t s c a l e w o u l d h a v e f a i l e d e v e n h a d t h e r e 

b e e n a c o n t e x t . In s o m e c a s e s roo f l i nes s e e m e d w r o n g , in o t h e r s 

m a t e r i a l s a n d m a s s i n g . 

O t h e r w e l l - i n t e n t i o n e d e n t r i e s m a d e m u c h o f a c o n n e c t i o n w i t h t h e n u c 
l eus o f t h e c a m p u s t h r o u g h t h e p a r k i n g lot to t h e n o r t h w e s t . W h i l e t h i s is 
n o t a n u n w o r t h y a s p i r a t i o n , it f o r c e d s u c h c o n t o r t i o n s in p l a n t h a t a w k 
w a r d c o n d i t i o n s a b o u n d e d . A r e l a t e d resu l t o c c u r r e d w i t h a t t e m p t s t o 
in fe r a d i a g o n a l a x i s to c o n n e c t w i t h t h e C e n t e n n i a l M a l l . O n e s u b m i s 
s i o n l a c k e d a n y e v i d e n c e of p r o f e s s i o n a l i s m or e v e n m u c h t h o u g h t , a n d 
p r o m p t e d t h e j u r y to b a s i c a l l y d i s r e g a r d it a n d w o n d e r w h y t h e e n t r a n t 
b o t h e r e d . 

H o w e v e r , t h e o n e a p p r o a c h t h a t t h e j u r y fe l t c a u s e d s o m e s c h e m e s 
p r o b l e m s w a s a n a x i a l p a r t i , e a s t to w e s t , a l o n g t h e R S t r e e t s i d e o f t h e 
s i t e . S i n c e th is w a s t h e n a r r o w leg o f t h e L - s h a p e d l a n d p a r c e l , it s e v e r e 
ly r e s t r i c t e d b u i l d i n g d i m e n s i o n s a f t e r p r o p e r t y l i ne s e t b a c k s w e r e c o n s i 
d e r e d . O n e s c h e m e , a v e r y w e l l - d e s i g n e d s o l u t i o n o t h e r w i s e , f a i l e d b e 
c a u s e of t h i s d i r e c t i o n to g a i n j u r y s u p p o r t to c o n t i n u e i n t o p h a s e t w o 
j u d g i n g . It w a s fe l t t h a t , w h i l e t h e t w o f i n a l i s t s t h a t d i d e m e r g e w e r e g i v e n 
j u r y r e c o m m e n d a t i o n s , t h e a x i a l e n t r y w o u l d n e e d m a j o r , if n o t t o t a l , 
r e d e s i g n . T h i s , it s e e m e d , w o u l d b e u n f a i r in s e v e r a l d i r e c t i o n s a t o n c e . 
F i r s t , t h e b u r d e n o n t h a t e n t r a n t ; s e c o n d , u n e q u a l o p p o r t u n i t i e s t o s t a r t 
a g a i n b y o t h e r e n t r a n t s w h o c h o s e s u c h a x i a l g o a l s ; a n d t h i r d , e v e n w i t h 
a n o t h e r o p p o r t u n i t y , m o n u m e n t a l e f f o r t w o u l d h a v e t o b e e x p e n d e d t o 
e v e n o u t t h e l e a d o f t h e o t h e r t w o . 

W i t h t h e f i e ld n a r r o w e d to t w o , t h e j u r y m a d e its s u g g e s t i o n s t o t h e 
f i na l i s t s . A r e q u e s t w a s m a d e t h a t a m o d e l b e s u b m i t t e d , a n d c e r t a i n 
p r o b l e m a r e a s b e a d d r e s s e d ; a n d t h e a r c h i t e c t s w e n t b a c k t o r e f i n e . T h e 
j u r y w a s e x c i t e d b y t h e f ac t t ha t , w h i l e b o t h d e s i g n s c h o s e t h e n a r r o w 
leg of t h e s i t e for t h e g a r d e n a n d bu i l t o n t h e w i d e r w e s t e n d , t h e y w e r e 
v e r y d i f f e r e n t . 



o a 

W h a t w a s a d m i r a b l e t o m a n y j u r o r s a b o u t W i l l i a m T u r n b u l l ' s p r o p o s a l 
w a s i ts w a r m t h — t h e f e e l i n g t h a t it w o u l d b e a f e s t i v e , h a p p y , e a s y g o i n g -
b u t - p r o p e r l y - d e c o r o u s p l a c e to h a v e e v e n t s . I ts g r e a t ha l l w a s just tha t , 
a l b e i t o n t h e s e c o n d f l oo r . I ts c a s u a l f r on t s ta i r , c a s c a d i n g d o w n f r o m a 
v e r a n d a h - l i k e o v e r l o o k , c r a d l e d t h e g a r d e n in a c h a r m i n g m a n n e r . Bu t , 
a s m e n t i o n e d , t h e r e w e r e p r o b l e m s . P r o c e s s i o n to t h e G r e a t Hal l w a s 
n o t a s s m o o t h a s it c o u l d b e ; t h e g a t e / a r c h u n d e r t h e b e g u i l i n g f ront s ta i r 
w a s a b i t m i s e r l y w i t h i ts w e l c o m e ; t h e b a c k p o r t i o n of t h e bu i ld ing 
s e e m e d u n r e s o l v e d . T h e s e c o n d p h a s e c o m p e t i t i o n r e s u l t , fo r the j u r y , 
s e e m e d t o fa i l t o i m p r o v e t h e f i rs t s c h e m e . T o m a n y , it s e e m e d to l e s s e n 
i ts q u a l i t y . O n f i r s t , s e c o n d , t h i r d , a n d s u b s e q u e n t i n s p e c t i o n s , t h e 
G w a t h m e y S i e g e l e n t r y s h o w e d t h e f a s t i d i o u s c a r e for w h i c h the f i rm is 
k n o w n . A n i m p e c c a b l e p r e s e n t a t i o n o f a n o b v i o u s l y w e l l - u n d e r s t o o d 
c o n c e p t , n a y , b u i l d i n g , s h o w e d t h e j u r y a c o n f i d e n c e a n d a c o m m i t m e n t 
to t h e p r o b l e m . L i k e t h e T u r n b u l l e n t r y , it d i d n ' t c a r r y t h e s e a r c h fo r 
c o n t e x t u a l i s m to e x t r e m e s . Bu t , u n l i k e t h e o t h e r p a r t i , t h i s w a s m o r e 
f o r m a l . S t i l l , it h a d t h e f e e l tha t it w o u l d e l e v a t e a n d c e l e b r a t e a n d i nsp i re 
o n a d i f f e r e n t l e v e l . T h e c o m b i n a t i o n o f c r a f t s m a n s h i p a n d d e s i g n sk i l l 
w e r e s o m e w h a t i n s p i r a t i o n a l , a n d t h e j u r y r e s p o n d e d to t h e c o n f i d e n c e 
a n d c o m m i t m e n t p o s i t i v e l y . 

B u t n o t h i n g is p e r f e c t . T h e f r o n t f a c a d e s e e m e d to t h e j u r y a lmos t t oo 
s l i c k . It n e e d e d , if n o t h u m a n i z i n g , a t l e a s t s o m e r e c o g n i t i o n of t h e l i gh t 
a t r i u m i n s i d e a n d s o m e w e l c o m e at t h e e n t r y . I n s t e a d of a u n i f o r m R 
S t r e e t f a c a d e , t h e c o m m e n t s s u g g e s t e d " e r o d i n g " t h e g a r d e n c o r n e r . 
P h a s e t w o b r o u g h t t h e d e s i g n w e l l i n t o t h e r a n g e t ha t c o u l d b e dea l t w i t h 
i n a n o r m a l a r c h i t e c t / c l i e n t r e l a t i o n s h i p . 

W h i l e t h e r e w a s a n a d v o c a t e o f t h e T u r n b u l l s c h e m e un t i l t h e e n d , a n d 
c o n s i d e r a b l e s y m p a t h y for i ts i d e a l s , it w a s G w a t h m e y S i e g e l w h o w o n . 
S i n c e t h a t a n n o u n c e m e n t , s e v e r a l c h a n g e s h a v e t a k e n p l a c e . T h e 
f a c a d e m a t e r i a l c h a n g e d f r o m f l a m e f i n i s h e d g r a n i t e to br ick , for budge t 
r e a s o n s . C e r t a i n s p a c e s w e r e t r i m m e d to cu t b a c k a r e a f i g u r e s , a n d the 
R S t ree t e l e v a t i o n w a s a l t e r e d in r e s p o n s e t o ea r l i e r c o m m e n t s . 

A s k e d a b o u t t h i s c o m p e t i t i o n a n d i ts e x e c u t i o n . C h a r l e s G w a t h m e y sa id 
he fel t it w a s w e l l c o n c e i v e d a n d " e x t r e m e l y fa i r . " 'I t h o u g h t that the 
s e c o n d r o u n d , a s p a i n f u l a s it w a s , w a s a v e r y g o o d i d e a , ' G w a t h m e y 
s a i d . " B e c a u s e , w i t h c o m m e n t s , it a l l o w e d t h e u s e r s t o s e e h o w 
a rch i t ec t s r e s p o n d in t h e p r o c e s s . I t h i nk ou r b u i l d i n g i m p r o v e d a lot in 
t he s e c o n d p h a s e . I t h i nk w h e n y o u c o m m i t y o u r s e l f to d o i n g a c o m p e t i 
t i on y o u a re in a v e r y e n e r g i z e d a n d c o n c e n t r a t e d t i m e , a n d y o u real ly 
c a n t w i n g it. It s a n o b l i g a t i o n . T h e r e h a v e b e e n o t h e r c o m p e t i t i o n s 
w h i c h — a n d I d o n ' t m e a n t h i s d e r o g a t o r i l y — a r e b y the i r v e r y na tu re 
r i g g e d ; g e o g r a p h i c a l l y it c a n b e o u t of b a l a n c e , o r t h e j u r y m a y not be 
r e p r e s e n t a t i v e . In a l l p h a s e s , I t h o u g h t th is c o m p e t i t i o n w a s ter r i f i c . " 

G w a t h m e y a n d h i s p a r t n e r R o b e r t S i e g e l h a v e d o n e w o r k o n o ther 
c o l l e g e c a m p u s e s , i n c l u d i n g P r i n c e t o n . C o l u m b i a , a n d t h e S t a t e Un i 
ve rs i t y of N e w Y o r k at P u r c h a s e . " I l i ke to w o r k in c o n d i t i o n s l i ke t h e s e , " 
G w a t h m e y s a y s , " b e c a u s e o f t h e c o n t e x t o r t h e an t i - con tex t . T h e bu i ld 
ings h a v e a k i n d of p u b l i c p r e s e n c e . " 
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B e s i d e s t h e " e r o s i o n s " o n t h e s o u t h f a c a d e , w h i c h wi l l be l ined w i t h 
g r e e n s l a t e , o the r p l a n m o d i f i c a t i o n s w e r e m a d e . T h e g a r d e n - r e c e p t i o n 
r e l a t i o n s h i p w a s m a d e s t r o n g e r , e s t a b l i s h i n g a c r o s s - a x i s in t he p r o c e s 
s i o n t o w a r d t h e g r e a t h a l l . R e f i n e m e n t s i n o t h e r a r e a s a r e t h e resu l t o f 
m o r e s p e c i f i c p r o g r a m i n p u t b y t h e c l i e n t . G w a t h m e y f i nds t h e c h a n g e to 
br ick o u t s i d e a pos i t i ve s t e p . L i m e s t o n e w o u l d h a v e b e e n a "d isas te r " 
nex t to t h e H is to r i ca l S o c i e t y , h e f e e l s , a n d t h e g r a n i t e w o u l d h a v e m a d e 
the b u i l d i n g " a - c o n t e x t u a l . " "By u s i n g t h e b r i ck , w e a l m o s t l i tera l ly f r a m e 
t h e a r c h i v e b u i l d i n g , w i t h t h e l a r g e l y b r i c k S t u d e n t U n i o n , t o c o m p l e t e 
t h e T ' w i t h t h e m a l l . " C o i n c i d e n t a l l y , t h e b r i c k c h o s e n t u r n s ou t to b e a 
N e b r a s k a p r o d u c t . 

In d e s c r i b i n g h is f e e l i n g s a b o u t t h e W i c k b u i l d i n g c o m m i t t e e , G w a t h m e y 
s e e s t h e m e m b e r s a s b e i n g v e r y s t r o n g . "I d o n ' t w a n t to s a y tha t t h e y 
d idn ' t h a v e a n y p r e c o n c e p t i o n s , b u t t h e y ' r e v e r y g o o d l i s t e n e r s , " he 
s a y s . "They respec t e x p e r t i s e , t h e y h a v e a l w a y s b e e n v e r y so l id . T h e y 
a c c e p t t h e fact tha t the i r a e s t h e t i c b i a s m a y b e d i f f e ren t , t ha t t h e y t h e m 
s e l v e s m i g h t n o t h a v e c h o s e n th i s p a r t i c u l a r pa r t i ; bu t o n c e it w a s 
a c c e p t e d , t h e y ' v e b e e n t o t a l l y s u p p o r t i v e . T h e y ' v e b e e n t h a t i n v o l v e d in 
t he p r o c e s s tha t the i r o w n p r e c o n c e p t i o n s h a v e b e e n b r o k e n d o w n . It 's 
i n t e r e s t i n g , w h e n c l i e n t s a r e o p e n , t h a t t h e y s e e tha t a l t e r n a t i v e s , t he 
o t h e r o p t i o n s , c a n b e a s v a l i d , a n d t h e y l e a r n . " 

B e c a u s e of i ts u n i q u e p r o g r a m , t h e a l u m n i c e n t e r m a d e t h e a r c h i t e c t s 
t a k e a f r e s h l o o k a t c e r t a i n a s p e c t s o f t he i r w o r k . G w a t h m e y s a y s , " T h a t 
b u i l d i n g e l i m i n a t e d , fo r u s , a l l o f t h e s t y l i s t i c n o t i o n s w e m a y h a v e h a d . 
T h e m o d e l of t h e R e n a i s s a n c e P a l a c e c o m e s t o m i n d — I ' m t a l k i n g a b o u t 
t he u r b a n m o d e l , no t t h e c o u n t r y m o d e l — b e c a u s e it is s u c h a s o l i d 
m a s s , b a s i c a l l y . It is a b o u t a c o u r t , e v e n t h o u g h i t ' s n o t a c o u r t , i t ' s a b i g 
ve r t i ca l s p a c e . It is t h e o r i e n t a t i o n , t h e r e f e r e n t i a l s p a c e t h r o u g h o u t t h e 
b u i l d i n g ; a n d t h e n w e sh i f t t h e l i te ra l c o u r t i n t o t h e g a r d e n . I t h i n k t h a t , if 
i t 's bu i l t w e l l , it w i l l be a b u i l d i n g w i t h a v e r y s t r o n g p r e s e n c e , a n d y e t s t i l l 
h a v e a v e r y n i c e s c a l e a b o u t i t . " 

A n y o n e w h o h a s s e e n a n y G w a t h m e y S i e g e l w o r k k n o w s t h a t it p r e s u p 
p o s e s a h i g h l e v e l o f e x e c u t i o n sk i l l s . It is n o w in t h a t p h a s e o f t h e w o r k 
w h e r e it c a n b e c o m e m o r e t h a n a g o o d d e s i g n i d e a ; it c a n b e c o m e f i n e 
a r c h i t e c t u r e . I ts a r c h i t e c t s h a v e p o u r e d m o r e t h a n a s t a n d a r d a m o u n t o f 
d e d i c a t i o n , t i m e , a n d t a l en t i n to t h e W i c k . F o r t h o s e o f u s o n t h e j u r y , 
a n d e s p e c i a l l y fo r t h i s f o r m e r L i n c o l n i t e , t h e i n t e n t w a s t o h e l p N e b r a s k a 
a l u m n i g e t t h e b e s t . It is w i t h i n o u r r e a c h ; t h i s s h o u l d b e a n o u t s t a n d i n g 
b u i l d i n g . 
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Pound Junior High School Addition 
Michael Roach 

A r c h i t e c t u r e a s a p r o c e s s c o n c e r n s t h e c r e a t i o n o f t h e v i s u a l e n v i r o n 
m e n t f o r a l l o f m a n k i n d to f r e e l y e x p e r i e n c e a n d y e t t h i s c r e a t i v e p r o c e s s 
i s e x e r c i s e d b y a r e l a t i v e l y s m a l l g r o u p o f p r o f e s s i o n a l s — a r c h i t e c t s . T h e 
p o i n t b e i n g m a d e is t h a t t h e a r c h i t e c t h a s a g r e a t r espons ib i l i t y to 
h u m a n i t y t o p r o v i d e a n e n v i r o n m e n t t ha t is b o t h a s a t i s f y i n g a n d a 
v i s u a l l y p l e a s i n g e x p e r i e n c e . B r e n t B r o l i n o b s e n / e s : 

Y e t w e i n s p i r e e v e r y o n e to p r o c e e d a s t h o u g h he o r s h e 
w a s o n e of t h e s e r a r e c r e a t o r s , r a t h e r t h a n e n c o u r a g i n g 
t h e m t o m a k e c i v i l i z e d , s o u n d l y d e s i g n e d b u i l d i n g s tha t 
h e l p e s t a b l i s h a s e n s e of v i s u a l c o n t i n u i t y in t h e c o m m u n 
i ty . A s a resu l t , t o o m a n y of t o d a y ' s a r c h i t e c t s fee l t ha t t h e y 
w i l l s o m e h o w p r o s t i t u t e t h e m s e l v e s if t h e y b u i l d a n y t h i n g 
l e s s t h a n u n i q u e i n f o r m o r c o n c e p t . ^ 

It is t h i s i d e a l of v i s u a l c o n t i n u i t y t ha t m u s t g u i d e t h e c r e a t i v e p r o c e s s 
i n v o l v e d w i t h t h e d e s i g n of a d d i t i o n s to e x i s t i n g s t r u c t u r e s . T h i s a u t h o r 
d o e s n o t a d v o c a t e r o t e c o p y i n g of b u i l d i n g s b u t in t h e c i r c u m s t a n c e of 
a n a d d i t i o n , p a r t i c u l a r l y t ha t of a s m a l l a d d i t i o n to a l a r g e e x i s t i n g s t ruc 
t u r e , a h a r m o n i o u s " v i s u a l t e x t u r e " m u s t b e a n i m p o r t a n t ove ra l l o b j e c 
t i v e o f t h e d e s i g n s o l u t i o n . A n a p p r o a c h a i m e d a t d i s r e g a r d i n g t h e ex 
i s t i n g v i s u a l t e x t u r e for t h e s a k e of p e r s o n a l e x p r e s s i o n o r fo r re f lec t ing 
t h e " s t y l e o f o u r t i m e s " is s i m p l y i r r e s p o n s i b l e a r c h i t e c t u r e . T h e 
a r c h i t e c t ' s r e s p o n s i b i l i t y . " B r o l i n s t a t e s , " i s n o t a b l y d i f f e r e n t f r o m that of 
o t h e r a r t i s t s . P a i n t i n g s h a n g in m u s e u m s ; p e o p l e c a n c h o o s e w h e t h e r or 
n o t t h e y w a n t to s e e t h e m . A r c h i t e c t u r e i n t r u d e s , w i t h o u t inv i ta t ion . 

Bahr, Vermeer & Haecker. Architects, Ltd., (Omaha and Lincoln, NE) 
received an award for the addition and remodeling of Pound Junior High 
School, Lincoln, Nebraska, in the 1981 Nebraska Society of Architects 
Design Competition. Jury members included Charles Gwathmey. 
Gwathmey Siegel and Associates Architects, New York City: William 
Pedersen, Kohn Pedersen Fox Associates, New York City and F. Tho
mas Schmitt, F. T. Schmitt Architects, New York City. 

e v e r y o n e ' s d a i l y l i f e . " ^ W e m u s t d e s i g n a d d i t i o n s w i t h th is in m i n d if w e 
a r e to a v o i d p r o b l e m s a s s o c i a t e d w i t h v i s u a l i n c o n g r u i t y a n d d i s t rac t i on . 

A se r i es of o b j e c t i v e s c a n b e la id o u t f r o m w h i c h to j u d g e the des ign 
qua l i t y of b u i l d i n g s w i t h i n t h e c a t e g o r y at h a n d , m o r e n a r r o w l y de f i ned 
a s s m a l l a d d i t i o n s to e x i s t i n g s t r u c t u r e s . T h e s e o b j e c t i v e s a r e based 
u p o n the i dea o f a h a r m o n i o u s v i s u a l t e x t u r e a s d i s c u s s e d ear l ie r . T h e y 
a re a s f o l l o w s : 

1) A n o v e r a l l " b l e n d i n g " w i t h t h e ex i s t i ng a e s t h e t i c o r s ty le . 
2) T h e m a s s i n g e l e m e n t s m u s t not o v e r p o w e r bu t s h o u l d en 

h a n c e t h e e x i s t i n g c o m p o s i t i o n . 

3) T h e b a s i c c o m p o s i t i o n , w h e t h e r h o r i z o n t a l o r ve r t i ca l , shou ld 
be c o n t i n u e d o r r e i n f o r c e d . 

4) A n y r e p e t i t i o u s o r r h y t h m i c p a t t e r n s s h o u l d re f lec t t h e m s e l v e s 
in t h e a d d i t i o n ( f u n c t i o n a l c o n s i d e r a t i o n s m a y d i c t a t e d i f fe rent 
ly)-

5) T h e u s e of m a t e r i a l s s h o u l d b e s y m p a t h e t i c w i t h t he ex is t ing 
s t r u c t u r e . 

T h e s e g u i d e l i n e s , a s t h e r e a d e r s h o u l d n o t e , a r e no t I n t e n d e d to fo rce 
the d e s i g n e r s i n to c o m p r o m i s i n g p o s i t i o n s bu t . ra ther , t h e y p r o v i d e s im
p le o b j e c t i v e s t h r o u g h w h i c h h e m a y fu l ly e x e r c i s e h is c rea t i v i t y wi th a n 
ove ra l l g o a l a l w a y s in m i n d — t o b u i l d u p o n a n d e n h a n c e a g i v e n v isual 
c i r c u m s t a n c e . 

P o u n d J u n i o r H i g h S c h o o l is a s i m p l e t w o - s t o r y , b n c k s t r u c t u r e built in 
1 9 6 3 , T h e o r i g i n a l b u i l d i n g w a s c o m p o s e d of e s s e n t i a l l y rect i l inear 
f o r m s ; t h e m o s t a p p a r e n t , a n d a l s o t h e po r t i on th is r e v i e w wi l l f ocus 
a t t e n t i o n u p o n , b e i n g t h e c l a s s r o o m a d m i n i s t r a t i o n b l o c k w h i c h signi f i 
c a n t l y i n f l u e n c e s t h e c h a r a c t e r o f t h e f ron t ( w e s t ) f a c a d e . T o w a r d the 
s o u t h e n d of t h e f a c a d e a so f t , s e r p e n t i n e - s h a p e d po r t i co c r e a t e s the 
m a i n en t r y a n d p r o v i d e s a n o p e n a n c i l l a r y s p a c e b e n e a t h it. J u s t nor th of 
t h i s p o r t i c o a r e c l a s s r o o m s , w h i c h r e v e a l t h e m s e l v e s o n t h e f a c a d e b y 
the r epe t i t i ous u s e of a f e n e s t r a t i o n de ta i l a u g m e n t e d b y t a n a n d c o m 
m o n red b r i ck , a p a t t e r n r e p e a t e d o n the o p p o s i t e (eas t ) f a c a d e . 



T h e s c h o o l i s l o c a t e d in a s u b u r b a n c o n t e x t a n d h a s s e n / e d th is n e i g h 
b o r h o o d w i t h a d e q u a t e fac i l i t i es un t i l r e c e n t t i m e s , w h e n m o r e e m p h a s i s 
h a s b e g u n t o b e p l a c e d u p o n e x p a n d e d u s e a n d m o r e v a r i e d t y p e s of 
m e d i a in t he e d u c a t i o n p r o c e s s . A r o u n d 1 9 7 9 s c h o o l o f f i c ia ls c a m e to 
t h e rea l i za t i on t h a t P o u n d S c h o o l d i d n o t h a v e t h e fac i l i t i es to a d e q u a t e 
ly r e s p o n d to th is n e w d i r e c t i o n in e d u c a t i o n a n d p l a n n i n g c o m m e n c e d 
o n a n a d d i t i o n . T h e p r o g r a m c o n s i s t e d o f a d d i n g a m e d i a c e n t e r , n i n e 
c l a s s r o o m s , a n d t w o r e a d i n g l a b s — a s m a l l a d d i t i o n , bu t a n i m p o r t a n t 
o n e f r o m a n e d u c a t i o n a l s t a n d p o i n t . T h e p r o g r a m a l s o c a l l e d fo r s o m e 
in ter io r r e m o d e l i n g w o r k w i t h i n t h e e n t r y s p a c e w h i c h wi l l no t b e d i s c u s 
s e d h e r e . 

If w e s tep b a c k f r o m t h e s c h o o l , a g e n e r a l a s s e s s m e n t o f v i s u a l c o n t i n u i 
ty b e t w e e n t h e o r i g i n a l s t r u c t u r e a n d t h e a d d i t i o n c a n be m a d e . F r o m 
th i s v a n t a g e po in t it c a n b e o b s e r v e d t h a t t h e o b j e c t i v e w a s to b l e n d t h e 

a d d i t i o n w i t h t h e o r i g i n a l — t o e n h a n c e t h e v i s u a l t e x t u r e o f t h e b u i l d i n g . 
In t h i s r e s p e c t , t h e a d d i t i o n to t h e P o u n d S c h o o l h a s b e e n s u c c e s s f u l . A t 
a b r ie f g l i m p s e t h e s c h o o l a p p e a r s to b e a c o n t i n u o u s w h o l e . T h e 
a r c h i t e c t s h a v e a c k n o w l e d g e d t h e p r i m a r y v i s u a l e l e m e n t s of t h e o r i g i n 
a l s t r u c t u r e a n d bu i l t u p o n t h e s e to c r e a t e a h a r m o n i o u s c o m p o s i t i o n . 

It is t h r o u g h m a n i p u l a t i o n o f m a s s i n g w h e r e t h e a r c h i t e c t s h a v e m o s t 
s t r o n g l y e x e r c i s e d t h e i r c r e a t i v i t y . B a s i c a l l y , t h e y d e v e l o p e d a r e c t i l i n e a r 
a d d i t i o n t o a n e x i s t i n g r e c t i l i n e a r c o m p o s i t i o n . T h e a d d i t i o n , h o w e v e r , is 
m a d e u p o f s m a l l e r e l e m e n t s , a r r a n g e d in a m a n n e r t h a t a t t e m p t s t o 
a c h i e v e s e v e r a l o b j e c t i v e s ; a c o n t i n u a t i o n of t h e o r i g i n a l s c h o o l a l o n g a n 
e s t a b l i s h e d s e t b a c k , a n e w n o r t h e l e v a t i o n s i m i l a r in p r o p o r t i o n a n d 
s c a l e t o t h e o r i g i n a l n o r t h f a c e o f t h e s c h o o l , a n d a l s o a s e n s e o f te r 
m i n a t i o n b y t h e c r e a t i o n o f a l a r g e n o d a l e l e m e n t a t t h e e n d o f t h e 
c l a s s r o o m w i n g . T h e s e o b j e c t i v e s a p p e a r to h a v e b e e n s u c c e s s f u l l y 
a c h i e v e d in t h e d e s i g n o f a n a d d i t i o n w h i c h e n h a n c e s t h e o r i g i n a l c o m 
p o s i t i o n . B u t , u n f o r t u n a t e l y , a d e s i g n f l a w is to b e f o u n d in t h e s e r p e n t i n e 
w a l l o n t h e f r o n t ( w e s t f a c a d e ) . I ts p u r p o s e i s e s s e n t i a l l y t o b a l a n c e t h e 
s e r p e n t i n e f o r m of t h e o r i g i n a l e n t r a n c e . A l t h o u g h t h e s t o n e w i n g w a l l is 
r e i n t r o d u c e d w i t h a v o i d b o t h t h r o u g h it a n d b e h i n d i t , t h e s e r p e n t i n e w a l l 
to w h i c h it is a pa r t b e c o m e s a n o v e r p o w e r i n g e l e m e n t in t h e o v e r a l l 
c o m p o s i t i o n o f t h e s c h o o l . T h i s is d u e t o t w o c r u c i a l e r r o r s : 1) t h e c u r v a 
t u r e o f t h e w a l l is o v e r l y e m p h a s i z e d a s c o m p a r e d t o t h a t of t h e s u b t l e 
c u r v e of t h e e n t r y ; a n d 2 ) m o r e i m p o r t a n t l y , t h e w a l l is a n o p a q u e m a s s 
w h i l e t h e e n t r y is a l m o s t e n t i r e l y a t r a n s p a r e n t v o i d . T h e s e c o n t r a d i c 
t i ons s e r i o u s l y c o m p r o m i s e t h e d e s i r e d v i s u a l c o n n e c t i o n s b e t w e e n t h e 
t w o s e r p e n t i n e f o r m s . 

T h e a d d i t i o n r e s p o n d s w e l l to t h e s t r o n g l y h o r i z o n t a l c o m p o s i t i o n o f t h e 
o r i g i n a l s c h o o l . It i s a n e x t e n s i o n o f a t w o - s t o r y e l e m e n t w i t h a n o t h e r , 
s m a l l e r t w o - s t o r y e l e m e n t . T h e v o l u m e s t h u s c r e a t e d b y t h e a d d i t i o n a r e 
e s s e n t i a l l y d e r i v e d f r o m t h e o r i g i n a l s c h o o l b u i l d i n g . B y m a n i p u l a t i n g 
t h e s e v o l u m e s , t h e a r c h i t e c t s h a v e a v o i d e d a m o n o t o n o u s e x t e n s i o n o f 
t h e o r i g i n a l s c h o o l b u i l d i n g a n d c r e a t e d a n e f f e c t i v e t e r m i n u s fo r t h e 
re l a t i ve l y l o n g c l a s s r o o m w i n g . 
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Perhaps it is in the brick patterns of the addition that the architects 
exhibit their most aggressive design expression. On the east facade, tan 
brick is banded across the entire parapet and allowed to fill in on the 
sides of the upper level windows. The red brick, on the other hand, 
continues at grade beneath the lower windows. The wide, upper level 
band of lighter bnck turns the corners to decorate the parapet of the 
north and south walls of the addition. The slightly altered pattern of the 
brick on the east wall is a welcome deviation from the original pattern. It 
enhances the basic visual continuity of the composition yet subtly iden-
tifys the addition as a separate element. But use of the wide band of tan 
brick creates a visual problem at the meeting of the addition's south wall 
and the original construction. This band also creates a distraction at the 
north wall of the addition as it turns the corner of the stairwell. It is the 
solution to this problem that brings about the distraction, an overpower
ing "staircase" pattern of tan brick on the west wall of the stainwell. 

But there are more problems created by the use of this band. It also 
appears in the serpentine wall on the west facade. The wall itself, as 
noted earlier, suffers from problems of its own, but the band of brick 
accentuates this flaw in the composition with a pattern of materials that 
does not comfortably relate to the remainder of the west elevation. 

The architects quest for compatibility between old and new construction 
is revealed by their choosing to face the addition with materials similar to 
those used in the original portion of the school. Both tones of the original 
brick are used, as well as similar stonework and window frame details. 
The primary concern with regard to this approach involves the connec
tion between old and the new. This difficult problem has been handled 
quite well on the east side where the addition joins the existing building 
at a right angle thus minimizing the visual impact of the physical connec
tion. This, unfortunately, is not the case on the west facade, the phmary 
visual face of the building. An awkward, flush brick joint occurs here, and 
although a new stone wingwall, derived from the existing facade, partial
ly obscures it, the joint introduces an element of discontinuity which is 
clearly visable in an unsightly flashing detail. 

Despite its shortcomings with regard to matters of detail, the Pound 
Junior High School Addition is an admirable example of architecture 
which is responsive to its visual context. More traditional motivations 
such as self-conscious concern for "image making' and personal ex
pression have been surpressed in favor of a more modest approach to 
design stressing harmony with the environment. The end result is a 
noteworthy product of this design philosophy. 

End Notes 

'Brent C . Brolin, Architecture in Context: Fitting New Buildings with Old (New York: Van Nos-

trand Reinhold Company, 1980), p. 139. 

2|bid. 
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The Lincoln Exchange 
Dan Piper 
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We used to know the truth 
of form 
of life 
of meaning. 

Everyone did . . . 
Remember? 

Each piece played a part 
In completing the whole; 
Interacting to make " a place" 
More than just "a space" 
Not just a pretty face, 
The meaning went deep within. 

The ornamental detail was exquisite 
True quality work of art; 
Blending its intricate complexity 
With the fabric of the city 
Yes, it was very pretty, 
But the meaning went deep within. 

The material was usually hard 
But was manipulated in such a way; 
As to create a treasure 
Of visual pleasure 
Which one can't begin to measure, 
Against the standards of today. 

The many nooks and crannies 
The relief in the form; 
Were stimulating and exciting 
And really quite inviting 
At a person's first sighting, 
The meaning was still within. 

A passer-by could look inside and become part 
of the space 

Unlike today's crass reflective glass; 
Devoid of all feeling 
Unaesthetically pleasing 
Completely unappealing. 
Where the meaning has lost its pride. 

To reuse a building and capture that pride 
To borrow and recall the forms; 
Is a step in the right direction 
To the ultimate perfection 
It's the total interjection, 
Of that truth that dwells within. 

Now we are closer to the truth 
of form 
of life 
of meaning. 

Everyone is . . . 
Don't you think so? 

The Lincoln Exchange was designed by Erickson/Schulz & Associates 
Architects (Lincoln, NE). Located in downtown Lincoln, the bar/res
taurant occupies the first floor of two renovated and interconnected 
nineteenth century commercial structures built in 1896 and 1914. Both 
buildings are listed in the National Register of Historic Places. The firm 
received an award for this project in the 1981 Nebraska Society of 

Architects Design Competition and was one of two Nebraska buildings 
winning recognition in the Central States Region of the American Insti
tute of Architects 1982 Honor Awards Program. John Casbarian, Danny 
M. Samuels and Robert H. Timme of Taft Architects. Houston, served as 
jury members for the latter program. 
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The Lincoln Exchange 
Gary Joaquin 

We wonder . . . if only the walls could speak. 

The hour was late. The dining rooms were empty. The bar was quiet. 
The pictures that adorned the walls now stared out over empty seats. 
The Exchange had been closed for hours now. Everyone had gone 
home . . . or at least almost everyone. There was still a light burning in 
the kitchen. Here a solitary figure could be found toiling away. He didn't 
appear to be very happy at all and muttered to himself while he worked. 

"Cleaning the #/$& place seems to take longer every night. I don't know 
why I keep doing this. Oh yea, I remember . . . I need to eat.' 

He had been working here for almost two years now. In spite of the 
respect and affection that he has for the people with whom he works he 
sorely would like to find another job. For months he has tried during his 
off hours to find work, but there has always been someone better or 
earlier than he seeking the positions for which he has applied. During 
these past few nights his anger and frustration have found their release 
in his work. Momentarily, the motion of the mop he has been pushing 
distracted him from his inner turmoil. Back and forth, forth and back—the 
rhythm was constant, almost soothing—but then it was interrupted by 
the sounds of shattering crystal, glistening in the kitchen ligfit as the 
pieces exploded in all directions upon striking the floor. 

"What stupid $#/& left those stems out so that they could get broken. 
I've got to clean this up or they'll take it out of my pay. Damn it!" 

Just at that moment he hurled his mop across the room where it struck 
the back wall with a resounding thud. 

"Ouch! Hey, just who do you think you are?" 

Startled and shaken the custodian who had thought that he was alone 
whirled about and lunged for the nearest can/ing knife. 

"Who said that?" he demanded in a state of terror. 

"1 did. And just what do you think you are doing? Put that thing down!" 

His mind raced. Yes, he had personally taken care of all of the locks. No 
one could have possibly gotten in. Could they? 

"Who are you? Show yourself!" he demanded. 

"Show myself? But I already have, silly." 

Rapidly looking all about he replied, " But I don't see anything except 
these four walls." 

"Of course you don't. There's no one here except you and me. Look 
around for yourself." 
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Dining 

Frantically, the custodian searched throughout the kitchen, the lockers, 
the dining rooms and even within the cabinets, and all that he could 
conclude was . . . 

"I have been working at this job too long. The pay isn't enough anymore. 
I'm finally starting to crack!" 

"Oh, don't be ridiculous. Of course you haven't! You're just as sane as I 
am." 

'. . . that I have feelings too? Don't worry about it. Few people ever do. 
At least you're not as bad as that crazy lady who used to have a piano 
dragged up and down my marble steps. They were chipped almost 
beyond recognition. Still, it's very nice of you to apologize." 

"Well, I didn't realize what I was doing. I was angry. I 
remember this place like it was when it was condemned." 

"Oh, but we were never condemned." 

guess I still 

"That voice again. If I'm not crazy then why can't I find you? Who are 
you? Why can't I see you?" 

"But you can see me. I'm all around you. I am the collective memory of 
the Exchange." 

'Now I've heard everything. The next thing that you're going to tell me is 
that you're a ghost. Why me? Don't I have enough problems already?" 

'You sounded like you could use some company. It can get pretty lonely 
for me too. I've heard so many conversations, but no one talks to me. 
Besides, you dented my woodwork when you threw that mop and I can't 
take all of that abuse without saying something." 

"I'm sorry. I didn't realize . . ." 

' We ? Why do you say we"? Are there more than one of you? " 

"Oh yes, there's Woodsy . . . e r . . . the Woods Building next door to me. 
He's my Renaissance Revival cousin. He used to be the ornery one, 
tempting fate all the time. All around us, sterile modern buildings were 
being constructed during the fifties, sixties, and seventies. You know, 
buildings not at all like us. They didn't have any personality. Those 
modern architects were such disagreeable chaps then, all work and no 
play. Well, Woodsy over here would get so frustrated with our new 
neighbors that if I hadn't stopped him he would have shaken loose a few 
pediment stones to drop on modernists passing below. Each time it took 
me a while to convince him that any overt sign of decay would surely 
have brought the wrecking ball down on both of us. He's a good sort but 
he can be most difficult when he is angry. I was always hopeful that 
things would change and I was right. Just recently we were joined 
together at the lower story. It's much better for us and everyone else 
now-a-days." 



"I don't see how it could be any better with unemployment, federal 
cutbacks, the energy crisis, high interest rates, world unrest . .." 

"But it is much better. It has been ever since we were joined and given 
facelifts. It's easier for the two of us to express ourselves. These new 
interiors suit my changing moods just fine. When I'm feeling kind of 
special and a little flamboyant I'll just listen in on the Peacock Room. It's 
so open and airy and people enjoy it so much. It's a touch of the Parisian 
street life without every having to leave home." 

"Wait a minute! Why are you doing all of the talking? Doesn't Woodsy, 
ah . . . the Woods Building ever have anything to say?" 

"But he is. I mean, we are. We are really quite inseparable. It's just that 
he has never heard of women's lib and the new morality. Just look at 
him. The dear is so solid and squat. He prefers to be the strong silent 
type. We get along fine but he just doesn't have the flair for conversation 
with others that I have so he lets me speak for the both of us. I just love 
to explore his spaces. They are so different from mine. They're much 
smaller and varied. You know what I'm talking about, the Commercial 
and Marketing Rooms. They always suit my serene and contemplative 
moods. On the other hand if I'm in the mood for a lot of activity I'll just 
eavesdrop at the bar. There is always something going on in there, 
people coming and going, talking about all manner of things. I've heard 
some wonderful conversations in the bar. Oh, Woodsy is so proud of 

that pediment that they built over the bar. Then there are seats all 
around which encourage people to mingle and booths for those who 
want more privacy." 

" It sounds like you and Woodsy enjoy people very much." 

""And they enjoy us. We have so many different spaces and moods. But 
people don't always come back to the same rooms. They're very unpre
dictable and it's fortunate that they have more than one type of place to 
experience within us. This is why we feel so sorry for many of our 
modern cousins. They are so anonymous. They don't have any feelings. 
It's also harder for many of the people who use them to express their 
feelings as well. They're so indifferent to people." 

"A lot of what you say is true but aren't you really struck on the past?" 

"No, not really, but we need the past as much as we need the present 
and a hopeful future. Together, Woodsy and I have seen Lincoln grow 
almost from its inception. The people who built us had much to do with 
providing newcomers, many with families, with jobs and hopes upon 
which to build a future. Woodsy personally knew Bertram Goodhue. 
We've both heard William Jennings Bryan. Oh, was that an experience! 
So much of what we all are is because of our past. We need to remem
ber. We need to have things about us which are familiar. So what if we're 
a little cluttered, a little old-fashioned, not very clean cut? Aren't we all in 



some way? Within us people are reminded of their roots which aren't 
very tidy, but always very personal. We all need these ties in what can 
today be a rootless and alienating society." 

"Yes . . . yes, I know what you mean. Often I can't explain it, but when 
I'm working here at night I feel as if I've been here before. My memories 
are all around me. So much seems familiar to me without being able to 
locate these memories in time and place. I know that I just feel comfort
able fiere. I guess that's why I put up with this job and keep working 
here." 

Then you do know what I mean. Woodsy and I have been here since 
the turn of the century, but we both admit that we feel much older than 
what we appear to be. It's a timeless feeling. Although it often seems 
impossible we know that we've been in other places before, but we don't 
know how this can possibly be. Often we know what someone in a room 
will say even before the words have been uttered. It's as if the past, the 
present, and the future have merged into a single instant, a continuum, 
in which there is no 1.' no we,' just a blissful, far-reaching sense of 
union. Many people feel this at one time or another in their life. We know. 
We've heard many speak of it before in each of our rooms. We're very 
happy that this timeless quality was respected by the latest group of 
people who moved in and made changes. It has been a growing experi
ence for all of us. This is why Woodsy and I are so hopeful for the 
future." 

"And why not? What good comes from a negative outlook on life?" 

"Not very much . . . I know that you're right, but I still don't understand 
why you even bothered to talk to me. I'm just a janitor." 

"But you're more than that. You are your own unique person. Just 
because you mop floors doesn't make you any less special than anyone 
else. What we are, our feelings, our joys and sorrows, our memories and 
our hopes . . . they're all important, to you. to us. and to everyone else. 
We get ourselves into trouble when we don't believe how important 
everyone is, including ourselves." 

"Thank you so much for sharing all of this with me. I really appreciate the 
time that you have taken with me. ' 

"Oh, Woodsy and I have a lot of time." 

'You've helped me begin to see that life isn't often as bad as it seems. 
Without this attitude the especially tough times are even harder to bear. I 
just wish that I didn't have this short temper. It has always made things 
seem worse than what they are. I just know that I'm going to lose control 
again and again." 

"Don't worry about that. We're all human. But when you do would you 
please watch what you do with that mop of yours? 

You certainly are an optimist. I'm just not as positive as you are.' "Sure . . . you can count on 
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Synecology, Synecotecture and Synecopolitan Plan
ning: An Imperative Design Discipline 
Patrick Horsbrugh 

The rising realization that ecological conditions influence urban vitality 
coincides with the urgent need for revised concepts of urban planning, 
architectural design and civic seemliness. 

We can no longer design for human convenience alone. The obligation 
for the maintenance of indigenous species, flora and fauna, must now 
be recognized and met by obedience to the prevailing synecological 
disciplines, region by region. These apparently new obligations require 
new academic considerations and new design concepts throughout all 
professional operations, planning and construction. The expansion of 
urban and suburban areas and the monocultural practices in farming 
and forestry are now so extensive as to pose an increasing peril to the 
synecological interactivity between differing species, threatening the ex
tinction of some and forcing a change in the habitat of others. 

It is difficult, however, to find buildings deliberately designed to afford 
accommodation for the benefit of other species. While the sharing of 
shelter with domesticated livestock is traditional in many regions, the 
idea of designing for synecological harmony between mankind and in
cidental wildlife, both fauna and flora is, seemingly, a new concept, 
Synecological disciplines must now provide the basis of revised design 
principles on a domestic and municipal scale. 

The interdependence of ecological, economic, cultural and aesthetic 
values must now be recognized as the fundamental design commitment 
of the future, without which no city can fulfill its routine civic functions. 
These civic obligations must now include the disciplines of ecological 
vitality, and their consequences that follow upon any dislocation of the 
natural synecological complexities. 

This essay, the 1981 Whittemore Lecture, was delivered by Professor 
Horsbrugh at the University of Michigan, School of Natural Resources 
and co-sponsored by the Landscape Architecture-Regional Planning 
Program and the College of Architecture and Urban Planning. 

The decade of the 70's has witnessed what may come to be regarded as 
the most extraordinary period of shift in public sentiment towards a 
greater appreciation of the human dependence upon ecological 
hygiene. The significance of this relatively rapid change in social cogni
zance demands a similar change in design and planning responses. 

This same decade has seen, also, the confirmation of the triumph of 
specialization over generalization and of the concentration upon detail 
rather than upon strategic dispositions. Such procedure is self-
condemnatory, and its consequences are well illustrated by the appear
ance of the landscape with vast areas devoted to monocultural opera
tions devoted to agricultural, forestry, industrial, urban and suburban 
uses. 

Multicultural economics must be restored wherever possible, and the 
development of exemplary design concepts are foremost in any such 
revision of the humanized scene. 

The novelty of this recommendation lies in the scale of disarray which 
now prevails. Abraham Lincoln describes our present planning dilemma 
very effectively in his Annual Message to Congress. December 1. 1862: 

The dogmas of the quiet past, are inadequate to tne stormy 
present. The occasion is piled high with difficulty, and we must 
rise with the occasion. As our case is new, so we must think 
anew, and act anew. We must disenthrall ourselves, and then 
we shall save (the condition of) our country. 

The planning dogmas are indeed inadequate for effective response to 
this necessity. A deeper comprehension of the professional planning 
commitments is required in the form of a new philosophy of planning. 
The principles of SYNECOLOGY provide a fresh and creative aspiration 
towards the realization of the benefits arising from the essential inter
dependence of diffehng species living in close proximity. 

The prime synecological element is. naturally, the health-giving pre-
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sence of vegetation. Even as this same verdure offers habitation for 
wildlife, so now shall the urban scene rely upon greenery for benefits in 
microclimatic condition, energy economy and aesthetic vitality. 

From this evidence of "ecological economics" arises the design concept 
of SYNECOTECTURE. This combines traditional tectonics with the 
practical application of selected vegetation on and about the surfaces. 
This combination of structure and verdure produces an ecological econ
omy which exerts an influence upon several conditions simultaneously, 
producing benefits for the individual building and for the urban scene in 
general. 

The creation of structures which modify climatic conditions, and contri
bute to the well-being of other indigenous species, is not new. Such 
evidence is constant throughout history, but no architectural indentifica-
tion has yet been given to such design motivation. No critical analysis 
has appeared to identify the validity of synecotectural design and to 
establish a conscious philosophy, expressed structurally, which is com
patible with the human requirements. 

The logical extension of synecotectural concepts to the scale of urban 
proportions is inevitable and may be identified by the practice of SYNE-
COPOLITAN PLANNING. The metropolis thereby may be endowed with 
those graces so eloquently expressed by the advocates of suburbaniza
tion, Ebanezer Howard (1850-1928) almost a century ago, and epito
mized by tfie Garden City Movement and by The City Beautiful idealists. 

A Personal Endeavor 

I commend these concepts of synecotectural design and synecopolitan 
planning as a result of a personal attempt to demonstrate their merits in 
London in 1951 in response to the post-war social and economic urban 
urgencies. These concepts were offered in the form of experimental 
proposals for the largest multi-purpose accommodation yet made in 
Europe, to accommodate a high density community of 8,000 residents, 
with a supplementary working population of some 16,000, to be con

structed over the 20 acre freightyards of the Great Western terminus, 
and known as 'High Paddington" (Sergei Kadleigh and Patrick Hors-
brugh. Architects). 

The national economic imperatives, the social distress and especially 
the proven inventive prowess emerging from the war-strained economy 
of Britain provided exceptional opportunities for the reassessment of 
conventional architectural standards and practices. The prevailing post
war restraints imposed very different design obligations upon the plan
ner. The urban context required stringent reassessment of materials and 
values, and justified an attempt to demonstrate a synecotectural plan
ning formula. The newly established 1947 Planning Act. with its limita
tions of zoning, on structural height and upon population density, was 
deliberately defied. 

The "High Paddington " composition responded to the obvious need for 
structural and social concentration, in preference to the territorial disper
sals established by the 1946 New Towns Act, and its implementation 
throughout the succeeding decades. The principles of synecological 
design, including the systematic provision of opportunities for person-
plant proximities were expressed in a synecotectural composition, coor
dinating transportation, commercial and domestic accommodation (su-
pehmposed) with public, community and private gardens and with areas 
of isolated vegetation large enough to encourage self-sustaining ecolog
ical communities in entirely artificial conditions beginning some 100 feet 
above the streets. 

In particular, recognition was given to the unrequited psychological need 
for the urban inhabitant to maintain the presence of plants (as symbol
ized by the ubiquitous potted fern or vased flower). 

Those responsible for post-war urban housing and town planning in 
Europe, the U.S. and in the major capitals of the world, have been 
unaware, it seems, of this most vital phyto-psychotherapeutic necessity. 
They have failed to meet this particular design challenge whereby the 
urban inhabitant may be sustained by the vivacity of plants in growth. 
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The obvious design theme exemplified by the interdependence of social 
necessities and ecological vitalities remains unrecognized. The enviro-
nic sterility of the Pruitt igoe community in Saint Louis may be sited as 
evidence of the consequences if synecotectural design concepts are not 
applied. 

Any review of varied natural landscapes, of humanized landscapes and 
of the history of deliberate landscape design will confirm the value of 
these three essential intellectual requirements. VISUAL CONTRAST, 
PERSONAL PRIVACY, and the comforting effects of the ECOLOGICAL 
PRESENCE. 

Urban Design Sterility 

The urban malaise of design sterility is now so universal (with the gener
ally disparaging comparisons between modern endeavors and historic 
achievements) that confidence in professional competence and cultural 
values is being eroded. A new and stimulating design commitment is 
urgently needed wherewith to rekindle professional self-respect simul
taneously with social self-esteem. 

Urban self-confidence requires a new design objective from which to 
regain these positive civic qualities traditionally recognized as civiliza
tion. The deliberate revision of principles of physical planning by adapt
ing ecological disciplines in design formula may become, perhaps, the 
most effective way to restore that sense and seemliness to the urban 
scene, and confidence in the urban economy. 

The provision of psychological relief in the urban fabric, in the form of 
water and verdure must be recognized as the fundamental environic 
design obligation of our time. 

This urban planning deficiency may be summarized by three symbolic 
design imperatives of which every citizen is in need: 

1) The sight of the horizon (in the form of high structures); the 
liberation of spirit by means of visual range, offering the sense 
of escape by contrasting the urban enclosures with the open 
yonder. 

2) The privilege of privacy (in the form of isolation); the ability to 
achieve that ulitimate personal luxury, as and when required, to 
withstand the anxieties of routine urban life. 

3) The presence of foliage (in appreciation of phyto-
psychotherapy) confirming human well-being by means of 
natural vitality, while stimulating the arts of cultivation and confi
dence in the cultivator, especially if handicapped. 

No substantial improvement may be expected in quality of urban habita
tion unless and until buildings are designed with the capacity to sustain 
vegetation, in synecologically sufficient quantity, in seasonal continuity, 
and in variety, according to regional characteristics. 

The resulting psychological influence of vegetation and natural vitality 
upon the population is perhaps, the most important factor of urban de
sign in that it embodies, in some measure, the necessities of visual 
contrast, personal privacy and confidence by reason of the evident eco
logical well-being. The vital aesthetic of healthy vegetation should be 
recognized as the symbol of social hygiene. 

It is time that urban designers recognized the therapeutic values of 
verdure and make provision for vegetational vitality. The condition of 
urban vegetation should be regarded as the barometer of human well-
being. We can no longer afford to build for human convenience alone. 
Henceforward, the obligations of the planner must include accommoda
tion for other species upon whose vivacity all else depends. 

Definitions 

It must be recognized, at once, that the subjects of SYNECOTECTURE 
and SYNECOPOLITAN PLANNING are hindered by the limitations of 
current design terminology. 

As ecosystematic conditions become recognized as essential ingre
dients in building design and city planning, the need for lucid terms to 
describe the complicated circumstances is obvious. 

The long recognized scientific particularity of SYNECOLOGY, the sci
ence and the study of the ecology of plant and animal communities and 
their interdependence, is very relevant to the practice of planning. The 
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application of this principle of interdependence between different com
munities to tectonic design requires due identification. The term SYNE-
COTECTURE may be used to determine the special form of buildings 
which accommodate and sustain selected vegetation, chosen for the 
benefit they may provide, both for the inhabitants and for the ecological 
community, for microclimatic, ecological, psychological and aesthetic 

Structural investments must now respond to ecological design disci
plines beyond the fulfillment of the immediate economic necessities. 

In consequence, the practice of Synecotecture must be recognized as 
distinctive from conventional Architecuture. New terms with which to 
develop an extended structural design technology will also be required. 
Such terms must be precise enough to satisfy scientific sensitivity as this 
becomes ever more refined. Such terms must gain, also, legal accept
ance and comprehension by the public. 

The concept of SYNECOTECTURE requires the confirmation of historic 
validity, for contemporary synecotectural evidence is relatively rare. 

The practical application of SYNECOTECTURE, however, is of great 
antiquity. The earliest example of synecosystematic design on an urban 
scale is. perhaps, that of the Hanging Gardens of Babylon. 

This extraordinary structural creation (attributed to the legendary Queen 
Semiramis, c800 B.C., rather than to King Nebuchadrezzer, 605-562 
B.C.) was not, it seems, unique. The remains of another structure of the 
same period has been discovered near Shiraz. and was designed, 
planted and cultivated in a form comparable to the renowned Hanging 
Gardens. 

The Semiramis Gardens measured some 402 meters square, and arose 
in a series of rectangular terraces forming a truncated pyramid. 
Archaeologial research suggests that each terrace was supported by 
arcades which defined galleries and chambers above which trees and 
shrubs were planted in soil from the Euphrates flood-plain. The luxuriant 

growth concealed the edifice, giving the impression of a natural verdant 
hill. The damp-proofed spandrills of the arches and the supporting hol
low columns provided sufficent depth of soil and effective drainage 
wherewith to sustain trees of mature size. 

"The Elevated Gardens of Babylon", symbolizes the three fundamental 
urban design "values", previously identified. First, the sight of the hori
zon, in that the hill-like form provided the height necessary for emotional 
release arising from the high-density confinement of a fortified city; 
second, the arcaded recesses offered privacy in spatial terms, refreshed 
by the movement of air in response to temperature differentials and 
humidified by the transpiration of the vegetation; and third, the planta
tions afforded that essential aesthetic vitality so necessary for the relief 
from the stress from the relatively high population densities within the 
palace compounds. 

Such conditions of person-plant proximities, validated by thermal, eco
nomic and aesthetic benefits, offer an evermore welcome contrast to the 
bewildering "wall-to-wall" aridity that charaterizes the modern mecha
nized city. 

This as yet unproven need for the individual to be associated with some 
natural vitality, beyond social interaction, deserves immediate investiga
tion. 

The character of urban ecosystems may be compared with those of 
forest, grassland and marshy biomes. As the ecological sciences ex
pand, the inclusion of urban ecosystems becomes necessary even as 
the studies of specialized agricultural ecosystems have evolved. The 
accepted prospect of ecological stability being based upon variety of 
species applies, surely, to the urban scene, and should be recognized 
as a practical planning obligation to maintain as broad a variety of spe
cies as the region may support. 

The BIOLOGICAL CONTEXT of cities is emphasized by the unrelenting 
conflict between the regenerative ecological forces and the exacting 
maintenance upon which sophisticated society now depends. 
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The SOCIAL CONTEXT of cities is revealed by the archaeological evi
dence of the continuous competition between the human endeavors and 
the natural forces that prevail. The entire history of the urban phe
nomenon needs to be reassessed in recognition of the city as a viable 
organism. The city exhibits all the organic features, of birth, growth, 
maturity and decay, and even in death it is indivisible from, and utterly 
dependent upon, the ecological systems on which it feeds, metaphysi
cally and culturally. 

The EMOTIONAL CONTEXT of synecopolitan design must also be 
established. Throughout history, the city has been regarded as repre
senting the climax of cultural aspirations. It is only recently that the 
achievements of mass-production of building components is recognized 
as the cause of widespread emotional revulsion from the repetative, 
anonymous and aesthetically bleak accommodation. Reaction to this 
monotony which circumscribes home, habitation and setting for the daily 
routine erupts in ever increasing vandalism for which the use of vegeta
tion may prove to be an effective antidote. 

The introduction of an ecological discipline into the urban design pro
cess may help to redeem the impersonal effects of mass, of numbers, of 
components, of form, and of the monotonous effects of the so recent 
international" style in architecture, and the absurdities in shape and 

contrivance of the prevailing style, "ubiquitous grim"! 

The ENVIRONIC CONTEXT of physical condition is degraded, inevit
ably, by the epidemic population growth. The competitive pressures 
upon all habitable and workable landscape, and upon the urban fabric, 
require reassessments respecting both natural erosions and human 
abrasions. The tolerance of natural materials represents the fun
damental planning restraint. It forms the basis of environic quality, and 
determines the conditions which now characterize the urban scene. 

The biological, social, emotional and environic contexts, just described, 
combine to justify the extention of synecotectural design principles to the 
metropolitan scale and its definition by the term of SYNECOPOLITAN 
PLANNING. 

The Concept of Unity 

While ancient cities contained little ecological material, their dimensions 
were strictly limited by the distribution of water and by the expenditure of 
human energies that maintained them. In consequence, their sustaining 
landscapes dominated the urban scene, visually no less than economi
cally. The emergence of megalopolis, with its inescapable psychological 
effects of isolation and hysteria upon the inhabitants, provides an ever 
more insistent obligation to incorporate ecological oases within the 
urban fabric wherewith to compensate for the bleak and inanimate fab
ric. 

The social restlessness within the city, arising from the almost total lack 
of ecological seemliness, is causing the now desperate reach for the 
littoral resorts. The suburban retreats are no longer enough. 

Synecological researches, if applied to the urban scene, can assist in 
the reappraisal of the art of city planning more significantly than any 
other form of analysis, in that it summarizes hygienic restraints, biolog
ical consequences and aesthetic qualities. 

Such researches would emphasize, also, the holistic totality governing 
the well-being of all species of the region. 

The application of practical synecopolitan design concepts, upon metro
politan scale, may be seen as an ENVIROCULTURAL achievement, 
where microclimatic, energesic. synergetic and aesthetic effects are 
modified in ways beneficial to humanity and to ecological species alike. 

Enviroculture 

While it has become fashionable to propound the essential unity and 
intereffectiveness of the global conditions, and to plead for the expan
sion of the arts of cultivation to encompass the entire human environ
ment, there is, again, no term to convey that broader concept of EN
VIROCULTURE. 



27 

The appreciation of biospherical unity, expressed by the synecological 
interaction between species, reconfirms the value of including the 
medical sciences in the process and practice of urban design. Envirocul-
ture represents a "state of health" in both the social and the ecological 
realms, and represents the supreme environic design obligation im
plying both hygienic and ethical standards of human behavior. 

Such a concept may be best described as ENVIRONOLOGY, the scien
ce and study of environmental condition necessary for the maintenance 
of life (human benefit in particular), while ENVIRONOGRAPHY, the 
physical features of the environment, determines the place, the form, the 
materials and the characteristics within which any habitation, natural or 
designed, may occur. 

It is within this context of environmental condition, environology, that the 
environography of urban design requires to be re-examined, restated 
and re-inspired in terms of individual synecotectural structures and col
lective synecotectural effects. 

International Synecological Design Exchange 

The practice of synecotectural ideals is not new for such concepts have 
been appreciated and fulfilled, at least in part, during the past century. 
They have received expression in a variety of structural and urban de
sign experiments ranging from Joseph Paxton's great conservatories to 
the modest domestic greenhouses and from the creation of civic parks 
provided by industrial philanthropists like Titus Salt (Saltair) and Andrew 
Carnegie (Dunfermline) to Frederick Olmstead's spectacular Central 
Park of New York City, culminating with the eight block clearance, in 
downtown Omaha, constituting the largest urban park creation since 
Central Park was opened. 

Each endeavor implied the theory of synecopolitan planning, providing 
the inhabitants with verdure and refreshment, and it is strange that, in 
spite of the successes achieved, no general design dogma has arisen 
which acknowledges the imperative obligations of person-plant proximi
ties, of synecotectural or synecopolitan planning. 

This professional deficiency is the more strange when considered in the 
context of stimulating evidence provided by the suburban planning con
cepts exchanged by men of keen urban perception on both sides of the 
Atlantic, since stenographer Ebanezer Howard's return to London from 
Chicago in 1876. 

The urban idealization, in the form of sub-urbanity, was developed be
tween Great Britain and North America by means of a succession of 
mutually influential demonstrations. These continuing expressions of 
synecopolitan design, are encouraging the ex-urban movement of the 
wealthy. The resulting social revolt against the degradation of the city 
caused by rampant industrialization received a new justification from the 
comfort to be derived from verdure. 

This transatlantic "conversation" in urban design, beginning with 
Ebanezer Howard's theories on the "Garden City," whose ideals were 
formalized in 1899 by the founding of the Garden City Association and 
perhaps concluded with the fulfillment of the British New Towns Act of 
1946, now appears as a 50-year long urban design dialogue of immense 
social significance. This exchange should now be reviewed and be per
ceived as a fundamental statement of practical synecopolitan planning 
policy. 

The concept predated Howard, of course, and began perhaps with the 
master gardner Joseph Paxton (1808-1865) and was sustained by the 
Doyen of American Landscape Architecture, Frederick Law Olmstead. 
(1822-1923). He was inspired by visits to the great private demesnes of 
England, and designed many acres of public park within the expanding 
American cities, confirming beyond all doubt (though without estab
lishing proof), the psychological need of the citizen for verdure and 
exposed water in compensation for the effects of urban confinement. 

Ebanezer Howard (1850-1928) was exposed to the influence of horizon-
wide Nebraska, before experiencing the vitality of expanding Chicago, 
and upon returning to London he found the confinement of the seething 
metropolis intolerable. As a result of his Letchworth Garden City (1904) 
and Welwyn Garden City (1924) investments, the American convention 
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of building houses isolated within their plots has become the " universal 
suburban ideal." 

The " Garden City" formula demonstration in England, encouraged dis
tinctive professional identity, and in 1915, the Town Planning Institute 
was formed (receiving Royal Charter in 1963). The emergence of the 
American Institute of Planners followed in 1917 (now the American Plan
ning Association, 1978). It should be emphasized that both these profes
sional institutions arose amid the enthusiasm for the city recreated in 
greenery, where the authority of ecological discipline was accepted as a 
planning restraint even though the synecological principles were never 
stated as a distinctive design formula. 

Meanwhile, biologist, Patrick Geddes (1854-1932) had become in
terested in the urban conditions of India, and emerged as the first plan
ner in the professional sense of today. As a biologist he perceived 
similarities of development in the history of cities which suggested that 
our comprehension of the urban vitality would be improved if the inani
mate materials were to be regarded as animate. He established the idea 
of regarding the urban fabric as an organic entity. Though the concept of 
synecological discipline as a planning imperative was implied it was 
never formalized. Geddes encouraged the transatlantic dialogue be
tween the " Garden City "/"City Beautiful" idealists and attended the de
velopment meeting of the first American garden city venture. Radburn. 
New Jersey, in 1923, and fostered the influence of the Regional Plan
ning Association in New York. 

The CITY BEAUTIFUL MOVEMENT in the U.S. of the 1920 s stimulated 
interest in synecopolitan planning which received expression in the 
familiar " greenbelt" cities designed by synecotects Albert Meyer, Clar
ence Stein and others. Their urban-green achievements are recognized 
in turn, as influences upon the British post-war "new town" design poli
cies which determined that the suburban verdure should become the 
essential ingredient of future urbanization. On the North American conti
nent, again, post-war community entrepreneurs repeated this continuing 
synecological design formula of " greenspace " with the renowned exam
ples of Don Mills, Ontaho; Reston, Virginia; Columbia, Maryland and 

perhaps Johnathan. Minnesota and Davis. California, may be included 
in this influential list of recent American synecopolitan design endeavors 
in the continuing transatlantic urban planning design dialogue. 

Synecological Disciplines as Design Criteria 

Contemporary real-estate investments confirm that the retreat from the 
city continues, notwithstanding signs of increasing inner-city habitation. 
This popular movement is encouraged by the conviction that the unspe
cified "value" of verdure is vital to human well-being, yet these obvious 
human cravings for ecological associations have never been clearly 
identified or scientifically analyzed, in respect to mood, motivation, and 
material. This fundamental necessity for the jaded citizen to be re
freshed by verdant rejuvenation has now become the greatest social 
urgency that confronts the planning profession. It is time that serious 
synecological research be undertaken as an architectural and planning 
educational imperative. Any institution which establishes a center for 
synecotectural design and synecopolitan planning research will ensure 
due recognition for pioneering a program of vital energy, economic, 
ecological, social and aesthetic significance. 

Synecopolitan appreciation represents the logical extension of the 
ideals of the Garden City Association and of the City Beautiful Move
ment, now confirmed by the New Town formulae, ranging from post-war 
new towns to Chandigarh and Brasilia, from Tapiola to Davis. The con
cept of SYNECOPOLIS symbolizes and synthesizes that persistant hu
man urge for contrast of conditions, inside outside, city country, ani
mate/inanimate, labor/leisure, confinement and release, enclosure and 
exposure. 

Synecological disciplines provide the exacting design criteria for which 
all the planning professions are searching. Architects, civil engineers, 
planners (regional and urban), agriculturalists, foresters, wilderness pro
tectors. I'f-orel pl.-^nners and landscape architects have ignored this fun
damental authority. If this authority of synecological discipline is dismis
sed the elemental forces combine in retaliation, and heavy is the hand of 
natural retribution. 
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Meanwhile, defense against such revenge by means of improved syne-
cological appreciation is greatly enhanced by evidence arising from 
emerging photogrammethc and thermogrammetric interpretation skills, 
and from the assessment of remote-sensing data. It is upon these new 
facilities of constant, consistent, and comparative measurement that 
changing ecological influences can be perceived, analyzed and com
pensations made for the benefit of urban thermography and microcli
mates. The physical planning process can now proceed in response to 
scientific evidence never before revealed, while synecological disci
plines provide the design authority by which such evidence can be tuned 
to practical use. 

Urban ecosystem research involves the thermographic response of all 
external surfaces, pavements, roofs and walls, and includes interiors, 
where plant hygiene confirms that accommodation is or is not fit for 
human habitation. The practice of SYNECOTECTURE determines the 
use of vegetation on and about any structure, and provides the essential 
professional unity between conventional architecture and landscape 
architecture in response to that ultimate economy—energy and energy-
conversion by natural means. Again, there is nothing new in such a 
concept of using plants as part of any structural composition. Every 
building, new or historic, denies the processes of photosynthetic energy-
conversion previously transformed on the site. This sacrifice of energy 
conversion is not necessary for the walls and roofs can be designed to 
support vegetation selected to compensate for the loss of original ver
dant ground cover. 
The practice of SYNECOPOLITAN PLANNING confirms this syne
cotectural design principle upon a larger urban scale. The use of vegeta
tion as part of an energy policy for reducing thermal extremes is obvious. 
Summer heat, augmented by hard and reflective surfaces, agrivates the 
urban microclimate to the detriment of human comfort and ecological 
benefit alike. 

Vegetation is the most economic means of modifying both urban and 
domestic thermodynamics with resulting energy economy. Vegetation 
provides, simultaneously, that sense of well-being due to the evidence 

of vitality, and inspires confidence in the urban future because of the 
aesthetic qualities arising from healthy verdure. 

Urban Forestry 

The implementation of SYNECOLOGICAL DESIGN principles exceeds 
structural applications, and includes the cultivation of vegetation normal
ly not considered in the urban context. The practice of URBAN FOR
ESTRY, in its entirety, where individual trees in the streets, the parks, 
the school yards, the college campuses and in the suburban lots are 
regarded as a consistent ecosystem, with its particular wildlife minutiae, 
in natural synecological complexity. Such rarities as urban raptores 
(Toronto) and urban entomology (Pittsburgh) are to be expected, and 
welcomed, as part of the metropolitan scene, and to be sustained in this 
unaccustomed setting in compensation for the increasing monocultural 
practices in agriculture. 

Urban Agriculture 

The practice of planned SYNECOLOGY embraces, also, the routine of 
URBAN AGRICULTURE on whatever scale the physical form of the 
fabric and the regional characteristics will permit. 

The urgent agricultural lessons of war-time Britain, have been forgotten. 
The conthbutions made by back-gardens and allotment-parks to food 
production and the national diet made the difference between bare suffi
ciency and wide-spread starvation. Yet this experience is over-looked in 
urban planning procedures, where it is blithely assumed that food sup
plies will always be forthcoming. 

Most important, however, are the therapeutic values to be gained from 
vegetation in general, and in practical benefits resulting from phyto-
psychotherapy. from horti-psychotherapy and from dendro -
psychotherapy by the disabled, the disadvantaged, the retarded and 
others who may find profitable employment in the cultivation of anything 
in any location. 
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Urban Wilderness 

Further, the vital influence of areas of URBAN WILDERNESS upon the 
environment must be recognized as essential and included as wildlife 
sanctuaries in any coordinated urban ecosystematic planning. 

This involves the most careful and conscientious selection and manage
ment of wilderness, and such practice represents the virtual reversal of 
the current sense of real-estate values where the rejected remnants of 
marsh, lakeshore, municipal dumps, industrial wastelands and steep 
woodland sites are realized as having vital synecological significance. 

This reversal in urban real-estate economics is already in evidence 
where original marshlands are being traced in order to flood them again 
in an attempt to re-establish their fundamental synecological influence. 
No serious policy of urban ecology can ignore the lessons of protected 
wilderness and acres, long neglected, which have been rejuvinated by 
natural ecological processes. This issue of urban wilderness includes, of 
course, the hideous dilemma of toxics, the dumping of refuse and that 
attitude of mind which persists in regarding the landscape as capable of 
absorbing perpetual befoulment. 

The prospect of URBAN WILDERNESS includes the entire operation of 
landscape rejuvination, landscape re-creation and even land creation by 
means of expansion into the shallows, at whatever the cost. 

Urban Eco-Empathy 

The individual capacity for URBAN ECO-EMPATHY is a factor requiring 
recognition and test amid the prevailing atmosphere of no confidence in 
the urban future. Some practical action is urgent for the restoration of 
urban self-esteem, and the concept of URBAN ECO-EMPATHY. the 
projection of personality (into that of the municipality) for the better 
understanding of its condition, may represent the best means by which 
affection for the city may be aroused. The application of vegetation to 
the urban scene, from the private potted plant to the crowded public 

park, has undoubted social benefits. The experiences of horticulturist 
Charles Lewis of the Morton Arboretum, expressed in his 1979 B. Y. 
Morrison Lecture, presented at the American Planning Association's 
Annual Meeting, under the auspices of the U.S. Department of Agricul
ture, attest to the near miraculous improvement in personal aspiration, 
social mood and civic pride in such cities as Philadelphia, New York and 
Chicago. Urban eco-empathy is unhindered by ethnic differences, by 
economic stratification or by environic conditions. It establishes ecolog
ical and social urgencies as indivisible. 

The reality of eco-empathy may be tested in schools, in hospitals, in 
institutions for the aged, the handicapped and the disadvantaged, and 
even in penitentiaries. 

Some indication of the practical strength of this ill-defined desire for 
personal and collective association with greenery may be gained from 
an example of public policy in the crowded island-city of Singapore. 
There, municipal taxes are reduced if any householder maintains a 
garden that is visible to others. In Singapore, it seems, vegetation is 
regarded as a factor of such social benefit that a substantial incentive is 
given to gain private participation in the beautification of the city by 
means of vegetation. 

Synecological Design Applications 

The practical application of synecological design principles may appear 
to be excessively costly, but such investments must be measured 
against the intangibles of social stability based upon eco-contentment, 
and assessed, also, against the rapid degradation of the urban fabric 
due to increasing vandalism. 

In practical terms, little financial outlay is required to cover gaunt walls 
with indigenous creepers. The aesthetic, thermal, noise and mainte
nance benefits from such actions are obvious. The systematic grassing 
of flat or near flat roofs will be shown to achieve a noticeable microcli
mate change, and a reduction of dust and particulates in the air. 
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The additional structural strengthening required to support the soil cover 
may be balanced by economies in heating and cooling achieved from 
earth and vegetational insulation, and by a reduction in maintenance 
costs due to expansion and contraction of roofing materials in response 
to exposure to constantly varying temperatures. The outlook from high-
rise accommodation is enhanced if roofs are covered with grass, wild or 
cultivated, or by water, and become the undisturbed habitat of wildlife in 
its regional variety. 

HencefoHA/ard, urban habitation must offer more than mere shelter and 
security. A sense of vitality over and beyond the human purpose must 
be present. The increasing artificiality of the environment has resulted in 
spiritual disillusionment, requiring a new urban design that offers vitality 
rather than stylistic symbolism. Design inspiration should arise from the 
demonstrable vivacity of synecological responses to the human require
ment. Such response will convince the citizen of the significance of 
cosmic energies, modified by ecological influences, upon which human 
survival depends. 

The Culture of Cities 

if the "culture of cities" represents civilization, that ultimate human 
achievement, its healthy future can be maintained only by envirocultural 
pursuits—the husbandry of the entire environment—indivisible in mate
rial, in place and in continuity. 

Design for simultaneous human and ecological benefit acknowledges 
that the condition of the plant provides an invincible yet gentle discipline 
upon the deportment of the inhabitant. This all-pervasive authority of 
care, and care returned, may be likened to use of a canary for the safety 
of workers in the mines. The condition of the bird reveals the state of the 
environment and the peril of the miner. Similarly, the vitality of the urban 
verdure reveals the vivacity of the city. 

Perhaps the words of the Hindu Philosopher-Poet, Sir Rabindranath 
Tagore (1861-1941) may serve to summarize this verdant stewardship 
that is so urgently required for the refreshment of the human habitation: 

Death can continue to dwell in the same sepulcher; life 
must seek a new dwelling place. Life is a creative idea—it 
must increasingly find expression in changing form. 

But it it not possible, now, to "seek a new dwelling place." Unless the 
NASA program for space colonization is to be revived, the existing urban 
sepulchers must be transformed. 

The CONCEPTS OF SYNECOTECTURE AND SYNECOPOLITANIA 
are offered, therefore, as an expression of that "changing form" where
with to restore confidence in urban place and purpose. The employment 
of vegetation is suggested, therefore, as the fundamental premise for 
revisions in design, architectural, engineering, landscape and urban 
planning. 

In summary, it may be sufficient to declare that the Environic Decade of 
the 70's represents the Great Divide between historic human avarice 
and impending natural retribution. Nevermore shall we have the chance 
of choice between planning for immediate profit and ultimate benefit. 

We are ovenwhelmed by the compounded effects of our Imprudence. 
Hencefonward, all our endeavours are committed to the protection of 
environic quality rather than to the promotion of economic pursuits. 
Indeed, environics is economics correctly spelt, for It embodies the 
cause and effect of life, natural and human. 

All who are professionally preoccupied with the practical use of the 
surface and materials of the earth are, by force of circumstances, "survl-
valists" who bear the responsibility, first, for the fitness of environmental 
conditions, and second, for the human accommodation, in that order. 
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Transcendentalism and Organic Architecture 
Dale Gibbs 

/ have been thinking for some time about a suitable theme for these 
lectures and have decided to risk a departure. I will not be showing 
works from the Top 40 ", the New York Five or the Chicago Seven 
except for one or two slides which are particularly germane to the 
issues. I would like to present three ideas which are important in the 
development of American architecture: Transcendentalism and Organic 
Architecture, Pragmatism and the f^odern Movement, and The 
Architecture of Pop Culture. We begin with Transcendentalism, the most 
illusive, and end with Pop Culture which you may find more entertaining 
but equally mysterious. 

medieval structure creaking under this attachment to the past, unable to 
adapt itself to the emerging times. 

These looks at the past, instead of providing some fundamental gui
dance, produced mere surface manifestations or worse, incomprehensi
ble mysticism. The single idea from this European quest which was to 
follow the colonists to America to emerge later in its thinking and in its 
architecture was the "return to nature" of Jean-Jacques Rousseau. It 
was not that the idea of return to nature was eminently suitable but that it 
was almost the only viable concept left after the disintegration of church, 
state and commerce. 

Society is a wave; it rises, falls and passes, but the waters 
on which it was formed remain. 

Emerson 

The colonists who fled Europe in the seventeenth century left the wreck
age of a medieval culture. It was a culture which, since the fifteenth 
century, had steadily been under attack by the forces of the enlighten
ment. In Europe the disintegration of familiar structures—the church, the 
guild, the monarchy—were followed by desperate attempts to recapture 
the spirit of medieval culture. The European intellectuals turned to 
ancient sources of classicism, ancient Christianity and mysticism in their 
attempts to give existence some coherence and wholeness. It was a 
disintegrated and searching world which the Pilgrims left behind, its 

This essay is based on one of three lectures given by Professor Gibbs 
as the exchange professor at the College of Technology Dublin, Ireland, 
in October, 1982. 

In nature there was also an attribute so universal and omnipresent that it 
avoided the difficulties of a prejudiced and poisoning relation to the past. 
The idea of nature was suitably neutral in an era which faced the inevit
able putting together of a society on the shambles of a medieval frame. 
Those people who came to America had to choose between the wreck
age of an old culture but a complete one, and a new situation which was. 
in fact, more abstract, external and single-minded. 

The culture which the American colonists established was very much 
based on the past, but it leaned from the very first on the experiences 
around it. In architecture as in politics, colonial America traded heavily 
on the past. Its architecture was, for the most part, based on the medie
val English models it had known. Even thie supposed adaptation of the 
New England house to the demands of a new society has been dis
counted by Anthony Garvin's research, which shows them to have 
emerged, not by cultural evolution, but completely formed on an English 
pattern. 

The architecture of New England, simple and straightfon^/ard. echoed 
not only the material limitations of the new land, but the puritan strictures 



33 

against extravagance and indulgence. This severity of the Protestant 
ethic which had created the spare and forbidding stone tenements of 
England and Scotland, expressed itself with more grace in the simple 
buildings of New England. But for all of our present day admiration of 
these forms, they were not original except that they represented in 
architecture the pious and strict views of the New England traditionalists. 
This spare architecture reflected the upright position and the too tidy 
moral housekeeping of the New England of Jonathan Edwards. 

The best of the American architects of the eighteenth and early 
nineteenth centuries worked in a simple Roman classic style. The works 
of Upjohn, Latrobe and Jefferson did not make great claims to either 
grandeur or to the personification of the social and political invention 
which characterized the founding of this country. Despite the Jefferson-
ian ideal of the potentials in democracy and his own very great influence 
on the arts, we tended to repeat the European models rather than invent 
new ones. 

It is somehow supremely ironic that the basic tenant of democracy-
freedom of opportunity—should in itself have mitigated against the de
velopment of an intrinsically American architecture. But a nation which 
was founded on the notion of freedom of the spirit and body made itself, 
by those very freedoms, vulnerable to the pursuit of self-interest. The 
promises and possibilities held forth by this new freedom, to establish a 
coherent, organic cultural entity, were dissipated in the pursuit of mater
ialism. Fed by the eighteenth century dominance of status, money, and 
political rights, America turned to industrialization and exploration. 
Man's measure of worth became not eternity but minutes. 

America never really turned back this tide of materialism, for indus
trialization became the master of all, even the arts. In the comfort and 
affluence of the last fialf of the nineteenth century, industrialization, with 

its resulting regimentation and crudeness, had so dulled our senses that 
we could no longer respond to sensible and impassioned voices of 
humanism. The stress of this transformation drove some into the life of 
the religious recluse and others into idealized Utopias. 

The Gold Rush of 1848 is symbolic of the triumph of the materialistic 
spirit and it marked the culmination of the pioneering spirit, a spirit so 
devoted to fulfilling the extraneous necessities that it never fulfilled itself. 
The bleakness and spareness of the pioneer life, hard working and 
unfrivolous, separated from its historical cultural base and unable to 
establish a new cultural base of its own, led finally to a triumph of 
pragmatic materialsim. Its suppression of joy, ritual and esthetics man
ifested itself in all sorts of prohibitions. These prohibitions in turn pro
voked their tribute in later excesses in social mores, politics and In the 
arts. 

It Is perhaps not so strange that the pioneer, subjected to the cruelties of 
nature, and dependent upon It for his entire livelihood, saw it more as foe 
than as partner. It remained for the eastern intellecturals, Inspired by the 
eighteenth century European romantics, to find in a more benevolent 
nature the basis for a philosophical and spiritual renaissance. Ignited by 
the writings of Coleridge & Carlyle, and nurtured by the Intellectual 
Unitarianism of New England, It attempted to achieve a spiritual naked
ness from which to build an American culture, dedicated to the inviolable 
integrity of the human mind. Their vision of man was of a changing, 
developing and creative nature, trusting his own thoughts rather than 
absorbing and then reusing the thoughts of others. Emerson was Its 
prophet, Thoreau its practitioner, and Whitman Its poetic exponent. 
Through Whitman, to whom both Sullivan and Wright proclaimed a spir
itual debt, It found a physical manifestation In the architecture of the 
American f^idwest. How these men interpreted the transcendental phi-
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marked the architecutre of Sullivan and Wright and which finally alien
ated it from industrial society. 

Emerson thought of this "single spirit" to which man must give himself 
as instinct or intuition, a mysterious something in man answering to spirit 
in nature. In brief, mind in man answers to matter in nature because 
spirit permeates both—that the axioms of physics translate the laws of 
ethics because, in both, mind is married to matter. It was in this glorifica
tion of consciousness and will that Sullivan and Wright found the ground 
of truth in architecture. Wright and Sullivan accepted the idea of con
sciousness or "being" in the acting, moving, alive sense of the Hebrews 
of the Old Testament rather than the static ordered, objective classic 
sense. They seemed to think always of the "person" in architecture 
rather than the object as architecture, and it is this idea of architecture as 
exemplifying man's spiritual consciousness of an organic ethic which 
ties them to transcendentalism. 

Both Sullivan and Wright seem to have absorbed this idea of ethic" 
from Emerson's writings on nature. He believed that there is an organic 
law at work in the universe which orders and unifies all things and that to 
abort the functioning of this law is to be "unethical." This conviction that 
their conception of architecture was above their own individuality, that it 
was "ethically" what should be done, clearly stems from Emerson's idea 
of ethical beauty. In an age which witnessed the worst kind of indi
vidualistic license, this viewpoint was often merely seen as a kind of 
messianic justification for the pursuit of their own personal whims. It is 
this broadly based and impersonal aspect of their conceptions, however, 
which, in the final analysis, seems timeless. It would seem to account for 
the power and force of their buildings which no manipulation of the style 
has been able to equal. Their buildings had that accomplished identity 
which fused the personal and the impersonal, the timely and the time
less, the specific and the universal on that "golden mean" of conception. 

losophy and how they utilized it in their own conceptions of architecture, 
has remained vaguely in the background of their own testimony and has 
eluded most of their critics. Some of the difficulty arises because Emer
son himself was more poetic than precise. His appeal was essentially a 
spiritual one which influenced mostly the emotional and symbolic 
aspects fo architecture, facets which are difficult to articulate and. until 
the Post-Modern Movement, noticeably missing in our architecture. 

Part of this difficulty is caused also by the fact that architecture is a 
complex art whose philosophic conceptions are charged with the order
ing of a bewildering array of physical and psychological considerations. 
It Is, therefore, seldom possibly to say that the various elements of 
architecture manifested in a great building emanated from a perfectly 
crystallized philosophy of either design or life. Any attempt to do so is 
probably pointless because what really interests the creative mind is the 
original source of that judgement with which the artist establishes the 
relationship of his art to society. We are interested, not in ordinary fact, 
but in that "last fact." as Emerson said, 'behind which analysis cannot 
go. where all things find their common origin.' 

Certainly in the case of Frank Lloyd Wright, that common origin is very 
difficult to find as anyone who has read Wright's explanation will testify. 
It is further complicated with Wright's work because he found inspiration 
in many widely different sources in conceiving the forms of his work. But 
behind all of these intransigent forces there remained, by his own admis
sion, a dedication to the transcendental ideal of man as the center of our 
concern, the organic constitution of the universe as revealed through 
nature and the infinitude of the private man in a democratic society. The 
organic principle of which Wnght and Sullivan spoke so much is perhaps 
best exemplified by Emerson's view that "life can be interpreted in terms 
of a transcendent unifier that infuses all with its single spirit." It is this 
unity of spirit with its nakedness, freshness and depth of concern that 
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Both Wright and Sullivan emerged from this cause branded forever as 
romantics. Their adherence to the medial position and to an ethic broad
ly based on man places them more nearly on the side of the conserva
tors. This "golden mean" between that which was merely good or physi
cally attractive, and that which was true or intellecturally rational, satis
fied the demand that architecture, as a true extension of a humane or 
organic structure, could not be othenA^ise than ethically beautiful. 

It is only in these terms that we can understand the true meaning of 
Sullivan's phrase "form follows function" of which the purport is not that 
the form of a building should logically be derived from and only from 
utilitarian and structural considerations, but, rather, that it should ex-
uberently proclaim, should radiantly show forth the goodness of the 
human experience. 

To see this point coupled with the transcendentalist idea of "ethic" is to 
recognize clearly the chasm which separated Wright from the Modern 
Movement. It is the difference between "function" in the classic sense as 
problem solving, and "function" in the Hebraic sense of "psychological 
understanding." The medial line of Wright and Sullivan was that golden 
mean between the static "rule" and the romantic "expression." 

I have chosen to speak first of transcendentalism and nature not be
cause I see a revival, for the conditions surrounding that concept are 
certainly not our own. There is, however, a sense of discontinuity and 
anxiety in America today which reveals itself in our architecture. We are, 
in many ways, very much like nineteenth century men, separated from 

the nourishing cultural symbols of our past and unable as yet to define a 
reasonable future. We yearn for a release from the endless partial 
alternatives offered by a technological society even as we recognize the 
bewildering complexity of our options. We have matured in our view of 
Modernism, rejecting the more strident and monotonous images and 
mediating the social and political idealism. 

We have not rejected Modernism, but have gone beyond the ideas of 
systematic analytic functional relationships, order, and responsibility, to 
explore a wider world of symbol and metaphor. In characteristic Amer
ican fashion we are pursuing with equal intensity the realm of semiotics 
while, at the same time, we search for a technological "fix" for our 
problems. There is in all this diversity an appearance of freshness and 
invention, but also a disturbing fragmentation and a narcissistic avoid
ance of serious creative options. 

At this point we might well reflect on the idea of the transcendentalists 
that man is a golden impossibility, that the line of mediation he must walk 
is a hair's breadth. 

If we think about the implications of this passage, it is clear that it calls 
for the individual to impose some sort of order or discipline on the 
extremes arising from natural instinct. Emerson felt that this imposition 
came from a "free willed " responsibility, aided by traditional institutional 
agreements and spurred by the historic examples of greatness. It is this 
kind of mediation—a mediation of superlatives—which moved Sullivan 
and Wright and which gave their work force and power instead of mere 
brilliance and shock. 



36 

Energy Alternative Design 
Kathleen Lechleiter 

In a shift away from f^odernism, contemporary architectural theory has 
searched for more humanistic and environmental concerns. New styles 
of architecture and alternative design froms are present everywhere. 
From Post-Modernism to Twenties Revivalism to Free-Style Classicism 
to metaphor, all are attempting to address issues which the Modern 
(Movement either ignored or failed to recognize. Along with these familiar 
styles of architecture there is a growing trend towards environmental 
design as an alternative design form. 

Environmental design is generally concerned with not only the built 
environment, but also the social, political, and economical environ
ments. It sees the world from various points of view—historical, physical, 
biological, social, and geological—which in turn aids us in seeing the 
present moment, and ourselves, in perspective.^ This new perspective 
lends itself to a new design language and energy alternative design. 

f^alcolm Wells, a practicing architect and author, is a strong advocate of 
this form of environmental design and approaches his own design work 
from this new perspective. His approach has taken the form of under
ground architecture or earth sheltered design. Wells' attitudes concern
ing architecture deal with a moral architecture, which respects the 
aspects of this planet and rewards itself both environmentally and aes
thetically (His concern for the land is one of reverence: if the land can not 
be improved upon by building then building should not occur). This 
distinction between where land ends and building begins becomes 
ambiguous. To achieve this. Wells suggests a gentler, smaller-scaled, 
decentralized architecture, with its emphasis on natural systems—natu
ral ventilation, natural lighting, natural treatment of wastes, natural heat
ing and air conditioning.^ In addition he outlines the following checklist 

for designers attempting to create a form of architecture which is harmo
nious and balanced with nature: 

—creates pure air 
—creates pure water 
—stores rainwater 
—produces its own food 
—creates rich soil 
—uses solar energy 
—creates silence 
—consumes its own wastes 
—malntaines itself 
—matches nature's pace 
—provides human habitat 
—moderates climate and weather 

. . . and is beautifuP 

One would hope that this list could be achieved, and the design it out
lines could be developed even further. For this design form to develop 
the last item, beauty, is one of the most important. As James Marston 
Fitch stated, ". . . to be genuinely effective, a building must conform to 
aesthetic as well as physiological standards of performance."'' But un
fortunately as Suzanne Stephens states, ". . . the environmental 
architecture of America is almost without exception depressingly ugly. 
Environmental or energy alternative design need not be ugly. It also 
need not be difficult for the architect to produce. It must be understood, 
however, that environmental design possesses additional parameters 
that help define its programmatic building requirements. Aesthetics and 
beauty are included in these requirements. 

When we consider aesthetics in building in an environmental context the 
designs of Frank Lloyd Wright are of great importance. Wright s designs. 
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under the heading of organic architecture are both aesthetically pleasing 
and energy efficient. These designs stress the importance of the flow 
from interior space to exterior space which supports Wells' belief in the 
unclear division between land and building and man and nature. 
Whether we call this form of design "organic architecture " or "environ
mental design," our concerns are the same—holistic design with energy 
efficiency. A biological analogy was made by Wright which states, "an 
organic form grows its structure out of conditions as a plant grows out of 
the soil, both unfold similarly with within."^ The analogy reinforces the 
concept of man and nature In balance and stresses the importance of 
the conditions from which the structure arises. These conditions certain
ly include energy consciousness. A direct relationship occurs between 
the use of energy and its inherent beauty. Without sufficient availability 
of energy, beauty dies. If that availability exceeds Its requirements, it is 
wasted. Only a balanced relationship assures total efficiency and beauty 
of the form. 

Environmental design, although not new in its attitudes, has gained 
strength recently through the public's cry for more energy efficient build
ings and more aesthetically pleasing designs. In a bizarre twist, it is a 
renewal of vernacular architecture, an architecture born of necessity, 
free of technological exploitation at the expense of human comfort, on 
which environmental design is based. This vernacular recognizes ex-
pendabillty and longevity. We can no longer exploit our knowledge to 
benefit only our energy needs, but must adapt to those realities which 
exist In a form which Is aesthetically pleasing. To achieve this type of 
energy alternative design, which Wells suggests may take the form of 
earth sheltered design, we must remember the properties of energy 
which allow us this approach. The design's use of energy must be 
diverse, renewable, relatively simple, understandable from the user's 

point of view and be at a scale and qualtiy appropriate to our range of 
end-use needs. These five properties were outlined by Amory B. Lovlns 
In Soft Energy Paths: Toward a Durable Peace and parallel Wells' own 
checklist with the exception of aesthetics. 

These two guidelines In conjunction emphasize that contemporary and 
future forms of architecture can be aesthetically pleasing and also relate 
to our environment, but do it In an energy efficient manner. Energy 
alternative design offers more than a mere architectural style revival to 
satisfy our sense of history. It offers a sense of permanence and order in 
an unordered society as it responds to our most basic human and en
vironmental needs. 

End Notes 

'Malcolm Wells, Gentle Architecture (New York: McGraw-Hi l l , 1981). p. 3. 
^Ibid., pp. 19-20. 
3|bid., pp. 38-40. 
''Ibid., p. 41. 
^Ibid.. p. 43. 

^Robert Venturi. Complexity and Contradiction in Architecture (New Y o r k : M u s e u m of M o d e r n 
Art, 1977), p. 84. 
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Captives of Continuity 
Ron Eddy 

To hit upon a right conception is a difficult step; and when 
this step is once made, the facts assume a different aspect 
from what they had before;. . . before these facts are seen 
as detached, separate, lawless; aftenwards as . . . posses
sing innumberable new relations before unseen.^ 

In The Structure of Scientific Revolutions, Thomas Kunn underscores 
the emergence of the paradigm as an accepted frame of reference as 
necessary for the elaboration of a science. He describes a cyclical pro
cess including: semi-random, multi-schooled casting about; the emer
gence of the paradigm because it most effectively deals with the prob
lems being encountered; pursuit of inquiry based on the acceptance of 
the paradigm; gradual accumulation of questions unexplainable by the 
paradigm; and the crumbling of the paradigm and return to casting 
about.^ "The most immediate obsen/ation regarding the nervous system 
is that its functioning is prima facie digital. 

In spite of the fact that we may perceive and experience, even at the 
microscale of daily affairs, a series of discreet events, with no necessary 
connection except that they impinge on us in succession, still, our fun
damental tendency is to link, if not fuse, these events into a continuous 
flow. It is in the nature of the acquisition of knowledge to collect, orga
nize, and project events. The problem is not that we do this, but that our 
collections and projections take on lives of their own, to the extent that 
they exclude the addition of new events that do not fit the presumed 
form. We make it a habit to assume that there is continuity because we 
see it. and we are, as a result, not prepared to deal with the idea of 
discontinuity. 

The problem of discontinuity is addressed by Loren Eiseley in The Unex
pected Universe: 

There was no order. Or better, what order there might be 
was far wilder and more formidable than that conjured up 
by human effort . . . the dog was, in actuality, an illusory 
succession of forms finally, but momentarily frozen into the 
shape "dog" by me . . . We deceive ourselves if we think 
our self-drawn categories exist there." 

Eiseley ignores that our category "dog" has not sprung from the can
yons of our minds, but is a summation of personal experiences with 
dogs as owner, breeder, science student, etc. "Dog" also includes a set 
of cultural attitudes toward dogs which are usually implicit in our percep
tions. These experiences and attitudes are grounded in the behavior of 
dogs, as well as in our perceptions of that behavior. Eiseley maintains 
that one is "real" the other "illusion." I think it more useful to say there is 
no necessary connection between the two but some connection never
theless always exists. Eiseley is shocked by the dog in the woods be
cause of a perceptual discontinuity between this experience and pre
vious ones. This may change his interpretation of earlier experiences, 
but it should not render them false. 

Knowing something, by common understanding, includes the assump
tion that the object of knowledge does not change while we are in the 
process of learning about and using it. This is an efficient assumption to 
make if change is occurring slowly. "Attitudes economize on thought 
and effort," say the management texts, but this is an economy only 
realizable if change is not a factor. When the rate of change increases, is 
it advantageous to conclude that nothing is fixed? I don't think so. 

An important attitude to achieve is that of not clinging to particular ideas 
and patterns of action in the face of evidence that they no longer en
hance our existence. To do this without falling into the valueless void of 
moral relativism requires that those ideas and patterns of action be 
based on an appeal to both observation and experience functioning as 
mutual checks and balances. To discard either leads from action to 
reaction based on formula, rule, and routine. Peter Drucker, in Ttie Age 
of Discontinuity, emphasizes the importance of the process of knowing 
over any specific knowledge: 

The most important thing . . . is .. . using knowledge and 
its systematic acquisition as the foundation for perform
ance, skill, and achievement.^ 
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With the advent of the Modern Movement, architecture expanded 
beyond "building" to "environment" by taking on social issues and, later, 
environmental concerns. The fact that the architecture produced fre
quently did not deal effectively with these issues is beside the point. The 
point is that the conceptual foundation of architecture shifted (and more 
importantly is still doing so), but we continue to see only "architecture"— 
four square, based on classical perceptions and interpretations, social 
as well as spatial. This is especially obvious in the return of classical 
forms via the neo-free-classical-revivalist "movement." 

But it is clear that this architecture has nothing to do with that which it 
echoes. Instead it represents, at best, a plea for psychological consid
eration, density, warmth, etc. in design, and at worst, architectural irre
sponsibility. The primary alternative, a scientific examination of prob
lems, tends to degenerate into building technology for lack of a unifying 
theoretical foundation. Are we clinging to ideas and patterns which no 
longer enhance our existence? 

What becomes apparent with the increasing pace of change is, not that 
we are looking at a different animal, but that the animal we are looking at 
is vastly different than whatever we thought it was. Much of our 
architecture was absorbed as a collection of culturally evolved assump
tions, implicit formal relationships and broad associational networks with 
links to other aspects of the culture. When objects of associational links 
disappear, when sets of formal relationships are altered, when fun
damental assumptions no longer apply, and when all of this begins to 
occur at a rate that outstrips the pace of "evolutionary" change, then 
architecture changes. First, it becomes more "conscious" and second, 
the range of issues to be dealt with consciously is seen to be broader, 
more complexly intertwined, and as no longer definable, even in theory, 
in static, final terms. 

Peter Drucker sees the same problem in modern economic theory. Even 
with the tremendous accumulations of data made possible by compu
ters, economic theory is incapable of dealing with economic problems 
because it does not incorporate "change in productivity." He proposes 

shifting the emphasis of economics from cost (static) to risk (dynamic)— 
how can an economy support "bigger but better risks"? 

. . . Innovation is more than a new method. It is a new view 
of the universe, as one of risk rather than of chance or 
certainty. It is a new view of man's role in the universe; he 
creates order by taking risks. And this means that innova
tion, rather than being an assertion of human power, is an 
acceptance of human responsibility.^ 

We might well consider this idea of innovation as applied to architecture. 
Ultimately, architecture is what crystallizes as a result of man/environ
ment interactions. This includes strip-mines, nuclear waste dumps, sin
gle family houses, supermarkets, superhighways, Las Vegas strips, etc. 
The study of architecture is the study of how these crystallizations can 
be controlled, stopped, redirected, made more responsive to needs, 
more life enhancing, more reflective of the dynamics of the culture that 
produce them. Viewed from this perspective, classical architecture, 
Modern architecture or Post-Modern can be seen as a very particular 
and restricted instance of "architecture" in general. While the normal 
scope of architectural effort may be considerably narrower than this, it 
seems to me that starting from a global definition of this sort should allow 
more effective pursuit of the opportunities available to us and would 
allow architects to express in a clearer way those "new relations before 
unseen." 

End Notes 

'D . W. Theobald, An Introduction ot the Philosophy of Science (London: Methuen, 1968), p. 110. 
^Thomas S . Kuhn, The Structure of Scientific Revolutions (2d ed.; Ch icago: University of C h i c a 
go P r e s s , 1970). 

^John von Neumann. The Computer and the Brain (New Haven: Yale University P r e s s , 1958) . 
"Loren Eiseley, The Unexpected Universe (New York: Harcourt, Brace & World, 1969) , pp. 
202-203. 

^Peter Drucker, Ttie Age of Discontinuity: Guidelines to Our Changing Society (New York: 
Harper & Row, 1969), p. 320. 

^Peter Drucker, Landmarks of Tomorrow (New York: Harper. 1959) 
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Tribute to the Tower on the Plains 
Dale Gibbs 

This occasion is one of several to be held this year to celebrate the 
Fiftieth Anniversary of the dedication of this building. The original design 
was conceived and presented in 1920 at that moment when nineteenth 
century Beaux Arts architecture, with its deep sense of history and 
symbolism, was giving way to the functional and impersonal theories of 
Modern Architecture. The building is transitional in style, with all the 
confidence of a traditional vocabulary seeking to express a future as yet 
not clearly defined. It is the tension and ambiguity of that circumstance 
which produced a design of extraordinary vitality. 

It is, we sense, a wonderful creation in space, rhythm, color, and light. It 
is courageous and bold in form, and yet it yields its details, symbols and 
interlocking patterns in poetic succession to searching minds and sensi
bilities. 'A poem," according to our guest of honor. John Ciardi, "is a 
formal structure in which many elements operate at the same time.' This 
building might be compared to a poem, filled with symbol, metaphor and 
analogy which can be appreciated at various levels of meaning over 
time. 

The most obvious level is Goodhue's composition of base and tower 
which form an unforgettable symbol of our state. That is the most famil
iar and popular image. But as a work of art, that symbol is the manifesta
tion of a profound desire—the human longing for freedom, justice and 
equality and the conviction that these are best achieved through a sys
tem of laws. This building is, like all great architecture, the symbol of 
human aspirations, in this case, the desire for community and protection 
from chaos. It Is the symbolic structure of a civilized society. The fulfill
ment of those desires and aspirations was entrusted to the architect. 
Bertram Grosvenor Goodhue, to Hildreth Meiere, the mosaicist. to Lee 
Laurie, the sculptor, and last, but of special interest to us tonight, to 

Hartley Burr Alexander, the philosopher and humanist who created the 
thematic structure of Law, History, Nature, Symbol, and Myth which fill 
these halls. 

"What did those people know of Nebraska?" we might ask. Goodhue, 
the genteel Yankee; Meiere, the worldly New Yorker; Laurie, the self-
taught German immigrant—how could they interpret Nebraska or Ne-
braskans? It was through the philosophical theme put forth by Hartley 
Burr Alexander that their talents were joined to express an idea infinitely 
more profound than regional concerns or ambitions. I think they might 
have expressed that theme as follows: 

However much alone you may feel plowing the open fields 
of trying to establish a life in an isolated town, you are, in 
fact, very much a part of the panorama of history which led 
you here and you are surely the inheritors of Its civilizing 
traditions. Solomon, Napoleon and the Magna Charta are 
a part of that inheritance. Ancient myth is a part of it. All the 
systems of nature, the stars, and endless sky around 
you—these are a part of it. The poetic vision of the Sioux 
and the Omaha who came before you, with their ste
wardship of the earth, are a part of this inheritance. 

That is, I believe, the meaning of this building. It addresses, not specifi
cally Nebraska, but the human experience. With that as its theme, it will, 
like the good house, survive the trivial fancies and fashionable preten
sions of men. 

As I look around at these beautiful examples of skill, craft, and creativity 
which, in concert, address the ideas of time and man, I am reminded of 
the words of T. S. Eliot reflected in the theme of this great work of 
architecture: 

This brief address was delivered by Professor Gibbs at a ceremony 
(sponsored by the Nebrasl<a Committee for the Humanities) in Septem
ber 1982 commemorating the Fiftieth Anniversary of the dedication of 
the Nebraska State Capitol. 

Time past and time future 
What might have been and what has been 
Point to an end which is always present. 
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Swedish-American Romanticism: 
Cervin's Church at Wakefield, Nebraska 
David Murphy 
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One of the most important, and until recently overlooked, phenomenon 
regarding the settlement of the Great Plains concerns the large numbers 
of European immigrants who found a new home in the region.' While 
overall figures were quite high, especially in the central and northern 
Plains states,^ figures for scattered locales often Indicate the existence 
of significantly concentrated ethnic communities. That this fact, once 
accounted for, should have profound influence on our study of the cultur
al and social history of the region seems obvious. 

The Impact of this phenomenon on architecture has been largely 
observed thus far In pioneer domestic architecture.^ Occasionally, 
however, special conditions have produced buildings more academic in 
origin which relate directly to Old Country architecutre. Some examples 
are so obvious tfiat the connections can simply not be denied, while 
others are so subtle that they exist only subliminally". One subtle exam
ple Is the Swedish Evangelical Lutheran Salem Church in Wakefield, 
Nebraska. Designed by Swedish-American architect Olof Z. Cervin, and 
dedicated in 1906. Salem's architectural associations are so sublime 
that they cannot be appreciated other than as a creative eclectic synthe
sis of both contemporary Swedish and American architectural ideas.^ 

The mass emigration of Swedes to America ranks as one of the most 
profound nineteenth century European experiences. In the middle of the 
century Sweden had a population of three-and-one-half million, but be
fore the passing of a generation, more than one million had left for 
America.^ Although the main cause of this exodus was based on eco
nomic reasons, religious dissatisfaction played a significant role as well, 
and was, according to some scholars, ". . . more potent than either 
political and social unrest."^ 

The most significant of the mass Swedish Immigrations came in two 
waves; one between 1868 and 1873, and the other from 1880 to 1893.^ 
The Middle West was the prime area of settlement during these migra
tions, with Illinois and Minnesota receiving the largest numbers. Of the 
Great Plains states, Nebraska was the favored location.^ 

The first Swedish settlers to reach Nebraska came In the late 1860's and 
early 1870's. Settlement opportunities here were first made known to 
Swedes east of the Missouri River through the paper Hemlandet. Initially 
they were attracted to Omaha and its vicinity, but by the 1880's and 
1890 s, during the second wave of the great nineteenth century migra
tion. Swedes and Swedish-Americans alike were enticed to northeast
ern Nebraska including the area around Wakefield. 

The small, rural community of Wakefield was incorporated in 1883. 
having at that time about 200 inhabitants. The first Swede to locate in 
the vicinity was Gustus Johnson, who came to Dixon County from 
Farmersvllle, Illinois in 1881. Johnson encouraged other Swedes to 
follow, and within several years a Swedish settlement was established in 
southern Dixon County, in the immediate area of Wakefield. On Ascen-
tion Day, May 3, 1883, the Swedish Evangelical Lutheran Salem Church 
was organized under the Augustana Synod, the synod of the Swedish 
Lutherans which was founded in 1860. Regular services were held in a 
local school until 1885, when the Salem congregation dedicated its first 
house of worship, a small frame building with a twelve foot square 
entrance tower. By 1906 when the second and present church was 
dedicated, Salem was regarded as the center, and the mother con
gregation of the thriving Swedish colony in Dixon, Wayne and Cedar 
counties. Upon its completion, the church was pronounced by the news
papers of a neighboring community as being ". . . without a doubt one of 
the finest churches belonging to this religious denomination and . . . [Is] 
a credit to the congregation and the little city in which it Is located. 

Architecturally Salem Church is a distinct entity, but one which does not 
fit comfortably into any conventional American stylistic categories. To be 
sure, Salem's striking Gothic Revival ornamentation provides the most 
obvious associations, associations which have virtually become synony
mous with traditional American church architecture through the first de
cades of the twentieth century. The elaboration of this detail, particularly 
at the porches and at the belfry, is notable among other Gothic Revival 
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ornamentation on traditional Nebraska churches built of wood." The 
highly developed character of its details provides focus for the composi
tion; a focus whose strength tends to mask an othenwise eclectic design, 
diverse in its intended associations. 

Three key characteristics of Cervin's design belie Salem's Gothic Reviv
al associations. The first of these is the utterly simple, almost Neo
classical design for the main body of the church. While punctured with 
the traditional lancet-arched windows, and provided with shallow trans-
cepts along each side wall, the character of the body is decidedly Clas
sical in association. This character is enhanced by the large proportion 
of wall to window area, and in the return and modillion cornices of the 
gables which are common to the Neo-Classical Revival style. The sim
plicity of this portion of the church is reinforced by the plain, hip-roofed 
appendage to the rear of the auditorium. 

The shift away from the Gothic is even more pronounced in the auditor
ium where the low-vaulted ceiling with its evenly textured pressed-metal 
surface and the smooth plastered walls dominate the space. Gothic 
elements here are confined to the window openings, and the chancel 
arch which frames the beautifully detailed high altar, a design feature 
preserved from Old Country churches.'^ The removal of the early yet 
restrained wall stenciling only accentuates what is essentially a non-
Gothic interior space. Furnishings preserve some Gothic character 
through minor details, but architectural fittings display the simple trabe-
ated motifs common to the vernacular Neo-Classical Revival style. 

Finally, formal considerations suggest special qualities about the church 
beyond decorative elaboration. While the academic architectural genre 
often produces formally distinct buildings, churches in Nebraska, partic
ularly those built for traditional communities, most often follow traditional 
formal schemes. This has been true from the beginning of settlement 
well into the twentieth century. Single-spired churches typically locate 
the spire as a central entrance tower placed on axis with the roof ridge. 
The major exception to this rule involves churches of the Akron plan 

where the entrance tower is located in the interior of an ell-shaped 
structure, the Sunday school space being located in one leg of the ell.^^ 
The third most common formal arrangement follows Continental prefer
ences for twin towers located on the front gable. Symmetrical towers 
here are perhaps most common, but inequal towers have found some 
favor was well. 

The placement of Salem's single tower represents a clear departure 
from traditional American formal schemes. The tower is pulled forward 
nearly free of the front gable and stands as a semi-detached tower; 
more as a campanile than a traditional American steeple. The nearly 
detached nature of the tower is emphasized both by its placement slight
ly beyond the edge of the side walls, and by its relationship to the 
single-storied narthex which was placed outside the main body of the 
church. 

How, then, does one account for Salem's distinct architectural express
ion? The architectural symbols are too clearly expressed, too carefully 
placed, and too well developed to dismiss the structure as naive or to 
accuse the architect of stylistic indecision. To be sure, a diverse eclectic
ism was one of the period's chief characteristics, a period dominated by 
a movement which Richard Longstreth has called Academic 
Eclecticism.^'' The search for an appropriate stylistic vocabulary was 
one of the most important architectural endeavors of the period. While 
based upon an academic understanding of the styles of the past, the 
movement still sought to avoid the kind of historicism which leads to 
simple revivals. Salem's architect participated fully in the search, both 
academically and professionally. His background and interests provide 
a point of departure for his work in Swedish-Nebraskan communities. 

Olof Z. Cervin (1868-1949) was born at Paxton, Illinois.'^ Son of Anders 
Richard Cervin (1823-1900), an 1856 immigrant from Skane province in 
southern Sweden, Cervin's life was intimately associated with Swedish 
tradition, higher education, and the Augustana Synod. Cervin's father 



was a Synod pastor, professor at Augustana College, one-time assistant 
editor of Hemlandet, and long-time editor of Augustana.^^ 

Olof Cervin was a scholar and a traveler as well as an architect. He 
received his B.S. from Augustana College in 1887. and his M.A. in 
architecture from Columbia University in 1894. He was noted for his 
numerous writings on architecture, as well as for his prominence as a 
practicing Swedish-American architect.^'' In addition to his own priviate 
practice in Rock Island, Illinois, he sen/ed that community as chairman 
of the City Planning Commission and as a member of the Zoning Com
mission. He was for a period the official architect of the Augustana 
Synod.^« 

As an author and scholar, Cervin participated fully in the architectural 
thought of the day, particularly in the growing concerns for a regional 
architecture, an outgrowth of the strong national sentiment following 
America's Centennial celebration.^® His first two articles, one on Amer
ica's colonial architecture, and one on the Spanish missions of the 
southwest, contributed studies pertinent to the developing regional 
approach to design.^° 

Cervin must have sensed , however , that neither regional ism nor 
nat ional ism had any strict re levance in his recent ly-sett led, mid-
continental milieu. As Barr Ferree had noted in an 1891 article, a nation 
with as culturally diverse a population as the United States can not 
realistically hope to find a National S t y l e . C e r v i n soon began to seek a 
cultural appropriateness for his architecture, one prompted both by his 
Swedish-American background, and his practice within a Swedish-
American context. Travels to Scandinavia produced a second series of 
articles which reveal a growing interest in Scandinavian architecture, 
particularly in the National movements. His article on contemporary 
Swedish practice was the most broad in s c o p e . I n it, in a rare state
ment of opinion, he conceded that to architecturally link the present with 
the past was a worthy effort, an effort that he connected with the 
"National school" in Sweden.^^ A second article focused on what was to 

become one of the important monuments of the Danish Nat iona l move 
ment, the Copenhagen City Hal l ,^" whi le a third presented the dist inct ive 
stave churches of the Non/vegian countryside.^^ 

The architectural movement to which Cen/in was d rawn in Scand inav ia 
was not unlike the regionalism which had captured his a t tent ion here in 
the United States. The movement was dominated by a s e a r c h for 
appropriate traditional and national forms in what Henry -Russe l l Hi tch
cock has called "National Romant ic ism. The trend w a s not t oward a 
simplistic copying of historical styles, but was complex and inte l lectual -
ized: " . . . a techn ica l rena issance , wh ich e x p r e s s e s i tse l f in t he 
condemnation of inferior material and false construct ion, fo l lowed by a 
stylistic renaissance which, rejecting academic and h a c k n e y e d c o n v e n 
tionalism, aims at individual and national forms sui ted to the part icular 
purpose in v iew. "^ ' Significantly, some of the most l ively and d is t in
guished traditional architecture of the early twent ieth cen tu ry w a s pro
duced by the National Romantic movement in Scand inav ia .^^ 

Salem Church at Wakefield is an early Cervin approach to a " S w e d i s h -
American Romant ic ism," a subtle, carefully coded a p p r o a c h wh i ch is 
manifest in certain formal and stylistic treatment. Fo rma l d is t inc t ion w a s 
noted earlier, particularly in the placement and the s e m i - d e t a c h e d char
acter of the tower, and in the development of the entry. F u r t h e r m o r e , the 
tower serves an important landmark function due to its e x t r e m e ver t ica l -
ity, rising to a height of 100 feet or nearly three t imes tha t of the body of 
the church .2® 

Salem shares formal associations with several of the m o r e imp ress i ve 
churches erected in Sweden during this per iod. Perhaps mos t s t r ik ing in 
comparison are two of Eric Lallerstedt's churches—the M.E . C h u r c h and 
the St. Matthew's Chapel , both in Stockholm and b o t h i l lus t ra ted in 
Cervin's article.^° Semi-detached towers with strong ver t i ca l e m p h a s i s 
were signif icant to bui ldings which both in t roduced a n d c l o s e d the 
Na t iona l R o m a n t i c per iod in Scand inav ia , o p e n i n g w i t h N y r o p ' s 
Copenhagen Town Hall in 1892 and closing with O s t b e r g ' s S t o c k h o l m 
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T o w n Hal l , completed in 1923.^' Similarly, exaggerated vertical towers 
are important to many notable Swedish churches of the period including 
Boberg s Sal ts jobaden church, Wahlman s Engelbrekt and Kristiana 
chu rches and Ericson's Masthugg's Church in Gothenberg. 

Cerv in 's specific stylistic associat ions should be viewed within a context 
of Amer i can eclecticism, but his careful placement and development of 
the o rnament is intended to signify a product that is Swedish-American 
in assoc iat ion. Cervin has focused his Gothic ornamentat ion at strategic 
points , particularly at the entrance and at the belfry, leaving the shaft of 
the tower unadorned and punctured only with a few small openings. His 
styl ist ic shift toward the Classical on the auditor ium both heighten the 
effect of the focused ornament and provides transition to an interior 
wh ich is neither Classical nor Gothic. The resultant emphasis on the 
Goth ic ornament at the points of focus serves not only to reinforce the 
fo rmal distinction of the church, but serves to establish connections with 
other products of Swedish National Romant ic ism where ornamentation 
is s imi lar ly focused.^^ 

F r o m this early, subtle attempt, Cervin developed cultural associations 
fur ther in later projects. More explicit associations were elaborated a 
d e c a d e later at the Bethphage Mission near Axtell, Nebraska.^^ The 
p lann ing and building of the Mission is perhaps his most significant 
N e b r a s k a effort, and has to be considered a masterpiece of "Swedish-
A m e r i c a n Romant ic ism" in Nebraska. Cervin's Wakefield Church, from 
this v iew , is an important early product of Swedish-American Romanti
c i s m : Swedish in its subtle inflections toward contemporary Swedish 
a rch i t ec tu re ; Amer ican in its specif ic ornamenta l associat ions; and 
Swed ish -Amer ican , both in Salen s central role in the Wakefield area 
se t t lements , and in its association with Olof Z. Cervin, an architect who 
s o u g h t to make connect ions not only across t ime but across national 
boundar ies as well . 
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In Consideration of American Queen Anne 
Lu Perantoni 

W h e n I b e g a n my i n v e s t i g a t i o n In to t he Q u e e n A n n e style of 
architecture, I had the misconcept ion that I would be examin ing a super
f ic ia l , p rov inc ia l , rather unat t rac t ive d ivar icat ion from the expected 
nineteenth century architecture deve lopment pattern. Upon closer scru
tiny, however, I have come to v iew Amer ican Queen Anne with respect 
as a style with much complexi ty, merit, and long lasting effect on later 
architectural developments. The purpose of this paper is to explore 
some of the possible causat ive factors in this style evolut ion. 

General style characterist ics are enumerated In Appendix A. Additional 
descr ipt ive characterist ics, based on specif ic architects' work or geog
raphical area Idiosyncrasies, wou ld also be appl icable here, but for now, 
I have l imited the list to those quali t ies which I feel are most representa
tive of the style direct ions I have addressed. 

The term "Queen Anne, " or more appropriately "Queen Anne Revival " 
had originally, in the nineteenth century, been used more correctly when 
It was appl ied to the Engl ish Rena issance (or Re-renaissance, as 
c la imed by Richard Norman Shaw) work of Shaw, himself, and other 
Engl ish architects Involved in eighteenth century historical study. Unfor
tunately, Shaw's more medieval based work, such as Leyes Wood, 
became included under this title. Eventual ly, the term "Queen Anne 
Rev iva l " became an umbrel la term that covered all manner of eclectic 
combinat ions, especial ly those contain ing some Jacobean and Renais
sance elements. 

Th is looking-back preoccupat ion was not just an English Idiosyncrasy. In 
Amer ica , Interest in the past was evoked for a variety of reasons. As a 
result of gargantuan industrial growth after the Civil War, crowded fac
tory cit ies and discontented middle c lasses deve loped. The outgrowth of 
this was that in summer, s ince they had no country estates to flee to. In 
order to escape the city heat and c rowded condit ions, middle class 
fami l ies went, for their vacat ions, to quieter, less crowded environs such 
as the sea coast towns. They passed, on their way , the vestiges of days 
gone by—the old colonial homes , wh ich . In their pastoral settings, with 
their pleasantly low cei l ings and we lcoming nooks and crannies, with 

their softened wood contours, suggested a more comfortable way of 
living—a style of design to be utilized in their dream homes. ' 

In addition, displeasure with the political system, with the political scan
dals that were being uncovered at the time, along with the Inequities of 
the dispersion of wealth—all this kindled the desire to move back Into a 
saner, safer t ime." 

But most overtly, the event that did most to light the flames of interest in 
America's roots was the first centennial celebration of the birth of the 
nation. And the Philadelphia Centennial Exposition, held in 1876. as part 
of this celebration, is usually cited as the beginning of American Queen 
Anne. Ironically, the term "Queen Anne," as used to refer to the Amer
ican development, came to identify not only the colonial revival, but "Old 
English" revival as well, and generally, as In England, the result was an 
eclectic mixed-bag of historical details. 

In America, two strong design concepts emerged from the seemingly 
hopelessly confused disorganization. First to be considered are the in
novations that resulted in freer, less symmetrically composed plans, and 
second are changes in surface treatments. 

Before the onslaught of neo-classicism, there had been, possibly due to 
some familiarity with earlier Adamesque and/or French design, some 
attempts to experiment with room shape and situation. But because of 
the formality and regularity necessitated by imposing Greek form above 
functional considerations, such experimentation was short-lived, and the 
"Anglo-Palladian plan with central stair-hall and four nearly equal-sized 
corner rooms . . ."^ became firmly entrenched. 

One early way that Yankee ingenuity devised to get around this spatial 
rigidity was to install large, sliding doors between rooms so that spaces 
could be opened up for more functional flexibility.^ 

But by the 1870's, designers had begun to reinvestigate the grouping 
and sizing of rooms. Based in part on the now-popular examples of 
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resort structures and colonial survivors, as well as on rudimentary 
rational analysis of the functional needs of a new class in society, speci
fic rooms began to be placed where they could be utilized most efficient
ly, not where historical antecedents dictated that they should be. 

Additional influences are cited as being the impetus needed to develop 
the new style, such as: 

. . . the Philadelphia Centennial Exposition in 1876 and the 
British Pavilions there which had a powerful impact on 
American architects, breaking the conservative historicism 
of academic architecture. Not only did this fashionable 
new mode of building encourage greater diversity of mate
rials, it allowed for a far less formal arrangement of interior 
spaces. The static compartmental ized rooms gave way to 
a more fluid plan, the entry hall became larger and more 
important, and rooms could be sized and juxtaposed 
according to actual use rather than arbitrarilly filling out the 
corner of a preconceived square or rectangular floor plan. 
Concurrent ly, Amer ican social mores were becoming 
more relaxed and the less formal architecture coincided 
with less rigid social expectations in a mutually dependent 
evolution."* 

In addition to the British Pavilions, Americans' attention was attracted to 
displays of Japanese domestic architecture. Thus began what continued 
throughout the careers of Wright and Mies into modern architecture— 
the American love affair with Japanese moveable partitions and flexible 
space.^ 

This unconscious attention to room volume, rather than to mass, which 
has been termed ". . . peripherally additive planning . . . controlled by 
the center,"^ resulted in the hall becoming a main core, around which 
the rest of the spaces were developed. 

As the interior space pressed outward, attempts were made to integrate 
exterior and interior spaces. The temple portico of the neo-classical 
facade began to be enlarged until it encompassed whole elevations of 

the house in a veranda, or piazza form. While this type of porch had 
made its way much earlier, via the West Indies, into our southern 
regions,'' the Queen Anne form tended to be a development of the 
extension of the interior plan, rather than an added-on element. In short, 
it seems to have organically grown outward from within. 

As mentioned above, the hall was undergoing evolut ionary changes 
from a simple vestibule to a combined stairhall-entry. The concept of the 
combined function hall had been addressed by the English architects, 
namely, Kerr in the 60's and later by Shaw. However, the idea of the hall 
as actual expanded living space, with multifunctional activit ies, seems to 
have been an American innovation developed by H. H. Richardson. 
Rudiments of this idea first appear in his unbuilt Codman Project, and 
are carr ied to culminat ion in his later domest ic p lans such as the 
Andrews House, Watts Sherman House and Stoughton House. 

It is probably a moot point to argue that American Queen Anne was a 
heterogeneous "home-grown" product, when in fact, most Amer ican 
architectural development bears some vest iges of its o ld-European 
roots. But I take issue with the sources that imply that Richardson's plan 
development was " l i f ted" from that of Shaw. For this reason, I have 
arranged relative events in chronological order in Appendix B. to Illus
trate that, while Shaw had had elevation drawings publ ished in l i terature 
to which Richardson had access at this t ime, he did not have a plan 
published until the 1874 publication of Building News, which showed his 
plan for Hopedene. By this t ime Richardson's living hall concept , et. al. , 
had been sufficiently developed to be considered his own innovat ion. 
Richardson's informal living hall areas contained great and dramat ic 
staircases and fireplaces. From the hall, one could pass to upper f loors, 
to the exterior, to the dining room, and especially to the k i tchen, in a 
much more efficient manner than in the English homes.® As Scul ly says, 
'. . . the American house had now undergone a vareity of changes 

adapting it to American condit ions, functional requirements, and mate
rials, which separate it, as an original style, from Richard Norman 
S h a w ' s Q u e e n A n n e . The o p e n n e s s and f low of i ts s p a c e a r e 
American."® 
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Richard Codman House project, 1869. F. W. Anderson House, 1872. 

I 

1 
As mentioned earlier, the other important design innovation, brought 
about through American Queen Anne, involved the treatment of sur
faces. In America, early on, after the Chicago Fire and the development 
of bal loon framing, wood, and not masonary as in England, became the 
dominant construction material. Queen Anne occurs chronologically be
tween the Stick Style, in which all framing was skeletally articulated on 
the exter ior , ' ° and the Shingle Style, where the frame is intentionally 
concealed, with the roof and walls like thin membranes which take the 
shape of what they enc lose . " As a result, with the development of 
Queen Anne, the preoccupat ion with skeletal articulation gradually 
yielded to an emphasis on surface materials and small scaled details. A 
variety of materials and colors were often applied to the surfaces of the 
same building. ' ^ "The emphasis now was on the broad surfaces of the wall, 
itself and the free f lowing Interior planning which it expressed . . 

Timbering generally was used only as a means to create the effect of 
continuity, and all e lements , such as windows, were planned and 
grouped as parts of horizontal elements or bands (harbingers of Wright's 
Prairie Houses). From the English government buildings at the Centen
nial. Americans had learned to use casements connected In seemingly 
endless, uninterrupted lines.''* 
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Watts Sherman House, 1872-76. M. F. Stoughton House, 1882-83. 

A major difference in English and American surface treatment was the 
degree of practicality that influenced the choice of the material. In Eng
land, wall and roof covering, often in the form of tiles, was used almost 
exclusively for ornamentation purposes. In America, besides the fact 
that there was neither the clay or the craftsmen, to produce decorative 
tile, practical reasons induced the architects and designers to look for 
other means of surfacing. Stucco was used, as was clapboard, terra 
cotta, brick, stone, and wood panel ing, but, in most cases, even before 
shingles were considered a "style." American architects were using 
them as surfacing material. Shingles were plentiful, were good for keep
ing out the heat in the summer and cold in the winter, weathered to 
lovely soft hues, could be traced back to colonial useage. were compar-
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atively easy to install and long-last ing, lent a feeling of in formal i ty a n d 
coziness to the structure, were of smal l enough scale to l ighten a n d 
soften the feel ing of the bui lding, and addit ionally, were p robab ly m o r e 
appropriate for the middle class self-concept. "Shingles m a y h a v e b e e n 
an Amer ican translat ion of the Dutch tile that had become fash ionab le 
for wal ls and roofs in Jacobean England. Or they may have b e e n a 
vernacular survivor from the Saxons, who had used oak sh ing les m o r e 
than a thousand years ea r l i e r . . ."^^ 

The explanat ion for the growth in popularity of shingles that I f ind m o s t 
intriguing was suggested in Scully 's discussion of Sanford Wh i t e ' s abi l i ty 
to capture momentary pictorial v is ions—such as changing l ight pa t te rns 
on sh ing les . ' ^ How interesting that this increased awareness of su r f ace 
treatment occurred at approximately the same t ime that t he p r o c e s s of 
photol i thography was perfected (al lowing extremely textured e f fec ts to 
be reproduced graphical ly) ! '^ Is it possible that a whole n e w d e s i g n 
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concept might have been developed in response to a graphic arts pro
cess? And if the development of photol i thography caused an increased 
awareness of the textural surface qual i ty in the nineteenth century, one 
can only speculate in what direction the new CRT draft ing methods 
might influence the design of the future. 

The development of Queen Anne in Amer ica was basical ly a free, crea
tive process, despite the fact that it had been born out of antiquarian and 
academic concerns. It is ironic that, after its short flight which lasted only 
about ten years, these same elements of academic ism and antiquarian-
ism were what finally brought it down, destroyed it as a style, by squeez
ing f rom it its l ightness and liberty, and suffocat ing it with stuffiness. 
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Appendex A 

General Characteristics of American Queen Anne Style 

Picturesque massing of a variety of shapes and textures in a non
symmetrical composit ion. 

Surface treatment usually was accomplished with a variety of materials. 

Long wrap-around verandas, or piazzas, often with delicately turned, 
small scale spindlework. 

Elaborately fluted or f lare-topped chimneys. 

Gables, dormers, round turrets, eyebrow and oriel windows, combined 
in a non-archeological manner. 

Asymmetrically and dramatically shaped roof forms. 

Windows, wall materials worked together to form horizontal, decorative 
bands. 
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Appendex B 

Chronology 

1859 H. H. Richardson travels to Scotland, England and 
Wales. 

1859-1864 H. H. Richardson at the atelier of Andre at the Ecole 
des Beaux Arts, Paris. 

1864-1865 Designs of Kerr are published, great hall concept is 
discussed. 

1867 Frank Lloyd Wright is born. 
1867-1870 McKim attends the Ecole des Beaux Arts. 
Late 1860's H. H. Richardson is a subscriber to Building News. 
1869 By now Shaw is using a living-hall concept but no plans 

are published. 
1869 Harper's Monthly begins publishing a series of nostal

gic articles on colonial days. 
1869 H. H. Richardson first shows his living-hall concept in 

the Codman House Project (Surface not delineated in 
elevations). 

1870 McKim possibly passes through England on his way 
home from Paris. 

1870-1872 McKim is a full t ime employee in office of H.H.R. 

Oct. 1872 Stanford White is employed in office of H.H.R. 

Early 1870's Introduction of photolithography. 

1871 Shaw's textural perspect ive sketch of Leyes Wood 
appears in Building News—reproduced by photo
lithography. 

1872 McKim uses shingle treatment at Peekskill & Cayuga 
Lake areas in New York. 

1872 Richardson designs Andrews House. Surface is ren
dered on the elevation. 

1872 White is thought to execute famous sketch of Watts 
Sherman House. 

1873 Financial Panic causes building hiatus. 

1874 First Shavian plans publ ished—for Hopedene, in Build
ing News. 

1874 Harper's Monthly p u b l i s h e s a r t i c l e s on reso r t 
architecture. 

1876 First indications of relationship of English Queen Anne 
to colonial d iscussed in American Architect & Building 
News, January. 

1876 Philadelphia Centennial Exposit ion. 

1877 McKim, Mead, & Whi te journey to New England to 
sketch colonial remains. 

1878 White leaves off ice of H. H. Richardson. 

1879 Formation of the architectural f irm, McKim, Mead and 
White. 

1882 Stoughton House—last of H. H. Richardson's l iving-
hall experiments. 
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The Free Style of Edwardian London 
James Fagler 

I have defined the function of art: it is the setting in order 
the house of mankind. I now define the future of art: it is 
the setting in order the house of mankind in exalted con
sciousness of the environment amid which it is placed . . . 
Art is . . . primarily and chiefly, and always, the doing a 
right thing well in the spirit of an artist who loves the just, 
the seemly, the beautiful. • 

The opening quote sets forth an attitude, Ruskinian in nature, an "ex
al ted consc iousness" in content and refers askance to the continental 
Art Nouveau movements of the turn of this century. This attitude towards 
art and towards architecture as an exalted consciousness speaks to the 
thesis of the Edward ian archi tectural movement termed the "Free 
Sty le." 

During the last half of the nineteenth century, the English architectural 
profession was engaged in what has been termed the "battle of the 
styles." The use of Gothic, Classical, Byzantine, Tudor and other histori
cal styles as a precedent of architectural form was debated, written 
about and built in a variety of manifestations. By the late 1880 s, howev
er, Engl ish architects' plagiarizing of historical forms began to give way 
to a more original manipulat ion of the historical vocabulary and a decade 
later these historical forms were being transformed into quite novel con
struct ion. The early years of the twentieth century saw this evolution 
cont inue toward simplif ication and monumentali ty, especially in public 
bui ldings. 

The next step in this progression was pursuit of an architectural idiom 
with no stylistic precedents. Undertaken by a small minority of English 

r ^e research for this essay was initiated during the summer of 1981 
when the author attended the Victorian Society Summer School in Lon
don, England and was continued during the spring term of the 1982 
Overseas Studies Program in London sponsored by the UNL College of 
Architecture. 

architects, this movement has come to be known to contemporary Brit
ish historians as the English "Free Style." English architects and writers 
of the Late Victorian and Edwardian period however, referred to the 
movement by a number of terms, including: "naturalistic style" and 
"English vernacular," but they mostly spoke of "free design," "free style" 
and of " f ree" versions of historical styles, f^odern historians have dub
bed the movement Free Sty le" to incorporate the tremendous range of 
experimentation of new forms and details within the movement. 

The originality and experimentation characteristic of this movement can 
be loosely summerized into two strong ideas as described by Tim Ben
ton: (1) the search for a national " f ree" style which could be seen to be 
more practical and monumental than Gothic Revival architecture and (2) 
the retention of the high-minded attitude toward materials, construction, 
nature, planning and unity of the arts as espoused by the Arts and Crafts 
architects and designers.^ 

The chief proponents of the Gothic Revival: Pugin, Street, Butterfield 
and the Ecclesiological Society, proposed to combine the spirit of the 
Gothic Revival with an innovative, flexible attitude to problem-solving. 
The Gothic Revival was centered on such ideas as rationality, propriety, 
structural logic, craftsmanship and a method of planning which articu
lated each part of a buidling as clearly as possible. Although Free Style 
architects rejected the belief that the Gothic Revival style was the most 
appropriate expression of Christian ideals, they did, however, retain the 
Gothic Revivalist's design attitudes toward rationality, nationality and 
planning theory. 

The second major influence on the Free Style movement was the Arts 
and Crafts movement. The ideals of the Arts and Crafts movement 
flourished within the Art Workers Guild, whose architects produced a 
variety of domestic buildings during the 1880's and 1890's in a Free 
Style manner. One of the main principles underlying the design of these 
dwellings was the revival of standards of workmanship and design which 
these architects believed had declined since the beginning of the Indus
trial Revolution. Using vernacular materials and local building traditions, 
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the architects designed these houses to blend with the context. The 
Free Style architects of major public buildings in London later adopted 
these attitudes toward materials, craftsmanship and locality as their 
own. 

A third influence, negative in form, was the continental Art Nouveau 
movement. Four leading Free Style architects and designers summa
rized the contemporary British view of Art Nouveau architecture by 
saying: 

We explained that the main motive of the design was a 
conscious striving after novelty and eccentricity, which is 
the basest of all motives in Art: that the forms of the ob
jects, instead of expressing and illustrating the lines of the 
construction, obscured and ignored them . . . and that 
there was throughout a fidgety, vulgar obtrusiveness quite 
destructive of all dignity and repose . . 

Another Victorian architect was a bit less diplomatic in his assessment: 

L'Art Nouveau, forsooth! Absolute nonsense! It belongs to 
the young lady's seminary and "duf fer 's" paradise.'' 

As with many progressive and experimental movements, it must be kept 
in mind that the Free Style architects were very much in the minority. 
The majority of Edwardian architects were unsympathetic or even hos
tile to the thought of the rejection of historically derived styles. In fact, 
many historically derived structures were built by Free Style architects, 
using their originality and daring when there was an opportunity for 
experimentation. 

In 1895, such an opportunity appeared for creative experimentation. A 
competition was held for a large charitable building in the Bloomsbury 
district of central London. The aging Richard Norman Shaw, the leading 
architect of the eclectic Queen Anne Revival period, was appointed 
assessor of the competit ion. It's possible that Shaw let it be known that 

he was looking for adventurous solutions, for many of the Free S ty le 
a r c h i t e c t s e n t e r e d i m a g i n a t i v e des igns . The w i n n e r , t h e y o u n g 
architectural f irm of Smith and Brewer, displayed a des ign of b o l d , 
elementary fo rms (fig. 1). Originally known as the P a s s m o r e E d w a r d s 
set t lement, the bui lding opened in 1898 to a caut ious a rch i t ec tu ra l 
press: "The originality of the design is a little aggressive at first s igh t , bu t 
the originality is at least refreshing."^ Providing a perfect e x a m p l e fo r 
Free Style experimentat ion, the Mary Ward House, as it is n o w k n o w n , 
was a new type of bui lding—part hostel, part communi ty center . It w a s 
intended to bring together "persons of kindred tastes and i n t e r e s t s , 
more especially those engaged in social and educat ional work in a g i v e n 
neighborhood to form a home in which the conven iences of f am i l y l i fe 
shal l be combined with individual seclusion and liberty. 

The simple, yet ingenious interior contains a variety of func t ions , i n c l u d 
ing various dining and drawing rooms, a gymnasium, teach ing r o o m s fo r 
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discussions, a library and residential rooms on the upper floors. The 
exterior however, is an essay of Free Style thought, using several bold 
dev ices to exploit a dramatic originality. A long, low geometric street 
facade is bounded by twin brick projections at each end which are 
visual ly l inked by a white plastered strip under a deep overhanging 
eave. The fenestration rationally expresses interior functions such as 
the gymnas ium, stair towers and teaching rooms. The piaster strip is 
der ived from C.F.A. Voysey's domestic roughcast designs, later to be an 
idea taken up strongly by the architects for the London County Council in 
their housing schemes after 1900. 

Another bold exterior feature is the protruding stone doorway Massive, 
yet organic in the manner in which it b lends with the pavement, the 
doorway is topped by two stone eggs. The organic character of the 
doorway reflects the influence of the leading Victorian theorist. William 
Lethaby. In his book Architecture, Mysticism and Myth. Lethaby de
scr ibes in symbol ic terms the relationship of nature and built form. In the 
case of the Mary Ward house, the organic character of the doorway and 
the eggs, which represent the symbols of creat ion according to Lethaby. 
are directly inspired by his influential writ ings. 

A second and more severe version of the geometr ic mode of the 
Edwardian Free Style is the office for T. J . Boult ing and Sons. Sanitary 
and Hot Water Engineers, 1903. Constructed in the Marylebone district 
in the heart of London, this corner bui lding, designed by H. Fuller Clark 
d isplays fascinating street elevations. The facades are broken up by a 
ser ies of varied projecting vertical bays of brick and w indows (fig. 2). The 
w indows originally consisted of leaded lights set in very simple square-
sect ion stone frames and mull ions (fig. 3) . The bays rise to a varied 
ser ies of dormers, si lhouetted against a slate mansard roof with large 
square chimney stacks. Whi le inference of historical precedent would be 
obl ique in any sense, the vivacity and r ichness of the street fascades 
rival those of the mid-Victorian era. 
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A structure similar to the Boulting and Sons office building is the Fire 
Station on Euston Road (fig. 4) also built in 1903 and located one-half 
mile north of the Mary Ward House. Designed by the London County 
Council, the section in charge of fire station design was headed by 
Charles Winmill, a disciple of Will iam Morris and Philip Webb. The 
architect was faced with a difficult problem—that of combining barrack 
block housing with offices and large halls for the fire engines. All of this 
was to be squeezed onto a small site in a residential area. The solution 
exhibits a plan clearly expressed on the exterior in bold free forms, 
within a traditional masonry structural framework. Strong brick verticals, 
trimmed with stone, are varied by a complex pattern of projecting bay 
oriel windows and an unexpected connecting balcony. This play of 
geometric forms on the exterior aggressively demonstrates the Webb 
and Ruskinian principle of "changefulness." Domestic forms are also 
suggested in the gablets, stone base, oriel windows and small balcony. 

A building of simpler, yet bolder forms is the Belgrave Hospital for Chil
dren near Kennington Oval in south London, finished in 1903 (fig. 5). 
The architect, Char les Ho lden , is descr ibed by the noted Brit ish 
architect/writer, H. S. Goodhar t -Rendel , as "the man who had the 
greatest influence over all of us."^ The plan of this charitable hospital for 
children of poor families is a response to the need to isolate any ward 
from the rest of the hospital in case of infectious disease. Once again, 
however, it is the exterior which is handled in an imposing, free manner. 
The main entrance is composed of austere buttressed masses rising up 
to high gables. The wings, extending from the central mass to form large 
• piers," are bold, self-confident masonry composit ions. 

The final architect which will be discussed and who designed three of 
the most important Free Style buildings is Charles Harrison Townsend. 
Articled to a Liverpool architect, Townsend then moved to London in 
1880, joining the Art Workers Guild in 1888 and subsequently becoming 
an Arts and Crafts zealot. Townsend was significantly influenced by 
Lethaby's writings. Architecture, Mysticism and Myth encouraged Free 
Style and Arts and Crafts architects to utilize nature as a source of 
design inspiration. Though the book was vague and somewhat preten
tious, it added a degree of profundity to the current thought of the prog
ressive movement. 

Townsend also seemed to be greatly attracted to the work of the English 
architect, Henry Wi lson, and to the work of the famous Amer ican 
architect, H. H. Richardson. Allured by the organic aspect of both men's 
work. Townsend freely adapted the use of the arched portal, massive 
facades and organic materials and detail ing. 

Townsend's first experiment with organic imagery and Free Style mas
sing was also to be the first use of symbols of nature integrated into the 
exterior of a public building in the manner of textile and wal lpaper de
signs by Morris, Mackmurdo and Voysey. This structure, the Bishops-
gate Institute built in 1892, contains a library and large meeting hall 
connected by a long hallway (fig. 8). As with all three Townsend bui ld
ings to be discussed, the interior was kept austere and simple, with a 
minimum of detail ing. The exteriors, however, are bold and free designs, 
highlighted by large masses of unadorned masonry playing off highly 
detailed sections of masonry and tile. 
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The narrow street frontage of the Bishopsgate Institute (fig. 6) exhibits 
two prominent towers framing a central square window and tied sym
metrically to a large arched opening. Though somewhat disguised, this 
elevation is composed of several strong, basic forms. Lethaby writes: 
"Of all forms, the cube and the hemisphere are the most sacred . . . to 
combine the two has been the builder's problem in all ages."^ The use of 
the square and the arch in this facade is part of a complex symbolism 
which is further developed in the use of the tree of life symbol appearing 
in reliefs above the arch, above the central square window and on the 
towers. The use of f lowing tendril and foliage detailing contrasts sharply 
with strong, simple masses of unadorned masonry. 

Townsend's Whitechapel Art Gallery of 1896 (fig. 7) continues the de
velopment of concepts explored in the Bishopsgate Institute. Whereas 
the street elevation of the Bishopsgate Institute is centered on a great 
square window, that of the Whitechapel Gallery has a symbolic central 
square concealed behind the slope of the battering of the towers . . . 
Squares and semicircles play everywhere in the composit ion, often hid
den in part or disguised as if to express the irregularities of nature's 
growth, ' (Victorian architect Edward Prior's words) giving buildings the 
sort of organic character which also appealed to Townsend."^ Square at 
their base, the towers of the gallery are terminated by small turrets. 
Originally, cupolas similar to those at the Bishopsgate Institute were to 
adorn the top of the towers but. alas, they were never built. The same 
fate befell a tile mural by the Arts and Crafts designer. Walter Crane, 
which was to have been placed between the towers. 

Perhaps the Horniman Museum of 1901. located in the South Bank 
district of Forest Hill, expresses most clearly the Incorporation of nature 
with Free Style ideals, Its prominent tower (fig. 9), including a massive 
arch and nature symbol ism in relief, gradually evolves in form from a 
square at the base to a circle at its highest point. Two bays of gallerys 
and library (fig. 10) are expressed on the exterior using arched and 
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pedimented gables. The exterior gives a rare and satisfying union of arts 
and craf tsmanship as ev idenced in some very fine metalwork, tile 
mosaics and beautiful masonry reliefs. 

In conclusion, the British Free Style movement had its moments of 
tremendous originality and experimentation. The desire of its practition
ers to establish a national style ultimately succumbed to its own idiosyn
crasies and to the repercussions of the First World War. Too indi
vidualistic to ever reflect popular taste and too expensive for all but the 
most wealthy patrons, the Free Style fell victim to the popular English 
Grand Manner exemplif ied In the work of such men as John Belcher and 
Edwin Mountford and to the war which diverted attention away from 
these romantic experiments to a more somber and practical view of 
building. 
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An Architecture of Richness: 
The Country House Practice of Edwin Lutyens 
Gat7 Kohn 

The per iod of British history between 1890 and 1914 is a unique and 
fascinat ing topic for study. It was a t ime of intense activity and social 
deve lopment , and a period of unprecedented British prosperity. This 
economic fortune was complemented by the emergence of a rapidly 
g rowing middle class of businessmen and merchants who were starting 
to chal lenge long established British social hierarchies. It was a signifi
cant per iod of transition brought to a halt in 1914 by the ravages of World 
W a r I. 

The architectural climate in Bhtain at the t ime was also in the throes of 
change . It was a t ime of high architectural achievement, and of the many 
ta lented architects at work perhaps the most popular and skilled was 
Edwin Lutyens. It was Lutyens' unrivalled practice in the genre of the 
count ry house which brought on this popularity and consti tutes the topic 
for explorat ion in this article. 

T h e country house has long been an integral part of Britain's social 
h is to ry . From the earl iest days of civil order, the so called "power 
h o u s e s " (the seats of the landed aristocracy scattered about the English 
count rys ide) controlled Britain's affairs. With the end of the nineteenth 
cen tu ry came a change in the status quo as the old, landed aristocracy 
w e r e being displaced by the "new r ich" of business. This new middle 
c lass sought to establish itself in higher social circles, and one sure way 
to accompl ish that object ive was to invest in a house in the country. 

Peop le were in love with the notion of a house in the country; it repre
s e n t e d to them peace, tradit ion, beauty and dignity. Popular magazines 
of the period such as Country Life contr ibuted to these ideas with feature 
ar t ic les and pictorials romanticizing life in the country. With rapid de

velopments in transport and communicat ion it became less difficult for 
businessmen to conduct their affairs on a daily basis from their homes in 
the country. In general, these contemporary country houses took on 
more of a lived in, domestic character than the sprawling estate houses 
of earlier times. There were still requirements for servants, and rooms 
and accouterments for entertaining, but these generally were not as 
lavish or expansive as their Victorian or Georgian counterparts. There 
was still the occasion when a grand mansion was built, but for the most 
part the archetypal 'country house" took a position somewhere between 
those and the common worker's cottage. 

The period architect who exhibited perhaps the greatest talent in this 
realm of design was Edwin Lutyens. His houses display a richness and 
creativity few other architects of the period were able to equal. Part of 
Lutyens' success derived from his ability to read the personality of his 
client and transpose it into a built expression. Equally important were the 
particular regional characteristics which influenced the nature of the 
house. There is no hint of a universal style or method in Lutyens' work. 
Each house is a distinctive, intuitive response to the many varied qual
ities of site, client and program. 

In addition to his obvious technical and organizational skills, the person
ality of Lutyens lent a strong flavor to his work. For him, architecture was 
a wonderful game full of opportunities for expression and wit. It's an 
uncommon pleasure to explore Lutyens' houses and note the exception
al treatment of form and space, and then discover the delightful overlay 
of planned inconsistencies, quirks and surprises. It is this remarkable 
talent which makes the work of Edwin Lutyens an exceptional and time
less topic for study. 

This article was researched and developed as an independent study 
project by the author during his participation in the 1982 London Pro
gram. Observations are based in large part on personal visits to project 
sites. 

The four houses presented are examples which seem to best describe 
the personality and skills of Lutyens as a country house architect. Noth
ing can equal the experience of exploring these houses first hand, but 
perhaps this oven/iew will add support to the statements outlined above. 
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Tigbourne Court, Whitley, Surrey 

Tigbourne Court was designed in 1899, early in Lutyens' career. The 
architectural mood in England at that time was influenced greatly by the 
Arts and Crafts movement; an attitude which dismissed the pretense of 
style and promoted a return to simpler, traditional values. Lutyens was 
sympathetic to the cause and this small house in Surrey shows his 
understanding of the local vernacular through the manipulation of form 
and materials. It is not without its quirks, though, as various subtle 
undertones contribute to make this one of his most sophisticated and 
interesting schemes. 

The most dominant feature of Tigbourne Court is the entrance front 
which faces a main road running south out of Witley. Lutyens apparently 
focused his attention on this principal elevation. Note the very obvious 
symmetrical composition and the curved walls of the entry court (fig. 1). 
This rather grand effect is offset very well by the triple gables at the 
center of the composition and the two massive chimney stacks placed 
on either side. The plan in this case is completely subsen/ient, as are the 
other elevations, to the tremendous power of the entry facade. 

Lutyens instilled even further cause for delight through his playful mix of 
"styles." The predominant Arts and Crafts theme has been combined 
with elements of classic origin. The aediculae at the upper storey win
dows are pleasantly decorative and the Doric columns and lintel of cut 
stone highlight and define the entry to the house very effectively (fig. 3). 

The aspect which makes this house most irresistable is the incredible 
richness of the materials. A local, Bargate stone is the principal building 
material and within the mortar joints stone chips were inserted under the 
pretext of strengthening the joints. The stone and mortar give a very 
coarse texture and color to the facade which is wonderfully contrasted 
with string courses of red tile, and smooth, red brick at window openings 
(fig. 2). The result is a visual feast of textures, forms and juxtapositions; 
vernacular with a twist. 



64 

1 Porch 
2 Vestibule 
3 Billiard Room 
4 Drawing Room 
5 Hall 
6 Dining Room 
7 Smoking Room 

8 Gun-Room 
9 Kitchen 

10 Servants' Hall 
11 Yard 
12 Housekeeper 
13 Pool 
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Marshcourt, Stockbridge, Hampshire 

As important as the preceding example which shows Lutyens' command 
of the vernacular, is this much larger and more complex house buiti in 
1901. Marshcourt is another essay in the use of regional materials (this 
time in the chalk and flint of Hampshire), but far outweighing that aspect 
is Lutyens' complete mastery of the plan. 

As Tigbourne Court leans toward the picturesque, Marshcourt takes airs 
of a much grander country residence. The experience of approach, 
passage and arrival is carried out to the fullest extent. The sequence is 
initiated by the passage between two lodge houses several hundred 
yards north of the main house. Immediately the visitor is forced to 
approach along a tree lined axis which focuses on the projecting entry 
porch. Gradually the front elevation is revealed as the visitor approaches 
a small bridge which then allows access to the entry court (fig. 5). Finally 
you are allowed to enter the house, but still you have not arrived be
cause the axis has been so boldly terminated by a transverse corridor! 
The climax is finally reached by entering, in roundabout fashion, the 
richly detailed Great Hall (fig. 6). The journey is not yet complete as the 
visitor is then introduced to numerous vistas from room to room and 
enticing axial relationships between house and garden. These height
ened experiences of movement through space, both indoors and out
doors, are only possible through a very sophisticated organizational 
scheme. 

Another aspect of Marshcourt which deserves some discussion is the 
relationship of house to garden. The two become extensions of each 
other as the geometry of the house is pulled into the landscape and the 
natural sloping characteristic of the site reinforces and defines the build
ing mass. Notice the direct relationship, both physical and visual, be
tween the suite of reception rooms, (Drawing Room, Great Hall, and 
Dining Room) and the garden (fig. 4). Imagine the pleasure of exploring 
the many varied enclosures, level changes, lawns and pools so intricate
ly and completely planned. 

l i i i i f - i i i i i i M\ m i l l i i i i i l 
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Porch 
Entrance Hall 
Big Room 
Billiard Room 
Court 
Drawing Room 
Winter Garden 

8 Dining Room 
9 Smoking Room 

10 Servants 
11 Pantry 
12 Kitchen 
13 Servants' Hall 
14 Scullery 

Nashdom, Burnham. Buckinghamshire 

With Marshcourt, Lutyens demonstrated his ability to plan and control 
movement and the perception of space in a sequential manner. At Nash
dom, he exerted the same control in the manipulation of plan, elevation 
and section, but with the intent of creating an intriguing ambiguity. 

Nashdom was designed in 1906 for a Russian prince and his English 
wife primarily for entertaining. Lutyens provided the necessary pomp in 
his design, but not without a variety of surprises. Perhaps the most 
noticeable trait is the Georgian flavor of the composition, perfectly 
acceptable for a lavish house for royalty; but on close inspection it's 
revealed that the house is built of common, whitewashed brick! Other 
visual characteristics are equally contrasting. The entry elevation with its 
sheer facade, raised elevation and suggestion of portico is reminiscent 
of an urban housefront (fig. 8). The house is pushed very close to the 
road to reinforce that suggestion, while the garden elevation with its 
green, contrasting shutters takes on the characteristics of a resort hotel 
(fig. 9). There is an interesting duality created between the discreet 
elegance of the entry facade and the lighthearted garden elevation that 
pervades the entire house. 

Lutyens took full advantage of the entertaining aspect in organizing the 
plan (fig. 7). The guest would approach the entry porch as expected and 
move into the court only to find that there are no doors into the house. 
The actual entry is at the end of the portico and opens to a formal stair 
which leads the visitor up to a large ballroom. Opening off the ballroom is 
a series of reception rooms adjacent to the garden, each of a different 
shape and character. The skylit Winter Garden virtually completes the 
split of the house started by the entry court, and when taken into three 
dimensions creates an ambiguity in the reading of the building mass. Is 
the house a solid rectangular block, or is it two pieces joined, or maybe 
it's a courtyard scheme? With all its unorthodox gestures, Nashdom may 
at first appear to be the work of an awkward amateur. On closer inspec
tion, however, the design reveals the innovative control and stylish flair 
of a master purposely avoiding the obvious. 
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Castle Drogo, Drewsteignton. Devon 

This concluding example is probably the most well known of Lutyens' 
country houses which is unusual because it is the least house-like' of 
all. Drogo is a very special accomplishment as it is the result of an 
uncommon notion on the part of the client; a desire to build a romantic 
version of a medieval castle. 

Julius Drewe, a wealthy, self-made businessman came to Lutyens in 
1910 with a sizable budget, a beautiful site and a desire to create a 
huge, ancestral home. It was a perfect opportunity for Lutyens to vent 
his own romantic tendencies. So, after siting the building in a most 
dramatic location on the edge of a steep embankment overlooking the 
river valley, he began to organize the elements and visual cues that 
would make this a castle in both a suggestive and real sense. 

Drogo is not a stage set; its battered walls are built of solid granite as 
much as six feet thick. The soaring south bay takes on tower-like propor
tions and the great mass of the wall is expressed by the carving away of 
stone to create a full bay window near the top (fig. 10). At the parapet, 
abstracted battlements complete with arrow slit openings further de
scribe the nature of the wall and contribute to the military imagery. A 
wonderfully descriptive, sculptural quality was also given to the chapel 
which was added at a later time to put to use the foundations of the 
unconstructed Great Hall (fig. 11). The forceful manipulation of forms 
and the great mass of the building anchored to the hillside provide a very 
evocative image of the medieval castle (fig. 12). The conviction of the 
architect made this building a powerful expression. There is no delicacy 
or hesitance in the statement of concept at Drogo. 

Castle Drogo was a tremendous undertaking and unfortunately was 
never completely realized. The client had neither the endurance or the 
financial means to resume work after the outbreak of World War I 
brought a halt to progress for a number of years. Regardless of its 
uncompleted stature, Drogo is still a remarkable accomplishment. 
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These are just four of the many country houses designed by Lutyens 
during the important years between 1890 and 1914. They are all very 
individual responses to different sites, clients and influences, but in toto 
they expose the diversity and broad range of Lutyens' abilities. Each 
house describes a different aspect of his personality as a country house 
architect. Tigbourne Court reveals a great sensitivity to regional charac
teristics through the use of materials and vernacular forms. Marshcourt 
continues the regional theme while exhibiting a keen understanding of 
complex organization, geometry, and perception and movement through 
space. At Nashdom, the complete mastery of organization and geome
try is enlivened with complex, intentional ambiguities, and finally Castle 
Drogo is a prime expression of Lutyens' romantic spirit. 
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There are not clear-cut divisions in Lutyens' practice in the country 
house genre as described in this article. He continually reverted to pre
vious methods and biases for inspiration while developing his under
standing of the formal aspects of architecture. The mark which makes all 
of these houses unmistakably "Lutyenesque" is the display of wit and 
vitality in playing this wonderful game of architecture. 

For architects today this attitude is undoubtedly a refreshing and wel
come change of pace. The occasions to learn from Lutyens are fre
quent, thereby making this a meaningful topic for study. In addition to the 
learning aspect there is a nostalgic value, at least for the British, in 
reviewing the buildings of this period. The country house is both a pro
duct and symbol of Britain at its peak of power and prosperity. 
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