
inform 
architecture • design • the arts 

1994: number two four dollars 

1 

Jl L kV 

1 0 \ 



If you like Hardie siding, you'll love Hardisoffit^^ 
Soffit and siding from James Hardie have the same 

masonry-like composition. A concrete reason 
why both can weather some of the 

most humid climates. 
No problem. 

Looks like wood, acts like masoni^ 
Hardie siding has all the advantages of wood, 
but none of the drawbacks. It has the look and warmth of 
wood and is installed in the 
same manner. 

The more 
humid the better 

Hardie siding and Hardisoffit'" 
have earned their reputations 
by standing up to humidity in 
places like Malaysia, where the 
humidity often reaches 90%. 
For comparison's sake, the aver
age humidity of Southeastern 
U.S. is usually a mere 75%.* 

Talk about 
coverage 
James Hardie 
is a world 
leader in fiber 
cement technology with over 100 years 
experience. To date, billions of square 
feet of Hardie siding and Hardisoffit 
have been installed. 

Another strike against wood 
Hardie siding and 
Hardisoffit "are non-
combustible.- Their cemen-

titious compositions make 
them some of the most fire-

resistant building materials 
money can buy. 

Siding and Soffit 
from James Hardie 
The resi l ient bu i ld ing materials w i t h the 
durabi l i ty o f concrete and the workabi l i ty 
o f wood. 

You're looking at some of the most 
resilient siding and soffit materials ever 
developed. 

Siding and soffit f rom James Hardie. 
The remarkable lightweight masonry 

building products that have survived more 
than two decades in some of the most swel-
teringly unforgiving climactic conditions New 
Guinea, Malaysia. Australia and Indonesia 
have ever produced. 

Now these rugged building materials 
are available Stateside. 

Which means if Hardie siding and 
Hardisoffit " can survive some of the most 
unbearably hot and humid climates on earth, 
you can safely assume they can make it 
through the summers in Key West, Florida. 

Or Cape Cod. Massachusetts 
^ for that matter. 

Let it blow 
Hardie siding can be installed 
to withstand winds up to 130 
mph!' So if you're the least 
bit worried about gusty 
winds, don't be. Hardie siding 
can handle it. 

Fear no termites 
Hardie siding and Hardisoffit' 
are warranted to withstand 
the ravages of even these 
treacherous vermin. 

Subterranean / termite 
(Reticulitermes Flavipes) 

This covers just about everything 
Any products that can survive .sweltering humidity, sizable 

termites and tremendous winds deserve a good warranty. Good 
reasons why Hardie siding and Hardisoffit " come with a transferable, 50 Year 
Limited Product Warranty. Read the details and compare 
wherever the product is sold. 

!^ James Hardie Building Products, Inc. 
A James Hardie Company 

Building Confidence for Over 100 Years 
10901 Elm Avenue. Fontana. CA 92337 
1 - 8 0 0 - 9 - H A R D I E 
1255 U Quinta Drive, Ste. 218. Orlando, FL .32809 
1-800-343-5771 
• S j l ionjI Wcalhcr Strvice Dal i 

Kr(<r In NER Kcpon »4(I5 
• Hardie sidinit and HardiMtflil' sihiiw no Hamc prupdUatlun or lo.u ol mlL'0ritv when tested i 

atcordanee with , \ S T M Test Methods F.136 and E M . 
O I 9 9 3 . James Hardie HuildinU I'roduils Int.. . \ siihsidiar> ol Jdme^ Hardie Industries. Ltd. 

Harditiirfil' is a trademark ol James Hardie Hudding I'roducls. Inc. 
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W I T H O U T T H E 
RIGHT SUPPORT, ANY 

R O O F CAN 

FALL TO RUINS. 

Brace yourself. Ruffin & Payne has been making the best trusses in Virginia since 1952. 
In fact, we have the most modern truss facility anywhere in central Virginia. Computer-
designed for strength and inspected by engineers for structural 
integrity, our trusses can be made to any size or specification. 
Whether they're roof or floor trusses for residential or 
commercial use. To see for yourself, just visit Ruffin & Payne 
on the corner of Laburnum and Vav^ter Avenues (just east 
of the State Fairgrounds in Richmond), or call us at 804-329-2691. Because when it 
comes to trusses, no one else supports you better than Ruffin & Payne. 

RUFFlN&PillE 
V I R G I N I A ' S P R E M I E R E L U M B E R Y A R D S I N C E 1892 
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OF VIRGINIA. 
No need to buy a ticket to China. There are g;reat walls all over 
Virginia. Walls built of Paracrete* architectural masonty units 
from Southern Brick & Block Company, Inc. But the ^eatest 
walls are still to come—when you combine our block with 
your imagination. To find out more about the broad range of 
sizes, colors, textures, and shapes we offer, call the comp>any 
that's been helping to build great walls for over two decades. 
Southern Brick & Block Company, Inc., (804)353-6681. Then 
you, too, can design a wall that will stand the test of time. 

; • ; ' • . . ( » • ' . ' . / '7". SOUTHERN B R i C K & 
BLOCK COMPANY, I N C . 

1900 Roseneath RoadyRO. Box 6666, Richmond, VA 25230-0666 

- : . ' / — ' . _ 

A r)i\ Ision olX^ncrete Pipe & ^*roducis Co.. Inc. 
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Quality Service Throughout 
Virginia For Over ^ 

100 
Y E A R S ' 

Geolechnical Engineering & Geological Studies 

Construction Materials Testing & Inspection 

Groundwater Hydrology & Geophysical Surveys 

Environmental Studies & Site Assessemenls 

Existing Bui lding Condition Surveys & Studies 

Product Failure Investigations 

VIRGINIA 
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Stciiiiii^ 
I'rcdcrickshtiri^ 
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Ruliinotul 
l.Muhhmy, 
Rcdiiokc 
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D l i v i o F e r r a r i , 1 9 3 1 - 1 9 9 4 
A youthful Ferrari in 1968. 

V collective moan of anguish and 
orrow flowed from thousands of 
Virginia Tech graduates as the news 
pread on July 15 that Olivio Ferrari, at 
lis mountaintop home near Lugano, 
Iwitzerland, had died of a sudden illness 
arlier tliat day. This was tragedy in its 
nost real form for anyone who had 
ttended the architecture school in 
llacksburg at any point during Ferrari's 
hree decades as a professor. I had 
samed of his grave illness only the day 
tefore, and hastily dashed off a letter of 
hanks and encouragement to this 
lentor, this counselor, this friend, 
falling Ferrari a friend, however, didn't 
lean that I held a particularly rare or 
levated status. He was a most generous 
erson - brimming with energ\' and 
est, ideas and emotions - and there was 
3om in his life for many like me. 

'hat was one of his great strengths. His 
lind, like his wit, was quick as lighming 
nd that allowed him to touch many 
eople. a teacher he had an uncanny 
aility to focus on individual students 
i d offer observations, or pose nagging 
uestions, that were ideally suited to 
lat individual. Often the words were 
'.w, though the meanings were rich, 
nd when the struggles of one student 
eld importance for the rest, Ferrari 
ould spontaneously shout "Guys, 
3me quick!" and assemble everyone 
ithin earshot for a discussion that 
light last two minutes or, if the subject 
arranted, two hours. One never knew. 

s a colleague, he was equally challeng-
ig to the faculty, testing their intellects 
hile imparting in each a belief that the 
iident came first. Through other pro

fessors, he radiated influence over all 
that happened in the architecture school 
at VTI . No small feat for a man who, 
fi"esh from Europe, began his .\merican 
teaching career in 1963 at .A.uburn 
University with what is generously 
reported to be a limited command of 
the English language. Ferrari, ever the 
quick study, overcame that limitation. 
He joined the faculty- at \'irginia Tech 
in 1965, one of the first professors in the 
new College of .Architecture hired by 
dean Charles Burchard, who had been 
lured from Harvard to create the school. 
Ferrari's impact was immediate. He 
structured the curriculum to include an 
introductory phase of Foundation 
Studies that gave students a firm 
grounding in aesthetic and formal con
cerns before they began to tackle the 
complexities of building design. It was 
an innovative program that was copied 
at other universities, though Ferrari was 
content to stay in Blacksburg and see his 
experiment through. 

That was, perhaps, one of his beautiful 
contradictions. He was dynamic and 
brilliant enough to have written his 
ticket to virtually any high-profile uni
versity. Yet he was content to conduct 
his life's work out of the limelight, 
living modestly with his wife and con
stant companion Luc\' in a farmhouse 
outside of town. He designed a little, 
exploring some aspects of furniture 
design and producing a few elegant 
wooden toys that were manufactured in 
Europe. Mostly he concentrated on 
being a good teacher - and a lifelong 
student. He estabHshed the college's 
Europe study abroad program, which 
has operated continually since 1968 and. 

as Ferrari said, enabled students to see 
and understand .American culture with 
fresh eyes. In 1990, his contributions 
were recognized with the national 
Distinguished Professor Award from 
the Association of (Collegiate Schools of 
.Architecture. Columbia University 
scholar Kenneth Frampton put it well 
when he remembered Ferrari as "a cata
lyst, a man who made things happen, 
the one who inspired students, who 
created schools, who forged improbable 
ties across seemingly unbridgeable 
gulfs.... Star but not a star, known but 
unknown, a constant source of energy, a 
m\'th; his will be a hard act to follow." 

.My letter, of course, didn't get to 
Ferrari in time. In recent years, he had 
taken up permanent residence again in 
Switzerland, and I wanted to tell him 
what a great loss that was for \ T I . I 
wanted him to know, too, that his legacy 
is beginning to emerge in the circles of 
architectural practice in Virginia, for his 
former students are maturing in the 
profession to the point where their 
achievements are gaining note. ".Many 
of them," I wrote, "owe a great debt to 
Olivio Ferrari." I was quick to include 
myself in that list, for Ferrari was a great 
source of inspiration and encourage
ment - even for those of us who didn't 
know we needed it. .\fter sharing that 
sentiment, I expressed my regret at not 
making it back to Switzerland recently 
to visit. I expressed the desire, however, 
to return someday to the Ticino moun
tains with my children. When I do, 
there will be many stories to share about 
a man who, in countless ways, enriched 
the lives of many. 

Vernon Mays, Edhor 



SOME SEE BRICK AND BLOCK. OTHERS, AN IDEA. A WAY 

TO TRANSFORM AN IMAGE IN THE MIND 'S EYE INTO 

STRUCTURES WHICH SPEAK TO THE PAST AND POINT TO 

THE FUTURE. WITH MORE COLORS, TEXTURES, AND 

PERSONALITY THAN ANY OTHER BUILDING MATERIAL. 

WHICH 15 IMPORTANT WHEN YOU'RE IN THE BUSINESS 

OF C R E A T I N G L A S T I N G I M P R E S S I O N S . JUST F IRE 

YOUR IMAGINATION. MASONRY WILL DO THE REST. 

V I R G I N I A M A S O N R Y C O U N C I L 

Nothing Builds Like Brick & Block 

for more information call 800-426-8624 
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Commercial Successes 
In a period krn)wn more for institutional growth than for bursts 
in speculative office development, a number of commercial and 
manufacturing projects built by private companies have come to 
completion. In this issue, Inform features a sampling of the best. 

Richmond Newspapers Production Facility 
Baskervill & Son Architects 

USAA Regional Headquarters 
Hanbury Evans Newill Vlattas 

Virginia Credit Union Operations Center 
Glave Newman Anderson 

SouthTech Central Offices 
Forrest C>oile Associates 

1300 Connecticut Avenue 
.Anderson + Lord 

James River Corporation Headquarters 
Bond Comet Westmoreland + Hiner 

Virginia Design Forum 
Prodded by an all-star slate of speakers, a receptive group of 
architects, students and university faculty gathered in March for 
the first Virginia Design Forum. In a 16-page special supple
ment, Inform publishes excerpts from the groundbreaking event. 

p.21 

22 

26 

Design Lines 
new developments in design and the arts 

Books 

the greening of Audubon House 

Profile 

belated recognition for Amaza Lee Meredith 

On the cover; 

Richmond Newspapers Product ion Facility, 

by Baskervil l & Son Archi tects, 

Photo by Prakash Patel. 

architecture • landscape architecture • product design • decorative arts • historic preservation • interior design • visual arts • graphic design • urban design 



Architect Frank Gehry's "White Little Beaver" (left) is 
as sculptural as his buildings. Mario Botta's 

"Quinta" chair (above) bridges art and function. 

Post-War Furniture Challenges 
Can a chair l̂ e art? O is it merely a func
tional obiect? Can it be both? .^n exhibit 
titled "Design for Living," which con
tinues through September 25 at the 
Virginia Museum of Fine Arts in 
Richmond, explores this ongoing debate 
through a display drawn from the 
museum's collection. 

Prior to Word War I I , Europe had 
been the center of modem furniture 
design, .\rtists, craftsmen, designers 
and architects designed furniture incor
porating up-to-date technology as well 
as stylistic developments, such 
as Art Nom-eau and Art Deco. 
In many cases, such as in the 
Bauhaus and Deutsche 
Werkstatte, designers tried 
to bring the highest aes
thetic to their work while 
creating furniture that could 
be mass-produced and mar
keted. But the destruction of 
Europe caused by war - coupled 
with the emigration of many of 
the leading artists and designers 
to the United States - brought 
.\merica to the forefront of 
design. .Manufacturers began produc
ing furniture that was the result of a 
strong economy, new technology and 

a cycle of production uninterrupted 
by war. Designers such as Charles and 
Ray Eames produced works that were 
based on innovative ideas, but still 
intended for industrial replication. 

In the post-war years, however, 
there arose a distinction between 
such functional mass-pro
duced pieces and those pro
duced individual])' in studios 
by furniture makers such 
as Wharton Esherick, 

Notions 
Sam Malcx)f and Wendell Casde. "Their 
more individual works became a different 

but parallel force in fur
niture," says Frederick 
R. Brandt, curator of 20th 
century art at the 
museum. ".As they created 

their unique pieces, these 
artisans developed concepts 

of fumiture-maldng that broad-
ened the boundaries of the 

work and placed it on a higher 
aesthetic plane closer to sculp
tural traditions." Drawing from 

the museum's collections, Brandt 
has assembled a small show ol 

furniture produced since 1945 that 
illuminates these transformations. 
Included are works by individuals 
ranging from Cieorge Nelson, former 
director of design for Herman Miller, 
to Finnjuhl, whose refined com
bination of natural materials and 
attention to detail generated the 
"Danish Modern" look. Says 
Brandt: "Today's Rimiture-makers 

force viewers to reconsider their 
role and to question the difference -

if it exists - between art and craft." 

"Spine" chair by Andre Dubreuil (above) 

has anthropomorphic feel. 
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We'll give you enough space to explore your options. 

T Tp lo 1 •Vi6' to be exact. That's the size of the space between the panes on 
v> Pella' Designer Series - windows and doors with our unique SmartSash " 11 
glass system. There's room for wood windowpane dividers plus our stylish 
Slimshade' blinds or pleated shades for privacy. And since they're protected 
between the panes, dusting is strictly optional. 

Whatever your next project - libraries, schools, courthouses, hospitals, high-rise 
buildings, office parks, mulii-block developments, historical renovations, hotels 
or other commercial projects - we would like to talk to you about making Pella 
windows and doors a part of it. 

You can have windowpane 
dimders and Slimshade'* blinds 
or pleated shades between the 
panes of our SmartSash" U system. 

The Pella Window Stores 
Richmond South, VA 
Richmond West, VA 
Virginia Beach, VA 
Newport News, VA 
Fredericksburg, VA 
Charlottesville, VA 

(804) 323-1353 
(804) 741-4556 
(804) 499-7165 
(804) 249-8454 
(703) 898-3376 
(804) 978-4471 

Quality like this only comes from Pella. 
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Dejamette & Paul, Inc. 
Agency Est. 1899 

INSURANCE FOR 
THE DESIGN PROFESSIONAL 

• Loss Prevention Seminar.-
• Premium Credit Programs 
• Contract Review 
• Pre-claim Dispute Resolution 
• A l l Lines of Insurance 

Tailored to the Needs of 
the Design Professional 

Tel: 804-270-0069 Fax: 804-270-0136 

Mailing Address: Located: 
4212 Park Place Court 

P.O. Box 17370 Innsbrook Corporate Center 
Richmond, VA 23226 Glen Allen, VA 23060 

CENTURY # GUHD M 

Made-to-Order 
Corporate, 

Ecclesiastical 
or Residential 

Furniture 
Detail Chem-
Board Tabic 

Duke Universin 
Medical Center) 

919-598-1612 
Box 13128 
RESE.\RCH 
T R L \ N G L E 

PARK, 
NC 27709 

Circle 35 on reader service card Circle 109 on reader service card 



Go To 
Extra Panes To 
Make It Special* 

A t Kolbe (Si Ki)lbe, we've gone the extra 
step to provide window details that enhance 
your home. Our authentic true divided lite 
windows and dcx)rs can make your himie 
special. 

Kolbe & Kolbe s slender cut-lite bars are 
made of siilid, one piece construction, they add 
strength and durability while providing more 
glass area for a better view. 

Kolbe &. Kolbe - we'll go to extra panes 
for you. 

SHENANDOAH SASH & DOOR CO. 
P.O. Box 1269 

Purcellville,VA 22132 
1-800-451-5314 

K o l b e & K o l b e Millwork Co.. Inc. 

D G I 
hDELTA GRAPHIC INC.m 

The Empire Theatre 
Riclunond, Virginia 

One of Our Newest Old Jobs 

12532 Branders Bridge Road • P.O. Box AJ • Chester, Virginia 23831 
804-748-6448 • fax/804-748-2095 

Furnishing t Equipment Suppliers t Consultants to Educational, 
Industrial. Commercial and Public Facilities 

Circle 111 on reader service card 

Seeing Is Believing 
S e e W h a t ? 
• 3-n Bused C.\DI> CAM 
• Animation 
• Prtsfniaiiiin 
• ConsULii iidii Doiiiini'ni.ilion 
• Grapliii Informaiion Manancim-ni 

W h o N e e d s A E C ? 
• Arcliilftls 
• Inierior Designers 
• MarkftLT.s 
• Builders 
• Meclianical Knĵ ineers 
• Designers 

A u t h o r i z e d R e p s . 

.\rehiC\D . C;ADKK'>-
MaeroMedia • STAR ARCI II 
Arctiiirion II • (ils 
Timberline A-Hasy • Aperiiire 

Providing i-U Dt-sign Since 

Let AEC Open Your Eyes... 

I \ 1 \ . 1 M >s . \1AI_ 

AEC Solutions 

Training • Siipjvin • Ser\'iifs 6510 I-alls Road. Baliimon: MD 21209 
(4lil,S2.<-5007 ' Fax l4IOi 823-5041 
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New College atttie University of Virginia uses traditional 

materials to make innovative forms. 

Exemplary uses of brick and block were again the focus at the 17th 
Annual Design Seminar sponsored by the Virginia Masonry Council 
earlier this year. At the event, which promotes Virginia masonry con
tractors, masonry manufacturers and material suppliers, the fol
lowing award winners were named. 

Odell Associates of Richmond, for design of the Lynchburg 
Regional .Airport, submitted in the categor\'of governmental con
struction. Proiect architect for the airport was Rohn K. Price. .AI.A 

VMDO Architects of C^harlottesville, for their work as iissoc iaiv firm 
with Tod Williams Billie Tsien & .Associates of New York on 
New College at the University of Virginia. David Oakland, .ALA, 
was principal-in-charge for VMDO on the project, submitted 
in the religious-institutional category. 

Williams & Dynerman Architects of Washington, l) .C., for 
Chancellor's Rock Fann, in the residential category. The project 
was designed by Richard Williams, AL\ . 

Chapman, Coyle, Chapman of Marietni. (icoi iiia. for the Robert Trent 
Jones Clubhou.se in Gainesville, submitted in the commercial-
industrial category. .Architect for the project is .Michael Shue. 

Freeman & Morgan Architects of Richmond and Peck. Peck & 
Associates of Woodbridge received honorable mentions. John 
C. Morgan, ALA was architect for the Jackson Center ami Dianne 
Peck designed Burleigh Manor Middle School. 

Architects Reap r y Awards 

Openness of Lynchburg Regional Airport (above) is complemented by arched piers. 
Masonry and tile patterns give life to Burleigh Manor school (right). 

nform 1994: number two 



Since 1902, we have made it our business to bring you the finest in wood products, 
customer service and worldwide market knowledge. 

Today, Snavely Forest continues to lead the industry in structural and traditional 
products. Excited by the future, we continue to offer you the newest generation of 
engineered wood products and expert services to support you and your customers' 
changing needs. 

PRODUCTS INCLUDE: 

A Complete line of engineered products • Domestic and Canadian pine boards 

A Specialty pine from the world's 
emerging sources 

Wood-polymer composite products 

A specialty wholesaler with a strong tradition and an eye to the future 

/nflVELY 
FOREST PRODUCTS 
1 1 0 0 East Patapsco A v e n u e 
Ba l t imo re , M D 2 1 2 2 5 
8 0 0 - 8 2 7 - 9 6 6 3 
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D A T E L I N E S 

• "Design for Living." Post-World War II 
furniture, including many never-before-dis
played pieces, features designers Charles 
Eames, Frank Gehry, Wharton Esherick. 
Through Sept 25 at the Virginia Museum 
of Fine Arts, Richmond. 804-370-0844. 

• The Grand American Avenue: 1850-1920." 
Five city-defining thoroughfares are fea
tured, using objects from architectural draw
ings to decorative arts to document the 
impact of the grand avenues, their patrons 
and architects on American architectural and 
social history. At The Barret House, Richmond, 
Oct.7-Nov. 11. 804-644-3041. 

• "North Carolina Architecture." Fifty-two 
large-scale silver print photographs docu
ment a cross-section of North Carolina's 
architectural heritage. Through October 9 at 
the National Building Museum, Washington, 
D.C. 202-272-2448. 

• "Visions of Home." Design solutions to 
housing issues such as availability, afford-
ability, family size and location. Featuring 
work by AIA Washington architects. From Oct 
6 - Feb. 26 at the National Building Museum. 
202-272-2448. 

• "Thomas Jefferson and the Design of 
Monticello." Original drawings, manuscripts, 
prints, books and rare artifacts tracing the 
design and building of this neoclassical 
gem. Through Oct. 2 at The Octagon, 
Washington, D.C. 202-638-3221. 

• "Grand American Victorian Resorts: 
Glimpses of a Golden Age." A six-session 
course covering the Gilded Age, Newport the 
Adirondacks, Chautauqua, The Greenbrier, 
The Homestead and Cape May. A Smithsonian 
Associates program, begins Oct 18. 202-
357-3030. 

• On display for the first time, drawings, 
models and photographs from the Colonial 
Williamsburg Foundation chronicle chang
ing research methods and design process
es in the restoration and reconstruction of 
the Historic Area. At the DeWitt Wallace 
Decorative Arts Gallery, Williamsburg, 
through Jan. 1.804-220-7554. 

• "Barn Again." An exhibit illustrating how 
agricultural practices and regional eco
nomics have shaped barns and created 
layers of meaning. Includes a full-scale 
19th century example in the Great Hall. 
Through Sept 11 at the National Building 
Museum. 202-272-2448. 

you can 
hear the 
quiet 
etegancei 

'JOT creative designs 
in custom circuCar 
and spiraf siaini'ays 

Woodsmiths 
Design and 
Manufacturing 
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F r e s h f 0 r t h 

A fter many 
decades of 
printing its 

daily editions along 
Richmond's historic 
Franklin Street, the pub
lisher of the Rich?nond 
Times-Dispatch aban
doned its downtown 
presses and, with them, 
the machine age. Now 
located in a 236-acre 
industrial/office park 
in Hanover County, 
Richmond Newspapers' 
new production and 
distribution facility 

signals the newspaper 
industry's shift to the 
electronic age. 

Unlike the old plant, 
wliich ocxnjpied less dian 
a city block, the new 
one is a gargantuan cel
ebration of modernity 
and the "power of the 
presses." Spread over 
ten acres of floor space 
and interwoven with 
4.1 miles of plumbing, 
the building easily 
accommodates three 
rail cars that can pull 

inside it to deliver 
newsprint and supplies. 
The building's floor 
plan - a virtual (liayTam 

of the newspaper's work 
flow - was a natural out
growth of the produc
tion process. In addi
tion to printing, di.stri-
burion and storage facil
ities, a limited number 
of corporate offices are 
located at the front of 
the building. ITie ambi
tious program called 
for highly specialized 
production areas as well 

as corporate spaces that 
would establish high 
design standards for 
things to come - a hint 
that other aspects of the 
newspaper operation 
may someday follow. 

"We wanted to blend 
the industrial areas widi 
more high-end office 
needs," says David C. 
Smith, a principal of 
Baskervill & Son, the 
building's arcliitects. "It 
was a huge building ;ind 
we were very concerned 

Using exposed steel beams 
and overscaled column 
bases, Richmond archi
tects Baskervil l & Son 
blended imagery from the 
industrial present and a 
cinematographic past in 
the lobby (facing page). 
A series of setbacks on 
the front fapade (above) 
lends a human scale to the 
massive printing complex. 
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with the massing." 
Rather than disguise 
the enormity of the 
building, Baskervill 
sought to accentuate its 
scale and employ mate
rials that reflected its 
primarily industrial 
purpose. The basic 
building blocks are large 
metal panels. Gray and 
blue aluminum panels 
are used at the front of 
the building, wliile steel 

14 panels in a slightly dif
ferent shade of gray 
articulate the production 
facilities in the rear of 
the building. Further 
identifying the pro
duction area is a con
tinuous course of open 
vents at the frieze line. 

The meshing of utili
tarian and industrial 
areas with the more 
finely articulated fticade 
of the offices and cere-

7 

Steel trusses in the lunch room continue the industrial theme (above). As seen from the 
entry road, the 428,000-square-foot plant commands the surrounding landscape (below). 

monial entrance is 
evident as one approach
es f rom the curved, 
handsomely landscaped 
entry road. From that 
perspective, the hori
zontal structure looms 
ahead, its pavilion-like 

central bay capped by 
a vertical light monitor. 
In this area, the archi
tects introduced another 
element, shadows, which 
are provided by a gen
erous overhang. The 
goal was to create a 

memorable image wliile 
clearly identifying the 
entrance to a building 
that's big enough to 
swallow a mere door. 
In their search for a 
clearly .Modern expres
sion of the building 

technolog\\ the archi
tects seem to have 
reached back in time -
mining the .Mission, 
Prairie and Internation
al svy\es and, perhaps, 
the set designs of early 
futuristic films. The 
most striking back-to-
the-future reference is 
Frank Lloyd Wright's 
1922 masterpiece, the 
Imperial Hotel. The 
ma.ssing of the setbacks 
on die h-ont facade, the 
interplay of solid and 
negative space and the 
effect of light and sha
dow suggest techniques 
that Wright employed 
on his landmark build
ing. "It has some tradi
tional details and pro
portions," Smith readily 
agrees. 

Inside, the lobby is an 
elaborate architectural 
setting for the com-



pany's new diamonds 
- its presses. V\Tien the 
building opened, the 
Times-Dispatch boasted 
about its three new 
itate-of-the-art Mitsu
bishi presses as provid-
ng "plenty of muscle." 
\nd bulk. P'ach press 
s 155 feet long, 12 feet 
vide and 55 feet tall -
)roducing a capacity to 
)rint 75,000 copies an 
lour of an 80-page cxjior 
lewspaper. Launching 
he visual journey to 
hese mechanical icons 
s the lobby, where 
tudded. steel columns 
ise from a marble floor 
:i criss-crossing beams 
verhead. . \ series of 
lerestories rise 85-feet 
igh toward the back 
f the space, capped by 
le light monitor that 
egins in the lobby and 
Ktends the full length 
f the building. 

Three state-of-the-art Mitsubishi presses, each 155 feet long and 55 feet tall, churn 
out daily editions in a press room filled with daylight from the overhead monitor. 

Toward the rear of the 
lobby, a monumental 
staircase leads visitors 
to a mezzanine which 
opens into an obser\'a-
tion area overlooking 
the presses. The build
up recalls Metropolh:, the 
1927 film classic by 
director Fritz Lang , 
whose futuristic sets 
were more impressive 
than its Utopian mes
sage. "It really is high 
drama," chuckles Smith. 
"When you move pro
gressively up that stair, 
you can begin to hear die 
presses. 'ITien you open 

the door and hear the 
roar and sec those mon
sters running ... it is 
pretty dramatic." 

In addition to height
ening the drama and 
establishing the orga
nizational spine of the 
building, the light 
monitor represents a 
pragmatic effort to in
troduce natural light 
into as many parts of 
the building as possi
ble. Both the architect 
and client visited print
ing plants in die United 
States, Europe and .-Vsia, 

coming away most 
impressed with build
ings that incorporated 
sunlight. Baskervill's 
team al.so was impressed 
l>\ Scandinavian build
ing codes that require 
minimum amounts of 
natural light in indus
trial work spaces. 
Consequently, at the 
Richmond plant, ihe 
architects incorporated 
skylights in the press 
room and mail room, a 
glass wall in the paper 
storage area, and large 
expanses of windows in 
the lunch room. 

T h a t combination of 
ample light and lofty 
spaces takes full advan
tage of the building's 
mammoth size and 
makes no apologies for 
it. And rather dian dis
guise the technology 
contained in the build
ing, the designers cele
brated it with imager;,-
that is both muscular 
and witty. Ultimately, 
what could have been 
just another manufac
turing center was o-eated 
as a building worthy of 
care and attention, pro
ducing a valuable asset 
that will serve its owner 
well for many decades 
to come. 

- Edwin Slipek, Jr. 

The author is a Riclxmoiul 
zuitcr on architecture and 
urban design and con-
Irihiitcs trc(///c/irl\ to 
Inform. 
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Practice 

a rchitecture + innovatio n 
espite the fact that many architects have 
been bruised by a tough economy the past 
few years, the mood at the f irst Virginia 
Design Forum was clear ly opt imist ic . 
Provoked, prodded and cajoled by an all-star 
panel of speakers, a recept ive group of 
architects, students and university faculty 
gathered March 18-20 at The Homestead. 
Although the exchanges that took place that 
weekend were often instructive, those who 
made the pilgramage to Hot Springs were 
t reated to much more than a refresher 
course. They were there to be challenged. 
From the start, a tone was set that dissolved 

the barriers between speaker and audience - all were expected 
to jump into the fray. That aspect, if no other, set this gathering 
apart from so many of its kind. In a conference packed to maxi
mum density, people were talking about all manner of things: how 
we settle our towns, the politics of practice, how architects are 
educated, and the need for dwellings that foster new ways of liv
ing. Whi le all this was targeted broadly on the theme 
"Architecture + Innovation," the conversations often strayed 
elsewhere. Trying to relay those millions of words in one docu
ment is an impossibility. But, if anything, this publication attempts 
through a series of brief excerpts to capture the range of the for
mal talks and, at the end, offer a taste of the give-and-take that 
this forum was all about. Too often, it seems, architects can be 
heard lamenting the fact that design - once the focus of their 
attention - has taken a back seat to the myriad other issues that 
can dominate professional life. The Virginia Design Forum was 
created to remedy that - to focus, if only for three days, on the 
issues that make ours a noble profession. - Vernon Mays 

For three days 

in March, area 

architects met at 

The Homestead 

to consider the 

questions they 

face as leaders 

in the making of 

places and 

things. 



Detail of "The Architect's Dream," by Thomas Cole. 

Daniel J. Boorstin, 
historian. Pulitzer 
Prize-winning author, 
and former Librarian 
of Congress, is wide
ly known as author of 
The Creators, a histo
ry of man's search to 
know the world and 
himself. 

Daniel J . Boorstin 

Tonight I have committed us to reflect on the architect's relation to 
what I call his fourth dimension - which, of course, is time. In my 
few minutes I will try to put the architect's relation to the fourth 
dimension in the perspective of history, to see the peculiar bur
dens, opportunities and challenges that the architect's unique 
relation to time offers. Many people's prophecies can be disre
garded or ignored, but the architect's prophecies are embodied in 
stone and reinforced in concrete. They obtrude themselves on us, 
they discommode us, or they can exhilarate us. You may remember 
the caution of the cracker barrel American poet, James Russell 
Lowell, who said, "Don't never prophesy unless you know." 

The rise of social scientists has surely increased our conviction 
that we know and our readiness, our eagerness even, to prophesy. 
The title of this conference emphasizes one aspect of the archi
tect's work, innovation, which speaks to the architect's relation to 
time and how he can punctuate time by his work. If you look at the 
standard texts by even the best historians of architecture, they tell 
us as, Nikolaus Pevsner did in his outline of European Architecture, 
that the history of architecture is primarily a history of man shaping 
space. But this evening what I would like to do is to suggest the 
peculiar relation of the architect to time, and also the fact that the 
architect needs not only spatial plans, but he needs time plans. 

What does that mean? For most of Western history, the architect 
has been engaged in a battle against time. In fact, it is doubtful that 
this is altogether changed, and whether the architect has suc
ceeded in making his truce with time. But evidence of this is the 
fact that the construction of monumental or public buildings in the 
west has been, until recently, primarily in stone. Stone is the archi
tect's arsenal against time. For most of western history, since 
"archi tect" has entered our English vocabulary, the term has 
meant a master builder. It emphasized the craftsmanship, rather 
than the conceptual plan, of the architect. When the word began 
to be associated with designing in the mid-17th century, it was 
identified first with a supreme architect — the supreme builder 
who was assumed to be the creator or god. It was first used in 
English in the early 16th century, in the other sense. It was long 
identified with making and the maker. The unreliable Ruskin once 
said, "No person who is not a great sculptor or painter can be an 
architect. If he is not a sculptor or a painter, he can only be a 
builder." The architect's battle with time, when it was victorious, 
often produced what I would call Pyrrhic victories. There are many 
examples of this. The Parthenon, for example, in its pristine glory -
and we forget, of course, that it was a polychrome monument -
became an example of classic elegance and symmetry. But the 
intact column, with its delicate entasis, became the broken col
umn. And the classic, which stood for rigorous geometric symme
try, became the romantic in its delightful disarray. 

Now the architect has taken on a new role, which will become 
increasingly important - a role which has been developing over 
centuries. He has had forced upon him the role of prophet. And 
that role is forced on him because of the changes in society, which 
are obvious but which impinge on the architect as they do on few 
other professions. The architect is engaged in a new encounter 
between space and time. He must still enclose space in a way use
ful and pleasing to the present, but he now must consciously build 
receptacles for new functions in the future. The maxim "form fol
lows function," which Louis Sullivan wrote in his essay on the tall 
office building back in 1896, becomes nearly a prescription of form
lessness when we look at the modern future and the unpredictabil
ity of functions which the architecture will have to perform. 



Historical forces also have increased our awareness of the archi
tect as a performer on the stages of time. This has occurred in a 
number of ways. First, quite incidentally, by the efflorescence of 
archaeology in the 18th and 19th centuries, when it was possible 
for the first time for people to have some sense of the Egyptian, 
Mesopotamian and Classical archaeology. We have become 
increasingly conscious of our whole human past, revealed in its 
buildings, and concerned about the preservation of the relics of 
the past. That, of course, has provided us with a menu, with a trea
sure house of possible themes when we build for our own time. 

The discovery of archaeology, then, has widened our vistas and 
reminded us that the architect is playing on a vast stage of millen
nia. Also the development of new materials: there are more new 
materials added for the construction of buildings in the past centu-
ry-and-a-half than in the whole previous history of the human race. 
They are obvious — I need not even remind you of them: iron, cast 
iron, steel, aluminum, reinforced concrete and so on. If the archi
tect builds, as he must, for the future — which must include the 
next decade and the next century — he must be alive to this accel
erated pace of discovery of new materials. In technology, the past 
century has produced in dizzying speeds other technologies, all of 
which have cataclysmically affected architecture. 

If we have all these unpredictables, which have been increasing at 
an accelerating pace, how can we prepare for the future? Is it pos
sible? How can we include the fourth dimension, time, in our archi
tectural planning? How can we make a time plan when we don't 
know what we are planning for? The most important fact, perhaps, 
is this fact of unpredictability, which suggests that we must be 
aware of the possibility of whole new sources of power. The prin
ciple sources of power that we now use in our architecture were 
all unexpected: electricity, the telephone, the automobile, the air
plane, radio, atomic energy — they were all ridiculed as impossi
ble for millennia. They were considered symptoms of a diseased 
imagination. These have changed our lives, but we have not yet 
accommodated our architecture to them. 

The essential problem of the architect, however, is that 
modation. The architect cannot shrug off the question as none 
of his business. Every time he builds a building he is making it 
his business by the materials he uses, the space h 
designs, and most important, the longevity of what he 
plans. The architect has a duty to his tradition and to 
his profession, to future generations, to embody and 
perpetuate his own vision of space, of utility and 
of beauty. But he cannot condemn future genera
tions to start on their own in the world of architec
ture. The architect can save the future from that 
necessity. One of the menaces to the future of 
architecture, of course, is the menace of ideology, 
which we have seen in the styles of 
most of the totalitarian countries. In 
our country, we enjoy the chaos of a 
free society, and it is that chaos 
which we must be willing to come to 
terms with. 

But is it possible for the architect to 
prepare for his role as prophet? Is 
there a mathematics of probability 
which the architect can employ? We 
need not be know-nothings about the 
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The necessary monument: St. Paul's Cathedral, London. 

uses of the sciences, nor need we share Unamuno's description of 
sociologists as "the astrologers and alchemists of our 20th centu
ry," because the future of architecture depends on the future of 
society as we imagine it. We must use all the resources of statis
tics and devices of extrapolation, for the future demands of archi
tects will depend on the most incalculable and unpredictable 
movements which include, first, the progress of knowledge. 

What is the optimum length of time for which a building should be 
built? That is the question that arises from seeing Washington, and 
it is a question you must pose to yourselves as architects. I am 
struck, as I look back on the last century-and-a-half, at how many 
of the most interesting and satisfactory buildings were built for a 
temporary purpose — not to live forever like the pyramids. This 
would include the London Exhibition of 1851, which produced the 
Crystal Palace, the precursor of the whole Modern movement. The 
World's Columbian Exposition of 1893 shows us some of the para
doxes of those efforts, which stimulated the work of Burnham and 
Root and which Louis Sullivan attacked as having produced what 
he called "the bogus antique." Nevertheless that exhibition did 
have a considerable reactionary effect. It prodded people to do 
things which they had not done before. 

There are contradictory needs in our age — in the architect's 
fourth dimension. And I will leave you with a few questions. The 
architect must plan for the unexpected as never before, but he 
dare not make his buildings as ephemeral as the current fashions 
and slogans. The first consideration, of course, is economic. It 
would not be economically possible, even if it were physically fea
sible, for each generation to build for itself from the ground up. 
While our age requires the architect's adaptability and fluidity as 
never before, he must also have some expectation of what the 
future is likely to hold. This suggests that our age needs, as never 
before, ties to the past. It needs monuments and it needs to find 
ways to make ties to the past without imprisoning us in that past. 
Television reminds us, it overwhelms us, with images of the recent 
and the present. We suffer from a chronological myopia as no 
other generation has. Ours is an age of annual and semiannual 
models, while the most valuable older machines, even our auto

mobiles, do not become antiques, but simply second-hand. 
More and more of the objects we daily use are disposable, 

which is a euphemism - for they are usually not dispos
able, not even biodegradable. More and more of the 
objects we see are ephemeral, along with the old post 
office, the railroad station and the obsolescing airports. 
More than ever, I repeat, we need monuments. 

But how build monuments? To remind and inspire, 
but not to confine. Every building must accommo
date the future, but how long a future and how 
much of the future? It is not steel or glass or rein

forced concrete or plastics that provide 
the modern dimension in architecture. 
That dimension, I suggest, is time. The 
architect must somehow transcend his 

t radi t ional roles, the roles pre
scribed by Vitruvius, by Alberti, and 
even by Ruskin and Gropius, to deal 
with this fourth dimension. You are 
our prophets, you architects, willy-
nil ly. How w i l l you wear the 
prophet's mantle and exercise the 
prophet's powers? • 

inform special supplement 
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Master masons at work on the Tower of Babel, from a 
IStti csntury Flemish Book of Hours. 

Dana Cuff, an associ
ate professor of archi
tecture at UCLA, is 
author of the highly 
acclaimed book. 
Architecture: The 
Story of Practice. 

Dana Cuff 

I want to point out several characteristics of the context in which 
architects work today - characteristics which, in turn, produce 
fragmentation in practice and demand a reinvention of our profes
sion. First, we are dealing with uniquely complex projects. This is 
unlike medieval times, the era of the master mason, when the sys
tem of construct ion was known to the craftsmen who were 
engaged in building. Design and execution were not separated. 
Beginning wi th the Renaissance, conception and execution 
became distinct and the architect's role made clearer. Palladio 
was one of the first to manage several projects at once, because 
a set of drawings could be left with the builder. Now just take one 
page from a huge set of drawings for a house by Frank Gehry -
you can see we're in another universe. Commissions have grown 
more complex with more areas of expertise needed. Each project 
requires a uniquely tailored team of consultants and specialists 
who require more oversight and more conscientious management 
of that project. And clients are more complex, too. 

A second characteristic of this new context is that we're operat
ing in an expanding political arena. You remember the conflagra
tion that occurred over Maya Lin's Vietnam War Memorial? It's 
just one example of how architecture is increasingly placed in the 
public domain, not just through debates like that, but through liti
gation and liability issues, regulation, building safety and zoning 
codes, planning agendas and so on. Community activism of this 
type began with urban renewal and federal highway programs 
which eliminated big chunks of cities until people decided to pro
tect their communities on their own. We watched with glee as 
Donald Trump lost control over whole sections of New York City at 
the hands of community organizations, but we have yet to see 
what will result from that. There is something very valuable but 
unknown and difficult to deal with here. But there's nothing we 
can do to stop the process. 

The third characteristic of practice has been a transformation in 
our technologies and the rate of technological advance. When he 
designed Trinity Church in Boston, H.H. Richardson produced one 
set of construction drawings that was ink on linen. He gave that to 
the contractor. His load-bearing masonry was both structure and 
finish, so there was a unity of design, technology and construc
tion. Now you look at something like the Hong Kong Bank or just 
the materials library in any office - it can't begin to address what 
a crew of individuals can know. That's why huge teams of special
ists are required to work on buildings that take advantage of tech
nological opportunities. There's more specialization in building 
systems, building structure and building materials. Other forms of 
communication, such as fax machines and E-mail, have collapsed 
space and time. Now we can work worldwide, equipped with only 
a phone line. And, obviously, forms of visualization and represen
tation are transforming our work via computers. 

The last context for our work is the recession, which will have 
short-term and long-term impacts. The short-term you're all famil
iar with - greater competition, lower fees, people going out of 
business. The long-term will mean a restructuring. There's a slow
er rate of growth occurring already in the profession. Student 
enrollment is down. People are going into alternative careers. 
These changes in the context of practice are producing an oppor
tunity for reinventing ourselves and our models for inspiration. 
There is some truth in the statement that we ought to be rethink
ing how we conceive of our profession and broadening our ideas 
about architecture. We have to invent the practices that will work 
in the 21st century if we are going to survive. • 



Today, it seems, the practice of architecture is increasingly polar
ized between, on the one hand, a high-tech approach predicated 
exclusively on production and repetition and, on the other hand, 
the provision of what 's been called by Kenneth Frampton the 
"compensated facade," which is designed to cover up the harsh 
realities of universal building systems. We are really living in a 
world of complex messages about technology. In my practice, I've 
had the opportunity to comment on this in a number of ways and 
some of these comments are beginning to come true. I was asked 
to do a computer for ID magazine as a conceptual project. My 
thought at the time was to have the computer just be a single 
membrane skin, much like a glove. These were preprogrammed 
membranes. By slipping into the glove, one was accomplished in 
any of a number of prescribed activities related to writing or edit
ing. Ironically, much of the interface being developed in computer 
technology today is going this way - it's actually being translated 
through the hand and through the voice. 

The expression of technology is a difficult issue in the production 
of design and whether, in fact, technology should actually be 
communicated in the expressive attitude of a product. About 15 
years ago, I did a series of working chairs and tables for Knoll that 
were all about taking lower levels of technology and trying not 
only to communicate them in reduced structures, but also to let 
the technology become the decorative language of the piece 
itself. The same approach is apparent in some other work for Knoll 
in the late '70s and '80s, in which a systematized approach to 
structure was balanced with the idea of joining. The joining ele
ments became the decorative piece within the composition: a leg 
and rail which are joined by a single corner detail, which was both 
structural connector as well as decorative element. 

Another project - one of my favorites in recent times - is manu
factured in Japan. It is a clock. What's important is this clock was 
actually manufactured from recycled milk bottles. It also uses 
obsolete technology, in terms of the digital clock mechanism. So 
it's, in fact, produced by a manufacturer whose resource is one 
obsolete technology, which is the clock mechanism, and it also 
provides a use for recycled materials at another level. It embodies 
the idea of time and memory. Most recently, and not yet available, 
are some collections of glass for Steuben Glass. These really do 
speak to the technology of the material. If you know a little bit 
about handblown glass, you know it's a fairly primitive form. You 
simply melt sand and silica to create this fluid liquid. It's not 
sophisticated technology. It seemed to me what was important 
waste communicate moments in time during which certain things 
occur to the glass. There is a series of objects which freezes a 
certain moment in the making of glass. These translate into bowls 
and dishes and other forms. 

Steuben Glass bowl drape. 

Paul Haigh 

It's important for me to see the technology being communicated in 
these objects - objects that are conceived in a design climate that 
explores the relationship of time to the human body to the objects 
that surround us to the non-specific nature of practice. These 
objects speak to a new type of design that is not defined strictly in 
terms of the Modern movement - that is to say, through ideas 
about order and synthesis, duration, symmetry, stability and 
abstraction. This work, instead, attempts to communicate through 
more diverse languages that embrace architecture by accentuat
ing some of the finer points we seem to have lost to time. These 
are things in the culture we seem to be desperately needing -
things to do with symbol, to do with memory, to do with ambiguity 
and myth. • 

inform special supplement 
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I would like to read a letter that I wrote in 1991 to Harry Porter, 
who was then Dean at the University of Virginia. I think this will 
set the tone for what I believe has to do with what history is and 
what invention is - and how the two are forever integrated, and 
how the two are forever interactive. 

Charles Gwathmey 

Charles Gwathmey, 
a principal of 
Gwathmey Siegel & 
Associates in New 
York, is a member 
of the Jefferson 
Restoration Advisory 
Board at the 
University of Virginia. 

Dear Harry: 

Firstly, we were honored to be included on your list of intervie
wees, but have decided to not pursue the Darden School project. 
The reasons are that we believe the predisposition of the selec
tion committee and other prominent members of the University 
community take the vision statement literally. I believe the pre
condition policies of historicism, eclecticism and replication have 
not produced a single building of note in the past 50 years at the 
University of Virginia. (I've changed my mind today, because Tod 
Williams and Billie Tsien have built what I believe is a very power
ful housing project since this letter.) The nostalgic reverence for 
The Lawn is misplaced and has, unfor tunate ly , c reated a 
mediocre philosophical and physical environment. The ideas, 
ideals and aspirations of Jefferson were manifested in his con
summate work of architecture. The reason it is revered and clas
sic is that the basis of its realization was not the emulation of 
style, but content and invention. What the campus needs is anoth
er strong architectural manifestation, with equal aspirations but 
at a different time, place, and for a different program. A classi
cized, imitative stage set is as transparent as the insecurity of the 
past made present. It is not accurate nor relevant. 

Research for information to provoke redefinition is positive. 
Research as regression to jus t i fy the known is negat ive. 
Architects create art not by reestablishing the established, but by 
questioning, reinterpreting and provoking perceptual reevaluation 
and new meanings of form and space. Jonathan Swift said, 
"Vision is the art of seeing things invisible." Jefferson proved 
Swift. The University of Virginia needs a great modern complex 
that is aspirational, contemplative, speculative and undatable. 
The Lawn is forever, because it was conceived. The rest of the 
campus, architecturally, is not memorable, because it was copied. 

I urge you as a f r iend and as the Dean of the School of 
Architecture to reconsider the priorities of the meaning of archi
tecture at the university. The Darden School project is the perfect 
opportunity to design a major work that would be about the future, 
rather than about an idealized past or a stagnant status quo. • 



A competition winner: La Brea/Franklin Family Housing, Hollywood. 

Most of my academic career I've been involved with teaching 
about the design of housing. I've spent quite a bit of time inventing 
housing prototypes. Housing is one of the most familiar architec
tural problems and therefore, we assume, one of the easiest. But 
it really is a very complex issue and one which is underrated in 
schools of architecture. In this country we have an extremely 
poor record of housing design. Particularly at the low end, we've 
created truly horrendous environments. And it's not just medium-
and high-density projects that suffer. I'm thinking also of subur
ban sprawl, which is really costly in the long run. 

If current trends continue in the U.S., we will see fundamental 
lifestyle changes leading to more inventive housing configura
tions. Housing costs relative to income - the disparity is likely 
going to continue. We are trying all over the world to invent cheap 
ways to provide housing, but the gap between supply and afford-
ability is growing at an outstanding rate. Many cities are running 
out of land, so we must think of new ways of putting houses 
together. Certainly this is the case in Southern California, where 
we must deal with the issue of density at a time when the popula
tions of cities are hysterical about not having enough space 
around them. One alternative is co-housing. Recently I was com
missioned to propose a co-housing scheme for 36 families. The 
idea was to use very little of the land, leave most of it for the 
Nature Conservancy, and create a series of clusters done in such 
a way that they wouldn't be extremely visible. We limited our
selves to a crescent-shaped footprint, minimizing the road and 
creating parking clusters so people would walk to their dwellings. 
There is literally marshland coming into the site. We designed 
housing with trellises and every one has a porch beneath i t Co-
housing is about the common space - 12 families actually living 
together and sharing a space. One possibility in such a develop
ment is the residents' sharing a vegetable garden. 

S\) (\\\ 

Co-housing clusters at San Elijo Commons share 
gardens and lawns (above, below). 

Adele Naude Santos 

Our La Brea/Franklin project addresses the problem of putting 
low-income families in high density. The idea was to create an 
environment which is more humane than the typical LA. proto
type, which consists of a central corridor, single orientation, no 
through-ventilation and underground parking. It's truly an inhu
mane way to live. Our basic thesis was to create something more 
like a village, with small-scale environments around a series of 
courtyards. We divided the units into smaller parts, expecting 
people to share a garage, porch, lounge and laundry. A pedestri
an street runs through the project. There were lots of sociological 
issues in this case: You begin to have eyes on all these areas so 
that people can monitor them and feel they are part of their living 
environment. A lot of housing design is really a matter of under
standing problems we haven't solved, working at all scales from 
huge to small, and never presuming we know it all. That's an 
ongoing attitude - always trying to rethink the issues. • 
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Glenn Murcutt 

I have been in practice since 1969 because I became, frankly, 
unemployable. The issue, for me, was very simple. You either 
accept the general direction within a practice - or you get out. 
And you get out and get going with something to say yourself. But 
the really important thing for me is that my career has been more 
of a journey than anything else. It's been one of discovery. It's not 
been, in my terms, one of creativity nor of invention. But it has 
been specifically that of discovery. 

I believe all things that can exist can be discovered. Our role is to 
discover the existence of those things. I am interested in the 
things that are unarguable, such as where the sun rises, where it 
moves during the day and where it sets. I am very clear about 
where the sun is where I am working, and when I work outside my 
region I certainly track it down. I am also looking to the wind pat
terns and humidity patterns because, unlike your country, I don't 
use air conditioning - the nullifier of all things environmental. 

How can you possibly live in an air-conditioned house, get in an 
air-conditioned car, and go to an air-conditioned office, and know 
what the world is like? I have no idea. It absolutely defies me. It's 
fun playing architecture of the mind. I can enjoy that. I can get my 
laughs from it. I can get my amusement from it. But I don't neces
sarily need to participate in it. I have enough issues to address 
without just humor. I do love, however, the idea of something that 
is generated from understanding the basis of the issues before us. 
If we're in a hot, arid region, how you deal with hot, arid architec
ture or cool temperate, warm temperate, monsoonal rain forests, 
monsoonal tropics - whatever the climate is, it is quite specific. I 
might be some 30 years behind all of you here in the United States, 
but I am not dissatisfied with the attitude of trying to find an archi
tecture that responds powerfully to its culture and to its place. 

Now I could go on about the ecological issues, I could go on about 
the costs and the audit that is necessary - that we're all going to 
have to do - and how money is actually transferred from one kitty 
to the next kitty. In the road transport system in my country, where 
every 22-wheeled vehicle creates between $18,000 and $60,000 in 
real damage per vehicle per year, the truckers pay only $7,000 in 
road tax. Everything can be analyzed as to the true costs. But it is 
a very complicated equation. And until that comes out, you here in 
the United States and we in Australia are not going to know the 
true costs. But they are going to be extraordinary. Where in Third 



Views of Mount Wilson House (these pages). 

World countries the population consumes in its lifetime something 
like one-twentieth of what we consume, and in other parts of the 
Third World one-sixtieth of what we consume, then we are on a 
path where we've got to really account for what we do each day. 
It is not a blind path. It is a path of responsibility and an attempt to 
try and find an architecture that everyday people can identify 
with. And while I am not dealing with the masses, I am trying to 
articulate in my work some ideas that respond to principles that 
other people can use. In other words, I am, in a sense, an interme
diary. That is all I see myself as. 

The thing that has really been important to me is to understand 
place, and the importance of place, and how my building rests on 
the landscape. Take a simple brick, a really foreign element, and 
place it on the beach. Give it two hours, and it has found a place. 
But the really important thing about it is not its finding its place, 
but its effect on the landscape around it - about the pressure sys
tems, about the water pattern changes. In that same way, I know if 
I put a building down onto the ground, I change the water table -
all the ground conditions below me for perhaps the next 50 meters. 
Plants in my country can't survive that. They can't tolerate an 
increase in the water table nor a decrease in the water table. Nor 
can they tolerate a change in the nutrients. So these are the things 
that we have to take into account. 

I did a house for my brother in the suburbs; it is an alternative to 
suburban living. I started by looking at the traditional suburban 
building: passageway down the center, maybe a sitting room, din
ing room, kitchen, bedroom, bedroom, bedroom and a garden 
down the back. I mean, what a waste of land! What a waste of liv
ing! If you're lucky, you might get a little veranda that is a meter 
wide along the front. It occurred to me that if I could flip this 
around and get it oriented to the north (the sunny side in the 
Southern Hemisphere), then I would be able to exercise the joy of 
the northeast winds, which come from the coast on the eastern 
seaboard of Australia, and eliminate the western winds, which are 
both hot and cold. It has been termed the veranda house. It is 
important to understand the ventilation patterns, the light patterns, 
where the sun is coming from, what insects are around, what light 
level can be changed, how you can put blinds up to reduce the 
fatigue of the cones and the rods of the eyes so you don't get that 
high glare from outside. You must have a light transition, And you 
must have other transitions, because a human in my landscape is 

an ant in that landscape and is a giant in the built environment. In 
my work, I sometimes have to work with local building authorities 
who put out lengthy lists of design guidelines. Planners who are 
educated at universities structure this rubbish. My buildings are in 
scale and deal with issues like typology and morphology. But the 
authorities fight me on the basis that my buildings don't harmonize 
and they don't blend with the environment. By definition, to harmo
nize is when disparate sounds are put together to make a pleasing 
whole. Then they'll ask you to blend. Show me an architecture that 
blends. I can blend a cake. I can blend an egg. No, what they're 
really asking for is monotony. Not harmony - monotony. And the 
result is a disaster. Total barrenness of mind and poverty of spirit. 

I have a client who, when he first came to me, was 75. He is now 
80. It took that long to design the house. The client is a Chinese 
professor and his wife. He wanted the house to have a secular 
quality, monastic in nature, minimal, responding to its location -
and for me to overcome a bit of my fetish about the sun, in defer
ence to an older man. He didn't mind if the long side of the house 
didn't face north. It was more important that his bedroom had the 
sun coming into it and that he had other nice cool places, because 
the heat was the problem, not the warming of the house. A rea
sonable requirement. As an architect, I must listen to that. If I have 
any ability whatsoever, it is twofold: I take my time in listening and 
I know when the work is still terrible. 

This house, located at a place called Mount Wilson, has a lovely 
big rock, like a beached whale. I started off with the long side fac
ing north. It just required two sleeping spaces, living, dining, 
kitchen. Those are the issues essentially, together with under
standing fire, water storage, water pressure, wind, outlook, move
ment through the site. While working on the plan in the early 
stages, I twisted the building and was very dissatisfied with the 
way the curved pond worked. It was very weak. It was very, very 
awful. I thought, well, maybe if I could hll it in with plants, it would 
break the edge down. Cop out! And so 1 started to find a strength 
in the line moving through, because you can walk through the 
house. And the landscape in Australia, from the aboriginal tradi
tion, says there is neither beginning, nor is there a middle, nor an 
end. Life and existence is a continuum. Moving through the land
scape, they never take their paths to a water hole. The paths 
never go directly to the food sources. The paths are in reasonable 
proximity to those sources. And you go off the path, because once 
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you make a path to the resources, then everybody else goes and 
wears the landscape down. And with our rains, it tears the land
scape apart. The aborigines call it "to touch the land lightly." 

The whole time the process is taking place, the design is never 
done. It is all the time evolving. I could simply say: "I don't know 
where I'm going, but I am on my way." The whole course, for me, 
Is a journey of discovery. If there would be any principles, the prin
ciples are only embodied where I can find them in scientific 
issues. The Mount Wilson House is made of metal - lending won
derful fire resistance. When you line it with sheep's wool insula
tion, and you have brickwork inside that, it becomes a wonderful 
thermal sink for both very hot summers and very cool winters. It 
has a studio space for pottery and a workshop with a little bathing 
space for guests. The water storage tanks hold 90,000 liters for 
firefighting. We have on our roof a terrific sprinkler system. My 
working drawings contain notes to the builder notifying him of the 
nature of the site. No toxins will be thrown over the site but will be 
taken away. But taken where? Remember: When we are building 
on land, no matter how well we treat that land, we are generally 
destroying some other place. Practically everything we do as 
architects is destroying some part of the planet. 

Working with the aboriginal people of Australia has been the most 
rewarding experience of my career. Fire, as I said, is an important 
component of the Australian landscape. My client has taken me 
on an experience of aboriginal life over the past four years. Her 
child is my god-daughter, and so I've become very linked into this 
family. She shows me how to dig for turtle eggs - numbering some 
230 to 250. Aboriginal people take enough only to feed themselves 
and their immediate kin. The rest are left, which is totally different 
from the Europeans. I, as a child, would go fishing. If there were 50 
fish that came quickly, I'd go for 100. What's wrong with our psy
che? Have we no idea of consequences for the future? We rape 
the planet, we bludgeon the land into infertility, we pollute the 
seas. We are a terrible species. As Ian McHarg says, "We are the 

planetary disease." And yet these people lead a life much as they 
used to. Their spears have metal ends today. But they cut out oys
ters with a rock in the traditional way. Now I'm not proposing that 
we go back to this. But I'm saying these people have survived for 
40,000 years this way. They must have something. 

The aboriginal people's mythology still is in the world of spirits. 
And the spirits are literal in their interpretation. Sometimes the 
stories are about food. Sometimes they're about animals of the 
region. And they also are about spirit figures. Traditional aborigi
nal architecture didn't exist as far as any Australians were con
cerned. I was one of the earliest, in 1987, to be given a document 
which showed all the things I've been working for so long trying to 
discover myself. I felt sick. And here the aborigines probably have 
had them for 30,000 years. They know about the dry platform in 
the tropics. They know about the open end. They know about 
keeping off the ground, because you can put a fire under the 
house to dry the mosqu'rtoes out. And a fire to rid the mosquitoes is 
built at the monsoonal t ime, when the crocodiles are on the 
move. And crocodiles don't like fire. 

And yet our influence is not that bad, either. Other houses I have 
done have been extraordinarily influential on this work, which was 
just completed this year. There are a whole lot of battens there 
that are 32 millimeters wide by 10 millimeters thick with an 8 
millimeter gap between the battens. And these are louvers, each 
of which allows the ventilation. What is wonderful about both 
of them is when the light level on the outside is higher than 
the light level on the inside, you can't see into the house. And yet 
when you're inside the building, you can see exactly what's going 
on outside - an area that's critical to aboriginal people, because 
they need to see who's coming, who's going, what weather pat
terns are changing. They need to see their kin. In aboriginal eti
quette, you don't come into the house, you don't knock at the door. 
You sit outside for 20 minutes until you are called. And until you 
are called, you don't enter. 



The reason my client came to me is she stayed in a house I 
designed for a fabric designer. And she said to me, "Man, if you 
have got to live in a white fellow's place, then that'll do." And I 
said what do you mean? She said, "Man, it's healthy building." I 
inquired what she meant by healthy building. It is not only a build
ing where the air is moving in and out and getting through quickly, 
but it's also a building that, psychologically, can hold two people 
or 25 people and open up sufficiently for all those kin to be inside 
and not feel crowded. 

This community is in the monsoonal tropics of Australia. It is very 
high up. It is very hot. It is very humid. And the temperature range 
between summer and winter is about 5 degrees. This region gets 
wonderful prevailing winds this time of year, the winter winds. The 
aboriginal people know how to build a shelter. And they know 
what freedom is, what it is to be outside. They know what the 
"ings" of things are — sitting, observing, relating, communicating, 
storytelling, loving, touching, smelling. We are humans. They are 
the things we need to perceive. When we are taken away from 
those, we have great difficulties. And so I start talking to my 
clients about winds, about narrow buildings, because you can't 
have a building that is more than two rooms wide. If you have 
them two rooms wide, you've got to have screens that allow the 
air to pass through. Otherwise it's impossible in the tropics. And so 
we talk about outside white-meat ovens and outside red-meat 
ovens and the inside European kitchen. 

My client represents Australia in national and international events 
for indigenous people, as well as for art. She is on the board of the 
National Gallery of Australia. And yet she comes straight out of 
indigenous aboriginal Australia, where she can spear, where she 
can gather, where she can hunt, where she can be absolutely 
aboriginal. To design her house, I start thinking about light, about 
ventilation, about floor, about slots in floor. I start thinking about 
the venturi. We have developed in Australia a marvelous wind-
worker, now patented and sold in the United States, which equal
izes the pressure inside and outside, so that when the cyclone 
comes, no matter from which direction it's coming, the wind-work
er is always pointing in the right direction. 

This climate experiences 220 kilometers-per-hour wind velocity, 
which is phenomenal. It throws bricks through buildings and 
smashes glass. Every building up there has glass in it, except this 
one. I started examining the possibility of lifting up roofs, maybe 
the possibility of flaps that swing down to close off the house - all 
these possibilities, with a floor that's open so that when the people 
come inside, the sand will fall through. So the ventilation will move 
straight through. So that your feet are cool. Have you ever felt the 
importance of having your ankles cool in a hot climate? It is really, 
really wonderful to have cool ankles. To let the air pass over your 
ankles, your chest and your neck is the most wonderful feeling. 

The blades I developed that come out from the building are at 25-
degrees, the sunrise angle, so that no sun comes in here. But the 
blades also give privacy between each of the sleeping alcoves. 
The blades also redirect the wind through the house, but the 
blades also break up the terrific wind velocity. The whole building 
is like a contraption that will open. It has a great similarity with 
them, culturally. They understand what it is. The aboriginal people 
have moved in with a real vengeance. At all times they are able to 
look out of the building and feel a part of the landscape. They live 
all over the building - it's wonderful to see. These people will care 
for the building, because the building cares about them. • 

Views of a house for an aboriginal family in 
Gamarrwa Nuwul Yirrkala (these pages). 

Floor Plan, House in Gamarrwa Nuwul Yirrkala 
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Interior of the Vienna State Library (above). Student project for a study 
pavilion (below) based on a table by Morphosis architects. 

Edward R. Ford 

Edward R. Ford, an 
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Details of Modern 
Architecture. Chair, Gerrit Rietveld. 

A t some point I became very interested in the relationship 
between architecture and furniture. It happened by accident. I 
spent two weeks in a basement archive and, during a break, I dis
covered this building, the Vienna State Library. I walked in and 
saw these giant tapering columns. It had an Alice in Wonderlanc 
feeling, almost like I had somehow shrunk while I was down in the 
basement It occurred to me that I was under a giant table with 
giant furniture legs. Soon after, I was listening to an art professor 
who happened to mention Frank Lloyd Wright's various pieces of 
furniture. He said, "Wright didn't design furniture, he designed lit
tle pieces of architecture." Being an architect, I was offended. 
What's wrong with that? Why shouldn't furniture be architecture? 
What's the difference anyway? 

I began to think about architecture and furniture as different -
being as two different structural languages. They talk about the 
same thing in different ways. They talk about structure, connec
tion and craft. They convey meanings in different ways. You can 
go through architectural history and pick out people like Wright or 
Rietveld, who did furniture that was miniature architecture, 
There's not much difference between the chair by Rietveld and a 
building by Rietveld. The language of architecture is about weight 
finding its way to the ground. The language of architecture must 
articulate itself in much more specific ways. Beams must be wider 
than columns. Whereas in furniture, it contains columns, beams, 
and cantilevers, and all sorts of structural elements in different 
types of stress - and yet they are all the same material. This 
doesn't strike us as logical, though it can be quite appropriate at 
the smaller scale of forces at work. 

I entered a series of competitions in which I explored some of 
these ideas. Then I wanted to get these ideas into the students. 
What would happen if I asked them to do the same thing? It might 
produce different, inspiring results. In studio, I gave them ten 
pieces of furniture and asked them to begin by doing structural 
analyses. While I had done several building analyses I had never 
looked at objects like this. We talked about some fairly simple 
things. Why is this joint this way? Why would you accept this sort 
of connection in a building, provided you could do it structurally? 
Why would you find this disturbing? It had to do with the question 
of weight and gravity. 

The language of furniture operates on a smaller scale in terms of 
connection, craft, standardization and anthropomorphism. By its 
very type of structural joints we know its size. I asked my students 
to use these elements, thinking of them as studies, and enlarge 
them. In the beginning, a lot of the works were more original, less 
refined. Under the pressure of time, students fall back on the tried 
and true principles. This was a fairly successful translation. By 
taking a non-architectural object, the student didn't consider the 
architecture and had to look at it objectively to understand it and 
to derive principles from i t It became a more productive exercise. 
It was ultimately a way of learning about materials through an 
indirect route. 

One student started with a table by the firm Morphosis. She took 
one of the furniture legs and turned it into a column, quite cleverly 
not making an entire frame. At this stage it was a pretty literal 
translation. Its final version was far less literal. In this case, she 
came out understanding a rigid frame and how it operates. I'm not 
sure it would have worked as well if I'd told her to go look at rigid 
frames or go look at buildings with rigid frames. Students felt far 
more comfortable analyzing the non-architecture. • 



Let's talk about settlement patterns. This is a place where archi
tects can be extremely valuable, because we are among the few 
people who understand where things are headed. Look, for exam
ple, at Irvine, California, which has fewest street intersections per 
square mile of any city in the world. Here's what interests me 
about the physical form of Irvine: If this was the solution, then 
what were the design criteria? It seems they are fairly simple. One 
is: How can we maximize traff ic congestion? Clearly it was a 
design criterion for Orange County. You do it in two ways. You 
spread development out as thinly as possible so everything is far 
away from everything else and there's no way of getting from any
where to anywhere else except by getting in a car. The second 
thing you do is sort out all uses so everybody works in the office 
park, and they all shop in the shopping mall, and they recreate in 
the recreation complex, and live in the condo pod. They can't 
change from one use to another without engaging in an act of 
transportation. So by these two simple devices, one is able to fulfill 
the criterion of maximizing traffic jams. Just sort out the uses and 
limit the densities as much as possible. 

A second criterion was: How do we maximize the use of the 
earth's planetary resources? How do we use the most petroleum 
possible, the most oxygen possible? You do it by demolishing all 
the orange groves while you name the place Orange County in 
order to attract people. All of the things which generate oxygen in 
the atmosphere, get rid of them. You can maximize transportation 
and, therefore, energy consumption. 

Irvine city map and gas guzzler. 

The third cr i ter ion was: How can we isolate each group of 
Americans from every other group of Americans to the greatest 
possible extent? Maybe we can't achieve perfection, but we can 
come close. The way you do that is by creating "trees" in the city 
plan. If you fly over older parts of America, you see grids; the 
Continental Survey in 1801 divided the whole country into a one-
mile-square grid. Jefferson was a big advocate of the continental 
grid, which does several interesting things. It makes every place 
equal to every other place. It makes hierarchies impossible. It is a 
democratic idea, because it links everything. The opposite is a 
tree. A tree is what you find in Orange County. You start at the 
interstate highway. Off that comes an arterial, off that comes a lit
tle road, at the end of that comes your little gated community, at 
the end of that is a dead end. In that sense, it is entirely hierarchi
cal. Everybody is separated from everybody else, because they 
are at the end of a dead end. The grid will absorb far more traffic 
with far less congestion than the tree, but it has the disadvantage 
of connecting everybody and making it impossible to isolate differ
ent groups, as the tree does. At the end of one twig you'll find the 
rich lawyers. At the end of another twig you'll find the retired 
empty nesters. Every twig is a different subset of the population 
and different types of people never meet each other, because 
there is no public realm. There are no accidental encounters. 

Robert Campbell 

The essence of city life is the unplanned encounter. Cities 
enhance unplanned encounters, as do grids. In the tree, in Orange 
County, you really can't have an unplanned encounter. If you're 
residing in your residential community, there is nothing you can 
possibly do except reside. To do anything else, you have to make a 
conscious choice. Everything becomes programmed. The opportu
nity for the accidental encounter, which is so much part of the 
creative life, the life that creates business - but also intellectual 
and artistic endeavors which are heavily dependent on the acci
dental encounter - they don't exist. I regard this as a way of set
tling the land that is disastrous in every possible way. • 
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Roundtable 
Discussion 

Robert Campbell, 
Moderator 

Wright's Guggenheim Museum 
with addition by Gwathmey Siegel. 

Louis Kahn's Kimball Art Gallery: 
We couldn't get along without it. 

Robert Campbell: I'd like to begin with a question for each of the 
three keynote speakers. The first is for Glenn Murcutt - you have 
made an exceptional career as a kind of loner. You associate cre
ativity with individualism, and you said you had been influenced 
by Thoreau, who is sometimes accused of making a fetish of indi
vidualism. In Australia you design Walden-like houses - incredi
bly sensitive to the environment - and then you get on airplanes 
and fly to Virginia at great expense of jet fuel to talk about them. Is 
there a contradiction in all this? Is there something in the modern 
world that makes this contradiction essential? 

Murcutt: The answer to the first part is yes. Is there a contradic
tion in my lone nature of working and getting on a jet to come and 
talk here? In very simple terms, yes, because every time I take off 
in a 747 to fly to the United States, I understand there is enough 
fuel consumed in that takeoff to supply a township of 10,000 peo
ple for about 4 weeks. I am very conscious, every time I sit on an 
aircraft, of the fuel and energy required to get me here. But then I 
can also say that when I do come I actually go to a number of 
places and get about ten things out of the way, instead of taking 
ten trips. So 1 combine things. Now regarding Thoreau - he was 
very influential in my life. I was raised on phrases like: "The mass 
of men lead lives of quiet desperation. Their resignation is con
firmed desperation." My father was a pioneer in Papua New 
Guinea. He was also a major polluter and, as most major polluters 
do, became chief environmentalist of the state. We were raised at 
the environmental end of his l i fe. The idea of conservation 
became very important to us, because for him there was a morali
ty between conservation and economics. And that's an important 
issue to me, because I come from a society that is probably still 
the most egalitarian capitalist society on the planet. 

Campbell: For Charles Gwathmey - you quoted John F. Kennedy 
as saying, "We should get rid of the rules and impediments that 
hinder interrogation and creativity." My question to you: Do rules 
and impediments hinder interrogation and creativity or are they 
the indispensible enabling conditions for creativity? 

Gwathmey: I will address John Kennedy's remark through my 
experience with the Guggenheim Museum, where you attribute 
those rules and constraints to the preservation movement, partic
ularly, where buildings become sacrosanct and untouchable, 
where tradi t ion for t radi t ion 's sake becomes the by-law of 
limitation. I've always believed preservation is antithetical to 
interrogation. It's antithetical to the history of architecture and 
it's definitely antithetical to the intellectual obligation that all 
artists have to look at what went before and reinterpret it. The 
preservat ion is ts that opposed the new addit ion to the 
Guggenheim were the same people that picketed Frank Lloyd 
Wright 30 years earlier. They tried to stop Wright from building 
that building out of a kind of resentment of the imposition of 
this alien object in the magnificent Manhattan grid. If they had 
prevailed, we wouldn't have the provocation, the inspiration and 
the aspiration that this building has given us. So I'm suspect 
of those kinds of rules. I'm suspect of the irrational, emotional 
do-gooders that protect the status quo and maintain tradition. 

Campbell: My last question is for Daniel Boorstin - taking off from 
comments which make the point that technology seals us off from 
nature, from sensual experience. Should we convince people that 
there might be a better way? How to prevent the 21st century 
from becoming the century of the totally art i f icial, sensually 
impoverished environment that we always see in futuristic films? 



Boorstin: That's a cosmic question, and a question for a prophet. 
I'm just a mere historian. I don't know. One of the problems I 
would like to focus on is the difference between authentic and 
spurious innovation, and I think that a laboratory for testing that is 
Deconstruction - the Deconstructive school of philosophy. I was 
surprised that I didn't hear that word mentioned by anyone here, 
which is suggestive in itself. There is perhaps a difference 
between innovation made for its own sake, for the sake of novel
ty, and innovation made either for an aesthetic or a functional 
purpose. That's a very important distinction. I think there may be 
a way of determining whether innovation is for one of those pur
poses or the other - and that is the test of time. If people stop 
talking about Deconstructivist architecture, then it suggests per
haps that was a style of architecture produced for the sake of 
novelty. I think it was Gropius who said "I don't want to be origi
nal, but I want to be better." That is the opposite of Rousseau's 
observation that "I may not be better than other people, but at 
least I'm different." I think I prefer the Gropius emphasis. 

Campbell: What are some of the real issues that architects need 
to be innovating responses to? 

Murcutt: There's no question that one is l imited material 
resources. For me the environment is going to be a lasting ques
tion and a force that's going to change all of our lives in the next 
50 years. We don't fully understand it yet, but we will respond 
when we finally hit bottom. 

Audience: Do we engage in false innovation because of a preoc
cupation with the avant garde? 

Dana Cuff: This weekend I've been advocating that the profes
sion represent the public good - taking that role very seriously -
but I also think there's an extremely important role for an avant 
garde in architecture. It's important for us to distinguish when 
each is appropriate. At least one distinction that makes sense is 
when we are talking about background buildings that are the fab
ric of our cities, which is certainly the place not to be avant 
garde, or at least a place to innovate in a way that is more sensi
tive or subtle. There's another form of innovation that might be 
appropriate to those kinds of buildings. 

Edward Ford: I think if innovation is a response to problems, it's 
very often a conscious one. How many of us, 15 years ago, felt 
the desperate need for a personal computer? How many of us 
today, being deprived of our personal computers, would feel 
absolutely helpless? That's a technological innovation. But I am 
reminded of an introduction Louis Kahn wrote to a book about 
Boullee and Ledoux. He said, "Did we need these people before 
they existed?" And the answer is, of course, no. "Could we get 
along without them now that they exist?" I used to hate it when 
Kahn preached like this. But as I get older, I begin to understand 
what he meant. He said architecture was offerings. And I think he 
meant that when it's really transcendent, architecture goes 
beyond responding to problems. It's more about responding to 
spiritual problems. Once we have it, once we have what is the 
best, we realize that we can't get along without it. 

Boorstin: I am concerned there has been so little talk about one 
aspect of novelty - not what the architect can introduce which is 
new, but the architect's ability to deal with the novel. And I think 
there are two conspicuous examples of disastrous failures of 
architects to deal with cataclysmic novelties. First, the automo

bile. I don't think that architects have really found ways to deal 
satisfactorily with the automobile. And the airplane. All airports, I 
think, are monumental disasters, without regard to the concerns 
of the users. Why haven't architects been able to show the same 
ingenuity in dealing with these innovations that in the past they 
have found in enlisting the use of cast iron, for example, or steel 
or aluminum or glass? It seems to me that's a challenge to archi
tects that is so obvious, and I wish someone would do something 
about it. You're the architects. 

Ford: In defense of Eero Saarinen, I think we have a wonderful 
example in Virginia at Dulles. And if you know the history of that, 
Saarinen did extensive work - including spending time at other 
airports with stopwatches, figuring out the different ways people 
use airports. He explored a number of innovations, including 
structural innovations, which I think were quite successful. Today 
it is clearly obsolete. I'm sure the most optimistic predictions 
about the number of planes that would be flying in the U.S. were 
extremely low. Nevertheless, if Dulles is a failure, it is certainly 
one of the most beautiful failures in architecture. 

Boorstin: As a frequent user of the Dulles Airport, I can say it is a 
disastrous failure. It's a monument to the failure of the architect 
to imagine the future. The original design, which is attractive, is a 
piece of sculpture. It is beautiful and I enjoy it every time I 
approach it. Nevertheless, it was not expandable. Now we have 
to go to a midfield air terminal. So instead of building one airport, 
Saarinen just built a piece of a whole string of airports. I don't 
know what you mean by calling it beautiful. 

Gwatfimey: I have to defend architects here, may I? We are not 
responsible for all the things you are accusing us of. I want to 
make a distinction between an architect and an ar t i s t - the latter 
of which can have the opportunity of self-motivation and result in 
a way which is uncontaminated by the client. The architect is a 
responder to situations and not all situations are ideal. Not all sit
uations are clear. To blame Saarinen for his inability to foresee 
the dynamics of jet travel and population is an unfair criticism. 

Campbell: But regardless of whether he could have foreseen par
ticular conditions, Saarinen created a building that is, in concept, 
extraordinarily inflexible and complete in itself. 

Dulles Airport: Inspired architecture 
or colossal failure? 
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Murcutt: But that doesn't make it any less a marvelous place to 
visit, in terms of architecture. With every good building, there is a 
very good client. Any building is absolute clarification of the value 
system of the culture of the time. Very few architects actually 
take society beyond where it is. That is our responsibility, but if a 
client doesn't project the needs of the future, it is very hard for an 
architect to respond to something that is not presented to him. 

Audience: The automobile is another strong force that destroys 
the urban fabric. What are the implications for architects? 

Adeie Santos: The costs of sprawl were clearly articulated 30 
years ago. But developers went on doing it, and architects 
worked with developers, and the rape of the land continued. 
There are very few architects who have the guts to say, "No, for
get it. I'm not going to do another dreaded subdivision. I'm not 
going to be part of this stupid game." But the profession does 
have a role in this, because we have a responsibility to educate 
clients. Or to refuse jobs that are impossible. And the schools 
of archi tecture can play a role; we can come up wi th new 
prototypes. Otherwise the status quo is going to continue. 

Campbell: I hoped we'd get to this, because this is innovation in 
the largest sense - about the settlement patterns of the earth. 
How do we either as practitioners or citizens innovate within the 
culture rather than innovating in a particular building? 

Paul Haigh: The polit ical climate in which we operate often 
comes down to your choosing between being responsive or being 
an initiator. The future is going to be much more about that deci
sion to initiate change in the political arena prior to building any
thing. That's going to become a more crucial aspect of practice. 

Campbell: I think the reputation of the architectural profession is 
at a bottom at the moment in our culture. Architects are seen in 
two ways, either as the corrupt handmaidens of bankers and 
developers who are destroying the planet, on the one hand, or as 
elitist artists who do weird fantasies that nobody else can under
stand, on the other hand. There are many times in my life it hasn't 
been true. But those are the two images we have to deal with. If 
we could somehow assert ourselves as the critics of the environ
ment, as the promisors of something new and better, as the advo
cates of a better way of settling the earth, I think we'd make more 
money, and have more respect, and get better jobs. And I don't 
know why we don't do it. Why don't we do it? 

Murcutt Jourdain speaks of invention, which I prefer to call dis
covery. But he says that before true invention can be made, one 
must first be dissatisfied with that which already exists. And if we 
look at the car and all the other things we are choking ourselves 
with, we're not really sufficiently dissatisfied. Design must be dri
ven by a need. The great communities of the world came about 
because of need - not the need to make money, but the need for 
life. 

Boorstin: I would like to dispute that. Basically, I don't think that 
the great changes in technology and in the arts come from a 
need. People were not dissatisfied with a horse. That didn't lead 
them to develop the internal combustion engine. Nor was it dis
satisfaction that led to the development of the television. It was a 
different kind of quest, a dissatisfaction not with the object, but 
with the state of knowledge and the desire to reach. I would 
rather emphasize what I call the need for the unnecessary. 

Audience: I'd like to revisit the question of limits as an opportuni
ty and whether, in architectural education today, we need to look 
closer at limits and teach students the way to approach things. 
From Ed Ford's presentation, it seemed to be about going forward 
with no limits. Is that where education needs to go? 

Ford: What I admire most about the architects sitting here with 
me is they are doing small things well. And I think that's what the 
profession should do. If I look at the past 20 years, we have been 
all too anxious to embark on yet another crusade and recapture 
solar energy or whatever. Yet on a daily basis we are faced with, 
say, a commission for a suburban house where we don't like the 
context. But we want to do the best job we can. People are sim
ply asking us to deliver buildings - to tell how much it's going to 
cost and get it done on time. We have to do that first, or nobody's 
going to pay any attention to our concerns about the larger 
things. And in education, believe it or not, this is what we are try
ing to do. We are trying to train people to become competent first. 

Campbell: I agree with that so strongly. Architects are really two 
people - that person doing the small job well and also the citizen 
trying to deal with larger issues. And those are separate func
tions. But, overall, I think we are a healing profession. The way to 
regain the respect of the larger community is to get them to 
understand that as doctors heal the body, we heal the environ
ment - we heal the built world. Beyond that, we do lots of other 
things. But I would like that to be the thought that the rest of the 
community had about us. • 
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nner Light 

USAA Regional Headquarters 
Hanbury Evans Newill Vlattas 
NoHolk 

Four-story-high light well creates a dramatic focal point inside the offices (above). Curved 
exterior wall on southeast exposure features integral sunscreen (below). 

The daily operations and departmental 
organization of the United Services 
Automobile Association, a national insur
ance company, dictated the need for four 
large 85,000-square-foot floors for its 
regional headquarters in Norfolk. The 
project's success exists largely in the siting 
and manipulation of the large mass in a 
maimer that enhances the experience of 
workers and the natural beauty of the site. 
Among the building's noteworthy fea
tures are three light wells that bring sun
light to the interior while subdividing the 
500-foot-long open plan into manage
able "rooms," providing floor-to-floor 
communication and creating focal points 
for the building's internal organization. The 
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largest and most dramatic light well serves 
as both the public and employee entrance 
and will eventually be the link to future 
phases of constniction. The design of the 
interior architecmre, which was tlie ]mmarv 
responsibility of Hanbury Evans Newill 
\lattas, took its cues from the building's 
exterior, designed by architects HKS, bic. 
of Dallas, Texas. Inside, a minimal palette 
of materials aiid colors was used to create 
a soothing environment that doesn't 
compete with the beautiful exterior views. 
Outside, the undulating southeast eleva
tion responds to the edges of an adjacent 
lake, while an articulated curtain wall/sun
screen echoes the colors and textures of 
nearbv woods. 



Where Credit Is Due 
Virginia Credit Union Operations Center 

Glave Newman Anderson Architects 
Richmond 

Despite their location in a suburban 
Richmond office park typified by mir
rored glass and precast concrete build
ings, Virginia Credit Union officials 
wanted their institution to convey the 
neoclassical spirit synonymous with 
"banking." Still, the immediate context 
- and a strict budget - begged for an 
architecture that relied on the con
struction methods and materials of the 
suburban office. "It was a marriage of 
styles and materials," says project archi
tect M. Randolph Molmes. 

3sr 

A design concept based on classical 
precedents led nanirally to a symmetrical 
layout, with the credit union's four major departments divided 
equally between the first two floors. E.xecutive offices, a training 
center and employee lunch room occupv the third floor - a 
move reflecting the company's egalitarian philosophy. Interior 
spaces are organized around a cylindrical void which rises the full 

A high-profile location made the building's rear 
facade (above) as important as the front (top). 

height of the building, forming a centra 
lobby on all three floors and culminat
ing on the e-xterior as a copper dome 
From there, the dome's radial geometrj 
projects from the building, guiding 
the form of the curved portico, pavec 
arrival court and parking lot - all o 
which unify building and landscape int( 
a cohesive "corporate villa." 

The site for the 58,000-square-foo 
building was selected because of eas; 
access to a nearby expressway and for it 
hiffh visibilitv. Thus, both front an( 
back are "public" facades. Exterior detail: 
such as an abstracted cornice of alu 

rninum and various glass types lend shadow and scale to th( 
building form. Applied aluminum frames surrounding th( 
third-floor windows, for example, give the abstract impressioi 
of sash windows. The end result is a skillful blend of moderi 
contextualism and traditional conservatism. 
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Revolving doors lead into multilevel lobby (above). The dome's radial geometry 
extends outside the building to the paved forecourt (plan, below). 

First Floor Plan 

1 Lobby 

2 Personnel 

3 Collections 

4 Lending 

5 Offices 
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Timely Results 

Southtech Central Office 
Forrest Coile Associates 
Newport News 

f i i | i f ' 

ISouthTech . I n c . 

"SUISSE i l l ^1 

The metal-paneled building sits on a base of brick and concrete block. Visitors and employees 
enter a curved, two-story lobby that is sheathed in glass. 

The commission for a new administrative facilit}' for SouthTech, 
a manufacturer of components for Canon copiers, came with one 
major proviso: To be ready for a scheduled visit by Canon's pres
ident in eariy 1993, the building had to Ik ; designed :md consti-ucted 
in five months. The program called for a diversity of functions 

uncler one roof, including offices, conference rooms, a cafeteria 
and machine shop complete with bridge cranes, a tool crib and 
other sup|X)rt .spaces. The demanding schedule required completed 
design drawings in .̂ 0 days, accelerated approvals and early 
identification of materials to allow for tinielv deliverv. 

20 

Street S m a r t 

1300 Connecticut Avenue 
Anderson O'Brien Architects 
Charlottesville/Alexandria 

Tliis4()-ye;ir-ol(l building in dountown W ashington, D.C., was vacated 
when its occupants relocated to a suburban location. .\lthough ori
ented toward C^onnecticut Avenue, the main entrance was set 
back from the street and hard to find. Other deficiencies included 
a cramped lobby, leaky roof, inefficient windows, poor lighting and 
dated mechanical systems. The architects were charged with 
upgrading the building for "Class A" office and retail use. They 
began by thrusting the retail and lobby areas forward to create a 
new building alignment at street level parallel to (Connecticut 
.Avenue. The lobby was expanded \ erticalK' to create a two-story 
space enhanced by new custom fixtures and rich wood finishes. 
Exterior renovations include new granite and marble wall panels 
and the insertion of energ\ -efficient windows that have updated die 
building's look and made it more economical to o|ieraie. 

A hard-to-find entry was enlarged and upgraded while improving the 
building's relationship to the street. Exterior walls were replaced with 

new stone panels that emphasize the building's vertical rise. 



Water Works 

James River Corporation Headquarters 
Bond Comet Westmoreland -f Miner 
Richmond 

Foundation walls are all that remain of tlie original Hollywood 
Pump House, the early 19th century industrial building that 
forms the underpinnings and established the footprint for new exec
utive offices of the James River Corporation. The present owner, 
a Fortime 500 paper products company, desired a modern office 
building to house its top executives. The design conveys the 
image of a forward-looking company by incorporating 20th 
century imager)- and the latest amenities: a videoconference 
center, central data processing area - even a corporate fimess center. 
At the same time, the architects respected the building's heritage 
as, first, a pumping station to supply the cit)' reservoir and, later, 
a hydroelectric plant that powered Richmond's street lights 
and trolleys. In concept, the east end of the building is designed 
to resemble a 19th century mill. It defines a quadrangle in 
concert with neighboring industrial buildings, which have 
been adapted to office use. The solid, factorylike wall facing the 
quadrangle gives way to more Modern, steel-and-glass facades on 
the south and west that open to spectacular views of the river. A 
riverfront recreational path passes along a catwalk that hugs the 
south side of the building and proceeds past the headrace 
canaJ that once chamicled water into die pump house. 

Walkway on west end of building skirts edge of the old headrace 
canal. Executive offices occupy a top-floor suite. 
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East end of headquarters nods to the site's industrial past with large mass of bricks and punched windows. 

South fa9ade opens up toward broad vistas of the James River. 
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T h e G r e e n i n g o f 

Audubon House 
Audubon House: Building the 
Environmentally Responsible, 
Energy-Efficient Office. 
By The National Audubofj Society and 
Cj'oxton Colkhorativc, Architects. 201 
pp. Illustrated. New York: John Wiley 
& Sons, Inc. $24.9S cloth. 

By Douglas McCreaiy Greenwood 

F"* ive years ago, when the AIA 
founded its Committee on the 

Environment, it seemed as if the time 
had come for environmentalism to 
make its way into die mainstream of 
die building industrj-. Polls showed 
more Americans than ever were not 
only interested in environmental 
issues, but for the fu-st time were 
actually willing to pay for environ
mental safeguards. Recycling botdes, 
cans and newspapers moved from the 
fringe of mainstream America into 
the suburbs; people became more 
aware of the advantages of compact 
fluorescent lights bulbs; the public 
began to realize that some of the hall
marks of modern American culmre -
air conditioning, two cars in the 
garage and the refrigerator - had 
repercussions that reached well 
beyond the neighborhood and, 
indeed, far up into the atmosphere. 

Yet only a handful of architects 
seemed to realize that the way build
ings were being designed, built and 
operated in the industrialized world 
was exerting enormous pressure on 
present resources and promising even 
greater stress in the future. But if 
these architects were few in number, 
they were vocal and, above all, tena
cious. So how is it that they have 
failed so miserably in moving "sus
tainable design" to the forefront? 

Audubon House, which documents the 
ambitious and largely successful 
makeover of an 1890s New York City 
building into new headquarters for 
the National Audubon Society, pro
vides insights into that question. For 
starters, overcoming both the inertia 
and the momentum of "business as 

The makeover of G.W. Post's Romanesque 
Revival gem has set the industry standard. 

usual" is a formidable undertaking. In 
an enterprise as complex as building a 
modem office building - or even an 
1,800-square-foot starter home -
crying to use innovative materials 
(plywood with no formaldehyde off-
gassing, for example, or rec\'cled-
aluminum window frames) may well 
prove to be so difficult as to be not 
worth the effort. Even when environ
mentally sensitive materials are avail
able, often there are problems associ
ated with performance, especially 
when a client wants some assurance 
that the premium he might be paying 
to use low-emitting or energy-effi
cient materials is worth the cost. 

And there are unexpected trade-offs 
that make even the most apparentiy 
"green" materials less dian desirable. 
We think of wood, for example, as an 
ideal building material. It has a long 
historv' of high performance and 
adaptahilit)-. Best of all, it is renew
able - meaning you can use the 
current supply and grow replacement 
trees. W e l l . . . yes and no. The 
problem is so much wood has been 
consumed in construction that -
threats to the tropical rain forests 
notwithstanding - we need to pay 
closer attention to the depletion of 
hardwood and softwood stands in our 
own backyard. Unfortunately, the 

science of materials ajialysis (asses
sing everything from a material's 
embodied energy to a more compre
hensive life-cycle costing) is well 
behind the art. .\nd the art is still 
largely anecdotal. 

It's hard to recall a recent architectur
al project that has had more publicitv-
than the Croxton Collaborative's 
Audubon House renovation, whose 
national T V exposure is a PR flack's 
dream. All the attention occurred not 
just because Audubon is a famous 
client or because architect Randy 
Croxton has name recognition. It 
happened because Croxton did the 
unthinkable: He took a modest build
ing in Manhattan that had an archi
tectural pedigree and, instead of con
signing it to the wTecldng ball or 
simply renovating it, he "greened" it. 

W-Tien it comes to green building -
diat is, designing structures from an 
emironmental perspective - there are 
a handful of buildings that address 
the agenda dioroughly and a lot more 
with one or two green features that 
architects and clients brag about. The 
easiest claim to en\'iroimiental cor-
recmess, of course, is that a building 
is energy-efficient. That can take 
nian\- forms and offers benefits to 
both the owner and the environment. 
But the fact is that energy-efficiency 
predates the profession of architec
ture by a long shot, and being 
energy-efficient is only one aspect of 
green design, though it's probably the 
major feature of the much ballyhooed 
"greening of the 'WTiite House." 

Yet energy, as the Rock\- Mountain 
Institute's Amory Lovins would 
confirm, has proven to be an excel
lent starting point, and a .wre qua non, 
for environmentally sensitive design. 
Indeed, the Croxton Collaborative 
established its reputation as one of 
the leading exponents of sustainable 
design with its work on the National 
Resources Defense Council head
quarters in New York. What Croxton 
did there was set the industry stan-



dard for reduced energy use. In the 
process, he incorporated lighting 
systems that integrated natural day-
lighting and high-efficienc\' T-8 
fluorescent lamps which ha\e a more 
natural color and less flicker than 
conventional fluorescent lamps. 

^'Sustainable architecture 

implies living within our means 

and finding practical solutions 

that can be implemented today.'^ 

- Audubon House 

One of the great ironies oi Audubon 
House is that when we think of 
Audubon, we inevitably recall John 
James .Audubon's evocative watercol-
ors of the birds of America. They 
possess a palpable sense of form, 
color and proportion - of aesthetic 
beaut}'. That this aesthetic dimension 
is, by and large, absent from the book 
is disturbing. Not that Audubon House 
should be just a coffee table book. But 
the photos are uniformly muddy or 
just plain boring. Perhaps this is the 
price one pays today for being "envi
ronmentally correct" - that is, using 
paper that is acid-free, 50 percent 
total recycled and 10 percent "post-
consumer fiber," whatever that 
means. Such terms are the subject of 
some fairly weight)' debate by envi
ronmentalists who point out the com
plexities of words like "recycled," 
"biodegradable" and "waste." 

There are other problems with 
Audubon House, the most annoying of 
which is the textual apparams of the 
appendices. This whole section of the 
book is somewhat bizarre, including 
as it does an "Optimization Diagram" 
of the built environment; die DOE-2 
software system for analyzing energy 
performance: notes on using Material 
Safety Data Sheets for environmental 
assessment; a sample letter to and 
response from a manufacturer 
requesting product information (Are 
we in a high school business class or 
what?); a woefully out-of-date list of 
resoui-ces; a listing of products used at 
Audubon House; and a list of car
cinogenic agents that is both dated 
(1986) and a bit strange (along with 
listings of specific chemicals, certain 
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New for 1994 .SUprKirK 
STRUCTURAL BRICK WALL COMPONENTS 

23 

Build the future 
onanewidea. 

Eliminate costly exterior wood framing with SuprKing StrucUiral 
Brick Wall Components. Designed for load-bearing masonry and 
sized for both residential and commercial markets, SuprKing 
works with standard foundations, doors and windows; requires 
no cutting at comers; and has large cores for easy grout and 
rebar placement. Follow America's leading brick manufecuirer 
into the future.. .with SuprKing. Only from General Shale Brick. 

GENERAL SHALE BRICKSSS 
P.O. Box 3547, Johnson City, TN 37602 • 1-8004144661 
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Supeib^ce of design. 

Ml 

Send $5 for our M color catalog, 
(catalog fee refundable with order) 

251 s. penns^vanla avenue 
po box 469. centre ball, pa 16828 

814-364-9577 
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T e c Computer Systems Architects 
lie 

From concept to productivity, K-Tec 
mokes computers work for you! 

System Design and Layout 
Custom Configurations 
Network Design and Layout 
DataCAD Training and Consulting 
CAD Worl<stations (486 and Pentium) 
Custom Sottv^are Development 
Windows Applications 

K-lec also provides low cost leasing 
programs for systems, printers, plotters 
and digitizers. 

IF YOU HAVE COMPUTER SYSTEMS OR 
PLAN TO USE SYSTEMS IN THE FUTURE. 

CALL THE EXPERTS AT K-TeC. 

2248-G Dabney Road 
Richmond, Virginia 23230 

Bus: (804) 354-9883 
Fax: (804) 354-9884 

manufacruring processes -
"the rubber industry," for 
example - are also listed). 
WTiat are we to make of 
this jumble? Are we to find 
out which individual prod
ucts, .systems or materials 
contain these "bad actors" 
and therefore eHminate 
them from our specifica
tions? If we cannot deter
mine from the Material 
Safety Data Sheets the 
actual amounts of known 
or suspected carcinogens, 
how are we to proceed? 
,\fter trying to make some 
of these dctemiinations 
myself, I can say only that 
the terrain is treacherous. 

64.5% paper 

4 % glass bot t les & 
meta l cans 

3% compos t • 

3% reusab le fu rn i - -
tu re , for thr i f t shops 

3% co r ruga ted 
c a r d b o a r d 

1 % p las t ics 

.5% o f f i ce hazardous 

w a s t e 

2 1 % n o n - r e c y c l a b l e s 

An analysis of office waste at Audubon 
confirmed tliat close to 80 percent of it 

could be recycled. That is the target setfoi 
Audubon's in-house recycling program. 
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Having said all this, there are many other reasons to recom
mend this book. For, unlike the growing number of books that 
make extravagant claims to treating green building technolo
gies in \Xl^y comprehensive way, Aiiduhov House marks a new 
deparmre in the genre. First, it is not specifically a "how to" 
book so much as it is an exemplar of how using a systematic 
design process can pay handsome dividends. It is also a well-
documented, reaUstic look at that most sacred of economic 
cows: the bottom line. In short, it gives a thorough study of 
how one building was renovated with olf-the-shelf technology 
in a wa\' tliat far outperforms typical strategies. Furthennore, it 
suggests a comprehensive approach to green design. Cro.xton 
uses familiar terminology in fairly clear ways, thus giving us 
some sorely needed new language. But in the final analysis, 
what makes .\udubon House such a powerfiil example of sus
tainable design is in documenting that it can be done. 

When he was finished with The Cavterlniry Tales, Geoffrey 
Chaucer appended his famous "Retraction" in which he apolo
gized for the numerous literary, political and religious offenses 
committed in his magisterial narrative. Chaucer's apologia tells 
us more about hun than we will ever know from the scant bio
graphical data of his life. So, too, with the cumbersome baggage 
left at the ft-ont door o{Audubon House - disclaimers ft-om both 
the publisher and die Gas Research Institute, which "makes no 
warranty or representation, express or implied," with respect to 
the accuracy or completeness of information in the book. 
.•Vrchitects, alas, are no strangers to legal issues. But until they 
move beyond the dictates of legalese and take a stand that is not 
only logical, but right, they will find it easier to do business as 
usual dian to do business responsibly. 

One thing made clear fi-om raiding Audubon House is diat the 
book deserves an audience outside the building industry. It's 
not just the design and construction conmiunit\- which needs to 
get on board the "E train," but concerned citizens too. They 
may need to overcome the obstacle of industry jargon, but i f 
they don't know the right questions to ask. places like Audubon 
House will continue to be the exception rather than the rule. 

Doug Green'iimd is senior researcher Tvith CIESEN, a private, non
profit conso?tiu/n if? Washington, D.C., that monitors global change. 
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ave on 
Ppescrlptlon Drugs 
with the 
AIA Trust Health Plans 

C a l l 

1-800-343-2972, ext. CAGE 
f o r a q u o t e . 

Premium rates are guaranteed for all of 1994! 

A I A T rus t 
WE'RE ON YOUR SIDE 

Insulating 
value. 

Hurd Windows use the most advanced 
glazing systems available to keep out 
summer's heat and winter's cold. That 
means year 'round comfort and energy 
savings for you. 
No other window comes close to the 
performance and design freedom you get 
with Hurd windows. See your Hurd 
distributor for a demonstration. 

i m b e r Truss 
H O U S I N G S Y S T E M S , I N C 

S a l e m , V A 

703/387-0273 
When You re Serious About Windows 
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FOR T W E N H YEARS 
THE ONE TO CALL 
FOR ARCHITECTURAL 
PRECAST LARGE OR 
SMALL. . . 

Architectural 
C O N C R E T E P R O D U C T S , I N C . 
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Amaza Lee Meredith I 

Out of the Mainstream 
and Into History 

By Mary Harding Sadler 

A maza Lee Meredith was 
in every" sense an 
anomaly. In the mid-
193 Os this black female 
architect, artist and 

teacher designed an International 
Style house adjacent to the campus 
of Virginia State University. Her 
home, which she named .\zurest 
South, sits now in quiet obscurit}'. 

But for the single-minded efforts of 
university archivist Lucious Edwards, 
the house and its lush grounds would 
have remained unrecognized and 
unprotected. With the help of 
Edwards' research and his preserva
tion of significant documents, 
Azurest South was Usted on the 
Virginia Landmarks Register late last 
year and on the National Register of 
Historic Places in early 1994. Archi
tectural historian Richard Guy 
Wilson judged the house to be "one 
of the most advanced residential 
designs in the state in its day." I t is 
indeed one of the Commonwealth's 
few mature examples of the Interna
tional Stv'le and a landmark of 
African-.American material culture. 

Its maker, Amaza Lee Meredith, was 
born in Lynchburg on August 14, 
1895, the eldest child of Samuel 
Meredith, a respected carpenter, and 
Emma Kennedy. Because her father 
was white and her mother black, 
Amaza's parents could not be legally 
married in Virginia. The tu o trav
eled to Washington. D.C., in racially 
segregated railroad cars to tie the 
knot. But Samuel Meredith lost 
much of his business as a result of the 
controversial marriage and took his 
hfe in 1915. Despite this family 
tragedy, Amaza ^Meredith graduated 
from high school the same year at 
the top of her class, and enrolled at 
the Virginia Normal and Industrial 
Institute near Petersburg, which was 

later to become Virginia State 
University. There she met Dr. Edna 
Meade Colson, the daughter of 
James Major Colson I I I , one of the 
Institute's founding faculty members. 
Edna Colson would go on to become 
dean of the School of Education and, 
in time, became .Amaza Meredith's 
lifelong companion. 

After college, Meredith taught in 
Botetourt County then moved to 
Brooklyn in 1926 and enrolled in 
Teachers' College, Columbia 
University, where she majored in 
fine arts. There she received a bache
lor's degree with honors in 1930 and 
a master's in 1934. Meredith soon 
returned to Virginia State to teach 
art and was appointed chair of the 
.Art Department a year later. 

Meredith was in her forties when she 
began the design of Azurest South, a 
bold investigation of the Internation
al Style. Though her plans and 
axonometric drawings are clearly not 
rendered by an experienced hand, 
they carefully delineate both archi
tectural treatments and construction 
details. Roof drains and a wall section 
are shown with the same precision as 
the steel pipe railings that define the 
edge of a roof terrace. Completed in 
1939, Azurest South is typified by the 
white stucco, flat roof and sleek lines 
that came to be associated with the 
idea of a "machine for living" — a 
house devoid of applied ornament 
and free of historic references. The 
exterior is dominated by the bed
room wing, whose curved comers 
feature horizontal ribbon windows of 
glass block. 

WTiereas the exterior of the house is 
limited in its selection of materials 
and colors, the interior is vividly pat
terned with ceramic, composition 
and vinyl tiles applied freely to walls. 

floors and ceilings. Cleverly placed 
windows, bands of glass block, con
cealed lighting and mirrors dramati
cally enlarge the apparent size ot thi 
modest space. Oak floors in the 
living areas and pine doors, partly 
stained and partly painted, warm the 
palette of materials. Meredith's blen 
of cultural motifs dely categoriza
tion. The multicolored, metal-
flecked vinyl tile, carrara glass, 
acoustical tile, mosaic tiles and tile 
board Meredith specified in her 
kitchen, bath and studio represented 
the most current interior finishes. 

Kitchen counters are decorated with 
bright green, pink, red and black 
mosaic tiles set in unexpected pat
terns. The bathroom's bright yellow 
fixtures are complemented by green, 
yellow and black finishes. The spa
cious living room, understated in 
comparison, is dominated by an Art 
Deco fireplace composed of a thick, 
curving mantel shelf and massive 
curved pedestals. A curtain slot in th 
ceiling allowed the end of the room 
to be used as a dining area. And a 
small vestibule off the living room 
leads to the bedrooms, one of which 
preserves the massive Victorian bed 
in which Meredith was bom. 

In her time, .'\maza Lee ^Meredith 
was one of only a handful of black 
architects in practice. According to 
the 1910 U.S. census, only 59 blacks 
were active as architects and another 
47 as draftsmen. Hampton Univer
sity, founded in 1868 to train freed 
slaves, did not establish its architec
ture program until 1940. Though 
Meredith was never a registered 
architect, she designed for friends 
ajid family in Virginia, Texas, and 
Sag Harbor, New York, where she 
and others developed a vacation 
enclave they named Azurest North. 
Meredith attended Columbia at a 
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time of great vitality and change in 
.American architecture - when figures 
like Marcel Breuer and Walter Gropius 
were everyday topics of conversation. 
In Virginia, however, the Colonial 
Revival still held sway over public and 
private architecture - even at Virginia 
State, which was expanded during the 
design and construction of Azurest. In 
light of the overwhelming dominance of 
traditional architecture in Virginia, 
Meredith's achievement is all the more 
remarkable. 

Meredith resided at .Azurest South, 
summering in Sag Harbor, from 1939 
until her death in 1984. Her will left 
half of the property' to the VSU 
National .AJumni .Association, which 
purchased the remaining interest after 
Edna Colson's death in 1986. Azurest 
South is now used for functions held by 
the association. 

The author is a historical architect at the 
Virginia Department of Historic Resources. 

Living room is anchored by Art Deco fireplace 

(above). Exterior bears the fiat roof and ribbon 

windows of a "machine for living" (top). 

There's only 
one way to guarantee 

a dry basement. 

Unlike dampproofing which can crack and allow water 
to seep in through the foundation, TUFF-I\I-DRP Exterior Foundation 
Waterproofing System seals basement walls. It's the best protection 
you can offer for your basements, backed by the best 10-year warranty 
in the business. Guarantee a dry basement with TUFF-I\1-DRI. For more 
information, call 800-DRY-BSMT. 

K o c h M a t e r i a l s C o m p a n y 

© 1994 Kocn Materials Company TUFF-N-DRI is a 'ttjKWti irademaili ol Kocn Ualenals Company 
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COLO SPRING GRANITE OELIVERS 
QOALITY, FROM QOARRY TO RIRRON 
CUniNG AND BEYOND. Pill 

• Architects worldwide recognize Cold Spring Granite SHHH 
the source for structural granite of superior quality, 'hey also rec
ognize the reasQ^r that quality — single-sourc^m^Hmstart 
to finish, • From our 30 company-owned quaiTies, to corapletG 
in-house design^ineering assistance, to iabncaliofi facilities capa
ble of accommocfeting any size project, Cold Spring Sranite insists 
on quality througlwut This nearly century-old comfTBtmenI assures 
you of consistertly superiq; results, iong-terni color matctiing and 
I eDidcenieiTl av<ttet)ility—and completed proiect.s you and your 
clierS wilt take priae in lorQeneratiot̂  to cofiie, • So wiiei. 
vou're building with granite, h\M widi quality throucjhoul. Build 
-.'̂ ih Cold Spring Granite: : ; 

for the Coid Spring salsspersm 
nemptm emi-mssi'Tm 

( Z D 
COLO SPBiHG GRANirS COMPANY 202 South Third Avenue, Cold Spring, MN SSm 
1'8SB-m-7Se2 FAX 612-685-8490 
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Architect: Carlton Abbott & Partners, Williamsburg 

Project: Baker Hall Visitor Center, Norfolk Botanical Gardens 

(Conceived as the gateway to the garden, this entrance pavil
ion is a heavy timber-and-steel structural spine betueen two 
lower masonry volumes. ITie 12,(XK)- square-tbot building includes 
tour operations, a gift shop, exhibits and banquet facilities. 
Completion is anticipated in the spring. 804-220-1095. 

Architect: Wiley & Wilson, Lynchburg 

Project: Brookneal Elementary School 

This multi-level, 64,000-square-fool elementary school W 2 
designed as a community focal point intended to blend wit 
the historical fabric of the community. I t will house 25 class 
rooms, a gymnasium, a 450-seat cafeteria, a music roon 
library, skylit foyer and administrative spaces. 804-947-1901 
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Architect: Cheryl D. Moore, Architect, Richmond 

Project: Peking Restaurant, Mechanicsville 

Construction has begun on this 4,500-square-foot .Mechanicsville 
restaurant, designed as a simple backdrop for decorative ele
ments common to (Chinese architecture. The exterior is 
stucco, accented with a colonnade of wooden columns. A 
simple wood frieze encircles the building. 804-323-6034. 

Architect Wood, Swofford and Associates, Charlottesville 

Project Danville Rail Passenger Station 

The restoration of this 1899 Southern Railway Depot will enabk 
it to serve the community again, now as both an Amtral 
station and a satellite of the Virginia Science Museum. Th( 
project, funded through ISTEA grants, is the first phase of renewa 
in the riverfront warehouse district. 804-979-7407. 

On the Boards listings are placed by the firms. For rate information, call Inform at 804-644-3041. 



Architect: Bond Comet Westmoreland + Hiner, Richmond 

Project: Burnley-IMoran Elementary School Addition and Renovation 

A need for ADA compliance and a desire to modernize initi
ated the project. Additions to the school include elevator 
enclosures and an enlarged media center. Renovations include 
classroom accessibility upgrades, auditorium refurbishment 
and colorfiil new casework, paint and tile patterns. 804-788-4774. 

Architect: Henningson, Durham & Richardson, Alexandria 

Project: St. Mary's Hospital, Leonardtown, Md. 

(iround has been broken on a $6.5 million project that will add 
38,0(X) square feet to the existing hospital and renovate another 
22,000 square feet. The addition, scheduled for completion b\-
December, includes all out|)atient services. HDR is affiliated 
with Smeallie, Orrick and Janka of Baltimore. 703-683-3400. 
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Architect: Pierce Architecture, Bailey's Crossroads 

Project: Willow Run Golf Club 

The clubhouse for this daily-fee golf club in Redmond, 
Washington, is designed for the public golfer. Cart storage is 
located on a lower level. The clubhouse, however, also includes 
banquet faciUties and a caterer's pantry to facilitate frequent 
tournament events. 703-998-0206. 

Architect Scribner Messer Brady and Wade, Richmond 

Project: Building Seven, Virginia Tech Corporate Research Center 

This 40,000-square-foot building integrates corporate, high
tech and academic characteristics in offering speculative office 
and laboratory space for research-oriented tenants. Construction 
began in July with completion anticipated in spring 1995. 
804-782-2115. 
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Architect: Odell Associates, Inc., Richmond 

Project Semara CarePlex 

Designed for patient-focused care, this new 60,000-square-foot 
facility in Hampton will house emergency, diagnostic imaging, 
physical therapy and surgen,- departments. A curved area 
accessible from the atrium contains the recoverj- care unit for 
short-term stavs in a hotel-like environment. 804-644-5941. 

Architect The Moseley McClintock Group, Richmond 

Project Danville Middle School 

This new school will provide flexible academic areas with ful 
integration of current technology. The 91,000-square-foc 
facility will house 5th through 7th grades and be located adja 
cent to an existing junior high school. 804-794-7555. 

PeOMlniin 
Circulation 

Architect Scribner Messer Brady and Wade, Richmond 

Project: Crestar Mortgage Corporation Headquarters 

On a riveriront site in Richmond, this 128,000-square-foot build
ing - designed in joint venture with DevTouax & Purnell of 
Washington, D.C. - will offer commanding views while main
taining responsiveness to its context. Construction will begin 
in September. 804-782-2115. 

Architect The Onyx Group, Alexandria 

Project Marine Corps University Master Plan 

This master plan was developed as a long-range guideline 
which the Marine Corps Universit)' will use to accommodate 
future requirements. Concept considerations included majoi 
views, pedestrian circulation, functional adjacencies and exist
ing architectural character. 703-548-6699. 

On the Boards listings are placed by the firms. For rate information, call Inform at 804-644-3041. 1994: n u m b e r t w o inform 



PLOTTER SUPPLY 

Complete suppl ier of products related to 
PLOTTING, DRAFTING, & ENGINEERING. 

Call for our free catalog today 
P.O. Box 7026 

Denver, CO. 80207 
1-800-737-3997 
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Architectural Renderings 
Decorative Arts 

HS Engineering, Inc. 

A ful l service consul t ing f i r m of fer ing 
mechanical , electrical, HVAC, p lumb ing 
and f ire protect ion design engineer ing 

services. 

Paint Finishes 

Wall Glazing 

Marbleiz ing 

Decorative Arts 

W o o d Graining 

Textured Wal ls 

Bo Art 
Blair B. Oliver, I l lustrator 
Watercolors and Finishes 

804-360-4500 
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Contact: Harki S ingh, P.E. 
4222 Bonniebank Road, Suite 101 

Richmond, VA 23234 
804-271-1164 / Fax 804-271-3548 
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MARKET 
PLACE 

Products and services 

"Tops in Blocks" 
since 1946 

BLOCKS, BRICKS 
AND FIREPLACE MATERIALS 

Quali ty Masonry Products 

Frackelton Block Co., L P . 
400 Howison Avenue 

Freder icksburg, Virg in ia 22401 
703-373-8935 
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Want your message to rea<'h the 
professionals who specify 

architectural products and 
services ? 

Call Jonathan Dabney or J.D. Holzgrefe 
at Inform for details 

804-644-3041 

Arrhiterls, Historians, 
Booklo> ers 

The book for you is County Courthouses 
of Virginia, Old and New. 

172 photos (10 color) , maps, b ib l io. 
$16.53 postpaid. 

m 
Kegley Books 

P.O. Box 134, Wythev i l le , VA 24382 
703-228-3420 
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Riverside Brick 
ft S U P P L Y C O . . E t c . 

Archi tectural Special ty Divis ion 

1533 Parham Rd. 
R ichmond, VA 23229 

804-282-6845 / FAX 804-282-6848 
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' Higgins Associates • 
Founded in 1952 

Landscape Archi tecture 
Land Planning • Master Planning 
Campus Design • Urban Design 

Residential Site Design 

8501 Patterson Avenue 
Richmond, Virginia 23229 

804-740-7500 
Fax 804-740-1620 
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AlPJ^hci/me/fts 
I^^^K F u 11 Str¥lc§ Distributor 

There's No Excuse For Not 
Having AIA Documents. 

Order Your Supply Today. 

VSAIA Document Service 
The Barret House 

15 South Fifth Street 
R ichmond, VA 23219 

804-644-3041 / Fax 804-643-4607 

Artech 
Architectural Renderings & Photography 

Professional Services in Roofing 
Evaluat ions • Budgets 

Design Documents • On-Site Q.C. 

East Coast Roofing Consultants 
James A. Lewis 

5540 McNeely Dr., Raleigh, NC 27612 
919-787-9153 
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4312 Hadensvi l le Farms Road 
Minera l , Virginia 23117 

Phone / Fax 804-457-9135 
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'Specializing in Commercial Projects" 

"Quality craftsmanship for 
over a quarter century " 

TMS Corporation 
3001 East Parham Rd. • Richmond, VA 23228 

(804) 262-9296 • Fax (804) 266-0258 
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Coming Up 

In our next issue, Inform wi l l 
announce the winners of the third 
annual Inform Awards. Also we 
will celebrate the 80th anniver
sary of the AIA in Virginia with a 
retrospective of architects in the 
Old Dominion. 

Swannanoa, built 1911 
by Noland & Baskervill 

The fifty-three 
F.W. Dodge reporters 

and 
plan room professionals 

in Virginia 
wish to say 

for your continued cooperation. 

F.W.Dodge and AIA: 
forking iogtihex to design 

and bmld the future. 

& « • Construction Intormation Group 
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Premier Line 
Architectural Concrete Masonry 

By E. D\\\on & Company 

I 1 8 6 8 

® 

P.O. Box 163 Swords Creek, Virginia 24649 
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ONLY ONE ODMPANY IS CLOSE ENOUGH 
To PERFECTION TO GUARANTEE IT 

r We take pride in the unmatched quality, 
performance and innovation found in every Peachtree door and window. 
So we back them with the industry's only Non-Stop Warranty All Peachtree 
products are guaranteed for as long as you own them* For a presentation 
and our new architectural binder, please call (410) 997-3411. 
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PEACHTKEE 
D O O R S A N D W I N D O W S 

Delmarva Millwork Corporation 
Lancaster, PA 

(717)299-2361 

Ttie Winter Company 
Richmond, VA 

(804)271-8301 

The Winter Company 
Williamsport, MD 
(301)582-0990 
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