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MO\/Q\ Lighting Controls
Rich. Rugged. Reliable.

Nova is the finest line of solid state energy-saving
dimmers and controls . . . anywhere.

Handsome on the outside, but rugged on the
inside.

Nova reflects a rich contemporary style
complementing any decor. It's the unique lighting
control that doesn’t have unsightly metal strips on
the front of the dimmer. In addition to a distinctly
handsome appearance, Nova's rugged solid state
circuitry and silver contact switch make it the
sturdiest of all lighting controls.

Vertical Slide Control Dimming

Nova's patented calibrated vertical slide control
glides to the precise lighting intensity you desire—
the natural human-engineered way to control
illumination. If you move the slider to the center of
the control, for example, you know at a glance that
the lighting is at 50 percent. With this feature, you
can bring theatrical Square Law Dimming into your
interior designs.

Unquestionably Reliable

Each component is carefully selected, and every
finished unit is 100 percent tested to be sure it
meets Lutron’s strict standards of quality.

Styling Flexibility

Nova dimmers, on-off switches and system controls
share the same faceplate design to give a clean
uniform appearance no matter how you arrange
them. They’re available in many models and colors
with your choice of tamper-proof faceplates and
custom engraving.

Controls Incandescent & Fluorescent Lighting

A complete array of Nova wall-box dimmers and
controls are available in incandescent and
fluorescent models. Should you require a
sophisticated control or high wattage application
(including mercury vapor and cold cathode lighting),
Lutron will custom build a lighting control system to
fit your design. All models are available from
lighting showrooms and your local electrical
distributor.

Nova—the designer’s choice for every lighting

control need. * UL Listed

* Nova wall-box dimmers and custom-built systems have been
installed in the Hyatt and Marriott Hotel chains, plus the Grand
Hyatt, Coca-Cola, Disneyworld & Disneyland, AT&T, IBM, the
World Trade Center in New York, Citibank, Arco, Revion,
Pennzoil, Texaco and the White House.

LUTRON

COOPERSBURG PA 18036

Lutron and Nova are registered trademarks. This product is covered by one or more of the following U.S. patents: Des 277, 577; 3,927, 345; 3,919; 592; 3,735, 020; 3,746, 923 and others pending.
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of Steel Structures, Department of Engi-
neering and Applied Science, University
of Wisconsin, Madison.

Jan. 20-21: AlA Energy in Design: Pro-
cess Workshop, New Haven, Conn. Con-
tact: Brenda Henderson at Institute head-
quarters, (202) 626-7353.

Jan. 24-27: Second Annual Interstate Solar
Coordination Conference and Workshops,
Arizona State University, Phoenix, Ariz.
Contact: Carolyn Burby, Interstate Solar
Coordination Council, 300 State Road,
401, Cape Canaveral, Fla. 32920.

Jan. 26-27: Workshop on Computers and
You, Department of Engineering and
Applied Science, University of Wisconsin,
Madison.

Jan. 26-27: AIA Energy in Design: Energy
Conscious Redesign Workshop, Wash-
ington, D.C. Contact: Brenda Henderson
at Institute headquarters, (202) 626-7353.
Feb. 17-27: Solar Tour to Israel. Contact:
Linda Bouwkamp, Jordon College, 360
W. Pine St., Cedar Springs, Mich. 49319.
May 5-9: AIA Annual Convention,
Phoenix.

‘A Large Mistake’s The Paris opera house
competition report by Dennis Sharp in
the October issue (page 22) concentrated
on how the jury dealt, mainly, with fit-
ting the program on the site. In my opin-
ion the jury did the profession a serious
disservice by pandering to the impossible
program instead of finding the most
creative, expressive, and delightful esthetic
solutions as their first responsibility. This
would have been unfair if there had not
been the directive in the program that
they were going to redo the requirements
before the opera winner started serious
work. in any case.

The jurors must not have had the asset
of a Saarinen, who helped pick Jgrn
Utzon's beautiful idea for the Sidney
opera house. Instead, they picked one
winner, who, according to one newspa-
per account, included “a neon-lit guillo-
tine with distorted glass walls,” among
other things.

None of us has seen all of the winning
ideas, but at the moment it looks like a
large mistake has been made. No one will
ever convince me that among the 766
entries there was not another beauty to
grace the City of Light. Perhaps they
should pick another jury and start over.

Richard W. Snibbe, FAIA
New York City

O’Neil Ford at Trinity University: 1 have
read with interest the September article
(page 58) concerning O'Neil Ford and

Trinity University. The campus bears the
imprint of O'Neil Ford and his desire to

make it a showplace campus different
from any seen elsewhere. It also bears
the imprint of Bill Wurster and his Cali-
fornia concept of use of materials. It also
bears the imprint of Arthur and Marie
Berger, who knew most of all what plants
look good in the San Antonio sunshine
and occasional rain. And, acknowledged
or not, it bears the imprint of Bartlett
Cocke and his consistent attention to the
mechanics of getting buildings built the
way designers want them to be.

Lawrence Speck, the author, omitted
the fact that the firm was Ford & Rogers
up until past the middle of 1953. I should
know—1 was there. The office was doing
large and important commercial work.
That was what financed the big payroll
that went to do the work at Trinity.

As for the nice story of O’Neil’s about
going under that first lift slab with Presi-
dent Everett of Trinity, it reads well and
perhaps it gave everyone a good laugh
when O'Neil told it. Who went under the
slab? Neil and I did, to check to see how
the slab had separated from the base slab
and whether it left a surface that needed
patching. 1 don’t remember either of us
being concerned about the slab falling,
for we had already gone under the first
experimental slab raised at Tom Slick’s
Southwest Research Institute a year
earlier. Jerry Rogers, AIA

San Antonio, Tex.

Lawrence Speck responds: My apologies
to Mr. Rogers. I certainly did know that
the firm was Ford & Rogers from 1949 to
1953, and I should have given that credit.
Gerald R. Rogers worked with O’Neil Ford
as early as 1939 on the Chapel in the
Woods at Texas Women's University and
was responsible for much of the diverse
commercial work in San Antonio, Cor-
pus Christi, McAllen, Mission, Pearsall,
Fredericksburg, Bandera, Houston, and
Dallas that the firm did in the early-'50s.

Trinity University, Another Account: It
just so happens that I was on hand at
the raising of the first lift-slabs at Northrup
Hall on the Trinity campus. The upland
site was already partly landscaped, and
everything was neat as could be, not the
usual construction mess for a building as
large as Northrop. This, of course, was
part of the lift-slab sales pitch—no scaf-
folding, no concrete forms, no big piles
of materials or scraps. You could plant
during construction, it since proved out.
The large concrete slabs, flat on the
ground, were pierced by vertical steel col-
umns at neat intervals and occasional rec-
tangular apertures for plumbing and
wiring. Surrounding the slabs were well
made board frames, actually tailored
boxes, into which the reinforcing had been
carefully placed and onto which the con-
crete had been poured. There were three
huge floor slabs, one on top of the other,

the top two to be lifted by electrically
powered jacks at strategic locations so
that the floor and roof slab would rise
evenly to their allotted heights on the
vertical members, where they were to be
fixed by pins through predrilled holes in
the columns. Each slab had been swabbed
down with heavy mechanics soap after
curing so that they could separate.

It looked clean and beautiful and im-
possible. It was Phil Youtz, I think, who
with appropriately unprintable words
switched the power on. Absolutely noth-
ing happened except some unpleasant
electrical noises. He turned it off and on.
Not a budge.

Now, it just so happened that a car-
penter’s helper, ignoring all of us and the
electrical buzzing, wandered on to the
set with a sledge hammer. He began
whacking off the wood frames. Whack!
Whack! Phil had just turned the motors
on again, and up rose the two giant slabs,
softly and smoothly. The sound or vibra-
tion waves set off by the whacks had bro-
ken the vacuum seal that held the slabs
together. Loud cheers! And we all went
back to Ford’s to celebrate.

Carl Feiss., FAIA
Gainesville, Fla.

Texas Rapid Transit: The news report in
the September issue (page 11) regarding
the rail votes in Houston and Dallas leaves
erroneous impressions that should be
corrected.

First, the Houston and Dallas votes
should not be considered equivalent.
Houston voters turned down a METRO
proposal to sell $2.35 billion in bonds to
finance bus and rail improvements, includ-
ing the 18.2-mile first phase of a regional
rail system. Dallas voters voted to create
a transit authority (DART) and to finance
it through a | percent sales tax, both
actions equivalent to the creation of
Houston’s METRO by Houston voters in
August 1978. Dallas voters also approved
a 160-mile light rail transit plan. but did
not grant DART the right to issue bonds
on their new sales tax. Thus, should

continued on page 83

Corrections: Through typographical and/
or mental error on page 44 of the Novem-
ber issue we called James Marston Fitch
a postmodernist. This is the approximate
equivalent of calling Ronald Reagan a
Socialist or the Pope an atheist. The
word, of course, was intended to be pres-
ervationist, an appellation he has earned
through decades of scholarship and
activism. Ed.

The custom-made chairs shown in the
Saarinen living room in the September
article about the Cranbrook Academy
of Art (page 55) were designed by
Warren Platner.

Both Berlin housing projects shown in
October (page 15) are by Rob Krier.
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The Capital

Memorial Refinements Continue
As New Controversy Arises

When veterans returned to Washington’s
Mall last month to mark the first anniver-
sary of the Vietnam Memorial dedication,
they found the memorial’s sponsors under
fire once again, this time over financial
management, and the memorial site itself
still undergoing modifications.

A series of reports by a Washington
television station broadcast just prior to
Veterans Day probed how the Vietnam
Veterans Memorial Fund spent the $9 mil-
lion raised to build the memorial and
charged that VVMF was withholding de-
tailed accounting data. After three seg-
ments of the five-part series were aired,
the fund invited the station to hire an
independent auditor to examine the books.
The station accepted the offer and did
not air the final segment of the series.

Prominent in the broadcast reports were
interviews with critics of the memorial
design, including Texas industrialist H.
Ross Perot, an early supporter of VVMF
who turned against it after Maya Ying
Lin's minimalist design was chosen in an
open competition. No supporters of the
memorial were interviewed in the seg-
ments aired. (In an article published in
The Retired Officer magazine two weeks
prior to airing of the series, Robert
Doubek, secretary and legal counsel of
VVMF until last June, gave an insider’s
account of VVMF’s history and opposition
to the memorial design. Five of the six
people cited by Doubek as the primary
opponents who tried to block the memo-
rial, including Perot, were interviewed in
the first three television reports.)

In response to the broadcasts, VVMF
charged the reporter responsible for the
series, Carleton Sherwood, with
“unprofessionalism and malice.” Jan
Scruggs, president of the fund, told a press
conference: “There is a little group of
people who didn’t like the memorial. We
tried to make a deal with them, put a flag
and statue there. But these guys are still
mad.” Doubek told ARCHITECTURE:
“This is a continuation of the political
controversy. When the memorial’s oppo-
nents couldn’t stop it, they tried to cram
the statue and flagpole down the middle
and make their mark on it. When they
couldn’t wreck it, they attacked the credi-
bility and integrity of the principals in-
volved in the memorial fund.”

VVMF’s financial data for the period

Above, the 50-foot flagpole in place with
the memorial bevond. Below, Larry Cen-
tury adds one of 68 names to the walls.

IS g
Photographs by Allen Freeman

April 29, 1979, through March 31, 1983,
indicate that of the $9 million raised, $3.9
million was used for memorial develop-
ment, construction, and program costs,
$2.12 million was spent on fundraising,
and slightly less than $1 million was used
for fund administration, including salaries.
As of March 31, $1.97 million was reserved
for completion of the memorial.

Modifications to the memorial have
been required by its great popularity—an
estimated two million visitors in 12 months
—and by the addition of a flagpole and
statue as concessions to detractors of the
original design. Scruggs says VVMF ex-
pected initial popularity of the memorial
to dwindle, but that has not happened.
Because of ongoing construction, visitors
have not been able to view the polished
granite walls in the setting intended by
Lin. Much of the grass in front of the walls
was destroyed during the heavily attended
three-day dedication in November 1982,
and the field remained muddy through
much of last winter. New sod, reinforced
with plastic meshing, was laid last spring,
but access boardwalks remain in place at
the ends of the two long walls. Over the
summer, the paved walkway on the east
approach was reconstructed, and the
50-foot-high flagpole was erected there.

Last month, 68 names of newly con-
firmed war dead and missing were being
added to the walls and the site for Freder-
ick Hart’s sculpture of three infantrymen
was being prepared. Ground around the
statue is to be paved in a crescent shape
using granite slabs like those that form
the existing walkway in front of the walls.
Meanwhile, that walkway is to be wid-
ened by approximately two feet on each
side with small granite sets placed half
an inch apart with grass as “mortar.”
Buried among the granite sets between
the walkway and the walls, a series of
more than 70 lights is to be installed. The
lighting scheme, designed by Claude
Engle, is to “exactly wash the wall,”
according to William Lecky of Cooper-
Lecky Partnership, architect of record for
the memorial. Cooper-Lecky has also
designed access paths in granite sets to
replace the boardwalks.

Scruggs says dedication of Hart's statue
may take place next Memorial Day, May
28, depending on completion of its casting.
In mid-November Hart said the clay
model was “85 percent complete,” and
that he expected to have it ready for plas-
ter casting within 60 to 90 days. Final
casting in bronze, a “lost wax” process,
could take from two to five months.

News continued on page 14
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J.Seward Johnson, Jr.

a sculptor of our time

By capturing human gesture in bronze, J. Seward
Johnson, Jr. creates a sculptural experience that all
can enjoy. The cast-metal muses that already
populate the downtown activity centers and public
spaces of many cities, have received an overwhelming-
ly positive reception. Through specific choice of place-
ment, Johnson allows them to become silent par-
ticipants in the daily lives of his public. Even people
who do not usually look at sculpture are intrigued by
the paradox of a gesturing bronze counterpart. In an
age when so much of the art produced is in-
decipherable to the common man, Johnson introduces
his statements in the most easily read form, the
human figure, and depicting narratives of universal
appeal and significance.

An untraditional aspect, one which enhances the
sculptures’ capacity to surprise, is the placement of
pieces in outdoor settings appropriate to their nar-
rative. What could be more natural than a boy, book
in hand, having lunch perched on a fountain ledge, or a
workman enjoying a break in his day stretched out on
a curbside bench. These figures, except for their por-
trayal in bronze, seem to lose context as sculpture,

for they are never divided from the surrounding activity
or their human counterparts by stand or pedestal.

By casting his works in metals, Johnson is able to
eliminate the need for a protective indoor site, and
situate pieces where they become a part of public life.
Fascinated yet not intimidated, children and adults
alike are often seen tactually exploring the textured
surfaces of a figure, or joining a Johnson sculpture to
share a bench. Johnson purposefully reaches for this
public involvement, and in fact believes public
response to be the sculpture’s completing element.
The human forms of these pieces convey spirit and
emotion, drawing each viewer into self-association,
and becoming a humanistic link to their surroundings.

Outdoor sculpture parks, National recreation areas,
downtown centers of shopping and business activity,
resort communities; placed in these settings Johnson
feels that his sculptures act as a bridge between the
populace and the man-made structures. By offering a
familiar image, Johnson’s figures imbue their
environments with decidedly human gesture, humor,
and spirit.

—Paula A. Stoeke

Yale/New Haven Parklands
New Haven, Connecticut

Exxon Park
Rockefeller Center
New York, New York

Current Exhibitions

Wave Hill Sculpture Park
New York, New York

Richard J. Hughes
Justice Complex
Trenton, New Jersey

Boca Raton Hotel and Club
Boca Raton, Florida

Bronze at
Washington Square
Washington, DC

We are overwhelmed in the twentieth century with what
technology has brought us. We need to be reminded of the
warmth of the human spirit, and so examples should be present
in our environments. We have to understand that our age can
be a humanitarian one, and not one which relegates the human
being to an alienated condition.”

J. Seward Johnson, Jr.

The sculpture works of J. Seward Johnson, Jr. are
available for purchase. For brochure and information
please contact:

SCULPTURE PLACEMENT
P.O. Box 9709
Dept. 4

Washington, D.C. 20016 Phone: 202-362-9310
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‘‘Match Point™’ Bronze

. Seward Johnson, Jr.

For brochure and information contact:
SCULPTURE PLACEMENT
P.O. Box 9709 ® ‘Washington, D.C. 20016 ¢ 202-362-9310
LIFESIZE FIGURES PRODUCED IN LIMITED EDITIONS OF SEVEN OR LESS

Circle 6 on information card




o
v

Courtesy of Archit

No Structural Damage Found
After Bomb Blast in Capitol

An explosion in a corridor near the Sen-
ate chamber in the U.S. Capitol on Nov.
7 resulted in broken plaster and glass but
no structural damage, according to Elliott
Carroll, FAIA, executive assistant to the
architect of the Capitol. The impact of
the explosion, says Carroll, “was consid-
erably less than many of the newspaper
stories implied, because this is a massive
building and it can take explosions bet-
ter than some.

“It's really a matter of repointing some
brick.” says Carroll of the repairs, “re-
plastering, repainting, rehanging some
doors. and replacing glass.” Repairs were
expected to be completed within six weeks
at a cost of $250,000.

Carroll says that no tests for structural
damage were conducted because it was
clear from inspecting the exposed
masonry that none had occurred. There
was no damage to the floors immediately
above and below the blast site.

Tavern’s Preservation Voted

District of Columbia voters last month
gave an overwhelming endorsement to a
campaign to save the remaining fragment
of the 183-year-old Rhodes Tavern one
block east of the White House. Washing-
ton’s preservationist community is divided
over the issue, with some arguing that
too little of the original building remains
to warrant saving.

Passage of the referendum designed to
preserve the Rhodes does not guarantee
that it will be saved from demolition, but
it will require Mayor Marion Barry to
appoint a committee to negotiate with
developer Oliver Carr, the building’s
owner. A six-year dispute over the tavern
has blocked Carr’s completion of Metro-
politan Square, a retail/office complex
that already incorporates the facades of
a theater and a bank (see Nov., page 68).
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Government

GSA Buildings Head Resigns;
Dibner’s Post Still Unfilled

Richard O. Haase has resigned as GSA’s
commissioner of the public buildings ser-
vice. Haase's resignation leaves two key
vacancies in the public buildings service,
the other being the post of assistant com-
missioner for design and construction va-
cated by David Dibner, FAIA, a year ago.

As commissioner, Haase was responsi-
ble for the construction, leasing, and main-
tenance of space in over 10,000 federal
buildings nationwide. He came to the post
two years ago with a background in real
estate appraisal. He leaves to assume the
vice presidency of a real estate investment
trust.

A major part of Haase’s program as
commissioner was to develop new forms
of partnership between government and
the private sector to stimulate construc-
tion. Charles W. Sampson, acting deputy
commissioner, says Haase instituted new
business methods in the public sector, pri-
marily in the form of an opportunity pur-
chase program, where buildings in which
GSA is a leasee can be purchased for
much less than the cost of building new
facilities.

“He was successful in establishing that
account in our budgeting system and then
getting Congress to approve it,” says
Sampson. GSA bought its first building
through the program last summer. Samp-
son says that Haase also arranged for sev-
eral government leased spaces to be sub-
let, “reducing the cost to the taxpayer.”

Herb Koster, GSA director of public
affairs, says Haase enthusiastically pro-
moted implementation of the Coopera-
tive Use Act of 1976, under which com-
mercial space in federal buildings is leased
to private developers. Washington's Old
Post Office is a notable example of the
act’'s use. A post office in St. Louis was
redeveloped in a similar way, and a con-
course in the Pentagon is being considered
for refurbishing.

“Another project that he was enthusias-
tic about was the international cultural
and trade center,” says Koster, which will
concentrate many of Washington's inter-
national activities in one place. The site
is approximately 2 million square feet near
the city’s waterfront. GSA is only one of
several agencies involved in the project
(“at Dick’s insistence,” adds Koster), which
was organized by the Federal City Council.

Projects under Haase's stewardship not
yet realized, says Sampson, include the
updating of computers that are used in
the management, design, and construc-
tion of space in federal buildings. “We're

working on a computer-aided design pilot
project,” says Sampson, “research and de-
velopment of ‘data highways' in new build-
ings, and incorporating high technology
into a couple of buildings currently
underway.”

Meanwhile, the post vacated by Dibner
may soon be filled. GSA says it has re-
ceived 30 applications for that position
and is currently screening and interviewing
candidates.

Baltimore Subway Debuts
As Miami Postpones Opening

Late last month Baltimore opened nine
stations on eight miles of track, thus join-
ing the ranks of San Francisco, Washing-
ton, and Atlanta as major cities adding
rail lines to their mass transit capacities
in the last eight years. Miami, which had
planned this month to open nine stations
on 11 miles of track stretching south from
downtown, postponed opening until next
July, citing flaws in design and construc-
tion.

Under construction since 1976, Balti-
more’s system, known as Metro, is being
built one line at a time. When completed
in four years, the 17-mile first line will
have cost an estimated $1 billion, mainly
in federal funds. Metro officials say that
it could take 40 years for the system to
rival Washington's in size. Each of the
seven underground stations closest to
downtown is of different design by differ-
ent firms; the two above-ground stations
farthest from downtown are similar in
design. continued on page 16
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CRYSTAL LAKE MANOR, Denton. TX A Design/Build project Architect: Law/Kingdon, PA., Wichita, KS
Contractor: The Law Company, Inc . Wichita. KS Owner John Knox of the Metroplex. Denton. TX Photo by Kottal

Speed was critical for the developers of this 120-unit retirement
living project. With occupancy slated just 10 months after
contracts were let. no delays in frame erection could be allowed

By prefabricating the Inryco light gage steel framing sections, the

contractor completed erection in just 13 weeks. In addition, the

system's load-bearing strength and light weight permitted all five

;i "‘it) levels, without costly oversized footings, on the site’'s sandy soil
hlng nn‘;i \Wﬂ Find out the details of how Inryco lightweight steel framing helped

Ji I ““nu“l"“i "W keep this project on schedule —and how it can benefit your next

‘ ‘ : project. Write for Catalog 37-20. INRYCO, Inc., Suite 4127,
‘ P.O. Box 393, Milwaukee, W1 53201. TLX 26683 INRYCO A WMIL
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Inryco

an Inland Steel company
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Government from page 14

Most expensive and elaborate of the
nine stations is the southern terminus,
Charles Center. Designed by RTKL, the
three-level station has an exposed, poured-
in-place concrete roof structure of trian-
gular coffers. That station also serves the
Inner Harbor area, including Harborplace
and the National Aquarium. West of
Charles Center is the Lexington station,
serving the recently enlarged market there,
centerpiece of Baltimore's series of neigh-
borhood markets. From Lexington, the line
stops near state government offices, low
income neighborhoods. and shopping
malls. One station will serve the Balti-
more Zoo, another Cold Spring. a city-
instigated development of mostly middle-
class housing designed by Moshe Safdie.

Streamlining Is Sought
In Buildings Act Revisions

Stressing AIA's support of a “coherent,
rational plan for managing our nation’s
public buildings,” former Institute Presi-
dent R. Randall Vosbeck, FAIA, testified
on behalf of AIA in favor of an amended
Public Buildings Act. Vosbeck spoke be-
fore the House subcommittee on public
buildings and grounds.

The act, on which AIA has worked
with Congress for six years, would provide,
said Vosbeck, “a responsible and efficient
policy to govern the financing, design,
and construction of high quality public
buildings throughout the country.”

One provision of the act would autho-

€ 1983 KALWALL CORPORATION

HALCURVE

A MAJOR DEVELOPMENT OF KALWALL®

8]B100SSYy B Seuol lesuabep Legey

UNLIMITED DIAMETERS; MANUFACTURED TO YOUR DESIGN.
DESIGN/DETAILING/ENGINEERING ASSISTANCE IS AVAILABLE.
TO ARRANGE A PERSONAL PRODUCT PRESENTATION, CALL.

Kalwall

CORPORATION
P.O. Box 237, Manchester, New Hampshire 03105
PHONE 800-258-9777

PATENTS PENDING
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rize GSA’s administrator to carry out pre-
liminary engineering and design work for
new construction or renovation before a
project is authorized by Congress. “The
effect of the amendment will be to sig-
nificantly speed up the process with the
attendant reduction in construction and
operation costs,” said Vosbeck.

The act also provides that GSA put
greater emphasis on preserving buildings
of historic, architectural, or cultural sig-
nificance under the Public Buildings
Cooperative Use Act of 1976. Vosbeck
cited Washington's recently restored Old
Post Office as an “excellent example of
the Cooperative Use Act at work,” along
with several other public buildings that
have been preserved and opened for pub-
lic use. He urged that GSA make greater
use of the act.

Vosbeck also spoke in support of an
amendment that would serve to improve
energy efficiency in public buildings.
“Public structures should set an energy
efficient example.” said Vosbeck, “that
can be followed by the rest of the nation.”

Masking Emptiness

Since 1980, New York City’'s department
of housing preservation and development
has applied decorative window decals (like
those in the photo above ) to 325 city-
owned abandoned buildings throughout
Brooklyn, Queens, Manhattan, and the
Bronx. City housing official Bruce J.
Gould says that the "Occupied Look™ pro-
gram was started at the request of com-
munity organizations to minimize the
effects of derelict buildings in otherwise
healthy neighborhoods.

Gould says that the intent was not to
“fool anyone™ into thinking that the build-
ings are occupied, nor as a remedy in
lieu of redevelopment. It is rather a
morale boost for the neighborhood, says
Gould: some evidence that the city is cog-
nizant of the problems. Approximately
$100,000 has been spent on the program.
As a result, vandalism and break-ins at
such buildings has dropped significantly,
and the city plans to extend the pro-
gram, he says.

News continued on page 18

Courtesy of New York City Department of Housing

Preservation and Development




Open new markets
with this landmark reference

The
Architect’s
Guide to
Facility
Programming

by Mickey A. Palmer

Practical, cost-effective
methods to increase the
efficiency of buildings
and the people who use

Consolidated Information on an
Important Technique

An American Institute of Architects publi-
cation, this comprehensive volume gives
detailed information on facility program-
ming, the modern technique that de-
creases costs, increases efficiency of the
physical plant and the productivity of its
users, minimizes last-minute revisions in
building or rebuilding commercial and
private facilities.

From Concept through Contract
Documents

Including over 150 charts and illustra-
tions, the Guide explores the nature and
benefits of facility programming, gives
how-to-do-it specifics, includes a com-
plete index and bibliography.

Starting with an amplification of the
fundamentals, it follows up with the
techniques of data collection, analysis
and organization, covers communication
and evaluation as well as computer aids
to facility programming.

them

The heart of the Guide —the section of
applications —details fourteen case
studies from initial planning through com-
pleted program report and its use as a
tool for design. Programs, feasibility
studies, design criteria, master plans and
other material are covered comprehen-
sively for such projects as:

Neighborhood Service Centers
Schools

Health Clinics

Cultural Art Centers

Hospitals

Single Family Residences
Riverfront Developments
Research Facilities

Essential for Architects, Developers,
Building Owners

The in-depth coverage of The Architect’s
Guide to Facility Programming gives ar-
chitects the skilis required to analyze
client needs, clarify problems and find ef-
fective solutions.

Non-technical in its approach, the Guide
is equally valuable to developers and
building owners who want to understand
how to make the best use of their
facilities.

Hardcover, 8 %2 x 11", 292 pages.

$32.00 (AIA members); $39.95 (nonmembers).

AIA/SC Catalog #2M726.
(ISBN 0-07-001490-6)
SPECIAL 15% DISCOUNT

Hardcover, 292 pages. AIA/SC
Catalog #2M726.

AlA Members Nonmembers
$28.95 $36.25
$34.00 $42.50

Sale Price
Regularly

To order your copy, send a check in the
correct amount to:

Director, Publications Marketing/Sales
The American Institute of Architects
Service Corporation

Department SA

1735 New York Avenue, NW
Washington, DC 20006

(202) 626-7332



Practice

Designers Probe the Pursuit
Of Quality in Era of Change

“Turning Points: Pursuing Design Excel-
lence in a World of Change” was the sub-
ject of an October design conference held
in Houston, sponsored by the Institute’s
design commitee. John Louis Field, FAIA,
who chaired the conference, introduced
a panel of five architects who were invited
to discuss their personal response to
change and its effect on their practice.

Commenting on how the media have
quickened the pace of life, Field observed
that “in the time it used to take to build
a cathedral, we've gone through several
styles. The poor old International Style
lived less than 50 years, and some people
are saying that postmodernism is already
dead.”

John Burgee, FAIA, of John Burgee
Architects with Philip Johnson castigated
the modern movement’s emphasis on the
architect’s moral and social responsibility.
Because the movement failed on a social
level, Burgee said, “the world became a
more boring place.”

Burgee believes, however, that archi-
tecture is at an important historical
moment. “All of us architects are now at
the biggest turning point of our careers,”
he said. “We're pulling out of the mod-
ern movement, which itself rejected 2,000
years of architecture and said that the
whole past was wrong.” A new apprecia-
tion for the past is now evident in archi-
tecture, and Burgee pointed to the pres-
ervation movement as its source, saying
that it “broadened the profession to
include a sensivity for context and a
renewed interest in history.”

Charles Gwathmey, FAIA, of Gwath-
mey Siegel & Associates agreed with Bur-
gee on the influence of preservation,
saying that it has also led architects to a
new “fervor for materials.” Gwathmey saw
his role as a teacher important in helping
to clarify his own ideas about architec-
ture, but expressed concern over today’s
crop of architecture students who seem
overly concerned with stylistic cliches.
“Becoming facile at doing pretty pictures,”
said Gwathmey, “does not constitute the
practice of architecture. Architecture
today is actually once again about mater-
ials, not abstractions.”

On an up note, Paul A. Kennon, FAIA,
of Caudill Rowlett Scott said that since
change is the one absolute, architects
should embrace it and transform it into a
positive force, and not abdicate their role
as designers. “People, not machines,” said
Kennon, “produce better designs.”

Danny Samuels, AIA, of Taft Archi-
tects saw the act of design as an “abstract
18 ARCHITECTURE/DECEMBER 1983

process that can clarify,” leading to a
sense of order. Samuels sees such order
as a frame of reference that gives space
its special character.

Peter Samton, FAIA, of the Gruzen
Partnership concluded the presentations
by saying that the “cookie cutter” design
days are over, and that firms such as
Gruzen had become topheavy due to their
emphasis on the studio system of practice.
Samton said that firms will need to reor-
ganize themselves in the future, as archi-
tecture becomes, in his opinion, even
more competitive.

Plan for Wright’s Willits House
Denied by Illinois City Council

A proposal to turn a Frank Lloyd Wright
house in Highland Park, Ill., into a “living
museum” has been denied by the local
city council. The Ward W. Willits house,
designed in 1902, is one of Wright’s first
prairie style houses, refered to by histo-
rian William Storrer as “a radical step
forward in Wright's emerging design
maturity.”

The Willits Residential Foundation was
initiated to save the six-bedroom, 6,500~
square-foot house, now in an advance state
of disrepair. Woodson Rainey, AIA, and
William McDonough, AIA, of New York
City and David Sellers, AIA, of Warren,
Vt., started the group a year ago in an
effort to transform the house into a retreat
where visiting students and scholars, pay-
ing their own way, could stay.

“We want to offer an opportunity for
architectural students and architects to
experience a Frank Lloyd Wright house,”
says Rainey, “by actually living in it for a
few days rather than simply observing a
series of rooms as tourists from behind vel-

Willits house: ‘radical step’ for Wright.

vet ropes.” By institutionalizing the house,
which was added to the National Regis-
ter of Historic Places in 1980, the founda-
tion also hoped to gain a loan from the
National Trust for Historic Preservation
for restoration, and would act to main-
tain the house with live-in curators, ensur-
ing for it a “more certain future,” says
Rainey.

The foundation’s request for a $250,000
loan from the trust’s endangered prop-
erty fund depended upon its getting per-
mission from the city of Highland Park
to ease a zoning restriction that prohibits
more than five unrelated persons from
occupying the house at one time. High-
land Park denied the request, squelching
the foundation’s hopes for funding.

Three years ago the current resident,
architect Sakip Altay (who with his fam-
ily has lived there since 1960), sold at
least one of the house’s leaded windows
to raise money to halt further deteriora-
tion. Of the original 115 windows, 90 per-
cent are still in place, each valued at
between $5,000 and $10,000, but capable
of bringing at least double that at auction.
When Altay offered to sell two windows
to the Frumkin & Struve art gallery in
Chicago, the gallery declined but agreed
to help Altay sell the house.

It was then estimated that the cost of
restoration would match the $510,000
price tag. The Ravinia Festival Associa-
tion of Highland Park, a musical arts
group, considered the house similarly as
quarters for visiting conductors, but the
neighborhood balked at the idea of such
use. At one point the University of Texas
school of architecture considered buying
the house and moving it to Austin as part
of its 196-acre, open-air architecture
museum.

The efforts of the Willits Residential
Foundation, however, have not ended.
Rainey says that the group is planning to
reproduce Wright-designed glassware and
furniture from the Willits and other prai-
rie style houses and market the items
through a furniture company. This, says
Rainey, would build an endowment that
might be used if permission eventually is
granted for institutional use.

News continued on page 22
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Carlisle introduces
M.A.R.S. Design NP

It's here. The ultimate single-ply of new buildings—especially those Warranted for

roof system. With the lightweight that can’t support much weight. up to15 years.

advantage of adhered systems. Also takes to unusual shapes, and .
The low-cost holding power of fastens to most substrates. Whenwe say the M.A.R.S. Design

NP is the roof of the future, we

ballasted systems. And the eco- Accommodates building expan- ) : :
nomical advantage of quick, easy sion and contraction, and can even ?Jtouvree I\;}itBhyn?ﬁfcgl?g tgacrg\ffr s
mechanically attached systems— be moved to another location! P Y

all without having to penetrate the warranted watertight protection!

| it’
membrane! Best of all, it’s

from Carlisle.

A name you've known and trusted
for quality roofing products for
over two decades. The company
that helped pioneer the single-ply
revolution and has made all the
major breakthroughs since. The
company that has built the most
reputable and experienced single-
1. Roll membrane over knobbed ply systems organization in the
Timeis money. 'b?se plate. world. All of which assures you of:

. Qi ~ S
And M.A.R.S. Design NP saves Single-source responsibility for

: all components.
both. Small crews of approved e Unequalled experience—over 20
Carlisle applicators install the new

Faster and easier
than ever.

In fact, it's a snap! (see drawings)
Sure-Seal™ membrane is rolled

over speciaily designed base plate
anchors. White retainer clips are
rolled and snapped over top of mem-
brane. Black caps screw on clips,
tightening everything into place.

ears and 25,000 roofs.
system faster than ever thought ° éarlisle approved applicators
possible. Even in marginal weather. only.

No special equipment. No interrup-

| e State-of-the-art technical -
tions to the business below. G A

up and inspection services.

A proven performer

for nearly a decade.

This fastening system has already
mounted an impressive track
record for performance all over
Europe. And now it's coming on
strong in America with numerous
applications already successfully
in place.

So don’t wait another
day—make the
snap decision, now.

Specify and apply the new M.A.R.S.

Design NP System that:

e Doesn't penetrate the membrane

® Saves time, materials, weight—
and money.

e Saves buildings—with up to 15
years of warranted protection.

Versatility plus.

M.A.R.S. Design NP is truly a roof
fOf a” re.a.sons' BOHS out l'lght ov.er — Carlisle, M.A.R.S. Design NP and Sure-Seal
top of falllng built-up roofs—savnng 3. Snap and screw on threaded are trademarks of Carlisle Corporation.

% M.A.R.S. Design NP Patent Pendin
tearoff time and costs. For all types black cap. ©1983 Carlisle Corporation. =

The roof that’s requested by name

Call toll free 800-233-0551 Carlivie SyrTacSystons
In PA, 800-932-4626 Division of Carlisle Corporation, P.O. Box 7000, Carlisle, PA 17013
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The Institute

Artifacts of Southwest Cultures
Will Be Exhibited at Convention

AIA’s annual convention in Phoenix next
year will feature exhibits on native Indian
culture and the architecture of the area,
and explore the interaction of architec-
ture and the public.

Robert A. Harris, AIA, convention
exhibit designer, is working with the Mu-
seum of Northern Arizona on the exhibits,
one of which will cover the Southwest
culture from prehistoric times up to the
present. The exhibit will concentrate on

three prehistoric Indian civilizations: the
Hohokum of the Sonora Desert, the Mo-
gollon of the Rim area, and the Anastasi
of the Mesa Mountain area.

“The center focus of the exhibit,” says
Harris, “will depict these civilizations
through the use of original artifacts and
graphic material.” As many as 50 arti-
facts including pottery, basketry, tools,
and textiles will be set within a landscape
scene and will be keyed to different des-

ABOVES

If your designs
are above the
norm, and your
location is
beyond natural
gas service,
we want to

talk to you.

We want to tell you all about a clean, efficient
alternative to electricity. It's propane. The
right choice for your special projects — the
gas energy beyond natural gas service. Safe
propane gas.

Less costly than electricity. Abundant,
versatile, domestically produced. Simple to
install with local service anywhere. The
energy source your clients need, today and
tomorrow. Economical propane gas.

We tell all. For free. Just ask, now, for
Propane Guide for Architects & Builders.

1-800-323-6556
EXT. R-99

Beyond natural gas g
service, Propane gas: ‘w,
The right choice.

1-800-323-6556

lllinois: 1-800-942-6345.
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National LP-Gas Association, 1301 W. 22nd St., Oak Brook, IL 60521
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ert areas through the use of native plants.
Demonstrations of native crafts will also
be included, such as rug weaving by the

Navajo and pottery by the Hopi.

Three other exhibits are also planned.
One, which Harris is working on with the
National Park Service, will display the
Anglo and Spanish influences on the
architecture of the area from the 17th
century through the 19th century. Two
others will focus on more contemporary
issues, namely the use of computers in
architectural work and a recreation of a
working architect’s office.

The theme of the convention program
is “American Architecture and its Public.”
Seminars, workshops, and speakers will
consider the design of public space, the
scale and density of cities, how well build-
ings serve the public, and public involve-
ment in the design process.

AIA hopes to generate public involve-
ment by sponsoring “Public Sunday,”
which will include tours of the city, a
design competition, and other public
events at the Phoenix Civic Plaza.

Robert 1. Abrash, Reston, Va.
George D. Akins Jr., Dallas

Alden Dow, FAIA, Midland, Mich.
Thor Gulbrand, Tarzana, Calif.
Peter Ficker, Pomona, Calif.

Ralph H. Harman, Springfield, Ohio
Leo J. Hosman, Union Lake, Mich.
Roger Byron Lewis, Philadelphia
Victor Gus Probst, Austin, Tex.
Terry L. Schneider, Toledo, Ohio
Robert A. Schwarz, Englishtown, N.J.
James R. Williamson, San Diego

Call for Entries

The California Council/AIA has set Dec.
30 as the deadline for entry form requests
and Jan. 20 as the deadline for completed
entries in its 1984 honor awards program.
Projects by CC/AIA member anywhere
in the world are eligible as well as build-
ings in the state by nonmembers. Con-
tact Ann Gowen, CC/AIA, 1414 K St.,
Suite 320, Sacramento, Calif. 95814.

Loeb Fellows Announced.
Harvard graduate school of design has
named 12 design and planning profession-
als Loeb Fellows for the 1983-84 academic
year. They are: Ellen Beasley, a Galves-
ton-based preservation planning consult-
ant; Rafat Chadirji, an Iraq architect;
Constance Eiseman, project manager for
Manhattan’s Westway Park; Glenn L.
Garrison, a New York City architect;
Wensy Milner Herrett, a district ranger
for the U.S. Forest Service; Michael
Jacobs, a redevelopment director with the
Boston Housing Authority; Charlotte B.
continued on page 84



VULCRAFT’S INTEGRATED ROOF SYSTEM ADDS A
NEW DIMENSION TO CONVENTIONAL CONSTRUCTION.

Vulcraft's unique pre-punched, pre-notched end lap assures proper instal-
lation and weathertightness.

The Snow Moving & Storage Company facility in Fort
Worth, Texas involved a design quite common in conven-
tional construction: the parapet wall. While the design offers
a number of advantages, both aesthetically and functional-
ly, it presented a challenge to find a roof system that would
meet the demands of time, budget, and endurance.

Vulcraft met the challenge by designing a totally inte-
grated roof system using our innovative standing seam roof
in conjunction with our steel joists and joist girders.

The product of two years of intensive research, the
Vulcraft Standing Seam Roof offered the general contractor,
RED-E Builders, Inc., a weathertight roof system which ef-
fectively resists the detrimental effects of the freeze/thaw
cycle so harmful to built-up roofs. Our “floating” clips allow
up to 116" of roof expansion or contraction, independent of
the internal structure. Our unique pre-punched, pre-notched
end lap also helps assure proper, efficient installation and
weathertightness.

Since the Vulcraft Standing Seam Roof was developed
for conventional construction applications, we have roof-
wall interface designs specifically for parapet walls.

Apart from the distinct advantages of the Vulcraft
Standing Seam Roof, the real key to this job was the total
integration of every element of the roof system. The joists,
joist girders, and the standing seam roof were designed to
work together for maximum efficiency. This also offered
the contractor the added benefit of an enduring integrated
roof system from a single source in a single shipment on a
single purchase order. Couple these benefits with Vulcraft's
lower costs and you have an exciting new dimension in con-
ventional roof construction that can easily be summed up
in one word: performance.

For more information concerning the Vulcraft Inte-
grated Standing Seam Roof System or a copy of our cata-
log, contact the nearest Vulcraft plant listed below. Or, see
Sweet’s 7.2/ Vu.

Roof-wall interface details for parapet wall.

P.O. Box 637, Brigham City, UT 84302 801/734-9433
P.O. Box F-2, Florence, SC 29502 803/662-0381
P.O. Box 169, Fort Payne, AL 35967 205/845-2460
*P.O. Box 186, Grapeland, TX 75844 409/687-4665
P.O. Box 59, Norfolk, NE68701 402/371-0020
*P.O. Box 1000, St. Joe, IN46785 219/337-5411

*Standing Seam Roof manufacturing locations

VULCRAFT

A Division of Nucor Corporation
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The Arts

Nurturing the Heritage of WPA Art
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During the Great Depression more than
10,000 artists were commissioned by the
federal government to design murals,
sculpture, drawings, etchings, lithographs,
and pottery for public buildings. Now, 50
years after that effort first began, GSA,
under the direction of Karel Yasko, FAIA,
is working to locate, catalog, and restore
as many of the art works—numbering
about 225,000—as possible.

Commonly known as the WPA art pro-
gram, there were in fact seven federal
programs supporting artists from 1933-43.
Most of the artists were chosen through
competitions, and the programs sustained
many of the artists who became well
known after the war, including Jackson
Pollack, Mark Rothko, and David Smith.

On these pages is a small sampling of
the murals that were designed for post
offices, schools, hospitals, federal office
buildings, state government buildings. In
designing the murals, the only formal
guidelines were that the subject matter
be “American,” and preferably of local
historical significance. While scores of
murals have been destroyed, many still
exist, although some are painted over.
They are a fabulously varied collection
of images, from the strict representational
(such as the farmers digging a canal,
shown at lower right corner) to the sur-
realist and bizarre (such as “Contempo-
rary Justice and the Child,” lower left
corner). Reflected in the murals are the
political turbulence of the *30s and '40s,
the economic hardships, the American
ethic of hard work, and growing national-
ism. Those influences of art deco design,
streamlining, and cubism are also evident,
along with that of more vernacular styles.
Nora RicuTer GREER




POSTMASTER

Murals from the federal arts pro-
gram: (1) ‘Construction of a
Dam,’ by William Gropper, Inte-
rior Department, Washington,
D.C., (2) Social Security/Rail-
road Retirement building,
Washington, D.C., untitled, Ger-
trude Goodrich; (3), (4), (5),
respectively, ‘Contemporary Jus-
tice and the Child’ by Symeon
Shimin, ‘Contemporary Justice
and Woman' by Emil Bisttram,
‘Society Freed Through Justice’
by George Biddle, all Justice
Department in Washington; (6)
untitled, Scottdale, Pa., post
office, Harry W. Scheuch; (7)
Callanan Junior High School,
Des Moines, Glen Chamberlain
and George Grooms; (8) Tow-
son, Md., post office, Nicolai
Cikovsky, (9) ‘Corn Parade,’ Orr
C. Fisher, Mt. Ayr, lowa, post
office; (10) Interior Department,
Nicolai Cikovsky.




His buildings seem now timeless.
By attention to all detail he achieved
the design mastery he sought. And time

has proven the superb, enduring, practicality
of what he created.
The lesson was well faught. Rixson door pivots in
Frank Lioyd Wright buildings provide more than
obvious aesthetic advantages. Their mechanical
superiority has, unnoticed, better protected countless
doors and frames from the ravages of the years. There
is no better means of door hanging than the Rixson pivot”

* Additional information,
on request,

RIXSON-FIREMARK

9100 West Belmont Avenue, Frarnklin Park, llinois 50131
and Rexdale, Ontario=— 312/671-5670

A DIVISION OF

CONRAC

CORPORATION
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Last January tens of thousands of people flocked to Miami
Beach’s art deco district for a three-day celebration of the mood,
design, architecture, music, film of the "20s and *30s. Last August
in Chicago, thousands joined a similar nostalgic tour. This
tremendousreawakenedinterestinartdecoismore thanjustsweet
reminiscence, however. It involves a dedication by a growing
number to elevate what was essentially viewed as a popular-
ized “low-art” style to its proper legitimacy and to preserve the
remnants of that era for future generations.

It was in the late-'60s that the art deco revival began. English
art historian Bevis Hillier in his book Art Deco popularized the
appellation, which was derived from the 1925 Exposition Inter-
nationale des Art Décoratifs et Industriels Modernes. Hillier
described deco as an “assertively modern style, developing in
the late-"20s and reaching its high point in the "30s.” Since then
many more historians and critics have dissected the era in-
cluding David Gebhard (see page 34}, arguing over what is
“properly” termed art deco. Gebhard also discusses what he
calls its offshoots, streamline moderne and classical moderne.

Deco borrowed from the ancient past and distant future. It is
an eclectic style that relied on exotic materials and juxtaposi-
tions of opulent colors, textures, and patterns. It is a style that
reflected the hectic frivolity following World War I (bubbles,
color, fizz); the great technological advances in communications,
travel, industry (the zigzag, the aerodynamic teardrop, the elec-
tric flash); and, in the "30s, the devastation of the Depression
(streamlining, the rising sun, and the bold eagle as symbols of
hope).

Today the most organized and vocal promoters of the style
are the several art deco societies that are springing up through-
out the country. The biggest groups are located in California,
Chicago, Miami Beach, New York City, and Washington, D.C.
Membership in each hovers between 100 to 400 and includes
a mix of business people and professionals ranging from archi-
tects, interior designers, and preservationists, to antique dealers,
lawyers, and bankers. Each group’s activities reflect the vary-
ing interests of its members.
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t was the Miami Beach group,

the Miami Design Preserva-

tion League, that under the

direction of the indefatigable
Barbara Baer Capitman fought for
and won listing on the National Reg-
ister of Historic Places in 1979 for
the one-square-mile Miami Beach art
deco district, the first 20th century
historic district in the country. While
the efforts of the other societies are
not quite as dramatic, all groups are
devoted to the preservation of art
deco buildings. And in some cities,
such as Tulsa, Okla., and Kansas
City, Mo., where there are no deco
organizations, individuals and local
preservation groups are working to
educate developers and the business
community of the value of art deco
architecture.

The task varies greatly from city ]
to city. Perhaps it is easiest in New York City and hardest in
Miami Beach. In New York City the deco skyscrapers (which
were subject to 1916 zoning laws) have the same, if not greater,
density than post-1961 buildings (when the zoning law was
changed to permit slab towers). In Miami Beach, the two- and
three-story structures are greedily eyed by developers who
would love to see them replaced by massive, profit-making,
modern-day condominiums and who lack an understanding of
the economic benefits of a historic district.

In general, this seems to be the pattern: The larger, skyscraper
deco buildings are seen as meeting contemporary density require-
ments and economic demands. Therefore, there seems to be
no great rush to tear them down. It is the smaller structures—
the movie houses, drive-ins, gas stations, warehouses, garden
apartments— that are most threatened and that have already
disappeared in great numbers.

Conversely, in Los Angeles the fantastic black and gold Atlan-
tic Richfield building was demolished to make way for a super-
block structure. In Chicago, the Michigan Square building and
its evocative Diana Court met the wrecker’s ball to be replaced
by a rather bland Marriott hotel. In Tulsa, the Skaggs building
(also known as the Halliburton-Abbot building) was torn down
for what was to be a 47-story tower. Plans now call for a replace-
ment building of smaller square footage than the Skaggs. Says
Lanny Maclntosh, a Tulsa preservationist, “Our business commu-
nity is pretty well aware of the significance of art deco build-
ings, but they are not going to get too upset if a developer wants

to put up a 40-story office tower in place of a smaller building.”

What Tulsa and other cities need is what New York City has:
an extremely strong local preservation law and a landmarks com-
mission that is willing to review art deco buildings. The first
deco landmark in New York City came in 1973—the American
Radiator building—and since then eight buildings have been
designated (the Chrysler, Chanin, Empire State, Daily News,
and McGraw-Hill buildings; Radio City Music Hall; the lobby
of the Film Center building; and the Sophia Warehouse). Pub-
lic hearings have been held on four others, including Rock-
efeller Center. Once a building is designated, it is completely
protected from demolition or “nonapproved” changes to its
exterior or interior public spaces.

Left, New York City's Chrysler building flanked by the RCA
Victor building on the left and the Waldorf-Astoria. Above,
luscious pastels of Miami Beach's Friedman'’s Bakery.

Steven Brooke Studio

Another alternative is having
a building listed on the National
Register of Historic Places,
although that in itself doesn't
guarantee survival. (Miami
Beach’s New Yorker Hotel was
torn down after the historic dis-
trict designation.) What it does
bring, though, are attractive pres-
ervation tax incentives that might
lure a potential developer. How-
ever, if a building is less than 50
years old, there must be “special
justification” for listing on the
national register. Again, in some
areas of the country this is not a
problem; in others there is little
local support. In Kansas City, for
example, where there is a vast
collection of deco buildings, a
member of a local preservation

. group says, “We're still having a
dlfflcult time convincing people that we should save buildings
that are 100 years old, let alone convincing them there are
buildings that should be saved that are 50 years old.”

What may be a tremendous help in promoting art deco in
Kansas City is the work of a local architect and photographer,
who are documenting the city’s deco structures (Richard Farnan,
AIA, and Bob Barrett, respectively). Their goal is a book on
the subject, but in the meantime they are showing slides of the
buildings to local officials and businessmen. I think historic
preservation people, landmarks people, and several politicians
are beginning to realize that, my god, we do have quite a stock
of buildings from that period, and that they are a significant
resource,” Farnan says. One such local study sponsored by the
Junior League of Tulsa, Inc., has proved to be a “tremendous
impetus” for preservation of art deco structures in that city,
says MaclIntosh. “It has made the city aware of the extensive
collection of art deco buildings.” A direct result is the $7 mil-
lion restoration of Tulsa’s Union Depot.

Other studies—most of them to be published in book form—
are being conducted in Washington, D.C., Baltimore, New York
City, San Francisco, the Southwest. And the newly formed Art
Deco Trust and Foundation in Washington, D.C., has applied
to the National Endowment for the Humanities for a grant to
“conduct a nationwide survey to find the best examples as well
as the greatest concentrations of art deco structures,” in the
words of foundation founder Richard Striner. (Striner is also
the president of the Art Deco Society of Washington, D.C.)
Striner and others involved in the project hope that their work
would in turn lead to a wider recognition of the country’s art
deco architectural heritage and better protection of deco
structures.

All these efforts to increase public awareness of art deco archi-
tecture are occurring at a crucial time. A handful of important
deco structures has already been restored: the Chrysler building,
the Waldorf-Astoria’s ballroom and Park Avenue entrance,
Cincinnati’s Union Terminal and Netherlands Plaza Hotel, the
Forum Cafeteria in Minneapolis, the R. J. Reynolds Tobacco
Co. building in Winston-Salem, N.C. But far more buildings have
been lost or are threatened with demolition.

Even if some deco structures are to be lost, the style lives in
new buildings plying deco themes in this historicist era. So fol-
lowing a look to the deco past we present seven buildings explic-
itly or implicitly influenced by its shadow. Nora RicuTer GrEER
(Ms. Greer was editor in charge of this issue—Ed.)
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The Art Deco period has close parallels to the present. By David Gebhard
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“The Black Bottom and the Charleston typify the new rhythm
of modern life. An architect of today to be successful must be
able to translate that rhythm into something of beauty in brick
and stone.”— Adolf Loos, 1927

n 1930 Paul T. Frankl, then famed for his designs of “sky-
scraper furniture,” published a small volume, Form and Re-
form. In a chapter, “Style vs. 'Styles,”” he wrote, “What
elevated men, in the last analysis, above the bees is the
mastery and the recognition of Style.” And indeed the opening
years of the '30s were, like the present episode of Postmodern-
ism, those of clashing views of the whys and wherefores of archi-
tecture and design. In fact, there are so many points of similar-
ity between the early-'30s and our own day that we should feel
slightly uneasy about our current scene. Architects were not
only expressing strong views about style (or nonstyle) via the de-
sign of their buildings, but they were turning to the written word
to defend their varied allegiances. Then, as now, the conflicting
views were not only within the realm of “serious™ High Art
architecture, but equally between the High Arters and the populists.
Matching Charles Jencks' Postmodernism with its purposeful
ignoring of the common was Philip Johnson's Post Functional-
ism of 1931, which pitted the elite Internationalists against those
lowly creatures who expressed the popular American Perpendicu-
lar (the Art Deco) style.

Today if we try to reconstruct what took place in American
architecture during the decades of the 20s and "30s, we would
more likely than not limit our comments to the work of Frank
Lloyd Wright, Richard J. Neutra, and R. M. Schindler, and later
to William Lescaze, Gregory Ain, and a few others; we would
reveal how well we have been programed to recite the can-
onical tale of High Art Modernism. But those who lived in
the early-'30s were far more sophisticated in their knowledge of
history and what was occurring than we. As in our current en-
counter between the Postmodernists and the traditional Mod-
ernists, conflict existed between those who passionately believed
that design must rely on precedent and those who expounded
the New (the International Stylists). In addition, an equally hot
battle occurred between the Internationalists and the popular-

Dr. G;I)hard, a profgssor of architectural history and director
of the Art Museum at the University of California, Santa Bar-
bara, has written several books on Art Deco in the U.S.
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izers of the Moderne —in the "20s the Perpendicular (Art Deco)
Moderne and in the '30s the Streamline Moderne.

The intensity of the struggle between the High Art Modern-
ists and the Traditionalists came close to being a religious war
with far more verbage exchanged about ethics, morality, social
and political stances than about design and imagery. Lewis Mum-
ford in an article on “The American Dwelling House,” published
in The American Mercury, April 1930, said that the answer to
the design of the American house must “be found in the mod-
ern hospital™; but for Aldous Huxley there was nothing delight-
ful about lolling around in a dwelling that reminded him of a
dentist’s office. Henry Russell Hitchcock and Philip Johnson con-
tinually emphasized the theme that the necessity of the new
age was to express structure, materials, and function in the de-
sign of modern buildings. Leicester B. Holland at AIA’s 68th
convention in 1936 responded to such “expressive necessity”:

Skin deep and valued at a pin

Is Beauty such as Venus owns,

Her beauty is beneath the skin

And lies in layers on the bones.
Toward the conclusion of his remarks he commented: “A quiet
chat with an anatomical convive, lolling, as it were, in his viscera,
would be very difficult for me.”

The Viennese pioneer Modernist Adolf Loos wrote in 1908
that ornament was crime. H. Roy Kelley, one of California’s
gifted Traditionalists, responded in 1929, with tongue in cheek,
that the modern movement in art and architecture was charac-
terized by “restlessness and uncertainty leading to mayhem . ..
and after all modern art (and architecture) and modern crime,
perhaps, bear a closer relationship than some of us suspect.”

Fortunately, the popularizers of Modernism in the "20s and
"30s avoided much of this spiteful and vicious battle. The expo-
nents of what we today label as Art Deco in the *20s and as
Streamline Moderne in the '30s assumed a lackadaisical mid-
dle course between High Art Modernists and the Traditionalists.
Their course partook of both because their interest lay essen-
tially in design, not ideology. While they certainly hoped their
designs would convey a modern view of the past, present, and
future, they were involved with the question of visual languages.

Left, brightly lit Kansas City Power and Light Tower by Hoit, Price
& Barnes. Above, Administration Building, Chicago's Century
of Progress Fair, by E. H. Bennett, H. Burnham, J. A. Holabird.
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he building’s program, its structure, materials, and me-
chanical core were a means of realizing style—not a basic
conditioner of style. “It is in America,” wrote Roger Gil-
man of the Fogg Museum at Harvard University (1936),
“that this conservatively modern, which we might call the tran-
sitional style, maintains itself so strongly.” Gilman went on to
touch upon a question that is often ignored or dismissed in
architecture, that of producing designs that employ a language
readable by a large audience. The popular Art Deco of the 20s
and the later Streamline Moderne produced images that “ap-
pealed to the public by their air of progress and charm, yet
cannot venture too far beyond the public taste, for our man in
the street is not so readily impressed by his architectural lead-
ers as the European bourgeois,” Gilman wrote.

The Art Deco Perpendicular or Zigzag Moderne and the
Streamline Moderne did succeed most effectively in capturing
the public’s imagination. Their widespread acceptance was due
not only to their persistent adherence to the “beauty” of tradi-
tional architectural languages, but equally to their optimistic
symbolism of the present and future, and their feeling that
romance, playfulness, and joy were integral ingredients of a well-
designed building. The popular Moderne architects of the "20s
and "30s had little or nothing to do with the perennial ideologi-
cal hallmark of High Art Modern morality. Instead, as the gifted
36 ARCHITECTURE/DECEMBER 1983

Clockwise from above: San Francisco's 450 Sutter Medical Office
Building, T. L. Pflueger Architects; bathroom, New York City's
Chanin Building, Sloan & Robertson; Rockefeller Center's Inter-
national Building entrance, screen by Lee Lawrie; bubblish
ladies lounge, Chez Paree Restaurant, Chicago.

Colonial Revivalist architect Dwight James Baum wrote in 1933,
the aims of an architect should be to produce buildings that
evoke a respect for the past, for the new spirit of the day, and
“satisfy man’s love for beauty.”

Those architects and designers who produced Art Deco and
Streamline Moderne designs did not see themselves as advo-
cates of a single image. Images had their suitable places: thus
a typical practitioner such as the Los Angeles firm of Morgan,
Walls & Clements or Holabird & Root of Chicago might
find the design for an Art Deco skyscraper on one board, a
concrete Spanish Churrigueresque or American Georgian stone
building on another, and on still another a residence in the form
of an Andalusian farm house. “Change is the life of style,” wrote
Frankl in 1930; he might have added that style (or the plurality
of styles) is the result of fashion and taste. So when we look back
on the popular Moderne of those decades, we must be aware
that it was one among several styles, and as a style (a language)
it underwent tremendous changes from the early-"20s through
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the beginnings of the '40s. The design of a baked enamel, metal-
clad dry cleaning establishment of 1939 is as different from a
mid-"20s Art Deco store or office building, with its verticularity
and ornament, as is a traditional English Tudor house of 1925
from a Queen Anne dwelling of the 1880s. The only common
ingredient of "20s Art Deco Moderne and "30s Streamline
Moderne is their shared sense of conveying modernity.

The 1925 Parisian Exposition Internationale des Arts Decoratifs
et Industriels Modernes was seen both then and now as the start-
ing point for the American Art Deco. This exposition, which
was well-visited by American architects and amply written about
in the American press, was compared to the initiation of the
Italian Renaissance. No question arises as to its impact upon
American architecture, for one should recall that the teens and
20s were the heyday of classical Beaux-Arts education and de-
sign in the U.S. As one observer noted in 1925, whatever came
from Paris had an immediate stamp of approval. And while we
might think that Parisian Moderne and the Beaux-Arts would
by their very nature represent quite different poles of design,
such was not the case. The predominant designs at the Paris
Exposition—whether an entire building and its landscaped sit-
ing or the approach to decorative use of sculpture and of new
and old materials— beautifully expressed what the Beaux-Arts
was all about. In a way, this not only explains the rapid assimi-

lation of the new style by Beaux-Arts trained American architects,
but also the generally sophisticated, high quality of design that
consistently marked the major American examples.

Although the Paris exposition was cited as the source for the
“new and original” Art Deco, architects and critics of the time
were well aware that the abstracted classicism underlying the
exposition buildings had been around for some time. The archi-
tect Alfred C. Bossom, writing in the 1925 The American
Architect, mentioned the pre-World War I work of Eliel Saarinen
in Finland; others noted that there was really nothing in the
Paris exposition that could not be found in the earlier designs
of Josef Hoffmann, Peter Behrens, and other turn-of-the-century
Viennese Secessionists.

The design process of abstracting and simplifying traditional
forms and details itself had been going on for some time in Ameri-
can architecture, ranging from the work of Bertram G. Goodhue
to John Russell Pope and the avant-garde Prairie School archi-
tects. By the early-"20s American architects were looking at other
sources with an intensity not found in Europe. Although not
greatly loved by the American middle class and their architects,
European and American Modern art, particularly what was con-
sidered “Modernistic” art, did become incorporated into the
American version of Art Deco—not as High Art but as amiable
decoration.
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nother quality that helped distinguish the American
version from the European was the American fascina-
tion with things ancient and primitive. While the archi-
tecture and artifacts of Egypt and Assyria readily
entered into the Continental and English Art Deco, they be-
came even more stylish and fashionable in the U.S., via the
great Hollywood silent film sets of the teens and 20s. And while
for many decades Europeans had been intrigued by art from
Africa and the South Pacific, Americans tended to look to their
own primitive past in the art and architecture of the Mayans

of Mexico and Central America, and of the native:American peo-
ples of the American Southwest.

Finally, there was the allure of the machine to the American
middle class, both as fact and symbol. Here again there was a
decided difference between the Europeans and American ex-
perience. Both before and after World War I the symbol of the
machine in Europe remained an elite, High Art object. In
America it was commonplace, accepted without fanfare or
highfalutin poetic or High Art intervention. Within the Ameri-
can Art Deco of the "20s, the fact of the machine, via new tech-
nology, new structural forms, and new materials, was fully
endorsed by the middle class. With no urgent desire to directly
38 ARCHITECTURE/DECEMBER 1983

symbolize the machine in the design of buildings, the machine
in America was seen as a means, not an end. The question in‘
the popular mind (and in the minds of most practicing archi-
tects of the day) was what sort of attire (image) should be con-
veyed by a building that was to be considered modern. It was
taken for granted that the latest technological advances would
be incorporated into the building.

The striking difference between European High Art Modern-
ism and the emerging American Art Deco can be seen by com-
paring Le Corbusier’s projected city of “Three Million,” with
its principal emphasis on the imagery of the machine, and Hugo
Gernsback’s 1920 project for a city within a city, composed of
40- to 50-story towers set in a park. Gernsback, one of the origi-
nators of popular science fiction in the U.S., conveyed his
modernity vis-a-vis the idea of a city within a single building;
the designs of his buildings were routine and traditional, so
they were seen as working machines clothed in an accepted
readable imagery.

Alfred C. Bossom, who became an exponent of pre-Colombian
Mayan forms in Modern American architecture, had written
of the 1925 Paris exposition buildings: “The vertical is domi-
nant everywhere. Here are straight lines and forms in endless
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Across from left: Kansas City's Katz Store by Clarence Kivett,
Kivett, Frowerk & Bloomgarten; rear view of Two Central Park
West apartment buildings, New York City, office of Irwin Chanin;
Los Angeles’ Bullocks Wilshire store, Parkinson & Parkinson; and
the Tulsa, Okla., Monument Co. building by Harry H. Mahler.

repetition. Long upright lines rush upward in that heaven-daring
spirit which marks the architecture of the ancient Mayans—and
that which we see in somée of our modern architecture in this
country, where skyscrapers stand like Titans with their heads in
the sky.” And without question it was the skyscraper that most
poetically expressed the 20s Art Deco Moderne in this country.
The great (and one might add perceptive) popularizer of the
time, Sheldon Cheney, observed in his widely read 1930 vol-
ume The New World Architecture, “The skyscraper, then, is
the building that symbolizes the times, the peak of human trade-
progress, that reflects the thinking of the ruling businessman.”
We need not be nostalgic to sense how successful the designs
of the Art Deco skyscrapers of the "20s were, especially when
compared to the barrenness of America's skyscrapers of the post-
World War II years. Hugh Ferriss captured their enchantment
in his drawings of those years, especially those contained in his
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1929 volume The Metropolis of Tomorrow. But the enchant-
ment of his drawings was equally matched in many of the real
buildings, particularly when they were lighted at night (to exclude
the surrounding sordid environment).

If it were possible to visit the dozens of Art Deco Moderne
skyscrapers and other buildings constructed across America in
the late-"20s, one could see why those designs were extolled
and why the professional architectural journals and popular
magazines and newspapers of the day characterized them as
constituting the new American Perpendicular Style. Projecting
pilasters or buttresses emphasized the verticality of their forms,
and the ornamentation that flowed smoothly across their sur-
faces was a set, repeated vocabulary of spirals, disks, triangles,
zigzags, and stylized plant forms. Color and richness of materi-
als were evident both inside and out. Brilliantly glazed terra
cotta was employed to sheath whole buildings, and the newest
of materials, ranging from exposed concrete to aluminum, oc-
curred throughout. For those living at the time, these Art Deco
Moderne buildings were, as the historian Fiske Kimball wrote
in his American Architecture in 1928, “magic mountains of steel
and stone, shining and glorious, as one of the crowns of human

endeavor.”
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hough we associate the Art Deco Moderne with the
vertical American Perpendicular Style, there was a
second component of popular Modernism that was based
directly upon the Classical tradition itself. As Kimball
pointed out, the essence of the Classical tradition was its pre-
cept that design should be conceived “in terms of mass and
space, instead of structure.” And like the perpendicular Art
Deco, the Classical tradition played the same game of being
traditional and authoritative, and at the same time wanted to
be regarded not just as time-honored Classicism, but as mod-
ern up-to-date Classicism. Bertram G. Goodhue’s work of the
teens and early-"20s immediately comes to mind—his Nebraska
State Capitol at Lincoln (1920-1932) and his Los Angeles Pub-
lic Library (1922-1926)—as an exemplar of the essence of mod-
ernized Classicism; and Goodhue was the figure most often
referred to. But a look at the work of principal proponents of
Classicism in the teens, 20s, and "30s—John Russell Pope, H.
Van Buren Magonigle, Cass Gilbert, and Paul Cret—clearly indi-
cates that they were following Frankl’s axiom that “change is
the life of style.” As was the case with the Art Deco Moderne,
this Classical Moderne of the later "20s and "30s looked to the
past, present, and future via the archaic or “primitive” begin-
nings of the Classical tradition. Even a glance at the work of
the proponents of the Classical mode indicates how their work
often had as much to do with popular modernism as with their
own time-honored tradition. And in many ways the American
Classical tradition was more directly related to the architecture
displayed at the Paris exposition (and the earlier Viennese
Secessionists) than to the Perpendicular Art Deco Moderne.
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Courtesy Public Service Co. of Oklahoma

Left, Hollywood, Calif., Citizen News Building's terra-cotta
decorated entrance; above, Tulsa’s Public Service Building at
night by Arthur M. Atkinson; right above, typical black-glass
Diamond Service Station, Tulsa, and right below, the vernacular
deco KiMo Theater, Albuquerque, N.M., Carl & Rober Boller.

By 1930 modernized Classicism was applied to post offices
and other public buildings, which exhibit smooth facades (with,
of course, the “correct” proportions) and classical details such
as pilasters and entablatures drawn onto the surfaces, in some
instances almost like delicate pencil lines on paper. Often, as
with the Art Deco Perpendicular buildings, an array of mod-
ern materials was openly used: concrete with the horizontal pat-
tern of the form boards revealed, rubber tile flooring, and
aluminum (or other modernistic mixed metals) for window
frames, doors, grilles, and relief sculpture.

In recent years this abstracted Classicism (which was similar
to Albert Speer’s contemporary work in Nazi Germany) has fre-
quently been spoken of as the WPA Moderne, since it was un-
questionably one of the preferred images during Franklin De-
lano Roosevelt's presidency and the New Deal. Though it could
well be argued that the great monuments of modernized Classi-
cism occurred in the '30s—such as Trowbridge & Livingston
and Francis Keally's Oregon State Capitol Building at Eugene
(1936-1939) —its most widespread usage came about during the
administration of Herbert Hoover and his Secretary of the Treas-
ury Andrew Mellon. By the end of the "30s the Classical tradi-
tion once again shifted its emphasis, and its modernity began
to embrace elements of the Streamline Moderne.
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As was the case with the Art Deco Moderne at the end of
the 20s, it was Cheney who most eloquently caught the spirit
of the Streamline Moderne—the new popular Modernism of the
years 1930 through 1942. He, together with his wife Martha,
produced another classic volume, Art and the Machine (1936).
This work, like his earlier one, was tremendously popular with
the middle class and equally despised by the High Art Interna-
tional Style Modernists. “We live in a world of streamline
vehicles,” wrote the Cheneys. “The streamline as a scientific
fact is embodied in the airplane. As an esthetic mark, and a
symbol of 20th century machine-age speed, precision, and effi-
ciency, it has been borrowed from the airplane and made to
compel the eye anew, with the same flash-and-gleam beauty
embodied in all travel and transportation machines intended
for fast going.”

To the horror of the evangelical High Art Modernists, the
designers of streamline buildings and objects not only contin-
ued to regard design as styling, but in an act of unmitigated
treachery set about borrowing both the visual language and some
of the ideology of the Modern Movement. The Modernists from
Le Corbusier on had written and spoken of the hygienic nature
of Modernism. Then in 1930, Cheney came along and wrote of
a slightly streamline 1929 Chrysler Imperial: “Here is a clean
athletic transportation machine for the modern clean athletic
body—and we should have houses to match.”

The urge to employ Streamline design has, as one would ex-
pect, its own long history, reaching back into the late-19th
century. But it was in the teens and early-"20s that the oval,
curved, horizontal forms that connoted speed began to enter

the world of architecture and designed objects. For those whose
view of history is a result of indoctrination in the Modern
Movement, we immediately think of pre-World War I projects
of Antonio Sant’ Elia or the sketches of Erich Mendelsohn and
his realized Einstein Tower at Potsdam (1919-1920). While
Mendelsohn’s works, including his sketches, were published in
the U.S. at the beginning of the "20s, the principal source that
explains its later vigorous acceptance occurred in the world of
science fiction. Jules Verne, H. G. Wells, and E. M. Forster set
the stage for what was taken up by Hugo Gernsback and oth-
ers in such pulp magazines as Amazing Stories (1928). In 1929
Gernsback coined the term “science fiction,” and in that same
year the first science fiction comic strip, “Buck Rogers, 25th
Century” (John Dille and drawn by R. W. Colkin), appeared in
newspapers across the country.

Both the High Art Modernists and the Streamline Moderne-
ists openly borrowed from the imagery of transportation machines.
Le Corbusier illustrated his 1922 Towards a New Architecture
with various automobiles, ocean liners, and airplanes. With the
exception of one drawing of “The Airplane of Tomorrow,” none
of his transportation machines was in any way streamlined; each
was composed of individual parts that were intended to be read
separately. The design of the characteristic automobile of the
"20s consisted of autonomous parts: a grille and radiator, the
hood, fenders, wheels, coach body, and often a separate lug-
gage trunk. In a way, this was the manner in which an Art Deco,
a historic-oriented design, or a High Art Modernist building of
the "20s was to be experienced: an assemblage of individual parts
forming the total image.
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‘ ow different was the approach of those involved in pro-
moting the universality of the streamline image. E. A.
| Whiting Jr., writing of the new streamline 1939 Hup-
mobile Skylark, summed up the difference between the
"20s and "30s designs: “Many elements previously treated sepa-
rately and applied here and there outside the basic shell are
now either closed away or designed not to interfere with the
sweep of the forms.” In industrial design the most popular form
was the aerodynamic teardrop, which came to be used for liter-
ally every object, ranging from a pencil sharpener to a house
trailer. The rationale behind this was simple and to the point.
“Simple lines are modern,” Frankl observed in 1928. “They are
restful to the eye and dignify and tend to cover up the com-
plexity of the machine age. If they do not completely do this,
they at least divert our attention and allow us to feel ourselves
masters of the machine.” The purpose of streamline in archi-
tecture and design was not to produce more efficient moving
objects, but to symbolize the movement and, above all, con-
jure up visions of the future. The stage designer turned indus-
trial designer Norman Bel Geddes captured this need for sym-
bolism in his 1932 volume Horizons: “Today, speed is the cry
of our era, and greater speed one of our goals of tomorrow.”
Another irony in the relationship between the High Art Mod-
ernists and the popular Moderneists—in this case the Streamline
Moderneists—was the emergence at the end of the 20s in Amer-
ica of the new profession of industrial designers—but hardly the
architect/industrial designers the Bauhaus had in mind. By the
early-'40s the star-studded galaxy of industrial designers enjoyed
a prestige approximating that of Hollywood stars (see page 48).
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Above, Chicago’s Boulevard Bridge Restaurant with murals by
Hans Teichert; streamline McGraw-Hill Building, New York
City, by Raymond Hood; and Los Angeles’ nautical Coca-Cola
Bottling Plant, by Robert V. Derrah. Right, glass block Hecht
Co. warehouse, Washington, D.C., Abbott, Merkt & Co.

These designers were not attracted to monolithic principles
of Modernism; for them it was the image that romantically pack-
aged the machine, whether a child’s tricycle or a fast-food road-
side inn. Frankl’s 1932 comment (in Machine Made Leisure)
that “successful styling implies progressive restyling” certainly
must have produced shudders from Alfred Barr and others asso-
ciated with New York’s newly founded bastion of High Art
Modernism, the Museum of Modern Art.

Among other traditionalists attacking the High Art Modern
was James Dwight Baum, who commented: “Packing-box archi-
tecture with misplaced color may be evidence of a striving for
a new architecture, but it is quite painful while being adminis-
tered.” This, however, did not overly concern the Streamliners,
as their basic interest, like the traditionalist imitators, was in
the styling of a product. And when William Williams complained
in Pencil Points in 1932 that the Modern and Moderne build-
ings “resembled, somewhat, with their superimposed levels of
terraces and the emphatic horizontals and their supporting struts,
the superstructure of some sort of seagoing leisure craft,” the
Moderneists would have responded, “of course”; for one of the
transportation machines that served as a source for the Stream-
line Moderne was the "30s ocean liner. But again, what a differ-
ence between the use of the ocean liner by Le Corbusier and

Marvin Rand



that of the Streamliners. Le Corbusier, with his eye on the elite
High Art audience, abstracted the visual form (the superstruc-
ture only, of course) of the liner. In contrast, the Streamline
Moderneist, aiming at a middle class audience, wished them to
experience the building romantically as an ocean liner, frequently
equipped with a semicircular glassed-in bridge and round port-
holes; not only as a contemporary ocean liner, but as an ocean
liner of the future.

One of the great advantages of the Streamline Moderne was
that its character could be established by a limited vocabulary
of forms and details. Its basic form should be a volumetric con-
tainer with surfaces symbolizing the machine: exposed concrete,
stucco, vetrolite or Carra glass, or baked porcelain enamel
panels. With the exception of concrete, all of these materials
were to be read as a surface skin that did not reveal one way
or another what lay beneath. Articulating this surface and par-
allel to it (with no suggestion of structural depth) were horizon-
tal window openings, horizontal bands, and often near the top
a grouping of three horizontal lines. The window and framing
should ideally be machine-like (metal), and the doors should
give one the impression of entering a Buck Rogers rocketship.
Finally, the two most telltale marks of the style—curved walls
and glass brick—should establish the indisputable modernity of
it all. '

Internally, the Streamline Moderne building was as shipshape
as it was externally. Walls might be covered with plywood pan-
els (to be read not as natural wood but as wood as a machine
product) and sheets of plastic laminate used for cabinet tops
and even for sections of walls, linoleum floors, and detailing of

Hans Wir

chrome bands. Amid all of this were tubular chrome chairs and
tables, clocks and other Bakelite objects, and in the more exu-
berant examples beds and couches of neon-lighted glass brick.
The Streamline Moderne was a fully established and accepted
design and architectural style by the mid-"30s. It was taken up
fragmentally or as a whole by the great majority of the Ameri-
can architectural profession. And as a group they carried it off
well, for in essence it did not violate any of the cardinal princi-
ples of their Beaux-Arts training. The new popular style was
not based upon a highfalutin ideology; it had nothing to do with
the “silly” question of morality and architecture, and it, like
other modern and historic styles, was intrinsically an image.
Though extremely popular with the middle class, it was not seen
as the universal design solution for all buildings. In fact, it came
to be used and associated in the public mind with specific build-
ing types: restaurants, bars, neighborhood theaters, service sta-
tions, dry cleaning establishments, dog and cat hospitals, medical
clinics, and soft drink manufacturing plants. The ideal of a home
for the American middle class during the Great Depression years
was the Colonial Revival, with its sense of puritanism and Ameri-
can nationalism. More often than not, one finds that when the
Streamline Moderne was employed for single-family housing,
the dwelling was built as a modern display house or used by a
physician or veterinarian who wished to suggest to his commu-
nity that here resided a man of science. The ideal middle class
family rode in streamline autos, buses, trains, and airplanes, and
they might have worked in a streamline building; but when they
returned home, it was to the shelter of a white clapboard and
green-shuttered Colonial Revival house.
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lements of the Streamline Moderne did, of course, pene-
trate far and wide. In the late-"30s, many of the PWA
Moderne buildings created by or financed by the federal
government exhibited curved walls, glass brick, and other
ingredients of the style. And many middle-class apartment build-
ings and single-family houses erected in the mid- and late-"30s
conveyed their modernity by using elements of the style. Though
supposedly repugnant to them, many of the High Art Modern-
ists either fully embraced the mode, as was the case with Edward
Durell Stone and Lescaze; or as with Schindler and Neutra, they
adroitly sampled here and there. And it can well be argued that
the most impressive High Art version of the style was Frank
Lloyd Wright's Administrative Offices for the Johnson Wax Co.
in Racine, Wis. (1936-1939).

By the time of the 1939 New York World’s Fair the Stream-
line Moderne had assumed the stance, as Reyner Banham has
pointed out, of the new American style. Though the architec-
tural firm of Harrison & Fouilhoux designed the theme of the
fair—the Trylon and Perisphere— the real heroes of the fair were
the industrial designers Norman Bel Geddes, Henry Dreyfuss,
Walter Dorwin Teague, and Raymond Loewy. The fair was a tri-
umph of the Streamline Moderne, wonderfully captured in the
ideal cities of Henry Dreyfuss’ “Democracity” and Norman Bel
Geddes’ “Futurama.” Here in model form we immersed ourselves
into “the city of the future,” with a reality exceeding the science

fiction film (Vincent Korda's 1936 set for “Things to Come”) or
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Above, in a 30s remodeling, Harry Mahler added reflective black
glass to Tulsa’s Security Federal Savings & Loan Building.

one of Frank R. Paul’s cover designs for Amazing Stories.

The professed aim of the New York fair was “to portray the
World of Tomorrow, and to commemorate the first inauguration
of George Washington.” And American architecture of the '30s
and of the fair beautifully captured this dualism of past and
present in the American middle class. The Colonial Revival and
the national interest in the restoration of Colonial Williamsburg
created the storybook linkage with early America, and the
Streamline Moderne provided the vision of the future. At the
fair itself this polarity was reflected in the dominant Stream-
line image of the future, countered by the placid lagoon of the
Court of the State, governed at one end by a version of Inde-
pendence Hall and at the other by a domed and porticoed Jef-
fersonian villa.

The Streamline Moderne as an image did not completely dis-
appear during and after World War 11, for scattered late
examples were built here and there. But as a symbolic packag-
ing it was out of fashion by 1945. After all, it, like all vigorous
architectural styles, arrived on the wings of fashion and left the
same way. As Frankl said, “Successful styling implies progres-
sive restyling,” and Frankl and the other designer/architects of
the postwar period needed and found new symbols to express
an era far different from that of the *30s. O



Massive L eco Mornunment

The enduring strength of Boulder (Hoover) Dam. By Richard Guy Wilson

Boulder Dam’s impact has not lessened in 50 years. The approach
remains the same, across a vast landscape of sand, rock, and
greecewood with a sun broiling everything into the same gritty
texture. Man is unwelcome, and occasional evidence of habita-
tion appears tenuous at best. On top of a rise, a great blue lake
stretches out—an apparition so alien to the surroundings that
if not expected, would be thought a mirage. Soon the road begins
to wind down into a canyon, and finally, around a bend, the
dam: a gigantic smooth white cliff, a concave wedge pushed
between shear rocky outcroppings holding back billions of gal-
lons of water that stretches for 115 miles up the Colorado River.
One becomes conscious of a low sound, more than a hum and
less than a roar, that will increase with closeness. The contrast
between the smooth and regular machine hand of man and the
rough texture of nature overwhelms. The scale is not human
but superhuman, as if giants or intelligent machines had cre-
ated this monument in the middle of nowhere.

Dr. Wilson is chairman of the division of history at the Univer-
sity of Virginia school of architecture.

C. Segerblom

One can also approach Boulder Dam by night, and the effect
is equally spectacular and moving. The dam’s face and lower
outbuildings are lighted by floodlights, and the towers with the
setback tops that rise out of Lake Mead exude an eerie radiance,
as if some dynamo hidden within the recesses of the dam is
pulsating a supernatural energy.

Once the largest dam in the world, Boulder Dam, now named
Hoover Dam, no longer holds that title. Yet nearly a half cen-
tury after completion in Black Canyon on the Arizona-Nevada
line, the dam still commands and attracts. For it is not simply
another large dam but a powerful and ultimately a symbolic state-
ment, a symbol of hope and confidence in man’s power to con-
trol both his environment and the machine, relevant for both
the 1930s when it was completed and for today. It is of course a
functional structure, a result of precise calculations by engineers,
but it is also a superbly designed and conscious work of archi-
tecture, which takes advantage of every possibility to make a
statement. And as such it is one of the great designs of the 1920s
and 1930s, a landmark example of both art deco and how
one designs for power and the machine.




he design of the dam began in the 1920s with site investi-

gations and a series of test models. Gradually the various

engineers involved with the government’s Bureau of Recla-

mation arrived at a consensus that of the various possi-
bilities (earth fill, rock fill, straight gravity, and others) a mas-
sive concrete arched-gravity dam would be best. The basic prin-
ciple that concrete works better in compression than in tension
meant that a wedge, thicker at the bottom than the top and
with a convex lake side profile, would carry the stresses by arch
action to the abutting canyon walls and downward to the can-
yon floor. Load tests of models, carried out between 1928 and
1931, revealed facts such as increasing the thickness at the top
would introduce more horizontal tension.

The design approved and built called for a massive concrete
structure rising 726.4 feet from bedrock, with a base thickness
of 660 feet, and a crest thickness of 45 feet, wide enough for
four lanes of traffic and pedestrians. The crest length of 1,282
feet is nearly a quarter of a mile. The arch on axis has a radius
of 500 feet. To build such a massive concrete structure an unprec-
edented system of pouring and cooling the concrete had to be
divised. The concrete was poured in a series of columns or blocks
about five feet thick and from 25 feet to 60 feet square. Left to
itself, the concrete would have taken about a century to cool,
and the shrinkage would have rendered the dam unusable. The
solution: Artificially cooled water was circulated through tubing
placed in the cement to cool each pour, and then grouting was
injected in the resulting spaces. A monolithic mass resulted.
The often told tale of workers buried in the concrete during

Above, the four intake towers on Lake Mead glow like candles
with the illuminated ribbon of roadway across the dam'’s crest;
across page, the dam's sheer concrete face with outbuildings below:
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construction is apocryphal; the tolerances of the concrete
work would never stand such a messy water-filled foreign object.

Responsibility for the dam’s design was largely that of the Den-
ver office of the Bureau of Reclamation. The “unsung hero”
was a former director of the bureau, engineer Arthur Powell
Davis. Other important engineering figures were Elwood Mead,
the commissioner of reclamation for most of the construction
period (and for whom Lake Mead is named); Raymond E Walter,
the chief engineer; and John L. Savage, the chief designing
engineer. Chief architectural consultant was Gordon B.
Kaufmann, who was born and trained as an architect in England
and arrived in Southern California in 1914. He became known
as an accomplished and prolific practitioner, designing houses,
hotels, and schools in the various period styles. In the early-1930s
his work became more art deco in style, and he designed a num-
ber of stripped classical schools and setback-buttressed com-
mercial buildings. By the late-1930s, he had adopted the Inter-
national Style. Kaufmann’s work so suited the Bureau of Recla-
mation that he later worked on Parker, Grand Coulee, Keswick,
and Shasta dams.

A brief article by Kaufmann and the official reports and other
documents indicate how the dam reflects esthetic judgment. As
he wrote: “The impressive beauty is not accidental,” and “the
architecture of Boulder Dam followed the structural design, and
it was considered as a complementary treatment rather than a
dominant phase of the whole design.”

He recognized that since he was working with concrete and
broad, plain surfaces, his role would be to emphasize them by
shadows. He also discovered that the concrete could be subtly
altered in coloration by the type of water and pipes used in cur-
ing the surfaces. The result is that the main face at the bottom
and the powerhouses are shaded darker and the dam is lighter




at the top. The surfaces of the outlet works and gates located
downstream were “cured to a dark warm color in order to have
them merge as much as possible into the background of the
canyon walls.”

While Kaufmann noted the “engineering principles” deter-
mined the shape, size, and plan of the powerhouse, his role was
to mold their facades into a more monolithic statement and
arrange the fenestration into recessed vertical strips. Repair facili-
ties and transformers, appended in smaller box-like units along
the sides and with their contrasting horizontal fenestration fins,
help to increase the apparent size of the powerhouse. The impact
of the powerhouse is remindful of stripped classical governmen-
tal buildings of the 1930s, though here treated more severely
and originally.

The crest of the dam bears a series of observation niches
and towers that rise directly from the wall ind continue upward
unimpeded. The emphasis, according to Kaufmann, was “an
orderly series of small vertical shadows punctuated by the larger
shadows of the elevator and utility towers.” These extrusions
are treated as continuations of the dam face and not separated
by moldings. The four large towers have cut-back corners and
tops remindful of the vertical buttressing typical of high rise
buildings of the period. The two outer towers are for utilities and
public rest rooms, and the two inner towers were conceived as
the public entrances to the dam since from them the elevator
descends to the powerhouse and internal galleries. Consequently,
these towers contain the only exterior ornament, two large cast
concrete panels designed by Oskar Hansen and depicting on one
the purposes of the dam such as flood control, irrigation, and
power, and on the other, the history of the area. Their style is
decidely art deco. The doors are bronze, and the interiors have
the typical high polish of the period: walls of dark green mar-
ble and the floors of green and black terrazzo with circular de-
signs based upon Indian motifs embedded within. These Indian-
based designs by Denver artist Allan True indicate the indebt-
edness of art deco to native American geometrical patterns.
True's terrazzo patterns are continued throughout the floors in
the lower galleries of the dam. He also advised on the color of
the interiors of the powerhouses.

The four large intake towers, which provide water to the
turbines, were purposely placed in a symmetrical position even
though dictates of the site might have placed them asymmetrically.
Actually the intake towers on the Arizona side of the dam are
about 10 feet closer than those on the Nevada side. Anchored to
bedrock about 250 feet above the original river bed, the towers
are 395 feet tall, the equivalent of a 33-story building. The set-
back at the top and the vertical buttressing is pure art deco, as
is the layered copper roof and the light globe.

To either side of the dam are the spillways used for control-
ling the reservoir level. Their design provides a telling contrast
with the other appurtenant structures such as the towers, for
the spillways are more streamlined —they have the smooth aero-
dynamic surfaces that were beginning in the early-1930s to appear
on automobiles, planes, and buildings. Against the zigzags and
setback buttresses of the crest and towers, the spillways—both
the stainless steel drum gates and the piers—have continuous
curved or streamline profiles, in the case of the gates for ease
of the flow of the water, in the case of the piers as a purely
visual effect. Two thin incised lines along the top of each spill-
way pier are distinctly remindful of other streamline decorations
of the 1930s.

The dam also affords a great internal experience. The visitor
drops 528 feet within the dam by elevator, exits into internal
galleries decorated with True’s terrazzo designs, and finally arrives
at the great turbine chambers in the powerhouse. The setting
overwhelms: Immaculate hygenic preciseness, large shiny green
and black casings of generators, chrome flashing and pipe railings,
and repetitious piers of the enclosing wall, all accompanied by
a pervasive loud hum. It has an almost reverential quality, as if
some alien gods are mysteriously spinning out a secret message
and man is paying homage in this sacred space. [
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Industrial designers who set the visual pace of the 1930s. By Jeffrey L. Meikle

With the year 1984 upon us, an unusual number of historians,
museum curators, and, less predictably, architects and designers,
have turned their thoughts to the past to consider the ways our
culture once envisioned the future. This interest naturally focuses
on the Depression decade of the 1930s, a time of extreme social
and economic dislocation but also a time when sleek stream-
liners, teardrop autos, and gleaming store fronts and movie the-
aters promised a coherent machine-age environment just beyond
the next frictionless curve of time.

During the 1930s, for one brief decade culminating at the 1939
New York World’s Fair, industrial designers like Walter Dorwin
Teague, Norman Bel Geddes, Raymond Loewy, and Henry Drey-
fuss enjoyed a degree and type of cultural visibility that has usu-
ally remained the province of architects. Just as the Beaux-Arts-
trained architects of the 1893 Columbian Exposition had set the
forms of American public building for years to come, critics in
1939 predicted that the flowing, free-form, curving lines of build-
Dr. Meikle, assistant professor in American studies and art his-
tory at the University of Texas at Austin, is author of Twentieth
Century Limited: Industrial Design in America, 1925-39 (Temple
University Press).
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ings like Bel Geddes’ pavilion for General Motors heralded a
new, enduring American architectural style. Already forgotten
were the jagged machine deco outlines of the 1933 Chicago Cen-
tury of Progress Exposition, created by New York’s modernistic
skyscraper architects. And largely ignored were the handful of
houses designed by European modernists like Neutra and
Schindler in California or Gropius and Breuer in Massachusetts.
Streamlining, a uniquely American style created by industrial
designers rather than by architects, seemed the wave of the
future. In part, the generous publicity granted to industrial de-
signers in the '30s indicated the filling of a vacuum. With the
end of the prosperity of the 1920s, new construction also virtu-
ally came to a halt. If the skyscraper had provided the major
architectural image of the "20s, that of the '30s was the tempo-
rary exhibition building. More importantly, if Americans could
not afford a new house or office building, they could at least
aspire to a new car, refrigerator, or radio. Thus the attention
of journalists and critics (as well as of dozens of unemployed
architects who sought work with industrial designers) turned
from buildings to smaller-scale products and machines—the
props of everyday life. By the end of the decade, buoyed by
extravagant publicity the like of which their successors did not

94
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enjoy, industrial designers had extended their vision to encom-
pass the entire built environment.

Oddly enough, the origin of industrial design can be traced
back to Henry Ford, a nuts-and-bolts “functionalist” who sup-
posedly once declared that “they can have any color they want
so long as it's black.” As the automobile market reached satu-
ration in 1927, Ford found his company losing ground to Gen-
eral Motors, whose aggressive President Alfred P. Sloan Jr. had
introduced the concept of stylistic obsolescence. Forced to sus-
pend production of the Model T and spend millions retooling
for a more stylish Model A, Ford learned what one observer
termed “the most expensive art lesson in history™ and provided
an object lesson for manufacturers of dozens of other types of
consumer products who were beginning to suspect that the boom
years of the 20s were coming to an end.

Executives soon realized that only visual appearance could
distinguish competing products—whether automobiles or type-
writers—that had reached a common plateau of technical
performance. In many cases, however, conservative product
engineers either balked at engaging in what they considered
superficial redesign or professed an honest ignorance of rap-
idly changing public tastes. Often a company’s advertising agency
solved the problem either by providing modest design services
or more frequently by recommending a commercial artist to
undertake a specific project. Most prominent in this regard was
idealist Earnest Elmo Calkins, founder of the influential Cal-
kins & Holden agency, whose many magazine articles expressed
a progressive neo-arts-and-crafts philosophy. He hoped that
direct patronage of artists by business would induce a cultural
renaissance and uplift the taste of the average citizen while simul-
taneously improving the economy. Thus was born industrial
design—with its often incompatible goals of stimulating sales
and shaping a coherent machine-age environment.

The qualities required of a successful industrial designer
emerged slowly by trial and error. Many of the most predicta-
ble occupations yielded few recruits to the profession. Although
American architects had developed the machine deco style, few
established practitioners deigned to work at a more circum-
scribed scale. Even craftsmen like Paul T. Frankl and Russel
Wright who adopted the rhetoric of industrial design found it

difficult to switch to designing for true mass production. The
so-called “Big Four”—Teague, Bel Geddes, Loewy, and Drey-
fuss—who had emerged as leaders of the new profession by
the mid-'30s, came from backgrounds in commercial illustra-
tion or stage design. Experience in creating illusions proved
useful in endowing products with images that would attract
consumers.

In addition, each of them possessed an essential flexibility, a
willingness to learn details of manufacturing processes and
materials, that was not shared by many blue-sky renderers who
fell from sight as quickly as they had risen to premature success.
As consultant designers, the four leaders also benefited from
the generalist perspective gained through working on everything
“from lipsticks to locomotives,” as Loewy phrased it. Design
solutions commonly accepted in one industry often appeared
highly original in others.

Within a few years of uncertainly embarking on their first
commissions, the big four and some half dozen other success-
ful designers had evolved a common product design method
that has remained remarkably constant through the years. After
receiving a commission to redesign a product, either by invita-
tion or through solicitation, a designer toured the manufacturer’s
plant, met with engineers and sales people, and collected sam-
ples or illustrations of competing products. The designer’s team
then analyzed this material, sometimes conducted market
research, and set the draftsmen to work preparing scores of pre-
liminary sketches, three or four of which yielded finished ren-
derings for formal presentation to the company. If this meeting
went smoothly, and often it did not, the designer’s modelers
prepared an exact full-size model that, when presented and ap-
proved, became the basis for blueprints for dies and molds. A
designer’s services often included packaging, materials for arous-
ing dealer enthusiasm, and suggestions for shaping an advertis-
ing campaign.

Across page, the New York Central’s Mercury passenger train,
designed by Henry Dreyfuss and introduced in 1936. Below,
Norman Bel Geddes’ Futurama exhibit, a vision of highways and
cities of the future, installed in the General Motors Highways
and Horizons building at the 1939 New York World's Fair.
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he typical designer’s staff consisted of two or three asso-

ciates with engineering or architectural training, several

draftsmen, a couple of modelers, a business manager, a

secretary or two, and a public relations man whose job
it was to keep the designer’s name continuously in print—
whether through newspaper mentions, ghost-written articles for
popular magazines on the shape of things to come, or anony-
mous articles planted in trade journals. Although success re-
quired teamwork, each designer appeared before the public as
an individual. Especially during the Depression, the industrial
designer led a dual existence as a rational businessman provid-
ing corporate clients with a professional service and as a prophet
of the future, an inspired artist-engineer who frequently “signed”
his radios or washing machines.

Despite the fact that all the major designers shared this com-
mon method of operation, their philosophies, professional
aspirations, and life styles differed remarkably. Walter Dorwin
Teague, the oldest of the group, projected the most business-
like image. Born in 1883 in small-town Indiana, he gravitated
to New York City to study at the Art Students League and
aspired to join the ranks of Maxfield Parrish and Howard Pyle.
Already in his late 40s when he entered the field of industrial
design by creating several cameras for Kodak, Teague had
enjoyed a long successful career as an advertising illustrator,
first at the Calkins & Holden agency and later as a free-lancer.
Drawing inspiration from his progressive mentor Calkins, from
draftsman Jay Hambidge’s mystical “dynamic symmetry” design
theory, and from the evolutionary Platonism of Le Corbusier’s

x
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Towards a New Architecture, Teague developed a morally uplift-
ing philosophy for industrial design and introduced it to his col-
leagues through a series of elegant self-written magazine articles.

In his opinion, the human race had only begun to repair the
environmental ravages of the Industrial Revolution. The indus-
trial designer could further this process of adjustment by imbu-
ing the machine and its products with an appropriately modern
esthetic dimension. Each type of machine slowly evolved toward
its ideal form, a process easily observed in the development of
the low, horizontally integrated automobile body from out of
the ungainly elements of the horseless carriage. As each machine
or product approached its perfect ideal form, the entire built
environment approached a state of harmonious equilibrium.

In practice, of course, Teague often compromised his ideal-
istic design philosophy by providing clients with superficial
annual changes to the perfect designs he had previously given
them. But he believed his approach would prevail in the long run,
and that only big business possessed the resources and scope of
operations essential to a total transformation of the environment
under the direction of industrial designers. After all, Kodak con-
tinued to retain him not only to design its photographic equip-
ment but also to design logotypes, packaging, showrooms, and
temporary exhibitions.

Above, the 1934 Airflow Chrysler by Carl Breer. Below, Walter
Dorwin Teague’s Texaco station. Right, Albert Kahn and Bel
Geddes’ General Motors building with the 39 fair’s Trylon and
Perisphere by Harrison & Fouiloux and Henry Dreyfuss.




During the '30s, Teague enjoyed a similar relationship with
the Ford Motor Co., providing showrooms, corporate office
suites, and many exhibition buildings, though he never could
convince company officials to entrust their cars to his talents.
The most promising confirmation of the feasibility of his total
vision came at mid-decade, when Texaco commissioned Teague
to create prototypes for the restrained white service stations
with green accent stripes that soon spread across the country.
With the reforming potential of mass-production architecture
in mind, he ended the decade by devoting his attention to a
scheme for factory-built housing—a subject on which he corre-
sponded with Le Corbusier. While never abandoning his vision,
Teague satisfied blue-chip clients and shaped the future of his
profession by establishing industrial design as a valuable
adjunct of business.

More flamboyant though less successful than Teague was Nor-
man Bel Geddes, another small-town Midwesterner with a mys-
tical bent who studied briefly at the Art Institute of Chicago
before becoming an advertising illustrator in Detroit. His Chris-
tian Science background gave Bel Geddes a profound faith in
the power of the imagination to shape exterior reality—a faith
later strengthened when he shifted from advertising to stage
design around 1916. Experience with the German regisseur Max
Reinhardt taught him that creation of true theatrical effect re-
quired total control by a single individual of script, direction,
setting, costume, lighting, and even arrangement of theater and

Courtesy

audience. When boredom and eternal wrangling with Broadway
producers motivated Bel Geddes to enter product design in 1928,
aided by an informal association with the J. Walter Thompson
advertising agency, he took with him the attitude that to envi-
sion something, and to do so boldly, was to bring it into
existence.

Even with the Futurama, a series of vast dioramas of cities
and highways of the future created for General Motors at the
New York World’s Fair of 1939, Bel Geddes intended an actual
blueprint for immediate development.

Despite the fact that many of Bel Geddes' designs never
reached actual production, he served the profession well by
effectively projecting an image of the industrial designer as
technocratic visionary. His ghost-written book Horizons, pub-
lished in 1932, stimulated acceptance of streamlining as a design
style through its renderings and photographs of models of tear-
drop cars and buses, a sleek tubular train, a totally enclosed
torpedo-like ocean liner, and a vast flying wing with teardrop
pontoons that would have carried some 400 passengers across
the Atlantic in steamship comfort. Reproduced in newsreels and
in the Sunday supplements, these futuristic designs brought
streamlining to the masses. At the same time, the book itself,
distributed to corporate executives as a publicity device, encour-
aged the Union Pacific and Burlington railroads to introduce
the first streamliners in 1934 and gave Walter Chrysler the cour-
age to go ahead with the Airflow automobile that same year.
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The MV Kalakala, 1935. Joe Williamson Marine Photos
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ven Bel Geddes’ failures brought favorable publicity both

to him and to the profession. In addition to illustrating

such actually manufactured designs as metal beds for

Simmons, Philco radios, and a cleanlined Standard Gas
stove, Horizons devoted considerable space to a grocery counter
scale designed for the Toledo Scale Co.—along with a complete
factory complex in which to produce it. Commissioned to replace
a clunky cast-iron scale that salesmen found hard to carry, Bel
Geddes and his staff designed a sculptural model intended to
be manufactured of sheet metal. After a misunderstanding,
however, Toledo Scale abandoned the project (and the factory),
funded extensive research in plastics, and eventually engaged
Harold Van Doren to design a plastic housing that did go into
production. All the same, a luminous rendering of Bel Geddes’
scale design nearly became a machine-age icon of the Depres-
sion years, appearing not only in Horizons but also in Fortune
and other magazines as evidence of the power of industrial
design. Recently a design historian fell victim, nearly 50 years
later, to Bel Geddes’ efficient publicity—and to his propensity
for equating the imagined with the real—by citing the scale as
a manufactured product. Such as the mystique of the man re-
ferred to by a contemporary as the P. T. Barnur of industrial
design.

In a sense, Raymond Loewy combined the astute business
practices of Teague with the dramatic flair of Bel Geddes. Born
a Frenchman, Loewy effortlessly styled his own life to reflect
an appropriate image. Often photographed at the wheel of an
ARCHITECTURE/DECEMBER 1983
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auto of his own design, he appeared most at ease posed with
elegant nonchalance in a streamlined designer’s studio—not his
own but one that he had created with Lee Simonson for a 1934
exhibit at the Metropolitan Museum of Art. Loewy had arrived
in New York City in 1919 with the intention of using his engi-
neering training to seek employment with General Electric, but
he soon found himself engaged in fashion illustration and adver-
tising art. Hired in 1929 to redesign the Gestetner mimeograph
machine, Loewy slowly shifted from commercial art to indus-
trial design and worked on Hupp automobiles and Westinghouse
radio cabinets, the latter in a classic skyscraper deco style. His
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