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K l E l N i T 
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Kentile, Inc., Brooklyn 15, N. Y. 

Newest f rom Ken t i l e ' , this Sol id Vinyl Tile 
provides all the beauty and depth of marble, 
yet its cost is surpr is ingly low. Its soft muted 
tones impart qu iet digni ty wherever it is used. 
Ideal fo r f ine res ident ia l or commerc ia l instal
lat ions, on wal ls as wel l as f loors. Cal l your 
Kenti le Representat ive for samples, or consul t 
Sweet 's F i le . * 

S P E C I F I C A T I O N S -

Use: Below, on or above grade. 
S i z e s : 9" x 9" and 12" x 12" 
Th icknesses: Standard Gauao (.080") and Va" 
Colors : six as shown 

• in New York, visit the Kentile Floors Showroom, Suite 3119 
(3Ist Floor). Empire State Buildmg. 350 Fifth Ave. 



Architects: Harrison & Abramovitz & Harris 
General Contractors: George A. Fuller Company and John Lowry, Inc. 

Marble Contractor: John F. McGowan Marble Co. 

A R B ' L i E t . . . h e r e ' s how it 
saves money in commereial buildings 

Marble's beauty alone may be justification enough for its use in commercial 
buildings, but the economy it affords is considered equally important by many 
architects. 

Such is the case with Rockefeller Center's new 48 story Time & Life Building. 
Here Vermarco statuary marble lends striking beauty to outstanding design at 
an initial cost only slightly greater than that for less attractive and less durable 
materials. And Vermarco marble will more than make up for its additional cost, 
because it will require remarkably little maintenance as it continues to endow 
this building with distinctive beauty. 

Vermarco marble offers you this same combination of lasting beauty and 
economy. Write today for illustrated literature. 
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without 
increasing 

your present 
wall space... 

u p t o 

YOUR CHALKBOARD 
TACKBOARD AREA 
w i t h the N E W . . . 

cmmARo 

Copyrighl 1 9 6 0 — l o x i f Sy»lomt, Inc. 
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OR 
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LOXIT K O M B I N O EXPANDABLE 
CHALKBOARD-TACKBOARD SYSTEM 

Here is the solution to a pressing classroom need for greater chalkboard and tackboard areas where existing 
space would not otherwise permit. The new Loxit Kombino Expandable Chalkboard-Tackboard System 
provides for movable panels interchangeable from room to room. The panels, available up to 4' wide, are 
adaptable to existing installations regardless of the type of trim. No structural changes are necessary on 
either new or old construction. The chalkboard-tackboard area can be increased as much as 100% as 
needed—easily, quickly and economically—without increasing or changing present chalkboard-tackboard 
wall space. 

Write Today for the Descriptive Four-Page Folder! 

LOXIT SYSTEMS, INC. 1217 W. WASHINGTON BLVD., CHICAGO 7, I I I . 
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Ultimate 
economy 

of terrazzo 
can save 

enough to pay 
entire 

construction 
cost of a 

scliool 
building 

Initial cost only 1 to 4°lo 

of total cost of floor finishes 

A 1959 study' shows that the ultimate cost of Tenazzo is 
less per square foot than asphalt tile, or more than enough to 
pay for the entire school construction, cost. 

Lower maintenance costs are responsible. The initial cost 
of composition tile and Terrazzo floor finishes represents from 
1 to 4% of ultimate cost. 

Over an anticipated life of 50 years, a reduction of 5 to 10 
cents in maintenance costs per square foot per year will refund 
the entire cost of a floor finish. Vinyl tile, second to Terrazzo in 
maintenance economy, costs more per square foot per school 
year (35 weeks). This last figure is substantiated in a survey^ 
which compares three floor finishes in a number of schools. 
Terrazzo's average weekly maintenance cost per square foot was 
$.025; asphalt tile's—$.04; vinyl tile's—$.031. 

Maintenance cost is one of six factors considered in the com
plete study. The others: (1) value of money (2l price increases 
(3) initial cost (4) replacement (5) speed of construction. These 
costs and their incidence over an anticipated life of 50 years 
wrvr ( I c l r i i i i i n c i l and c o m riled lo | . r c s c i i l \ . i l i i i ' ' f u r i c a i K c o m 

parison. The study is summarized in the chart shown below. 

P R E S E N T V A L U E OF U L T I M A T E C O S T S 
5 0 y e a r per iod 

(per s q u a r e toot of f loor a r e a ) 

TERRAZZO ASPHALT TILE VINYL TILE 

Initial cost $ 1.45 $ .50 $ .75 

Maintenance cost 35.30 56.48 43.77 

Replacement costs .05 .08 .14 

Less speed 
erection credit 0.00 .20 .20 

Total $36.80 $56.86 $44.46 

Relative ultimate 
cost 100 154 121 

For a free copy of the complete study of ultimate cost write: The 
National Terrazzo and Mosaic Association, 2000 K Street, N.W., 
Washington 5, D. C. 

1. The Ultimate Cost Of Three Floor Finish. s In Tax Exempt School 
Buildings. Clayford T. Grimm, P. E., Special Consultant, 1959. 
2. A survey by Walter Gerson & Associates, Inc., Marketing research and 
management consultant firm, December, 1959. 
3. Present value: means of expressing future payments in terms of today's 
dollar. 



Outstanding value has made OTIS the accepted word for elevator quality in the U.S. and throughout the world. 

  

No elevator installation is too large or too small for 
OTIS: Autotronic^ or Attendant-Operated Passenger 
Elevators, Escalators, Trav-O-Lators, Freight Eleva
tors, Dumbwaiters, Elevator Modernization and 
Maintenance, Military Electronic Systems, Gas and 
Electric Trucks by Baker Industrial Truck Division. 
O T I S E L E V A T O R C O M P A N Y 
26011th Avenue. New York 1, N.Y. Offices in 501 
cities around the world. 



specify Bilco horizontal doors 

1 
Bilco Special Service Doors are the architect's logical answer to access problems. 
He can choose from a wide range of standard units, or call for doors custom-engineered 
to his specifications. 
He can select Roof Scuttles for vertical ladder access, for ship's ladder or 
for normal rise-and-run stairs . . . 
He can choose large special Roof Scuttles in double- or single-leaf design for 
replacement or removal of large equipment . . . 
Or he may specify Flush Floor Doors and Cciling-Access-Doors 
that blend smoothly into their environment. 
He knows that for access to basements and underground utility equipment, 
Bilco Sidewalk Doors have no equal. 
All Bilco doors are watertight, feature long trouble-free life and the 
exclusive Bilco spring operators for effortless opening year after year. 

See our catalog in Sweet's or write for complete information 

D O O R S FOR 
S P E C I A L S E R V I C E S 

The Bilco Compony, Depf. A-210 New Haven, Conn., U.S.A. 
Wherever vert/ca/ access is requireci, a Bi/co door wi / / do ihe Job better. 



A Armstrong 

l a ' 
" a 

A new kind of f loor 

for scient i f ic laborator ies 
Probable exposure to acids, solvent, chemical 
conipoiiiids, radioactive materials . . . the likeli
hood of rouj^h use . . . the desire for permanent 
good looks . . . and a range of other considera
tions affect the specifications of materials for 
.scientific laboratories. Ideally, all materials .should 
meet every foreseeable need and condition—and 
have leeway for unexpected new problems. Nat
urally, not many products meet such demands. 
.\s far as floors go. tests at the Armstrong Resc m k h 
and Development Center, and in working labora
tories, have demonstrated that one particular ho
mogeneous vinyl tile, Armstrong Custom Corlon 
Tile, has maximum ability to stand up to the rigor
ous reciuiicmciits of labs. Cii.stom Corloii Tile lias 
Ixxm used with success and satisfaction in every 
type of laboratory' in educational, industrial, medi
cal, and g o v c i i i i i K iilal buildings. Here's why: 

1. Excellent surface resistance to dilute acids, 
solvents, radioactive compounds, heat. 

In ca.sc of spillage or accidents to equipment, it's 
essential that floors be resistant to damage from 
chemical compounds, and that they l>e easily, 
quiekly, and thoroughly eleanable. The high-
quality vinyls u.sed in .Armstrong Custom Corlon 
Tile make this floor extremely resistant to solvents, 
greases, dilute acids, and other products that spell 
danger to lalw)ratory floors. Custom Corlon Tile is 
also able to withstand elevated temperatures and 
is not harmed by radioactive materials. It is not, 
of course, immune to damage from everything. 
No flooring material is. Nitric, sulphuric, and 
hydrochloric acids, for instance, will mark the 
tiles. However, if tiles are damaged or stained in 
any way, they can be easily replaced, tile by tile. 

2. Ultra-smooth surface assures easy mainte
nance. 

The remarkably smooth surface of a Custom Cor
lon Tile floor assures lastingly easy and rapid 
maintenance in labs. When foreign substances 
are spilled on the floor, the tough, smooth surface 
helps speed the cleaning process. The special ad
vantages of this ease of maintenance in labs where 
potentially injurious compounds are fiandled are 
obvious. And regular maintenance costs are kept 
low, because no special cleaning jDrocesses are re
quired. 

3. Dense composition resists heavy stationary 
and moving loads. 

The great density of Custom Corlon Tile enables 
this material to withstand the weight of very heavy 
loads. Stated ultra-conservatively, its static load 

limit is 200 lbs. per sq. in. So heavy loads resting 
on die floor are unlikely to mark, scratch, or indent 
Custom CorUm Tile. More severe than static 
loads are great weights wheeled or slid about; 
even here Custom Corlon is tougher tlian most re
silient floors—and as tough as any. Finally, i t is 
very comfortable imderloot—a feature greatly ap-
pri-eiated bv people who spend long hours on their 
feet. 

4. Guaranteed dimensional stability your as
surance of a lastingly good floor. 

Compared with some kinds of solid vinyl tile, 
which conspicuously shrink or expand after laxing 
—produeing an unattraelivi- appearance and oiien 
joints—Custom Corlon Tile is dimensionally stable. 
In fact, its stability is so good that Armstrong un-
(•(piivoeally guarantees that the tiles will not shrink 
or expand in excess of the minute toleranees pre
scribed by Federal Specifications. And Custom 
Corlon Tile can be u.sed in any part of a buildiun— 
above, on, and below grade. 

5. Interesting designs, wide choice of color
ings available. 

W ith all its functicmal advantages, there's no sacri
fice of good looks and high style in Custom Corlon 
Tile. It comes in two elegant stylings: Burl Crain 
and Imperial—a terrazzo-like design. Thirty-two 
smart colorings, plus plain black and white, are 
available. 

Special assistance in choosing floors for labs. 
Custom Corlon Tile is not the only Armstrong floor 
for use in a lab. Sometimes, other materials are 
suitable. However, Custom Corlon Tile has 
proved to be the superior floor for meeting the re
quirements of most labs. If you'd like help in 
choosing a floor for a laboratory—or for any other 
interior—call the Architectural-Builder Consultant 
at your Armstrong District Offic e. He can also ob
tain special assistance for you from the Armstrong 
Research and Development Center, and from the 
Armstrong installation specialists. I f you prefer, 
write direct to Armstrong, 310 Sage Street, Lan
caster, Pennsylvania. 

( A ) - m s t r o n g 
— ^ C O R K C O r w I P A I M V 

FLOOR DIVISION . LANCASTER. PENNSYLVANIA 
7S60-7960 Beginning our second century of progress 



Q U A L I T Y 
S t a r t s h e r e . . . 

S a f e - G r o o v e 
S a f e t y T r e a d s 
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S a f e t y T r e a d s 

  
  

  
 

Pouring the molten metal for Wooster abrasive cast safety treads and 
thresholds is just one step in a manufacturing operation that is called upon 
to constantly meet a number of varying conditions. 

The constant care necessary to insure quality materials depends upon 
craftsmen like the molders above - jusc one part of our team working to 
maintain this quality tradition. 
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Convention Fever Begins 
Even though April 25, 1961 is some six months 

away, the symptoms of A l A convention fever are 
making themselves felt. Next year's host city, Phil
adelphia, and the Philadelphia Chapter, have al
ready set plans that sound like a Philadelphian's 
social calendar. 

Included in the week's activities will be a com
mand performance of the Philadelphia Orchestra, 
a midnight buffet at the Bellevue-Stratford Hotel, 
vespers in colonial St Peter's Church, cocktails at 
the Franklin Institute, theatre at the Playhouse-in-
the-Park and on and on, not forgetting a whole 
array of specialized architectural tours. 

Although the convention officially begins on 
April 25, many of the events are scheduled to 
begin on Sunday, April 23 which will be set aside 
as a day for reflection and consecration in the hal
lowed environs of famous Independence Hall. 

The host chapter Steering Committee, com
posed of Chairman Beryl Price, Paul C . Har-
beson, Harry W. Peschel, Charles E . Peterson 
and Herbert H. Swinburne, are reminding mem
bers that no ticket supply is endless and first-come 
reservations will be first-served. A postcard to 
the Philadelphia Chapter, A l A , 2400 Architects 
Building, Philadelphia 3, will bring a complete 
program with that all-important reservation blank. 

Independence Hall and friends. 1961 Convention 
Sleerinfi Committee: Charles Peterson. Harry Peschel, 
Herbert Swinburne and Chairman Beryl Price. 

AIA-NAHB Award of Honor 
1 he American Institute of Architects and the 

National Association of Home Builders announce 
the second annual Award of Honor to encourage 
the design and construction of the best com
munities and homes for the American people by 
promoting the collaboration between architects 
and builders. The Award will be made to the archi
tect-builder team which has contributed most 
toward realizing this goal. While the Jury is not 
limited in its considerations in selecting an out
standing collaborating team, the following factors 
obviously will be important to the jurors in their 
deliberations: 

1 Community planning 
2 The use of the site, whether it be raw land, 

rehabilitation or renewal 
3 Individual house design 
4 Architect-builder relationships 
5 Improvement of the techniques of building 
6 Service to the community at large, as well 

as active participation in the affairs of the Insti
tute or NAHB 

These and any other relevant factors may be 
considered in arriving at an Award, to the extent 
that they contribute to an outstanding overall 
solution. 

Eligibility 

Any architect-builder team which has cooper
ated on a project completed within the last five 
years will be eligible. Entries may be submitted 
by the builder concerned, the architect concerned, 
or by the local A l A or NAHB chapters or by 
the national associations of either A I A or NAHB. 

A wards 

The architect and the builder of the winning 
team will each receive a plaque and a certificate 
attesting to the Award of Honor. Presentation of 
the Award of Honor will be made at the conven
tion of the National Association of Home Builders 
in Chicago. January 1961, and at the AIA con
vention in Philadelphia, April 1961. 

Method of Submitting Entries 

In submitting entries, the method of collabora
tion, its results, and its contribution to design, land 

AIA J O U R N A L . O C T O 11 K It i geo 



planning, to building techniques, to public interest, 
to architect-builder relationships or other col
laborations of significance must be clearly and 
briefly stated. 

Biographical data submitted by an architect-
builder team should present clear and concise in
formation covering the aims of architect and 
builder and may include sketches, news stories 
and any other information that will support the 
submission. Clear and descriptive plans and photo
graphs of the site and the buildings inside and out, 
must be included in sufficient number to clearly 
describe the submission. Details regarding method 
and time of collaboration between architect and 
builder should be pointed out. All entries must 
be submitted in 8'-6 by I I Vi binders, such as 
Ful-Vu Economy Binders, type CB-IO. 

Anonymity of submissions will not be required. 
The first page of the folder should include the 
following identification: 

• Designation and location of project. 
• Names and addresses of A I A Chapters and/ 

or NAHB Chapters to which the teams may 
belong. 

• Names and addresses of architects and build
ers involved. 

• Names and addresses of owners, sponsors, 
developers, agencies, etc, which are appropriate, 
including civic officials or other prominent people 
attesting to the achievements of the architect and 
builder. 

Closing Date 
All submissions must be received at the head

quarters of The American Institute of Architects 
postmarked not later than November 14, 1960. 

Jury 
The Jury will be appointed by The American 

Institute of Architects and the National Associa
tion of Home Builders. It will consist of three 
architects to be selected by AIA and three builders 
to be selected by NAHB. The Jury will select 
its own chairman after it has assembled. 

Judgment will be at the A I A headquarters on 
or about November 17 and 18, 1960. 

Publication 
The American Institute of Architects and the 

National Association of Home Builders will give 
the widest possible publicity to the Award winner, 
since this Award is not only an excellent means 
to further close collaboration between A I A and 
NAHB, but it is also of public interest and good 
public relations. 

ELECTRIC 
HOT WATER HEAT 

^ 2 , 0 0 0 . 0 0 0 

P R E C I S I O N 
ELECTRIC HOT W A T E R H E A T I N G BOILER 

COMPLETE UNIT READY FOR INSTALLATION 
with circulation hot water system and water 
chiller for year-round air-conditioning. 

CONVERSION EASILY ACCOMPLISHED 
where other type fuels now used. Suited for 
home, churches, motels, apartments, hotels, 
hospitals, commercial buildings, swimming 
pools, snow melting and domestic hot water. 
Temperature Range—60 to 250 degrees. 

• Every unit tested and inspected 40,948 B.T.U. to 2,000,-
000 B.T.U. Output. 
• All Boilers meet the requirements of the ASME Boiler and 
Pressure Vessel Code. 
No Chimney! No odors! No flame! No ducts! No Noise! 

Write for complete 
specifications and prices 

C I S I O N p a r t s 

c o r p o r a t i o n 

400-AIA NORTH FIRST STREET 
NASHVILLE 7, TENNESSEE 
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On Criticism 

E D I T O R , Journal of the AIA: 
Your editorial in the August Journal struck a re

sponsive chord. For years when I was with Printers' 
Ink. 1 heard the cry, "You fellows are just a bunch 
of Pollyanna's. Why don't you tell about campaigns 
that failed instead of confining yourselves to cam
paigns that succeeded!" 

In the first place, we weren't Pollyanna's. We were 
continually being hammered by the other side because 
we said unkind things about the phonies in advertis
ing. (I'm afraid that in spite of all the unkind things 
we said nothing much happened.) 

But when it came to not talking about the cam
paigns that failed, we had several good reasons. First, 
it's always a little difficult to judge a failure. That is. 
a complete failure. 

There was one famous campaign that I knew about 
which was highly successful. The trouble was the 
product was no good. It would have been highly mis
leading had we jumped all over this campaign. And 
there were certain other campaigns which to my mind 
were arrant failures because they used tricks and mis
leading statements that set good advertising back for 
years. But the companies that ran them thought they 
were highly successful because sales went up. 

But the main reason we didn't run such articles 
was that nobody had read them when on rare occa
sions we did publish them. Everybody was interested 
in the new ideas that had succeeded. They weren't 
interested in the ideas that had failed. 

I realize that the analogies between the criticism of 
advertising and the criticism of architecture aren't 
always too close. But you can see why I enjoyed your 
editorial this month particularly. 

C . B . L A R R A B E E 

Director of Publications 
American Chemical Society 

Agency Architecture 

E D I T O R , Journal of the AIA: 
In your Report prepared by the AIA Committee 

on the Profession (June, 1960) Europe is listed 
among those where the practice of architecture is 
not based on "agency." 

I fear Europe is too large to be generalized from 
this point of view. Whereas we can see examples of 
"package deals" of Swedish cooperatives and plans 
designed in State or County oflices in England and 
elsewhere, the majority of the practice of architecture 
this side of the Iron Curtain is based characteristically 
on the idea of "agency." 

E U G E N E P A D A N Y I - G U L Y A S 

Billings, Montana 

Metric System Supported 

E D I T O R , Journal of the AIA: 
Ray Leimkuehler's excellent article in the August 

AIA Journal. "When Will We Adopt the Metric Sys
tem," points up faults in our systems obvious to cvciA 
thinking person. The United States and its people are 
hampered in their dealings with the rest of the world 
and with each other by our archaic systems of meas
urement of weight, distance, volume, temperature, 
energy, etc. 

Oddly enough the fault seems to be widely recog
nized and the solution generally agreed to and yet 
very little is being done about it. Organizations exist 
for the promotion of the change to the metric system. 
It would be an excellent thing if the AIA offered 
these organizations its endorsement of the program 
and its active cooperation. Maybe the snowball would 
start rolling and gaining in size. The Producers' Coun
cil could logically follow suit and still larger organ
izations may then become active in the campaign. 
It doesn't take much imagination to realize that bring
ing about this change is a patriotic duty. 

D A V E p. C L A R K 

Columbia, Missouri 

Far Away Places 

E D I T O R , Journal of the AIA: 
Your July issue carries the first part of an article 

entitled "The Fine Art of Architectural Deception" 
by Harley J. McKee, A I A , which is reprinted from 
The Straight Edge. We are delighted with the humor 
and would ask permission to republish in our journal 
Architecture and Design, which is the official pub
lication of the Institute of Southern Rhodesian and 
Northern Rhodesian Architects. 

F . G. L . S E A R S . E D I T O R 

Architecture and Design 

Editorial Weight 

E D I T O R , Journal of the AIA: 
I look forward to receiving the first copy of the 

Journal. I only hope it is not quite so weighty physi
cally as the other American architectural publications 
we receive. I have no doubt it is more weighty in the 
other meaning of the word. 

C O L I N B O Y N E 
Executive Editor 
The Architect's Journal 
London, England 
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THE REAL TRUTH about SAVING CUENT MONET! 
**It costs the taxpayer almost as mucli 
each year to run school buildings as 
it does to acquire them . . . upkeep 
costs have been largely taken for 
granted . . . A ten percent reduction 
in these costs is almost as important 
to the taxpayer as a ten percent re
duction in the cost of the building." 

From a study made for the New York Dept. 
of Education by ttie faculty of the School of 
Architecture, Rensselaer Polytechnic Institute. 

Head Hillyard's new Study of actual 
case histories for the answers to 
economy of floor maintenance. These 
case histories explain why it is so 
important for the Architect to 
1. Start floors right by specifying initial 

treatraent: 
2, Follow up by specifying proper main

tenance. 

Contrary to opinion of all too many 
building owners, there is no economy 
in "cheap" floor maintenance prod
ucts. Pennies saved here mean dol
lars lost in higher labor expense for 
floor re-treatment and maintenance 
-and, perhaps, permanent damage 
to expensive flooring. 

If, without your guidance, the client 
guesses and guesses wrong, he will 
be the loser. So will your building. 
Write today for your Free copy of 
"A Study of Economies'*. 

       
       

         

        
      

'On <fm S14. Hd Ifm TuuiwIL' 
T H E BEST PROTECTION FOR YOHR FLOORS IS THE BIGGEST SAVING FOR TODR CUENT 

Y o u ' l l B o t h b e A h e a d 
w i t h 

   
 

 

H I L L Y A R D 
Ptnic N. 1. ST. JOSEPH. MO. S» low, Cili(. 

Branches and Warehouse Stocks in Principal Cities 

HILLYARD 
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From THE AMERICAN INSTITUTE OF ARCHITECTS 

1735 New York Avenue N. W., Washington 6, D. C. 

An Accounting System designed for your office 
Four years of intensive research by a Committee of the Institute has resulted in the completion 
of a Cost Accounting System which is adapted to the special needs of architectural offices. 

Heart of the System is 
the Book of Instructions, 
available with each of the Offers; 
or sold separately 
at $5.00 per copy. In it are 
all the necessary instructions, 
along with samples 
of most of the forms, 
filled out as examples. 

The System can be purchased 
in three separate Offers. 
Each contains a year's supply 
of forms. Full information 
on the contents 
of each Offer, 
and prices of individual forms, 
may be obtained upon request. 

• OFFER NUMBER ONE 
Includes Instructions, 
Accounting Forms, 
Owner-Contractor Forms, 
Binders. 

$47.00 

• OFFER NUMBER TWO 
Includes Instructions, 
Accounting Forms, 
Owner-Contractor Forms. 

$31.50 

• OFFER NUMBER THREE 
Includes Instructions, 
Accounting Forms. 

$22.50 

Direct inquiries to: 
The American Institute of Architects 
1735 New York Avenue, N. W., 
Washington 6, D. C. 
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CONSTRUCTION DETAILS 
for LCN Closer Conceoled-in-Door Shown on Opposite Page 

The LCN Series 304 Closer's Main Points: 
1. An ideal closer for many interior metal doors 
2. Mechanism concealed within door; flat arm not promi

nent, and provides high closing power 
3. Door is hung on regular butts 
4. Closer may have regular arm or hold-open type, 90-140° 

or 140-180°, as desired 
5. Hydraulic back-check protects walls, etc., on opening 
6. Door and frame easily prepared by metal fabricator. 

Closer can be installed at factory or at job site. 
Complete Catalog on Request—No Obligation 

or See Sweet's 1960, Sec. 18e/La 

LCN CLOSERS, INC., PRINCETON, ILLINOIS 
Canada: lift lock Hardware Industrios, Ltd., Peterborough, Ontario 



Modern Door Contro by Closers Concealed in Door 
THE P / U S X / / M £ M O R / A [ l / B R / A R y O F ST. i O U / S UNIVERSITY^ 

ST. LOUIS, MISSOURI ' 

LCN CLOSERS, INC., PRINCETON, ILLINO 
I — 

Conjfrucfion Details on Opposite Page 

     



Air-Conditioner Performance 
Can Be Guaranteed 

When you specify unitary* air-conditioning equipment \ \ i th this Seal, 
you are assured that it will deliver rated performance, even under 
adverse conditions. 
Who gives you this assurance? Fifty-one manufacturers, producing 
more than 90% of all unitary air-conditioning equipment sold, support 
the industry-wide certification program symbolized by this A R I Seal. 
A l l certify that their equipment will perform as rated. 
To be granted this Seal by the Air-Conditioning and Refrigeration 
Institute, a manufacturer must rate his equipment in standard Biu per 
hour (Btuh) or equivalent tons, and not in the often misleading terms 
of "horsepower" or "square feet." His equipment is subject to random 
selection from stock for intensive testing and verification (including 
tests under adverse conditions) in an independent testing laboratory. 
Any model which fails to deliver rated capacity, or fails to withstand 
this severe testing, must be brought up to standard or be withdrawn 
from production. 

Send for the latest A R I Directory, which lists all unitary air-condition
ers certified under this program. I t wil l aid you in specifying. There is 
no charge. Write to: Chief Engineer, Dept. 0-1003, Air-Conditioning 
and Refrigeration Institute, 1346 Connecticut Ave., N.W., Washing-
ton, D . C. 

•"Unitary" air-conditioners included in this program: all packaged air-conditioners, 
whether single units or two-piece units (called "split" systems), designed to be used 
together, up to 135.000 Btu per hour (Btuh) in capacity, but not including room 
air-conditioners. A R I Standard 210-58 for electrically-driven equipment; A R I 
Standard 250-58 for heat-powered equipment, 
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ManufaelurrTii parliripating in Ihii program as of July t, I960: 
• Airtcmp Diviiion, Chrygler Corporation • Amana Ilefrigcra-

lion. Inc . • American Furnace Cutnpany • Amcrican-Slanilani 
Indiutriai Diviaion, American Itadiator and .Standani .Sanitary 
("orporation • .Arlcia Air ConditioninR Corporation • Armstrong 
Furnace Company. Division of National I'nion Klectric Cor-
|M>ration • Kryant Manufacturing Company • Carrier Corpora-
lion • Clevelanil Steel Products Corporation. Turidlirel Division 
• Cobell Industries Incorporntetl • Ciiolcrator Division, 
MeOraw-Kdison Company • Crane Co. • Curtis Manufacturing 
Cominny • Day 4 Night Manufacturing Company • Florida 
Warren CoriKiration • Fraser 4 .loliiiston Company • Frieiiricli 
Itefrigerators. Incorixirated • CialTers A Sattler • Ciencral 
I-3ectric Comimny • Coetll Uros. Metal I'riKlucts Inc. • Holly-
General Company, Division of The Sicgler Corporation • Inter
national Metal Products Division, McGraw-Edison Comimny 
• Janitrol Heating and Air Conditioning, Division of Midland-

lloss Corporation • John Zink Company • I,aurel Products, Inc. 

• I^nnox Industries Incor|>oraled • Lincoln Air Control 
Pr<Mlucts, Inc. • The Mathcs Comiiany, Division of Cden Alden 
Corporation • Miami I'rodiicts Incorporated • Mission Ap
pliance Corporation • Mueller Climatrol, Division of Worthing-
ton CoriOTration • National Thcrinatic (Jorporatinn • The 
I'liyiir l 'ciIM|i;iny • IVcrlrtw ('iirpdntion • Perfection DIVISKM:, 

Hupp Corporation • Pioneer Industries, Division of Almar York 
Co., I n c . " Khcom Manufacturing Company • Hound Dak Divi
sion of Peerless Corporation • Southwest Manufacturing Com
pany • Stewart-Warner CoriKiration • Therm-Air Manufacturing 
Company • The Tranc Company, • Typhoon Air Conilitioning 
Division, Hupp Corporation • United ,'^lates Air Conditioning 
Corporation • Wclhilt Air Conditioning and Heating C o r p . * 
Wcstinghoiise Electric Corporation • Williams O i l - O - M a t i o 
Heating Company • Worthington Cdrporation • Wrighl-Tcmp 
Manufacturing Company, Inc . • York Corporation 



New low cost comfort cooling with 
natural Gas engines by Caterpillar 
New high compression gas engines produced by Caterpillar can now provide 
comfortable, dependable air conditioning at a fraction of the cost of competi
tive fuel systems. 
Couple the economic advantage of gas as a fuel wi th the built-in economy of 
the new Cat Natural Gas Engine, and you provide your clients wi th long-life, 
trouble-free cooling at operating costs that can't be beat. 
Caterpillar's use of a basic diesel engine in developing its natural gas engine 
gives tremendous added load carrying ability. The higher compression ratio 
of 10.5:1 allows increased horsepower output and fuel economy . . . and in
creases the l i fe of the Cat Engine by many thousands of hours over more 
conventional designs. 
The design of these gas engines permits operation well wi th in the peak pres
sure load, continuously at f u l l horsepower, ivithout derating. And the low ten
sion ignition system means longer spark plug life. 
These Natural Gas Caterpillar Engines have proved themselves in the field 
for many other uses . . . for standby power, pipeline and irrigation pumps, etc. 
. . . and do give this same economical performance to your air conditioning jobs. 
For f u l l technical information, call your local Gas Company, or write to Cater
pillar Tractor Co., Peoria, Illinois. American Gas Association. 

FOR COOLING & HEATING ^ G A S IS GOOD BUSINESS! 
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T-STEEL — New! Galvanized. For clear spans 
to 32'0". Adaptable to acoustical and flush, 
luminous ceiling treatments. Provides superior 
diaphragm to transmit seismic and wind loads. 

O O 

Standard Tile or Board Light DIffuser 

Surface-Mounted Fixture Lath and Plaster Fireproofing 

24-

TYPE B ACOUSTIOECK — For pur-
lin spacings from 6' to 10'. Uses min
imum of 1" rigid insulation board. 

12" 

Complete structural systems that broaden your 
latitude In planning ceilings, lighting, acoustics 
—within realistic budget boundaries 

I Acoust ideck for gymnasiums, other 
• activity a reas 

Combines steel roof deck and acoustical ceiling with 
Noise Reduction Coefficient of .70. 
Erected fast in any weather that a man can work. In
teresting ribbed underside provides an attractive ceiling. 

2 New Inland T - S t e e l Roof Deck for 
• c lear -cei l ing c l a s s r o o m s 

Especially suitable over classrooms of 26' to 32' spans 
—or other areas where you want an attractive unbroken 
ceiling surface. 
You can use various types of acoustical tile — provide 
a flush, luminous ceiling — or leave the underside ex
posed and painted. 
Write for catalogs 240, 241. and 246 or see Sweet's, sec
tions 2c/ In l and l l a / I n . Inland Steel Products Com
pany has trained sales engineers capable of giving you 
the benefit of their diversified experience on specific 
problems. Write or call your nearest Inland office. 

member of the 

steel femily 

TYPE C ACOUSTIOECK — For pur
lin spacings from 10' to 20'. Uses 
minimum of IV^" rigid insulation 
board. 

E N G I N E E R E D P R O D U C T S D I V I S I O N 

I N L A N D S T E E L 
P R O D U C T S C O M P A N Y 

Dept. J , 4127 West Burnham Street, Milwaukee 1, Wisconsin 
A T U N T ^ BALT-MOnC BUPM.O. C H . C C O . CNCHNAT.. C . . V . . . . O . O A L ^ S . OENVeR. OHTRO.T. K^.SAS C.TV. .OS ^O.U.. M . W . U K . . . M.NN^POUS. N.W V O R . ST. LOU.S 



N o l t o n C u j i o m Vinyl Dvno i lv Tll« 

1 .-̂  
7 4lt 

U l l l m o I n l a i d LInolaum 

    

I . 

YOU SELECT 
THE PROPER FLOOR 

Congoleum-Nairn offers America's most complete line of fine floors. These 
smart floorings range from the low cost but fascinating SPARKLEWOOD" Vinyl 

Asbestos Tile to the frankly luxurious NAIRON" CUSTOM TIFFANY 
VINYL Tile. And it includes dramatically different new vinyls by the yard, 
COSMOPOLITAN^ and CONCEPT 70'' ' ; plus the revolutionary ULTIMA® 

LINOLEUM that has vinyl added to it. Yes, however you design, 
Congoleum-Nairn can supply you and serve you better . . . without 

favoring any product type — and giving you the broadest 
choice. Be a smart designer today; see 

i l «60 .Con | lo lw>i N»imlnc . .K»»m», N J •T tad i 'mork 
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In tills age of innovation and invention, 
there are many hundreds of materials 
you can build with. Yet, i f you 
purposely set out to produce one that 
would reflect the significance of an 
enterprise, you couldn't approach llic 
character of marble. In it, there is 
dignity, stability, permanence. 
It is modern and it is distinctly 
beautiful. There is no substitute, 
nothing comparable. 
For practicality and economy — again 
the answer's marble. That can be 
documented by many case histories. 
And its striking beauty extends a 
standing invitation every day of the 
year . . . an extremely important 
advantage where services are similar 
and the product's one and the same. 
That's why we feel safe in saying 
that marble is the banker's choice. 

D I V I S I O N S : Structural Division, Nelson, Ga . ; Calcium Products Division, Tate, C a . ; Alabama Limestone Co., Russellville, Ala . ; Green Mountain 
Marble, West Rutland, Vt.; Tennessee Marble, Knoxville, Tenn.; Alberenc Stone, Schuyler, Va . ; Willingham-Little Stone, Atlanta, Ga . ; Consoli
dated Quarries Div., Lithonia, Ga. 

    

        

 

 

Left: NATIONAL BANK OF DETROIT 
ARCHITECTS & ENGINEERS: Albert Kahn 
GENERAL CONTRACTORS: Bryant and Detwiler 
STONE SETTING CONTRACTORS: Winfrey Brothers 
INTERIOR MARBLE: Detroit Marble Company 
MATERIAL: White Georgia Marble 

Lower left: The Fifth Avenue Office of 
MANUFACTURERS TRUST COMPANY, 

New York, N. Y. 
ARCHITECT: Skidmore, Owings & Merrill 
GENERAL CONTRACTOR: George A. Fuller Company 
COLUMN FACINGS: Meadow White Statuary Marble 

Below: REPUBLIC NATIONAL BANK BUILDING — 
Dallas, Texas 

ARCHITECT: Harrison & Abramowitz, New York, N. Y. 
ASSOCIATE ARCHITECT: Gill & Harrell & Assocs., Dallas, Texas 
GENERAL CONTRACTOR: J. W. Bateson, Dallas, Texas 
MATERIAL: White Cherokee — Sand Rubbed 

 



A I A 

Journal 

The Planner 
and 

his Critics 

B Y G R A D Y C L A Y 

This is the substance of an address 

delivered to the American Society 

of Planning Officials at Miami 

Beach last May. Although not di

rected to the architectural pro

fession, it deals with problems 

we face every day—and in a very 

stimulating manner 

• "Facilius est dcstruere quam construere." 
Freely translated into a familiar English prov

erb, this ancient Latin quotation becomes: " I t is 
easier to pull down than to build up." 

"Critics in general are venomous serpents who 
delight in hissing," said the English writer W. B. 
Daniel. 

"Mercy on us, that God should give his favorite 
children, men, mouths to speak with, to discourse 
rationally, to promise smoothly, to flatter agree
ably, to encourage warmly, to counsel wisely, to 
sing with, to drink with, and to kiss with, and that 
they should turn them into mouths of adders, 
bears, wolves, hyenas, and whistle like tempests, 
and emit breath through them like distillations of 
aspic poison, to asperse and vi l i fy the innocent 
labors of their fellow creatures who are desirous 
to please them." (Charles Lamb) 

Said Oliver Wendell Holmes, across the break
fast table: "Nature, when she invented, manu
factured and patented her authors, contrived to 
make critics out of the chips that were left." 

Said Alexander Pope: "Critics, as they are birds 
of prey, have ever a natural inclination to car
rion." 

And Samuel Johnson: 
" A fly, sir, may sting a stately horse and make 

him wince; but one is but an insect, and the other 
is a horse, sti l l ." 

Or Samuel Taylor Coleridge: 
" A l l enmity, all envy, they disclaim 
"Disinterested thieves of our good name; 
"Cold, sober, murderers of their neighbor's 

fame." 
And, finally, Robert Burns pursuing the same 

theme: 
"Critics! Appalled I venture on the name, 
"Those cut-throat bandits in the paths of fame." 
I would like to speak for all the "cut-throat 

bandits," those "cold, sober murderers," those 
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Grady Clay, who has often appeared in ihe 

Journal, is Real Estate and Building Editor of 

the Loi4is\'ille Courier-.loiirn;il. Associate' Editor 

of Landscape Architecture Quarterly, and visit

ing lecturer in Urban Design at the University 

of Kentucky. I960 

insects, birds of prey, and venomous serpents 
whose mission in life, so it is alleged, is to blemish, 
tarnish, besmirch and bespatter the good name of 
planners and their allies—^to "vi l i fy the innocent 
labors of their fellow creatures who are desirous 
to please them." 

I trust that when I finish, I wil l have persuaded 
you that the role of the critic, however unpopular, 
is a useful one; that there is a much wider interpre
tation of the word "criticism" than may at first 
occur to you; and that it is the responsibiUty of 
your profession and mine to explore this field 
together. 

The role of the critic is indeed unpopular. I t 
does not easily fit with our cherished faith in the 
Man of Action: "He who can, does; he who can't 
reaches: he who can't teach, criticizes." 

And yet, we may be forgetting the usefulness of 
criticism which reminds us where we are going 
(or where we said we intend to go) . I f critics did 
this and no more, they would serve a useful pur
pose in our society. For our national hero seems 
to be the fellow who jumps on his horse and gal
lops off in all directions. He may not know where 
he's going, but man, can he run! 

I propose briefly, therefore, to suggest some 
of the functions of criticism in our society; and to 
suggest that as a vital fo rm of pubUc discussion, i i 
is essential to the planner, the writer, and to the 
public. 

There is nothing revolutionary in saying that 
criticism is, and should be, part of the planning 
process. The planner, by his very nature, is a kind 
of critic. 

This is ancient stuff. I am sure that ever since 
the first cave man tried to pile two stones upon a 
third there has always been somebody to suggest 
that one stone balances better upon two or three, 
instead of the other way around. As surely as the 
citizens of Babel raised a great tower toward the 
sun, there were others to suggest that it was built 

in the wrong place, of materials unfitted for their 
function; that i t should have been built sooner, 
later, or not at all; certainly by somebody else (of 
a different political party); and that it was 
prompted by the wrong motives to begin with. 
And who are we to say the critics were wrong? 

Look about us today. The Tower of Babel, the 
great pyramids of Egypt, the seven wonders of the 
ancient world, are nothing compared with the 
fantastic stuff we are building. 

I f ever in our history we should be concerned 
with what we are building, not only how it works 
but how it looks, it is now. 

Today, we are building a great urban nation. In 
twenty years, we shall have a population of some 
250,000,000 people. As my plane took off from 
Louisville, 1 looked down upon a beautiful and 
pleasing landscape: Gently rolling, fertile, with 
gleaming streams through fresh green pastures, 
and field after field of ripening grain or freshly-
cultivated earth. In ten years, 14,000 of those 
acres around my own city wi l l be covered by spUt-
levels, "Cape Cod Ranchers" and endless varia
tions of that ubiquitous architectural style known 
as Shrunken Colonial. Another 5,000 acres or so 
will be gone—covered by ranch houses and burger 
bungalows, by drive-ins and cook-outs, by deep 
wells and high buildings. 

My city and yours has enough capital expan
sion to keep us busy pouring concrete for another 
generation: Highways, ports and schools; fac
tories that whistle, sewer systems that gurgle; new 
towns in the countryside and new countryside 
brought into town. We have lined the public trough 
with concrete. 

What evidence have we that all this is a 
"planned" environment? 

I would suggest that to the average American 
citizen today, three things represent the end-result 
of city planning: The express highway, the modern 
suburb and the new redevelopment project. 

Each is a product of mass-production technique. 
Two of the three would be impossible without 
condemnation. Each of the three is a highly visible 
result of somebody's formally-adopted plan. 

First, a brief and unfriendly look at each one: 
The Federal Interstate Highway system is, in 

the words of the Brookings Institution, "The great
est single combination of economic activities in 
man's history." I t is the greatest device ever lob
bied through Congress for distributing unearned 
increment of land-values. I t is the most eflicient 
method we have ever devised for keeping millions 
of people in a perpetual state of animated suspen
sion. It seems to be devoted to proving an already-
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established fact: That the shortest distance between 
two points is a straight line. I n far too many com
munities, the public is beginning to decide, " I f this 
is planning, the hell with i t . " 

Next, the "planned suburb," a contradiction in 
terms. It is usually planned for maximum return 
on the contractor's investment. 

A suburban area, as somebody has said, is one 
in which we substitute traffic jam for forest pre
serve. It is farmland held by speculators long 
enough to double their money; the place where 
city folks seek to pay off mortgages in genteel 
company; where five acres are made to do the 
work of one; where one husband does the work of 
live servants; where the straight furrow has been 
replaced by the wrinkled brow; field larks by 
thunderbirds; where man and nature can live in 
harmony only so long as the power mower keeps 
running. 

Urban redevelopment is the latest massive ex
ample of "planning." A t last count, some 1,000-
plus cities now have a "workable program"; about 
fifty have completed a major urban renewal proj
ect. Some of the earliest and biggest have given 
many of us the shudders: Continuous barracks 
up-ended for one social-economic class; mass 
evictions, the disappearance of community life 
and the substitution of mass institutional life. If 
you travel across the United States, you can 
glimpse enough of these giant aggregations to 
wonder: Is this our Brave New World? 

If this "planned environment" leaves something 
to be desired, it is my purpose to suggest that 
your profession and mine may be equally at fault, 
equally responsible for the widespread uglification 
that goes under the name of Progress; equally re
sponsible for the fact that so little of our new 
urban environment is pleasing to the eye; or satis
fying to humanity's need to live where they can 
truthfully say, " I like it here." 

And if all this leaves so much to be desired, I 
would suggest further that a basic reason lies in 
our obsession—yours and mine—with the process 
of planning, rather than with its end results, with 
its products. 

The assigned subject of this panel is "The value 
of pubhc discussion of project appearance, for 
public acceptance and for better planning design. 
Educating the public to demand good visual re
sults." 

What is my profession (speaking as a news
paperman on a large metropolitan newspaper) do
ing about this? I would say, first, that the Ameri
can press is doing a superb job of telling the 
public what goes on. We lavish columns of news

print on the negotiations for a redevelopment con
tract. We agonize for weeks, along with our read
ers, over questions of how many families of what 
color and political faith, wil l be displaced by the 
next great "project" carved into their old neigh
borhood. 

But we seldom, i f ever, take the time to go back 
after it's all done, and take a long, hard look at 
the results. We are great ones for saying "What's 
done is done, and there's no use worrying about 
i t . " This attitude also forestalls all reflection, any 
consideration that it might have been done differ
ently or better. The critical eye in America is 
extremely well trained, sharpened, and put to good 
use in every other field but that of the physical-
architectural environment. What large newspapers 
think of existing without a movie reviewer, with
out a book-review page; without periodic reviews 
of television, music, the worlds of painting, sculp
ture, the theater and opera? 

One of my first adventures into technical jour-
nahsm was as a college student. My father was an 
opthalmologist in Atlanta—an eye surgeon. In the 
process of being a doctor's son, and occasionally 
helping him draft or re-draft technical papers for 
medical meetings, I was impressed by a very 
simple thing: Everything doctors do is subject to 
critical review. A hospital committee often watches 
their operations. A review committee checks back 
over their records to discover, among other things, 
if doctors are performing unnecessary operations. 

In other professions as weU, perjormance is 
what counts: The end-product. The other day 
Robert Frost was interviewed on the subject of a 
national academy of arts, similar to the French 
Academy. Poets, he said, have more in common 
with athletes than with anybody else. Nothing 
matters but the final performance. It's not how 
hard you try, how much money you spend, how 
much paper or energy you consume, but the final 

performance. 
Now, what do we—we of the press and you of 

the planning professions and commissions—what 
do we do with the end-products of city plans: The 
interchange, skyscraper, throughway, pedestrian 
mall, shopping center, public housing project, the 
new City Hall , or those new benches which the 
Mayor bought last week to keep the downtown 
merchants happy? 

Little or nothing. I f your Beautification League 
passes a resolution about the Highway Depart
ment's latest tree-cutting spree ("old stuff ' to 
most city editors), we print it. But do we "cover" 
the highway department's final product with any
thing like the critical awareness with which we 
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watch over their budgets, their hirings and firings, 
their contracts, and right-of-way purchases? Of 
course we don't. 

In 1958 the humanities division of the Rocke
feller Foundation held the first Seminar on Urban 
Design Criticism in Rye, New York, in an effort 
to explore this very problem. Part of what I have 
to say here comes from covering that meeting, and 
from attempting to summarize the observations 
of those who attended. Although the proceedings 
have not been formally published, 1 think you will 
be interested. 

The idea for that conference grew out of the 
remark of an official of the Rockefeller Founda
tion. He was astounded to discover that a well-
known renewal scheme had been published widely, 
without ever coming under the scrutiny of a well-
trained critic. In fact, practically no critical com
ments of any kind were published about the 
scheme. 

What goes on here? He and others began to 
wonder. What's missing in our society? Professor 
William Wheaton, of the University of Pennsyl
vania Institute of Urban Studies, rose to the bait, 
and offered this conclusion (which resulted in the 
Conference on Urban Design Criticism): 

"The low state of urban design in America today 
reflects an inadequate understanding of the val
ues of design in the city by the public, by 
officials . . . and inadequate standards and 
knowledge on the part of professions directly 
concerned with city buildings . . . In consid
erable degree, these popular and professional 
weaknesses arise because of the almost complete 
lack of critical writing about the design of cities 
in the American popular and professional 
press." 
It has now been two years since these words 

were written, and there have been a few changes 
in press coverage and critical comment of end-
products, especially in the American architectural 
monthly magazines. 

But generally speaking, American newspapers 
cover the planning process and not so much its 
end product. In this, the press reflects the planner 
himself. ASPO meetings, I would say, generally 
turn into how-to-do-it, or how-we-did-it sessions. 
"The planning process" is a magic phrase, and yet 
it somehow reminds me of the pipe contractor 
who got involved in a controversy over sewage 
being dumped into a stream. "But what are you 
looking at me for?" he wanted to know. " A l l I 
did was lay the pipes: I 'm not responsible for what 
comes out at the end." 

This concern with the pipeline of plarming, 
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rather than what comes out at the end, is one of 
the troubles with newspapers. We have gone along 
with the planners, emphasizing how these things 
work; what they cost; who gets the credit; (and 
the contract); how many families they make eligi
ble to buy new Section 221 houses. 

We concentrate on legality and longevity 
( "Wi l l the streets outlast the mortgage on the 
house?"); on durability and feasibility; on taxa
bility and other such virtues. But we seldom have 
space and you seldom have time to think about 
visibility, suitability, proportions, shape, color, 
texture, scale. 

We hear a great deal of lamentation from plan
ners about the demands of the present, and the 
great wave of population, sprawl, blight, etc, in 
the next twenty-five years. 

How are we—speaking of newspapers, the ar
chitectural and planning press—prepared to han
dle the onslaught of public works coming at us 
from your drafting rooms? How are you, your
selves, preparing to criticize adequately the results 
of our plans? 

If we follow the same old practice, you know 
what will happen: Take the proposed new City-
County Office Building (the eternal dream of the 
City Efficient embodied in glass and concrete, an 
effort to put into physical form the most unruly 
political entity in America). I t first gets into print 
when your consultant turns out a "quickie" per
spective drawing to satisfy the voters who ap
proved a Civic Center plan five years ago and 
want to see results. Next, another rendering gets 
published after the building has been redesigned 
because of increased building costs. (The Plan
ning Commission has in the process been moved 
from the penthouse to the basement.) Finally, 
there's a great ground-breaking, and the city edi
tor is forced to use another of these identical pho
tographs of an oversized City Commissioner hold
ing a chromium-plated shovel. And that is all. No 
further pictures until the building is remodeled, 
the architect is sued, or somebody demands the 
whole thing be torn down. 

The same is true of non-public buildings. They 
get into print under the same kind of circum
stances, and then again when they burn down, 
get into bankruptcy court, are sold, leased, or 
otherwise handled as pieces of merchandise. 

For a half-century or longer these great hunks 
of physical environment hover around us, protect
ing, delighting or offending us, each according to 
its means, to each of us according to our capacity. 
For a half-century that new building could re
main an affront to the city's skyhne; it could spoil 



a neighborhood, break into a handsome cornice 
line, overshadow a great and renowned structure 
(much as that insurance company building be
hind Independence Hall has done tor a ucncialioii 
or longer). Such buildings might produce thou
sands of subconscious shudders per day; might 
actually dismay and dishearten thousands of 
neighbors (who really don't know why they go 
home feeling so exhausted at the end of a day). 

In other words, as was suggested by Professor 
Ian McHarg of the University of Pennsylvania, 
there are many ways to assault a man other than 
by slashing him with a razor. We are only begin
ning to realize that visual assault, as well as physi
cal assault, is an anti-social act. 

I am concerned about the results of city plan
ners' work because every newspaperman linds 
himself trying to explain them—or explain them 
away. 1 am concerned because one of the func
tions of the press is to clarify public discussion; to 
encourage a common understanding and language. 

How should planners and the press tackle the 
end-product of planning—the visual scene, the 
townscape. the structures and spaces we must live 
with and pay for, financially and psychologically? 

To answer this, I would like to speak of pressure 
points in urban design by asking these questions. 

Who is assuming what? 

Every building and every plan began long ago, 
in the mind of a man, in a sketch, a theory, in a 
tradition, in a belief. Therefore it is up to you, as 
well as the press, to dif,' out the unspoken assump
tions, the root metaphers, the hidden biases on 
which emerging plans are based. Such as "This 
neighborhood will always be black, so we may as 
well double the density." When it gets into the 
planning document, this gels watered down into 
a phrase such as "To be made available for duplex 
Negro occupancy." 

Who laid the hrst egg? 
When citizens come to protest this or that plan, 

your stock answer appears to be: "Well, it can't 
be avoided, there's no other way to do i t ." (Among 
highway engineers, the answer becomes: "Well if 
you're so smart, why don't you find a better 
route?") 

A l l over the country, citizens are learning that 
things they never heard about are "inevitable" be-
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cause of decisions tliey never learned about until 
it's too late. 

Example: This one comes from architect I . M . 
Pei, of Webb and Knapp, Inc of New York City: 
(from transcript. Rye Conference on Urban De
sign Criticism, 1958) 

" I was asked to look into the possibility of do
ing some houses in Lincoln Square. Nobody ever 
mentioned anything about the 4.0()() units of hous
ing just one block away. As soon as 1 looked into 
the documents as to what you can or cannot do, I 
found out that the whole design was made, and 
there was nothing you could do. 1 find, therefore, 
that the criticism should have been in a stage long 
before the architects and planners stepped into the 
picture. Any definition or specification of density 
which is set, sets the designer. There is nothing the 
architect or planner can do about it. As long as 
that density is set, the price tag is set. Once the 
price tag is set, no architect can ever change the 
mind of his client." 

On another occasion, Mr Pei made a plan for 
a redevelopment project which was accepted. "On 
this plan were large public spaces. Somehow inter
polated into the paper was one statement made by 
the head of the redevelopment authority . . . very 
proudly saying that this agency wil l be able to 
recoup fifty per cent of the cost of the acquisition 
of the land. This was a loudly acclaimed achieve
ment, both by the people and the press. I realize 
now that that statement formed the poison which 
today is going to shape the design of that plan, and 
not people like ourselves coming later. We have 
to squeeze all the money we can get out of it . . . 
The ofl!icial claims he is going to recoup a large 
percentage of the money spent by the government. 
We have to merchandise the real estate." 

Mr Pei then went on to suggest that critics 
should read the specifications, construct a visual 
picture to the public of "this, not this." Unless 
this is done, "we are absolutely helpless." 

Catching the decisions while they're being made 

Let us go behind M r Pel's back a moment. 
Where do decisions begin? In the minds of men. 
And when do the rest of us first hear about them? 
When somebody says "Let's just try this on for 
size." Or " I 'm just thinking out loud but . . ." They 
begin with a dream, a doodle on a piece of paper. 

These are the reflection points, where future 
policy gets shaped—as in many a business, the 
big decisions are made when the two senior execu
tives meet in the hallway. 

Who keeps records on the decision-makers? If 
you've ever tried to find out where public policy 

begins, you come smack up against the realiza
tion that nobody's keeping the minutes. Even 
when policy shapes into action, there is an amaz
ing lack of record-keeping. 

Who keeps the batting averages of the players? 
In trying to weigh the results of city planning 

somebody's got to find out who the players are 
and how they're performing. (This gets harder 
all the time when the decision-makers are con
cealed behind, let us say, a tri-state semi-govern
mental corporation which meets in secret and 
announces decisions through vice-presidents in 
charge of public relations who can never give 
answers unless they're in the script.) 

In other words, what have these fellows done 
before—these fellows who are shaping our cities? 

It is a rare newspaper which asks, or tries to 
answer this question. Let me cite an exception: 
George McCue on the St. Louis Post-Dispatch. 
He recently analyzed two proposals for downtown 
redevelopment in these words: 

"Both the Third Street proposals, then, have 
been prepared by designers of broad back
grounds and excellent reputation. The choice is 
between dilTerences of physical appearance and 
the economic possibilities . . . One of these 
major points, the Kitchen [by Lewis Kitchen] 
plan seems preferable . . . Visually [ i t ] would 
inject some sorely needed excitement into our 
drab riverfront skyline . . . [it] would allow 
many more options for future designs of greater 
variety." * 

What choices do we have? 

A major weakness in planning, it seems to me, 
is the failure of both planner and politician to tell 
the public what its choices are; and then to make 
elear recommendations wherever they can. 

These choices, I think, ought in every instance 
to be illustrated graphically—with sketches, air-
views, photo-montages, scale models. I would even 
suggest the educational walk—a walk through a 
project area, down a proposed expressway route— 
with appropriate markers, so that people can 
actually see what's going to be done. 

As a reporter and editor, I have done my share 
of trying to translate the planner's zoning enve
lopes, setback requirements and land-use regula
tions into the English language. A l l 1 or my read
ers really needed was a picture, a scale model. 

Let me remark parenthetically that I have been 
in many planning offices around the United States 
trying to understand what planners are doing to 
me and my environment. The ones with the clear
est answers, it seems to me, had scale models. 
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\S iii.n I asked a question in the Philadelphia city 
planning office, one of the architects on the plan
ning staff answered it silently. He pulled out a 
piece of balsa wood, a knife, and carved the an
swer—a small building—and placed it down on 
a scale model of the city. 

Too much of the planners product is thrown 
at us as a fait accompli. If you provide visual 
choices, we publish them—and the public learns 
in the process. 

Example: Recently the Miami Herald's Sunday 
real estate section published a piece of promo
tional art—a sketch of a proposed waterfront 
development of skyscrapers in Coconut Grove. As 
soon as the public woke up that morning they 
began calling Frederic Sherman, the real estate 
editor. "We're not going to let you do THIS to us. " 
as though Sherman were the developer! The Coco
nut Grove Civic Club is concerned about this de
velopment which some of them consider a threat 
to the intimate, small scale of their community. 1 
cannot judge the merits of the case. But I think 
this contains a lesson for all of us: The public de
serves to be shown—ahead of time—what the 
dreams and schemes of planners and promoters 
alike will do to the public's environment. 

What are the obstacles to criticism? Let me list 
them by phrases: 

1 "Don't rock the boat." 
This prevents criticism, not only of what's come 

before, but what's coming next. "Better not criti
cize that new State Office Building; the governor 
won't approve the next building." "Don't publish 
what the local American Institute of Architects 
chapter says about the redevelopment project 
until after Washington approves the contract." 

2 "This is not an appropriate time for criti
cism," or "Not now." 

The answer to this is: No time is appropriate— 
Id the person or agency criticized, which has noth
ing to do with the case. 

3 "Why ask for trouble?" (variation on "Don't 
rock the boat.") 

Most people in your profession. 1 am sure, leel 
they've got troubles enough already. Why ask em
barrassing questions? 

4 "We need positive thinking." 
I agree. But to think positively about unpleasant 

matters, such as failure, unsightliness, uglilieiition 
is not yet un-American. 

Which brings me to another question: What are 
the purposes of criticism in its broadest sense? 

First, to identify and kill off the weeds growing 
in our cities. The weed-killers include an honor
able company; Jacob Riis. Lincoln Stcffins in 

earlier days; Lewis Mumford, Catherine Bauer in 
our own day. Your own profession has some ex
perts, with their own brand of 2-4-D. 

Second (and not in order of importance): To 
encourage good designers and their associates by 
singling out the un-sung and un-heraldcd examples 
of adventuresome planning, good design. Hidden 
away in your community and mine are wonderful 
examples of somebody's genius—a pocket of 
beauty surrounded by acres of blight; an oasis in 
an urban desert of ugliness; a well-turned corner, 
a magnificent view. Such urban treasures—often 
obscured by neglect—need to be singled out for 
praise, identification and imitation—whether on 
the new city plan, the gasoline company map, or 
in the newspapers it doesn't matter. 

Third: To give the planner and designer a new 
and broader audience—if not appreciative, at 
least well-informed. 

Fourth: To translate to the planner-designer 
the reaction of his audience. 

Fi f th : To help educate the consumer of urban 
design—the increasing millions of people living 
with the stuff coming out of the planners' pipeline 
—to the choices available to them. 

Walter Pater, in his "Studies in the History of 
the Renaissance," had this to say of the critic: 

"The function of the esthetic critic is to dis
tinguish, to analyze, to separate from its adjuncts 
the virtue by which a picture, a landscape, a fair 
personality in life or in a book produces this 
special impression of beauty or pleasure, to indi
cate what the source of that impression is, and 
under what conditions it is experienced." 

Edmund Burke reminded us that: 
"As the arts advance toward their perfection, 

the science of criticism advances with equal pace." 
In dealing with the products of city planners— 

the great and small complexes of buildings and 
designed spaces, and all the rag-tag and bobtail 
in between which make up our townscape—the 
cities inside and outside the planning professions 
are obligated to understand the forces that bear 
on planners—speculators' arguments, the alder
man's conservatism, the Federal bureaucracy and 
all the unpleasant etceteras. 

But sooner or later you and I must stand back, 
separated from all these mitigating minutiae, and 
look at the end product. 

And then, 1 think when we discover that the 
end product is a thing of great beauty, a joy to 
behold, to live and to be proud of, then we will 
indeed agree with C. McKim Norton who said: 

Man can plan. 
But to design is divine. 
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P H I L I P P I N E A R C H I T E C T U R 

B Y R O D R I G O P E R E Z I I I 

I 
History and Development 

• To be honest and accurate, an appreciation of 
Philippine architecture must include even such 
structures as have not been so far normally ac
cepted as architecture, otherwise the record would 
be far less interesting and would fail to indi
cate the progress and revolutions in architectural 
thought. A new definition, therefore, must neces
sarily be more flexible and more comprehensive: 
Architecture is not merely the art and science of 
building, as Webster puts it, but man's functional 
response to nature and environment as expressed 
in structure. Architecture is a necessity since it 
answers both spiritual and physical needs. It is as 
a vital aspect of life and culture that it must be 
examined. 

Primitive Architecture: a response to nature 

The primal forms of architecture in the Philip
pines were presumably neither the product of art, 
as we understand art, nor of science, as we under
stand science. A quarter of a million years ago 
the earliest of our primitive forbears were content 
to live in caves and rock shelters. The pygmy types 
who migrated to these shores thirty thousand years 
ago eschewed the caves in favor of a type of 
Ican-to shelter crudely fashioned of leaves fasteiK i.1 
onto a fragile frame and propped up by a pole. 
This later developed into a larger and more dura
ble structure which did not depart much from the 
basic principle. 

40 The type A Indonesians who came twenty-four 
thousand years later introduced grass-covered 
houses with wooden frames and rounded roofs. 
These were originally sunk about three feet into 
the ground, were later raised to ground level, and 
still later were constructed on stilts. These devel
opments may be ascribed to presumably unfortu
nate experiences with dampness and "crawUng 
things." 

The fourth wave of migrants which came about 
three thousand years ago introduced squarish 
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structures provided with windows, supported by 
four posts and capped by a pyramidal roof. 1 he 
sixth and last wave of migrants which came two 
thousand years ago was responsible for the intro
duction of the elevated houses built on water. 

Thus runs briefly a history of our primitive ar
chitecture which must be considered the logical 
foundation of all architectural developments. 

Rural and Tribal Architecture: a prototype 

These primitive structures, one may venture, 
comprise the majority of structures in this coun
try. Our rural and tribal architecture is not mark
edly different from the improvisations of the 
primitives. The typical nipa hut of the lowlands, 
the huts in the Mountain Province and the Taosug 
houses in Zamboanga and Sulu are actually sur
vivals of the hypothetically inaccessible past. We 
may very well venerate them as the tried, tested 
and approved architecture for our climate. Twenty-
eight thousand years of evolution cannot be 
ignored. 

These types of structures vary according to nat
ural and sociological circumstances. Ifugao houses, 
for example, have a mere strip of window and are 
solidly built. The problem in their case is main
taining warmth within the house and resisting 
mountain winds. 

The lowland nipa hut purposes to take advan
tage of the breeze and to serve as protection from 
rain. Windows are much larger; floors are slatted 
to insure the continuous How of air; window shut
ters swing outward to serve as awnings. 

The Zamboanga and Sulu huts are especially 
designed for seafarers. Water circulating under
neath the house has an incomparable cooling 
effect, and water happens to be the most efficacious 
means of transportation in the area. 

Tltrutifih Leandro V. Locsin, archilett of Pasay Cily 

the Journal received two articles written by Mr Perez, 

himself an archilccl. The two c()iii[>lemeni eucli nlhcr 

so well thai we present them both in this issite. The first 

article is reprinted from Mobilways. Vol. HI No. 4, 

Standard-Vacuum Oil Company 



Other examples of pre-Hispanic architecture 
would be the Maranaw and Magindanaw houses 
in Lanao and Cotabato. Indonesian in inspira
tion, these structures mark the ful l flowering of 
our pre-christian culture. Steep, graceful roofs, ex
tremely solid construction and prodigious orna
ment are few of their especially interesting fea
tures. 

To some extent, these pre-Hispanic structures 
formed the basis for the residential architecture 
which flourished during the Spanish and early 
American chapters in our history. The steep roofs, 
the elevated living quarters, the concern for ven
tilation, the concept of space, the straightforward
ness of construction and the use of indigenous 
materials indicate the parallels in style and prin
ciple. 

Aside from the fabulous Ifugao rice terraces and 
other equally remarkable though less extensive 
terraces, our pre-christian culture, judging from 
available history books, has left no grand monu
ments, no possible equivalent of the Pyramids or 
the Parthenon or the Hanging Gardens. The ab
sence of such wonders may be ascribed to the 
undeveloped social and political system, to an 
animistic faith rather than a supremely systematic 
religion, to the absence of durable materials, the 
insufficiency of labor and manpower, or perhaps 
the absence or ineffectualness of a promising des
pot. Nevertheless, the rice terraces prove at least 
that our forbears were not incapable of magnifi
cent conception and equally magnificent execu
tion. 

The Spanish Era: elegance and solidity 

The old Spanish-style houses, which scholarly 
critics term "Anti l lan" and which are found in 
the older districts of Manila and in most provin
cial communities, may be considered the high 
point in the development of indigenous architec
ture. These houses were basically the outcome of 
the expansion and refinement of our primitive 
architecture. Undoubtedly they absorbed many 
features introduced by the Spaniards, but not with
out modification and certainly without prejudice 
to their fundamental principles. 

Elegance and texture were the new additions 
to the architectural idiom. The prosperity brought 
about by a more or less organized social system 
expressed itself in the richness of design and 
craftsmanship. Large, continuous glass and shell 
windows, spacious rooms, grand stairways, low 
relief decorations on wall and door panels, wooden 
filigree, high, ornate ceilings, paint and polished 
wood, carved "vcrandillas" and ceiling ventilators, 

Detail of Am Ulan house at Cavile 
shows the fine craflsinattship of 
ihc Spanish era 

Taosns! huts in Sulu. the homes of seafarin}> people, 
stand on stUts over the water. Courtesy: Mobi lways 

Environment and materials dictate the form of primi
tive architecture. These lfui;ao huts heside the Banaue 
rice terraces were huili to retain warmth and resist 
mountain winds 
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Church at Paoay. Ilocos Norte. Note the dramatically 
heavy buttresses 

classic ornaments such as columns, pediments and 
caryatids, which were integral with structure, were 
earmarks of the new and splendid style. It was the 
age of the Maria Clara, the sweet, delicate em
broidery on remarkably fine fabrics, the volumi
nous silken skirts, the intricate jewelry, graceful 
furniture, harps in the parlor and elaborate man
ners. It was an age of romance, warmly expressed 
in architecture. 

That romance, that longing for and recollection 
of distant places existed equally in the churches 
which were a curious result of Spanish design and 
Philippine-Chinese workmanship. The prevailing 
influence was a kind of simplified Baroque. 

Engineering-wise the early churches must have 
been quite remarkable in their time. A great many 
of them were constructed in the elevated portions 
of the townsites, the better to command attention. 
Their massive, earthquake-proof construction was 
prompted by practical and perhaps poetic reasons. 
The church was the communal refuge in time of 
disaster, the faithful's fortress against storm and 
invasion, and the enduring symbol of the Faith. 
It had every reason to be the most invulnerable 
structure in the community. 

The churches at Paoay, Miagao, San Juan (San-
tuario), Morong and in many of the Ilocos towns 
and the San Agustin Church in Manila are among 
the outstanding examples. The Ilocos region is 
noteworthy for its fine collection of churches, to 
name a few, the aforementioned Paoay, San Nico
las, Baloan, Bantay, Vigan, Laoag, and Santa 
Maria. The apparent minor influences are quite 
varied, ranging from Hindu and Siamese to Gothic, 
Romanesque and Baroque. It is presumed that 
these were designed by the Spanish friars and were 
executed by Filipino and Chinese workmen. The 
floor plans were simple: Basically rectangular or 
modified cruciform. The structural conception 
was equally simple: Thick walls and buttresses. It 
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was in the facade and interior embellishments that 
both designer and executor exercised the utmost 
of art and ingenuity. Ideas for the facade were 
presumably derived from old prints and paintings 
or were substantially what the supervising friars 
recalled of churches on the European continent. 
The execution must have been a perpelxing affair 
since the workmen, as may have been expected, 
were unfamiliar with the exquisite proportions and 
refinements of European architecture and were 
largely dependent on their instincts and their gift 
for improvisation. It was thus that a curiously dis
tinct style insinuated itself upon our landscape. 

The later part of the Spanish period saw the 
emergence of the first trained Filipino architects, 
foremost of whom was Felix Roxas. Roxas is 
credited with the design of old Santo Domingo 
Church in Intramuros and of several magnificent 
residences. That twilight era was marked by, 
among other things, the construction of the San 
Sebastian Church and the Cathedral of Manila. 

Early American Regime: a transition 

A number of changes were introduced during 
the early part of the twentieth century. Typical 
structures include the tropical bungalows—steep-
roofed, elevated, rectangular structures—the fur
ther development of the Antillan house, and the 
plain, "classic" civic structures, such as the public 
schools. The schools were the prototype of a 
style—massive, monolithic arcades and colon
nades, steep roofs and shell windows—which 
found its apotheosis in the Philippine General Hos
pital and the Manila Hotel. In the strictest sense, 
the style was functional. So far, architecture pur
sued the principle founded by the ancients. 

The intensified communication between the 
Philippines and the Western world, particularly 
the United States, effected radical changes in ar
chitecture. Filipino architects like Juan Arellano. 
Andres Luna de San Pedro and Juan Nakpil, who 
went abroad for their education, developed into 
major influences. Arellano, a traditionalist, pro
duced such awesome works as the Post Office 
building and the Metropolitan Theatre. 

A t the time, modern architecture was adapted 
as a style rather than a principle. The use of glass, 
reinforced concrete and "modernistic" lines and 
the imitation of forms espoused by European and 
American architects—who evolved such for an 
entirely different climate—highlighted that period 
of transition. Modern architecture was superfi
cially appreciated. It was simply its elegance which 
found favor. 

It was in the complex structures of the time, 



cinema houses, office buildings, hotels and houses 
of the wealthy, that the new style was clearly ex
pressed. The fundamental ideas were conservative; 
it was the approach to the problem of ornament 
and elegance that indicated the change. 

The philosophy and methods which made mod
ern architecture what it is were not eclipsed for 
long by the prevailing misconceptions. The emer
gence of such architects as Pablo Antonio, Angel 
Wakpil, Carlos Arguelles, Cesar Concio and their 
contemporaries and disciples injected new vitality 
into architecture. The age of reason in Philippine 
architecture was auspiciously returning. 

Developments, however, were cut short and mis
directed by the second World War. The years im
mediately following the war comprised the worst 
period in Philippine architecture, glorifying in 
indiscriminate imitation, riotous grotesquerie and 
imaginative fakery. It was the result of a long sup
pressed appetite for glamour, the sudden taste of 
freedom, the lack of materials and the wildest 
improvisation. 

Present-day Architecture: a new spirit in design 

For all its common sense and honesty, contem
porary architecture in the Philippines has in form 
departed from the developments initiated in the 
prehistoric period and climaxed by the Antillian 
house. New materials, new engineering methods, 
new forms, new architectural features—many of 
which are importations—have evolved a new spirit 
in design. As anyone can see, contemporary resi
dential and commercial architecture does not en
joy, or, from an opposite viewpoint, does not suffer 
any distinct homogeneity. Whether the situation 
credits the individuality of architects or testifies to 
the incredible range of superficiality is yet to be 
decided. 

Our contemporary architecture is perhaps more 
romantic than functional, if we must understand 
functional as Le Corbusier meant it to be. Much 
of it though is based on reason, and much of it is 
derivative. Its virtues and its errors are the out
come of inescapable foreign influences—particu
larly North and South American. It has, in a 
manner of speaking, cut oflF itself f rom the past 
and has cast its fortunes with the West. It is, in 
more stringent terms, an embryo, and a strange 
one, as it happens to be a disembodiment from 
something foreign and mature. 

The main question is, does it work? Its effec
tiveness and its history are two different things. I t 
has so far been successful; it has become vastly 
popular, and it is more and more properly under
stood. 

Chapel of the Holy Sacrifice at the University of the 
Philippines. Leandro V. Locsin, architect. The first 
3" concrete shell dome in rlw Philippines, the cliiircli 
seals one ihoiisand 

The list of achievements along this line is quite 
extensive, including whole communities Hke the 
Philamlife Homes, Forbes Park, San Lorenzo 
Village, many of luxury and middle and low-cost 
residences, apartment buildings such as the Pe-
trona and Monterrey, the National Press Club 
Building, the Chapel of the Holy Sacrifice, the 
Gonzaga and Garcia Buildings, the Ever Theatre, 
the UP Liberal Arts Building, the Shell, Caltex 
and Stanvac Buildings, the Magsaysay Building, 
the Shurdut Building, the Victorias Church, the 
Madrigal Building, the Montinola Building, the 
Children's Memorial Hospital and so forth. 

The question now is, how Philippine is Philip
pine architecture? One might well ask, how F i l i 
pino are the Filipinos? From the earliest days to 
the present, Philippine architecture has inevitably 
been the resuU of migration, importation and 
derivation. That it is here, and that it works and 
succeeds here is reason enough to consider it an 
integral part of our life and culture. 
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I I 
Baroq 

T H E F I L I P I N O O B S E S S I O N 

By Rodrigo Perez III 

• I t is a major obsession among the students and 
devotees of the arts to capture in a single word 
or in a shimmering phrase the complex and elu
sive quality of the object of their inspection or 
veneration. Simplification is dangerous business, 
as it involves blanket appraisals, and like all 
dangerous business it invites participation. It is 
therefore with some apology that we present these 
observations and the inevitable simplification. We 
have no mission nor purpose to accomplish. We 
are. presuming on your kindness, simply clearing 
our mind. The subject at hand has idled far too 
long in the privacy of our cerebrum and has devel
oped, like an omnipresent relative, into a nuisance. 
The only way to dispose of it. so we have been 
advised, is to discuss it to death. 

For all its apparent inconsistencies, its careless, 
composite, hybrid nature, its unabashed receptiv
ity to change, Filipino taste can be summed up in 
one word: Baroque. Whether this is intended as a 
compliment or a condemnation, we prefer not to 
commit ourself. Calling it Baroque itself is enough 
of an imprudence. The term Baroque, supposedly 
a corruption of "baruecco," meaning a large, im
perfect pearl, is commonly and properly applied 
to late Renaissance art. It has come to imply 
richness, profusion of ornament, incongruity be
tween ornament and structure, delightful gro-
tesquerie, theatricality, exuberance, extravagance, 
luxury, decadence and passion. Opulence, osten
tation and obtuseness is quite evident to some ex
tern. 

The very same accusations which have been 
directed at Baroque esthetics may be directed, 
without compunction, at Filipino taste. Thus do we 
joyfully apply the term. 

Reprinted from The Saiiirtliiv Mirror, The Timcs-Mirror Pliblibh-
ing Co, , Manila 

A scholarly diagnosis of Filipino temperament 
is not necessary to justify these imputations, nor 
to establish the indestructible foundations of these 
arguments. One merely has to expose himself to 
the sundry expressions of that irrepressible tem
perament: The manner of dress, for instance, or 
of decoration, or that aggregate called "the way of 
l i fe ." Everywhere one senses that sumptuousness 
which can easily be mistaken for pomposity, the 
floridness that is confounded with effeminacy, the 
desire for awesome effect that is frequently equated 
with bad taste. 

"The Filipinio does not know when to stop." is 
aimed specifically at the dress designer, the archi
tect, the interior decorator, the furniture-maker, 
the jeepney-decorator, and so forth, not to men
tion the public speaker. "The Filipino cannot leave 
well enough alone." He conceives of creativity as 
indiscriminate accumulation rather than selection 
and control. He conceives of space as something 
to be filled, of art as an excuse for ornament rather 
than as a functional respon.se. Witness the Spanish-
style mansion with lions guarding the entrance, 
grilles that surpass grapevines in their prodigality, 
crenelated parapets, splendid towers whercfrom 
the lord of the house can sight galleons, and the 
cornices and erotica of Greco-Roman architecture. 
Witness the spurious modern villa with false chim
neys, affected rusticism. outlandish roofs, enough 
plate glass to supply a department store chain, 
enough drapery to smother a slum fire, and a liv
ing room so plush that one expects the sudden 
emergence of Clifton Webb wearing a silk dress
ing-gown. Witness the house of the nineteenth 
century, with its superb confectionery, carvings, 
ornate ceilings, grand stairways and verandillas. 
Contemporary or otherwise. Filipino architecture 
confirms the reflection that splendour is a many-
loved thing. 

Whether he adopts, combines or overhauls such 
wayward influences at Moorish. Spanish. Greco-
Roman. Brazilian. Frank Lloyd Wright, Le Cor-
busicr. Japanese. Exposition Malayan, or Metro-
Goldwyn-Mayer. the Filipino persuasions are en-
duringly Baroque. The style may not always be 
Baroque, but the attitude definitely is. 

Barong and Terno 

I t is well that we pursue the investigation fur
ther and confine these appraisals to the realm of 
the unschooled artist and the non-artist. Witness 
then the haroni> tagaloi> and its indispensable em-



brt>idcry and its occasional goldplating: the terno 
and its unquestioning incorporation of the latest 
discomforts in the fashion world. Witness the 
carromata and the calesci and their whimsical em
bellishments, the beaten metal panelling or the 
floral compositions, the rococo fenders which can 
only collapse while serving their purpose. Witness 
the jeepney, the motorized extension of the carro
mata. with its chromium trimmings, the pseudo-
Venetian rear-view mirror, the elaborate hood-
piece, the abstract paintings on exterior panels, 
the flashy, grinning radiator grille, the fringes or 
perhaps curtains, and the lively unorthodox color
ing. 

Witness further the ice cream wagon, with its 
irrelevant landscapes, its flaming spectrum and 
knobs which seem to have been designed to a 
Mozartian air; the Christmas lantern, with its 
simulated lace, furry frills, tinfoil trimmings and 
tassels; the pagodas of fluvial processions, almost 
pagan in their indulgence; the front gardens with 
their exotic conifers which are given preferential 
treatment and centrical position and which are 
protected by row after row of cuclvitas. 

Fiesta Decor 

Witness the fiesta arches and the whole comple
ment of fiesta ornaments, the coronation chair, 
the coronation gown, the coronation speech. Wit
ness the fiesta itself which is a Baroque fantasy, an 
extravaganza of ritual, food and finery. 

Witness, though at this point it would seem 
exhausting, the hand-made furniture, the aparu-
dores festooned and crowned, the high-black 
chairs with their abundance of flora and fauna; 
the sala. with its frothy curtains over doors and 
windows, the family portraits, the diplomas, the 
masetas, the fringed cushions, the crocheted 
doilies, the escaparates and the unused glassware 
and silverware. And witness the tienda which like
wise unexempt from the grand manner proudly 
displays every item in stock, canned goods in a 
pyramidal or Rock of Gibraltar arrangement; 
fruits, sausages, vegetables and bakya suspended 
like chandeliers over the counters; shelves, though 
beyond human reach, crowded with commodities, 
and every bit of space, horizontal and vertical, 
impressively occupied by miscellanea. 

We have deliberately avoided the conscious 
artist who necessarily exposes himself to foreign 
influences for his improvement and edification, 
and have instead concentrated our interest on the 
unconscious ones whose principles are their in
stincts and whose instincts, to use a phrase from 
an obscure comedy, are "unhampered by taste." 

A calesa. Note orna
mented dashboard 
and seat. Courtesy: 
The Manila Times 

A "jeepney." The irresistible 
impulse to decorate! 

A fiesta arch (constructed 
of bamboo). Courtesy: 
The Manila Times 

15 

The handwo organ in the church at 
Las Pinas, Rizal—native yet Baroque 
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We have referred to domestic architecture in our 
Baroque enumeration, but it is common knowledge 
that such architecture is frequently no more the 
product of the architect's principles than the 
occupant's caprice. 

But why the term Baroque? The question is 
better answered by other questions. How else can 
one compress that vast picture of exuberance, 
extravagance, etcetera? And how else, but 
through that singular word, can one communicate 
in an instant, the plethora of implications, gran
deur and absurdity, conscientiousness and per
versity, elegance and disorder? Furthermore, the 
reference to an overblown, imperfect pearl is 
quite fcHcitous, if not patriotic in its gauche ex
ploitation of Rizal's "Perla del Mar de Oriente." 
What other word will suffice? 

One credible explanation for these Baroque 
predilections is that the Filipino's first brush with 
Western culture occurred in the Baroque era. The 
friars, the civil servants and the adventurers from 
the Peninsula were obviously not unsusceptible 
to the great affliction that was sweeping Europe. 
The Spaniard coughed, and the Filipino succumbed 
to the contagion. 

Churches, government buildings and residences 
of Hispanic vintage, and all the architecture that 
followed prove the validity of that explanation. 
Christian Philippine architecture has always been 
llorid and romantic. History explains the style. 
But history alone does not explain predisposi
tions and attitudes. 

I f the Filipino is incurably Baroque, it is only 
because his landscape is Baroque—^lavish, bri l
liant, undisciplined, and perpetually so. As nature 
acts on vegetation, on flora and fauna, so does she 
on human sensibilities. Fertile soil, abundant sun
shine and beneficial rains have made the country 
what one customarily calls a tropical paradise. 
The Filipino experiences neither spring nor winter 
nor fal l . He never sees nor learns to appreciate 
a desolate landscape swathed in snow—a land
scape in epic simplicity—the withered colors of 
autumn, the restrained richness of spring. It fo l 
lows then that he never learns to appreciate the 
beauty of outlines, the pure, classic magnificence 
of nature divested. 

What he experiences three hundred and sixty-
five days a year and year after year is a splendi
ferous summer—with its glorious, green pano
rama, brilliant flowers, succulent fruits, grass and 
vines encroaching on untended soil, on rocks 
and ruins. What he sees and cannot avoid seeing 
is an unmistakably Baroque landscape, unin
hibited, unrestrained, theatrical, exuberant, over

flowing with life and energy—nature in her wild 
and faultless magnificence. He sees neither desert 
nor snow-capped mountains. In the highlands and 
in the lowlands, he can only be overwhelmed by 
nature's lush, operatic scenery. 

It is inevitable then that his taste is conditioned 
by his environment. His enforced acquaintance 
with the richness around him develops into a 
standard of excellence and a canon of taste. What 
is rich is beautiful. Thus operates his esthetic 
judgment. 

Lavish Patterns 

He sees the lavish patterns of nature and he 
imitates them in his passion for profusion; he sees 
the flowers and fruits, and he promptly incorpo
rates them in his decorative motifs; he sees the 
brief, brilliant sunset, and he forthwith reflects 
those colors in his haberdashery. He never learns 
the value of restraint for the simple reason that 
nature around him has never learned that herself. 

It is quite foolish indeed to entertain at this 
point the wisp of an opinion that all this disputa
tion has been supremely purposeless. But this can 
materially serve the students of art who would 
fondly predict the future of Filipino taste. •< 

F O R T H O S E > NHO DON'T K N O W T H E L A N G U A G E ! 

harong 
tagalog 

men's national costume 
made of transparent silk 
or pineapple fiber ele
gantly embroidered in 
front 

terno Filipino national costume 
with butterfly sleeves 

aparadores old-fashioned v e r t i c a l 
storage cabinets 

sola the living room 

masetas potted plants 

escaparates glass-enclosed shelves 

tienda the "corner store," where 
almost everything from 
canned goods to nails can 
be purchased 

bakya wooden slippers 
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B Y I A N N A I R N 
• No country in the world is doing much to unify 
architecture and town planning, to build an en
vironment that really expresses the life in it. But 
in the United States the divorce of habitat and 
inhabitants seems almost total. 

My own image of America before I went there 
was of elegant glass slabs in each city, a carpet 
of Wright-like houses in the surrounding suburbs, 
structural pyrotechnics everywhere. I learned that 
a visitor set down in. say, Cleveland or ex-urban 
Washington. D. C , or in New York can only 
scratch his head in bemusement and wonder where 
the architecture's all at. 

The masterpieces are there without any doubt; 
but there are so few of them, and America is such 
an enormous country. An exceptional new Ameri
can building may be beautifully treated up to the 
boundaries of the site (landscape architects have 
far more opportunities in America than over 
here), but outside the boundary is the jungle, a 
continuous nonsense of non-relation. 

The argument is not aff"ected by the vast number 
of American "urban renewal" projects, which do 
combine architecture and town planning in a 
statistical sense. They are seen as isolated geo-
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metrical essays, rather like most London County 
Council schemes, and the whole project becomes 
a big building. Outside it. again, the jungle; in
side it, often, an artificially imposed architects" 
order which makes no attempt to realize the 
astonishing variety of ways of life still practised 
in an American urban population. 

The issue is complicated by what seems to be 
a sadly typical American pattern, that of building 
a superb building in a new style at the first attempt, 
and then not bothering to experiment any further, 
or even to profit from the merits of the lone 
swallow. 

The outstanding example of this singular and 
strangely sterile sort of splendour is Gordon 
Bunshaft's Lever Building in New York. It was 
the first of the curtain-wall slabs, built in 1951. 
It was humane, elegant, beautifully proportioned 
and detailed. And nothing nearly as good has 
been put up since, even by the same firm. There 
have been imitations aplenty but evidently no
body has thought to imitate in quality as well as 
in quantity. A l l that happens now is that the 
architect simply orders so many bays of Number 
So-and-So from the catalogue, and curtain-wall 
manufacturers make the operation even easier by 
providing special bays to get over the little bits 
that may occur at the ends of awkward sites. Even 
Levers newer next-door neighbour has curtain-
walling applied with extreme crudity to the tra
ditional pattern of New York set-backs in the 
upper stories. 

The same sort of thing has happened with 
the suave Alcoa building in Pittsburgh and its 
tawdry imitations in Dallas. The same thing ap
pears to be happening with Mies van der Rohe's 
Seagram building in New York, a splendid single-
minded bronze torrent; in this case the imitations 
come in gold-anodized aluminium and are quite 
outstandingly repulsive. 

Something similar has overtaken all the new 
structural forms that ingenious engineers are 
bestowing upon architects. The novelties are used 
seriously once or twice, taken up en masse for a 
year or so, then thrown away for the next fashion, 
all with their true qualities unexploited, yet with 
the form so debased by repetition that nobody can 
ever use it again with freshness. So with the 
saddle-roofed exhibition hall; the original design 
in the State Fair Grounds at Raleigh, N . C , 
makes splendid structural and functional sense, 
but its imitators obviously were trying mostly to 
make pretty shapes. So with Buckminster Fullers 
domes. Last year they were everywhere, housing 
Santa Claus in the Northland Shopping Center 

in Detroit, for example; next year they will be 
passe and people will be scurrying around for 
new architectural kicks. 

The situation is not a very healthy one, and 
with architectural photography at its present state 
of expertise it is almost impossible to distinguish 
good from bad without actually going to see— 
no easy job with a building such as Wright's Price 
Tower in Bartlesville, Oklahoma, for instance, 
which is four hundred miles from St. Louis, with 
almost nothing in between. 

Wright himself, the only architect to take hold 
of the imagination of the American public at 
large, is an enigmatic disappointment. His late 
buildings like the Price Tower and the Guggen
heim Museum seem to have been built in spite 
of both man and materials—oddly enough, com
ing as they do from the protagonist of organic 
architecture. The Guggenheim is a soapy yellow, 
the Price Tower a weary amalgam of verdigris 
and stained cement, and the details on both are 
actively repellent. Yet the unlovable inside of the 
Guggenheim shows that Wright's superb ability 
to play with space stayed with him to the end of 
his life. 

Saarinen. alas, is another disappointment. Now 
that his Embassy is nearly built in Grosvenor 
Square, people in London can see why: His build
ings are overloaded with architectural ideas not 
realized in architectural terms. Hence the fan
tastic shapes of the T W A terminal at Idlewild. 
and the monstrous Viking-boat concrete fancy 
dress given to a poor simple ice-hockey rink at 
Yale. 

Much of the best American architecture never 
eets into the public eye at all. There are the real 
wild men of architecture, too wild for the maga
zines to handle—but not poseurs—accepting with 
both hands the really marvellous variety of forms 
and materials which technology has made avail
able, and putting up buildings as exciting as any 
in the world. I have seen the work of only one, 
Bruce Goff. and his architecture is very wild and 
very good indeed. Typically, he has a medium-
size country practice in the middle of Oklahoma, 
and most of his clients are ordinary Oklahomans 
who treat Goff's extraordinary shapes as some
thing quite natural, helped by the fact that the 
houses are cheap and that they do work in a 
commonsense day-to-day way where many better 
known modern buildings don't. There is Louis 
Kahn. whose work displays naturally and from 
inside all the excitement and personality that 
Saarinen has had to apply externally; there is a 
whole set of firms doing honest straightforward 
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work that is usually too honest to be slickly 
photogenic. 

And over a huge area of America there are 
the entirely anonymous barns and other agricul
tural buildings, each one with the precision and 
solidity and elegance that most architects take 
years to achieve. From New England to Missouri 
is barn country, with an extension down into 
Kansas and the Panhandle of grain-elevator coun
try, tiny towns scattered on the prairie like so much 
flotsam, quite overshadowed by the enormous 
serene white cylinders, giving identity by their dif
ferent placing and proportion much as Lichfield or 
Canterbury Cathedrals do by the number and re
lationship of their towers and spires. 

The barns were my biggest and pleasantest 
architectural surprise in America, and they helped 
to keep me sane on the super highways. They 
often formed the only oases of relationship in 
an endless proliferation of every kind of artifact 
without purpose, without pattern, without end. It 
is not an environment of admirable individual 
freedom or attractive chaos. In fact it is the most 
regimented environment in the world, chained to 
the advertising of half a dozen petrol firms, the 
"built-in obsolescence" of motor-cars,* the as
sumption that nobody wants to walk anywhere, 
the assumption that man is king of his environ
ment and can kick it about how he wil l . So the 
landscape is a melange of diners, gas stations, 
sub-divisions, a few battered farms and fields, 
motor-car dumps, motels, supermarkets, quite 
literally for miles on end. Cleveland to Sandusky, 
fifty-nine miles; Providence to Boston, forty-three 
miles; Riverside to Los Angeles, fifty-four miles. 
These three, which I myself have endured, can be 
matched in every State and along every federal 
road in .America. 

There is no freedom and no choice. The edge 
o\' every town looks the same, just as the centre 
of every town, bar perhaps half a dozen or so. 
is a grid-iron, the lowest common denominator 
of planning, without alternative or imaginative 
implementation. It has been called "exploding 
metropolis" in a famous series of Fortune articles, 
but the metropolis is often the least of i t : I t is 
really the explosion of every tiny part of human 
organized life. The tiny town in the middle of 
Missouri will have, in proportion, a larger penum-
bral chaos than Philadelphia or Boston. A road 
in Iowa or Georgia, miles from anywhere, will 
suddenly sprout a sub-division, houses colonial, 
ranch style, southern, an choix, or a gas station, 
or a school, quite without relationship to anything 
else in the view. It is the crudest pattern of pioneer 

settling applied to a country where the last 
pioneering was done nearly a century ago, where 
there are nearly two hundred million people takiny, 
up more personal room with more personal 
gadgets than ever before. 

I am inclined to think that the diseases of the 
.American environment are a disa.ster of the same 
magnitude as an H-bomb explosion but, alas, far 
more subtle. A l l we shall see, and we are seeing 
it already, is a smoothing down into sameness 
and monotony and unrelatedness of every type 
of human activity, and hence slowly, gently, 
insidiously, of people themselves. Ten per cent 
will always rise above the common standard as 
they would anywhere; the great human problem 
is whether the ninety per cent become beasts of 
burden or achieve their own self-realization to 
the Hmits of their abilities. And the sense of place, 
of identity, of belonging, is essential to the 
ninety per cent. 

It is no accident that Kerouac's novel "On the 
Road" is really one long feverish search for the 
sense of place, feverish journeys from one side 
of America to the other ending in a feverish de
lighted acceptance of the sense of place—on the 
far side of the Mexican frontier. It is true. I 
drove down the Rio Grande to El Paso, two 
thousand miles from my base at Philadelphia, 
and in all artifacts indistinguish ible f rom it. and 
looked across at. immediately, a diflferent world: 
Houses in relation to their surroundings, express
ing some kind of continuity with other man-made 
structures around and with the total natural order. 

I know everything you care to tell me about 
relative standards of living on the two sides of the 
Rio Grande; but to improve material parts of 
the environment and to ignore all the spiritual 
ones is not really an improvement but the most 
utter, crushing defeat. Its manifestation is that 
everything in life loses its flavour, just as Ameri
can food and beer, at least on the poor traveller's 
level, have already lost their flavour. This loss is 
a gradual slipping away, a sinking without trace, 
a grisly parody of Arthur Hugh dough's "but 
westward look, the land is bright." 

Meanwhile, the whole population has its eyes 
fixed to the Asiatic east, where, in spite of every
thing, the sun is rising slow, how slowly, the real 
H-bomb. But the fragmentation of all relationship 
of life and environment has already occurred and 
the silent main of universal anonymity and medio
crity comes flooding in behind them, and the 
survivors do not even know what has happened. 
I hope, in the name of all the splendid things in 
.Xmerica, that I am wrong. < 
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The Painter 
and 

Architecture 

by Seymour Fogel 

The wide gap which has grown between 

art and architecture in recent years 

deeply disturbs Mr Fogcl. distinguished 

painter and Vice President for Mural Painting 

of the Architectural League of New York 

• There is a question that hovers ominously— 
though largely unspoken—over the head of the 
painter today. 

Has he become a superfluity in relation to 
architectural thinking? 

Superficially speaking, this question appears to 
be not without basis if one uses as a yardstick the 
dearth of painter-participation in today's building. 
This is due partly to the thrust architecture has 
been making in recent times, and partly because 
the painter generally has not kept pace with this 
thrust because of its unilateral nature. In the 
case of architecture, the many developments— 
plastically, psychologically and economically— 
have induced a feeling of insularity on the part 
of architecture toward its fellow arts of painting 
and sculpture. Some of these developments, par
ticularly in the engineering-design aspect, have 
been exciting, releasing, since they have greater 
elasticity and freedom of architectural form. In 
addition, the current awareness that function has 
other connotations beyond the original interpre
tation has brought the realization that expression 
should once again become a major part of the 
architectural vocabulary. This last has been detri
mental to painter and sculptor participation only 
insofar as it tended to increase the architect's 
insularity. 

A further stumbling block would seem to be 
largely economic. The ever-present and tyrannical 
square footage costs, the low-cost budget for 
concepts designed for the short haul—with a 
resulting flippancy of design—and the increasingly 
c(^mpetitive situation that architecture finds it
self in. have not helped to achieve an amalgam 
of the arts. 

The slavish dedication of some of our architects 
to the coldly functional square foot base cost 
concept of building—and thus the false premise 
that the langauge of painting and sculpture is a 
• frill"—must be questioned if only in fairness 
to the public, the client and the actual cost factor 
itself. The old saw, "We do not live by bread 
alone," was never more true, and the "extra" 
virtues of spiritual and human values were never 
more needed than now in this age of mechaniza
tion and tension. A box-like room in a box-like 
building is hardly capable of supplying the emo
tional and psychological needs of a sentient human 
being. 

A walk along the thoroughfares of New York 
certainly illustrates the point. One too often has 
the feeling of monotonous and rigid architectural 
formalization so unrelieved as to generate fatigue 
and oppression. This is certainly a stark indica
tion that those who turn their back upon the 
language of communication that is born of art 
have only the one-way road of mechanization as 
a dismal prospect to explore. 

The painter, on the other hand, being acutely 
aware that "art is long," is belatedly beginning to 
realize that his ageless wall has become a many-
faceted kaleidoscopically changing entity. His 
wall of masonry has become one of glass, alumi
num, steel and many other materials. His challenge 
consists not only of shrinking wall areas, but. 
art-wise, shrinking budgets as well. He is con
fronted in many ca.ses by the esoteric titillation 
of gadgetry and a pastiche of textural arrange
ments, all at low cost and with a maximum ability 
to seduce the public. (This, in the name of art!) 

In the course of trying to develop a rapport 
and find the answer to this developing situation, 
as far as it affects him and his historic role, the 
painter has in many instances muddied the waters 
of mutual understanding in relation to the archi
tect, the client and himself, by an endless repeti
tion of outmoded forms without validity in either 
time or place, when he should have occupied 
himself with the further developing of his means 
in form and technique so as to be more flexible 
in meeting on equal terms the endless technical 
challenges of contemporary buildini^. 
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This necessary flexibility on his part suggests 
thai Ihe wealth ol materials open to him must 
be learned and mastered if he is to bring an open 
mind plastically to the problems presented. The 
too-often appearing rigidity of concept on the part 
of the architect and painter is often due to the 
too-early mastery of only segments of their art. 
A little less narrow technical and esthetic special
ization might bring a little more creative growth 
and meaning. The corollary follows that it's not 
just a matter of the right material and form in 
the right place, but of the right concept as well. 
It is only logic that a narrow and repetitive view
point, in both concept and means, on the part 
of the architect and painter—with its end-product 
of dated mediocrity—could, for the great part, 
be avoided by an early and joint effort. Their 
very difference of viewpoint dimensionally would 
certainly help. 

But now, basically, we are faced with this situ
ation : 

Three of our greatest arts, which have through
out all our cultural past drawn creative strength 
from one another, have almost reached an im
passe; the painter and sculptor increasingly re
turning to their purely personal work, and the 
architect to his modules. That each can be suffi
cient unto himself goes without saying—the 
painter and sculptor the more so since they deal 
more or less with themselves. However, civiliza
tion builds and grows from the overlapping and 
mutual effort of all its creative men, and archi
tecture is no exception. 

There are signs that the need for a new rap
prochement is becoming recognized. The very 
thrust architecture has been making has been 
exactly paralleled by a like developing in painting 
and sculpture, so the seed of an amalgam has 
automatically been planted and it is now more a 
matter of proper cultivation than anything else. 
When one considers the scope of the immense 
building complexes under way—skyscrapers, shop
ping centers, airports, housing developments, hos
pitals, schools and churches—the need for dove
tailing all areas of creativity becomes apparent. 

Of course there are inherent pitfalls in any 
search for truth. The muralist's old cry, "Give 
me a wall," is being echoed in many instances by 
the architect's, "Let's get some art in our build
ing." Both are good slogans, but unfortunately 
are in the category of " I ' m against starvation." 
or, "Let's do something about the weather." 

It used to be assumed at one time that art and 
architecture were one and the same thing, and 
possibly this is why we produced some fair to 

niiddhng edifices. What is architecture, if "art" 
has to be added to it? What is tlie diflerence 
between the professions of architecture, engineer
ing and construction? If a construction outfit adds 
"art" to its work, what does it quahfy as? Ditto, 
the engineer. 

It would seem that architecture, to achieve 
the stature that it is historically entitled to, can
not get by by merely having meetings, making 
speeches and talking exaltedly about adding art 
to architecture while continuing to produce anti
septic constructions. It simply and honestly must 
become art. The road is not easy, but can be 
negotiated if the architect gets off his self-con
structed Olympian pedestal. He must recognize 
that the creation of meaningful structures is not 
merely a display of academic know-how designed 
by omniscient creators for the accolades of their 
own profession, or the results of dictates of clients 
(who need to be led, not followed). Rather it 
is a monolithic totality of purpose incorporating 
the best efforts of himself, the engineer, painter, 
mason, sculptor, lighting expert, accoustical man. 
day laborer, landscape architect, etc. 

As for the painter's part—all problems of re
sponsibility not being solely the architect's burden 
—he must be able and willing to keep the total 
architectural plan in mind. His contribution must 
become a vital ingredient of the whole, not merely 
a tour de force of personal performance. Para
mount in his mind must be the simple axiom—a 
wall is a wall is a wall. That thin line separating 
completely free—and sometimes explosive—ex
pression from that which grows naturally and 
richly from the matrix of its architecture is to be 
recognized at all times if he is to think in archi
tectonic terms. 

True wall painting, to assume its necessary 
three-dimensional character in order to avoid 
mere decoration which is basically two-dimen
sional, must not only achieve inner harmony but 
exterior harmony as well in its manipulation of 
linear movement, color tensions and spatial 
planes. 

To put it bluntly, both the architect and the 
painter sadly need maturity as well as humility. 
Then, and only then, can their abilities be intelli
gently directed in pursuit of the illusive goal of the 
relation of form and space to human needs. Of 
course, in the case of the painter and sculptor, 
this can be a somewhat risky business for the 
architect because he would have to make him
self as conversant with the scope and relationship 
of their work to his needs as they would be con
versant with his to theirs. 
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Leni Iselin 

That this risk is already beginning to prove 
too much for some is illustrated by the current 
vogue of buying big painting and sculpture names 
and tacking their work onto or into already con
ceived situations. This automatically makes it 
possible for the architect to sleep nights, secure 
in the knowledge that he has faced life with 
fidelity to his profession. A l l well and good, but 
why not recognize that his fellow artists have a 
great deal more to offer than merely their names? 

And just what can they off'er? 
For one, the introduction of acres of glass 

now current in architectural thinking is fine, but 
to what purpose if they only open upon vistas of 
drabness outside? The exploration and use of 
color and design on exterior forms must be 
developed with imagination and daring if archi
tecture is to reach that completeness of expression 
inherent within its framework of responsibility. 
The vulgar titillation of aluminimi surfaces and 
the unrelieved areas of dun-colored concrete are 
no answer. Endless miles of masonry, metal and 
glass must be breached, if only in fairness to our 
esthetic sensibilities. Here the painter can con
tribute greatly, especially in his knowledge of 
scale and projection in relation to color. 

The shrinking budget for art wil l cease to 
shrink when the architect and cUent reahze that 
"art" is an economic problem only when it is 
improperly considered as an appended and be
latedly added addition to the final form. Dealt 
with from the very inception—both design and 
budget-wise—it becomes a part of the general 
appropriation as well as an integral ingredient of 
the building. As such, it can fulf i l l functions as 
necessary to the complete realization of the struc
ture as any other component, and, as a cost factor, 
easily carries its own weight. Obviously, dealing 
with the matter from the beginning is the re
sponsibility of the architect in educating the 
client. He cannot shirk this responsibility by 
pointing his finger at someone else. 

Other functions performed uniquely by paint
ing? 

Color illuminates form. A simple recognition 
of this truism brings the architect to the inevitable 
realization that a knowledgeable understanding 
of color and its functions is indispensable to his 
thinking in plastic terms. Further, since color 
exercises such a direct and powerful influence 
upon space, it must assume its proper place in 
his vocabulary. The directions that the use of 
color as an architectural tool can take are, of 
course, as unlimited as the very nature of the 
development of his form—and equally as un-
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explored—but its immediate and practical use 
is obvious. 

Since the actual dimensional values of archi
tecture can better be fully realized by the proper 
use of color, the simple breakdown of space that 
exists in the architect's initial plan must be looked 
upon as suspect until it is properly described by 
color—and by "color" I do not mean just the 
primaries. For him to evade this creative responsi
bility may cause his thirty-by-forty room to end 
up a ten-by-twenty or eighteen-by-sixty. This 
would suggest that both color and form are 
identical twins at the primary stage of design. 

Beyond this organic use of color, its secondary 
uses are in a way almost as vital insofar as they 
augment his possibilities in terms of problem 
solution. The intelligent use of space modulators 
in color as a means of subdividing unwieldy and 
too-large areas into more pleasing volumes; the 
activation of static areas by the use of color 
tensions; and, in reverse, the control of visually 
offensive too-complex spaces, all lie within the 
realm of color function. In addition, the psycho
logical, therapeudc, spiritual and human values 
inherent in the sensitive use of the mural form 
are incalculable, as has sometimes been demon
strated in our hospitals, churches, schools, and 
other Uke institutions. Unfortunately, these areas 
have been only feebly explored, but at the least 
some examples can be construed as hopeful 
developments. 

For the architect not to take advantage of this 
is unbelievable short-sighted. 

Whatever heading a dovetailing of effort would 
come under is unimportant. The important thing 
is that it would cease to be merely an academic 
exercise in wishful thinking and become instead 
a reality. The architect of today standing in the 
midst of an incredible era of building, simply has 
to accept the responsibility of his role in not only 
shaping the physical environment of our society 
but also its cultural development. His reaflHrmation 
as a prime mover in our arts must be made. His 
rededication to the creative greatness of his pro
fession must be felt, and his reacceptance of the 
painter and sculptor must be implemented. 

The paradox of the painter, with his wealth 
of ability to contribute, being concerned with his 
superfluity in relation to architecture must be 
resolved, if only for the sake of a healthy growth 
—and direction—of architecture. The tradition 
that the true measure of a civilization is reflected 
in the greatness of its arts was not built upon the 
notion that these arts functioned independently 
of each other. 

Erwin 

53 

A l A J O U R N A L . OCTOBER 1960 



Fdvoiite Features 
of Recently Elected 
Fellows 

R O B E R T L A W W E E D , F A I A 

of Weed-Russell-Johnson Associates 

Miami, Florida 

Sears Roebuck & Com/iany 
Tampa, Florida 

54 

A I A J O U R N A L . OCTOBER i ii a o 



There is a growing dissutisjactioii with certain rminijestalions 

of contemporary architecture, and some of the younger designers 

are most articulate in expressing it. (Remember William Lyman's 

"Day of the Stunt" in the September '59 Journal?) Mr Fitzpatrick 

finds that the human being has been "nullified" by corporate architecture 

• From the haze of the once lusty and virile city 
of Chicago, where over half a century ago was 
brought forth the first effective expression of the 
skyscraper, there rises once again significant archi
tecture. Within the walls of the almost museum-like 
display of architectural history and expression 
found in Chicago's loop area, a new skyscraper has 
recently been completed—tall, precise, beauti
fully aloof, and somehow gleamingly out of place 
among the crowded, time-darkened and dirty 
buildings of Chicago's past. 

This expensive, much-publicized structure, is 
the Inland Steel Building, and its expression, 
origin and philosophy may well represent the status 
and momentum of American architecture today. 

Its presentation is a very precise one, with every 
detail carefully considered and revealing through
out the approach and ideals behind it. Rigid modu
lar planning is emphatically brought from the plan 
to the stainless steel-clad columns placed on the 
outside of the skin, which is in itself a repetition 
of the module in steel mullions and glass. This 
rep>etition of repetitions develops the feel of the 
building, and this physiological and psychological 
factor is the key to what architecture actually is. 
what it does to man, and how it is brought about. 

The way a building feels or afi'ects the senses of 
individuals is the indescribable ingredient that 
makes architecture almost impossible to criticize, 
understand or comprehend from photographs 
alone, and can come only from the personal ex
perience of seeing and entering a work of architec
ture. The "feel" of the Inland Steel Building de
rives from two principal conditions. 

The first is the highly refined development of 
module, proportion and use of materials—in this 
case an exterior of stainless steel and glass. One 
can find intellectual appreciation of the obviously 
tremendous amount of skilled planning, program-
mine and careful consideration of the effects 
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produced. The building is almost vocal in the 
proclamation of finesse and finance, as a product 
of the ultimate planning, planning of an office \'ov 
a major company located in downtown Chicago, 
USA. No wasted motion here! This structure 
says "business" and moreover, it says "successful 
business." 

The second condition which impresses is the 
fact that somehow the human being, so often mis
placed and scarcely considered, has been nullified 
again. Everything seems so smooth, so fine, so 
slick, that the people who work in and around are 
somehow superfluous and a little incongruous 
within the over-all picture. This aspect was illus
trated by an incident which occurred during a visit 
to the office of the designing architects located in 
the building. Entering one of the inner reception 
or waiting rooms the visitor found what has al
most become a trademark, or cliche, of the entire 
philosophy of the architecture: It was a rectangu
lar room with three modular panel walls, the 
fourth a marble one, against which was a rec
tangular carpet with a rectangular polished marble 
coff'ee table carefully centered, with a pair of 
stainless steel and leather chairs on each side, 
squared to each other and the table to complete 
the composition. Such a pedantic and precise 
scheme was too much for the visitor who suc
cumbed to baser impulses and moved one of the 
chairs into a position which would allow com
fortable conversation. This move created con
siderable unrest among the witnessing principals 
and resulted in prompt repair of the furniture 
layout by a lesser light who, shocked at such 
gross action, commented "What have we here?" 

The question summarized the situation. 
This building, and the many more similar to it. 

is emerging as the principal and most influencing 
characteristic of contemporary American archi
tecture. As such, it is of significance to each 
individual, and its causes and effects need to be 
examined by laymen and architects alike. 

History repeatedly affirms that fundamentally 
the effective social, economic and ethical concepts 
of a society are revealed more or less in all 
material forms created by that society. This is 
true in such expressions as music, painting, drama, 
clothes, silverware, literature, furniture and speech, 
but because it combines almost all aspects of 
creativeness, the expression of architecture is 
probably the most sensitive measure of a civiliza
tion's pressures. 

It not only must satisfy the requirements of most 
other forms of art, but it must also maintain its 
very thread of existence, utilitarianism. Without 
this, architecture falls into a sculptural classifica
tion. Architecture is also far more sensitive to 
the influence of an economy than any other form 
of artistic expression. 

Then what is architecture of today reflecting? 
It logically follows that it reflects our society and 
its basic economy. Our society is fundamentally 
based on our economic system, which affects our 
social concepts and in turn our cultural efforts. 
Because of the nature of our capitalistic society 
today, we are rapidly approaching a point wherein 
great culture caimot effectively result from the 
social structure. Herein lies the major weakness 
of our society as it is expressed in architectural 
terms today. 

The nature of twentieth century capitalism is 
different f rom the capitalistic period which reached 
its peak in the nineteenth century. Capitalism 
today, by virtue of the advancing socialistic 
developments (such as public education, postal 
systems, social security programs, etc, in our 
country), and by taxing systems brought about 
by the eruption of events of the first half of the 
twentieth century, is no longer an individual mat
ter, but rather a corporate one. The day of the 
individual fortune wanes and is being replaced by 
group control of wealth. 

The significance of this hes in the relation of 
culture to wealth. With the possible exception of 
Greece, no great culture has developed without 
the preliminary development of wealth. While 
the wealth may be expressed in political power 
or manpower (as was the case in ancient Egypt 
and Rome), it was nevertheless a prerequisite. 
The Renaissance culture was produced from the 
great wealth resulting from the fifteenth, sixteenth 
and seventeenth centuries of exploration, dis
covery and production. Nineteenth century capi
talism—in our country the age of the "Captains 
of Industry"—generally began with this age of 
discovery which returned immense wealth to 
Europe, stimulating over-all economic develop
ment. 

After wealth came aristocracy—a few genera
tions later, for the money-making generations 
usually have little concern for cultural activity— 
and with an aristocratic society came the first 
evidence of renewed cultural development, a 
pattern which is still in evidence, although pres
ently expressed in different terms. 

But the fact that wealth in our country is be
coming less and less individual, and more and 
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more in control of giant impersonal organizations, 
indicates that future generations wil l neither 
possess the means nor the desire to aid the 
cultural development that might eventually lead 
to an effective civilization. 

The Inland Steel Building most effectively ex
presses the theories and wealth of the "collective" 
capitalism of our country today. Great minds can 
be brought to such capitalism, but "collective" 
capitalism in itself cannot produce great minds 
in return. Such buildings as the Inland Steel 
Building are very fine pieces of work, their basic 
faults being fundamentally in their conceptual 
roots. Because of the wide latitude of artistic 
expression, they have much to offer our culture, 
but certainly not as an ultimate contemporary 
expression of American economy and society, as 
is so often expressed. A more tragic reason for 
the detour of American architecture is the cam
paign against the individual expression of man by 
the social momentum of conformity. The Inland 
Steel Building expresses conformity to a superb 
degree. The surge toward the condemnation of 
the freedom of the mind and individual expression 
in all fields has had a tremendous influence on 
architecture. The major clients, so closely related 
to the political and economic scene, are unac
customed to the rare air of non-conformity which 
sustains individual expression. Keeping up with 
the Joneses, plus a Uttle, is about all that remains 
of the virile, sturdy, individualistic spirit from 
which the strength and growth of this nation 
emanated. 

There is a widening gulf between American 
architecture and man. The essential contact is 
being lost; the human as an individual becoming 
less important in architecture. The business func
tion has replaced the humanistic one. Evidences 
of this are also found in many of the contemporary 
expressions of art, literature and music. 

The average architect today has a vast guilt 
complex in that while recognizing his traditional 
artistic responsibilities, he justifies (and admits) 
crass mediocrity on economic, political or social 
grounds. American architecture today has be
come the weakest expression of all our creative 
arts. 

The problem with which we are confronted is 
of such magnitude that there can be no precise 
solution. The solution must be in the educative 
processes of our country which certainly must 
include the education of the giant corporations 
and economy controlling groups to their obliga
tions and responsibilities over and above waving 
the flag of patriotism and making better bombs 

to protect us and bigger cars to bankrupt us. The 
fundamental solution is, as it always will be, the 
determining of a system of values, and this wi l l 
not only be an individual thing, but also a 
development of the people, even perhaps the 
development of an educational aristocracy. 

A l l creative people have prime responsibility 
toward this solution, but the greatest responsi
bility of all must rest on the architectural pro
fession, both practicing and educational, for 
these are the creative people who deal with, 
work with, and cope with the building power of 
our wealth today. So far, they have for the most 
part failed. There is plenty of architectural talent, 
but most is buried in large organizations, small 
cities, and in some educational institutions. 

Briefly, it would seem that our solutions must 
depend upon three general conditions, and that 
through these perhaps may be created the foun
dation of the architectural contribution to the 
American civilization: 

1 The spirit of man as an individual must 
be recaptured and expressed in terms of our 
times. Only the creative architect-artist accom
plishes this. 

2 Public recognition of the creative arts 
through emphasis in education, social and political 
action. 

3 The resistance to conformity for conform
ity's sake, the avoidance of non-conformity for 
non-conformity's sake, and the fortitude to stand 
for honest individuahsm and expression. 

To sum up: Architectural expression in this 
country wil l be fundamentally influenced by the 
major works of building. These works will be 
financed generally by those giant organizations 
who must eventually understand that beauty and 
good architecture are good and profitable business. 

I t is indeed tragic that the Federal government, 
the largest of all organizations, is also one of the 
most backward in the promotion of a culture 
which it is dedicated to develop. The recent foreign 
building program for the State Department is 
encouraging, but so small an efl'ort in the over-all 
picture. 

The intermediary is the architect. I t is he who 
must comprehend the functions of collective 
capitalism and yet maintain a detachment from 
this source of livelihood in order to approach 
his problem with the artistic and spiritual aspects 
of a growing culture which may, with consci
entiousness, intelligence and a little luck, lead 
eventually to a genuine civilization. •< 
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• For a week in July the Massachusetts Institute 
of Technology offered a seminar on "Theory and 
Criticism in Architecture and City Planning," 
which had been planned and was conducted by 
Albert Bush-Brown, Professor of History and 
Theory in MIT's School of Architecture. The 
roster of the participants furnished persuasive 
proof of the interest among practicing architects 
for a closer contact with both teachers and 
planners. 

Of the fifty-two participants, nineteen were ar
chitects, five were professional planners, twenty-
three were teachers of architecture, four refMc-

sented the Architectural Forum. Progressive Ar
chitecture and The Canadian Architect—and the 
unclassifiable John Osman, Director of the Fund 
for Adult Education. They came from as far as 
Korea and The University of California, and there 
was a strong contingent from Canada— ten par
ticipants—led by the distinguished Dean of the 
School of Architecture at the University of Winni
peg. 

This breakdown indicates that Professor Bush-
Brown has conceived of an idea which should be 
developed into an established summer event be
cause so many mature and recognized person
alities in the architectural field found it worthwhile 
to interrupt their summer vacations, journey all 
the way to Cambridge, and pay the unreasonably 
high participation fee. 

Being the first enterprise of this kind, there were 
naturally many rough spots, both in the program 
and in its execution; and it might be permissable 
to point these out in the following brief report so 
that future seminars might improve on this initial 
experiment. 

The keynote speech was delivered by Paul 
Rudolph, Dean of the School of Architecture at 
Yale University. His theme "Measures of Archi
tecture," was slow in crystallizing. Once it got 
under way it offered the curious experience of 
hearing a practicing architect denounce historians 
as useless to current building problems on the 
one hand, and a teacher quote page after page 
from Alberti and Wittkower in support of Renais
sance theory of design, on the other. 

Robert C. Wood, Professor of Sociology at 
M I T . followed in the afternoon with "Society and 
Architecture," analyzing in an astonishing feat of 
two and a half hours of fluent speech without a 
single lecture note, the formation and status of 
suburban communities and their attitude toward 
physical and social environment. In spite of the 
title there was no direct connection with architec
ture except by implication. Brilliant as M r Wood's 
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analysis was, it fell into the characteristic pattern 
of Sociology and Psychology—pure analysis of 
the depersonalized, decentralized, sterile com
munity of today, free of any conclusions or criti
cisms. 

In the evening Martin Hoppenfeld, Civ ic De
signer for the National Capital Planning C o m 
mission in Washington, spoke on "Federal Patron
age of Art ." Contining his definition of art to 
architectural design, he pleaded in general for a 
conscious design collaboration of planner and 
architect toward a meaningful urban form; and 
specifically for a completely new attitude toward 
the national capital and its official architecture. 
Since any symbolic meaning as a national image 
is lacking, most new Federal buildings look like 
the Lincoln Memorial with windows. It should 
become the special professional concern of the 
best among planners and architects to influence 
the future course of Federal building policy. His 
lack of a definition of an image for a new govern
ment architecture, and apathy and resignation 
among the audience concerning any influence in 
Washington, made this meeting also inconclusive. 

The first day of the seminar was now over. The 
average duration of each of the three sessions had 
been two and a half hours, meaning that almost 
eight hours of listening had been and would be 
the daily schedule. It was clear from this moment 
onward that the gravest shortcoming of the whole 
course was an embarrassment of riches: Too 
much was offered by way of passive listening, and 
too little time was permitted to get a distinguished 
group together on specific critical discussions. 

In the following four days there were twelve 
more scheduled presentations, among them a bril-
liandy conducted and highly informative tour of 
Harvard by Albert Bush-Brown; an architectural 
tour of the Wellesley and Brandeis campuses, a 
presentation of three architectural projects from 
the master-of-architecture class at M I T , and, per
haps most rewarding, a detailed and excellently 
illustrated presentation of projects and theories by 
Minoru Yamasaki . followed on the same day by 
an even more detailed, more profusely documented 
presentation of current projects by Walter Netsch, 
partner of Skidmore. Owings and Merrill in C h i 
cago. 

In between were three-hour long theoretical 
expositions: ' T h e Urban Landscape" by Gyorgy 
Kepes, which seemed at least to this listener, al
most totally incomprehensible; a highly abstract, 
dense philosophical tour de force by Bush-Brown. 
"Formal Determinants"; Kevin Lynch in a com
petent and concise analysis, "Measures of a City," 

and an embarrassingly fatuous chat by Russell 
Lynes on "Journalism." It all was wound up at a 
tinal banquet by John E . Burchard, Dean of H u 
manities at M I T . who started with a valiant and 
witty defense of architectural critics, pointing out 
that in our century Mumford, Hitchcock and 
Giedion have undoubtedly influenced architectural 
developments; but letting down his captivated 
audience by a subsequent slide marathon, show
ering the screen with three hundred years of good 
and bad architecture, geared to the theme "Amer
ica, I love you!" 

The fact that the concensus among the partici
pants was high praise for the honest self-presenta
tion of Yamasaki and Netsch, and for Bush-
Brown's well-prepared Harvard tour, indicated 
where the seminar fell far short of expectations. 
It did not allow for discussions in the form in 
which the participants had expected them. We 
were all well aware of the fact that only such a 
professional conclave as this seminar can offer 
uninhibited opinions. The professional journals 
and big conventions can and will not take this 
chance. There was strong regret that the tours of 
Wellesley and Brandeis were not followed up with 
a full session of criticism; that the immediate archi
tectural experience was diluted with much too 
much peripheral verbalization and philosophy. The 
general mood of the participants was such that 
the chairman would not have had to fear any per
sonal resentments. They all had come expecting 
to be confronted with an opposition of architec
tural values, a conflict of problems in a vastly 
complicated professional field which would be 
debated, attacked and defended with the loyalty 
of deep convictions. Looking back, one feels with 
infinite regret that this opportunity was there and 
had not been exploited. 

I f M I T should offer this type of seminar again 
on "Theory and Criticism in Architecture and 
Planning," it is fervenUy hoped that on five days 
no more than five personalities will offer five basic 
problems and viewpoints, and that each of these 
presentations will be followed up the same day by 
an analytical discussion with the participants. I f 
the equivalents of, say, Netsch and Yamasaki as 
prominent practicing designers with opposite view
points; L y n c h and Hoppenfeld as planners work
ing in the field and having definite theories; and 
Bush-Brown, as teacher and philosopher of archi
tecture, could be persuaded to donate a week of 
their time for the benefit of the profession, the 
M I T summer seminar (perhaps in closer conjunc
tion with the summer design class) could become 
an important catalyst for future developments. •< 
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Architects^ and Engineers' Third Farly 

Negligence Liahility 

The Fall of the 
House of Privity 

by George M . White, A I A 

Mr White, a member of the 

Cleveland Chupicr. is studying law 

at Western Reserve University 

Backdrop to Liability 
Almost 5,000 years ago. under 

the ancient Babylonian Code of 
Hammurabi, the forerunner of the 
Roman lex talonis was in vogue. 
Justice for builders and designers 
was swift. As a result of the col
lapse of a building, if a child died, 
the son of the builder was killed in 
return: if an arm was lost by a third 

60 person, the builder's arm was re
moved; if a death occurred the 
builder himself was put to death." 

The passing of centuries brought 
a more dignified and less stringent 
attitude toward punishment, until 
under early English law. it became 
necessary for a contractual rela
tionship to exist between the archi
tect and the owner in order for lia
bility to be incurred by the archi
tect. Today, we have risen from the 
launching pad of negligence and 

are again approaching the orbit of 
the strict liability of Hammurabi, 
not with retaliatory punishment, 
but rather with an economic pen
alty, justification for which is 
usually made on the basis of the 
doctrine of spreading the risk. 

The Role of tlie Architect 
and Engineer 

An architect is one who plans 
and designs buildings and who 
usually supervises their erection. 
Virtually all jurisdictions have li
censing statutes which require that 
persons who hold themselves out to 
be professional architects meet cer
tain standards of competence by 
fulfilling specific requisites prior to 
the passing of an examination. The 
engineers with whom we are con
cerned here are those engineers 
who engage in activities similar to 

Mr White's article on Architects' 
and Engineers' Third Party Lia
bility is of real interest to Archi
tects. When accidents occur, the 
lawyers for the injured party are 
quite naturally inclined to include 
in any suit everybody who might 
be in some way responsible. While 
the Contractor will generally be 
the princi[>al defendant, the Archi
tect or Engineer may very likely be 
included and may be involved in 
the necessity of defending himself 
in Court. 

Reference is made to "the usual 
contractual provision that the Archi
tect shall act as an Arbitrator in 
disputes between the Contractor 
and the Owner." I would phrase 
thai idea a little differeiiily luil with 
not very much actual difference. 
The Architect makes decisions on 
all claims of either Owner or Con
tractor. Obviously this will be after 
a review of the facts with both 
parties. Thereafter, if either party 
refuses to accept the Architect's 
decision, the dispute is referred to 
Arbitration according to a standard 
procedure. 

Architects would be well advised 
to read and ponder the following 
article by Mr White. 

W I L L I A M S T A N L E Y P A R K E R , F A I A 

architects, and hence the terms ar
chitect and engineer will be used 
interchangeably. 

In examining the legal status of 
an architect, we find that he wears 
a coat of many colors. Because of 
his contract with an owner, we find 
a principal-agent relationship in 
existence.^ With the exception of 
the setting out of specific goals that 
the building program must meet, 
the owner exerts virtually no con
trol over the architect in the execu
tion of plans and specifications; 
the architect is thus ordinarily 
thought of as an independent con
tractor with respect to the prepara
tion of these documents.* 

In the supervision of the con
struction, however, he is an agent 
of the owner, with certain limita
tions. Some of these may be pro
vided by contract and some may be 
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provided by the common law. A 
supervising architect may not sub
stitute a sub-contractor, for ex
ample, nor does he have authority 
over the employment or discharge 
of workmen.* He may, however, 
direct the manner of work, reject 
unfit materials, and determine what 
brands of materials shall be used 
where the specifications are am-
biguous.''' If the architect should 
exceed the scope of his authority, 
his acts may be ratified by his em
ployer as in other cases of agency." 

Because of the usual contractual 
provision that the architect shall 
act as an arbitrator in disputes be
tween the contractor and the owner, 
the architect under those conditions 
assumes a quasi-judicial capacity.' 
Becau.se of this capacity when act
ing as an arbitrator, his immunity 
has been corroborated in many 
cases." A number of English cases 
at the turn of the century followed 
the general rule that the architect 
or engineer is the agent and repre
sentative of the building owner." 
Later cases, however, recognized 
that the architect and the engineer 
have both a judicial and a minis
terial function. This position was 
then taken that an architect in the 
role of an arbitrator or quasi-arbi-
trator is only liable when fraudu
lent intention is proved, as distinct 
from negligence alone.'" Modern 
courts have held that the architect 
is in a position where his role as 
the owner's agent is not adequate 
to describe the authority with which 
he is vested." 

It is apparent that there are 
many areas in the course of carry
ing on a building operation wherein 
the architect or the engineer is 
neither agent nor independent con
tractor nor quasi-arbitrator, but 
part of each. Courts over the years 
have had a great deal of difficulty 
in drawing a fine line of distinction 
between these various roles. The 
problem becomes more acute under 
today's extension of professional 
liability." 

General Tort Law 
Modern tort law concerning lia

bility to third persons not parties to 
a contract finds its roots in Winier-
hoiiom V . Wright?'' The rule of that 
case was held for many years to 
mean that there was no liability of 
a contracting party to one with 
whom he was not in privity. A 
gradual erosion of that rule began 
to take place shortly after its incep

tion. Exceptions where liability was 
found included the seller of chattels 
who knew that the chattel was dan
gerous for its intended use, and also 
instances where the chattel was of 
a type inherently dangerous to 
human safety." The famous Mac-
Pherson v. Buick Motor Co.'* case 
put the quietus on the Winterbot-
lom rule, at least insofar as chattels 
were concerned. It was held, in 
efl'ect, that there was a responsibility 
on the part of the manufacturer of 
chattels to the ultimate consumer 
which rested not upon the contract, 
but upon the relation arising from 
the purchase and the foreseeability 
of harm if proper care in the manu
facture were not used. 

The present-day tendency is to 
carry the liability of the manufac
turer of chattels into the area of 
strict liability and make him. in 
effect, a guarantor of his products 
even though he exercises all reason
able care in their manufacture. All 
indications are that this extension 
of liability to third persons will con
tinue insofar as chattels are con
cerned.'" 

While the liability of other con
tractors to third parties has not ad
vanced either as rapidly or as ex
tensively as that of suppliers of 
chattels, the forces which have held 
the idea of privity seem to be 
diminishing gradually under the 
counterattack of social improve
ment. For contracts other than in 
the building industry, many courts 
have held that where there is mis-
performance of the contract, those 
who furnish labor or services have 
an obligation of reasonable care for 
the benefit of third persons who 
might be endangered as a result of 
the misperformance." 

Liability of the building con
tractor with respect to third persons 
has been difficult to fix in past 
years. Many recent cases, however, 
have made the distinction between 
buildings and chattels appear rather 
flimsy.'" Thus having extended lia
bility to third persons first in the 
field of suppliers of chattels, next 
in the field of other contractors, 
then in the field of some profes
sionals, and finally in the field of 
building contractors, the next logi
cal step is being taken in the field 
of architects and engineers. 

Liability and Riposte 
Because an architect's relation

ship with a construction operation 
is born out of a contract it is quite 

natural to find that his liability 
for negligence has grown out of 
the same contract. On that basis it 
is necessary to examine the archi
tect's duties resulting from his 
agreement with the owner to design 
a building and to supervise the con
struction, when the latter is re
quired. 

As in other professions, the ar
chitect has a duty to meet profes
sional standards of conduct. He im
plies that he possesses the skill and 
ability, including taste, suflicient to 
enable him to perform the required 
services reasonably well, and that 
he will e.xercise his skill, ability, 
judgment and taste reasonably and 
without neglect."" The architect has 
a duty to provide for reasonable 
strength of the structure, proper 
materials, character of the construc
tion, and he must keep abreast of 
the improvements in the industry.^ 
The owner, as against the architect, 
may rely upon the sufliciency of the 
construction of the building when 
it is certified by the architect to 
have been completed in accordance 
with the plans. 

An architect's duty to direct and 
inspect construction work carries 
with it the duty to condemn work 
which he considers unfit.^' He does 
not, however, in the absence of a 
special agreement, imply or guaran
tee a perfect plan or completely 
satisfactory results. He is liable only 
for failure to exercise reasonable 
care and skill." There is no implied 
promise that miscalculations may 
not occur and while the architect 

' 2 E N C Y C L O P A E D I A B R I T T A N I C A 862. 864 (1958). 

3 3 A M . J U R . Architects § 5 (19.16). 6 c . J . s . 
Architects § 7 (1937). 
" Ibid. 
• Ihid 
•• Il>id. 
" Ihid. 
•3 A M . J U R . Architects § 19 (1936). 
"Annot.. 43 A . L . R . 2 d 1227 (1955). 
» 103 L . T . 168 (1897). 
'" Sec Stevenson v. Watson. 40 L . T . R . (N.S.) 
4«5 (1879); 71 SoL. J . 745 (1927); 71 So i . 
J . 935 (1927). 
" Widierspoon, When is an Arcliitecl Liable, 
31 N . D . L . R E V . 54 (1955). 
'-' Banks, Damages for Breach of Contracts 
of Service, 10 I N D U S , L . B E V . 97 (1955): 
Annot.. 25 A . L . R . 2 d 1088 (1955). 

10 Mees & W. 109 (1842). 
'•Huset V . J . I . Case Threshing Mach. C o . . 
120 Fed. 865 (8th Cir . 1903); Lewis v. Terry. 
I l l Cal . 39. 43 Pac. 398 (1896); Schubert 

V . J . R . Clark Co. . 49 Minn. 331, 51 N.W. 
1103 (1892). 

"••217 N . Y . 382. I l l N . E . 1050 (1916). 
' " F R O S S E R , T O R T S 507 (2(1 cd. 1955). 

'•Id. at 514. 
Id. at 518. 

' " A M . J U R . Architects § 7 (19.36). 
-•" Ibid. 
-'6 c . J . s . Architects § 17 (1937). 
K 3 A M . J U R . Architects § 7 (1936). 
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implies the use of ordinary skill, he 
is not an insurer of the accuracy 
and perfection of his work. He does 
not profess that his plans will be 
absolutely perfect. Neither does his 
duty extend to compliance with 
statutory regulations for the protec
tion of workmen, although the ar
chitect himself is charged with 
knowledge of the statutory regula
tions and restrictions governing the 
erection and use of the building."' 

Even the owner's approval of the 
architect's plans before they were 
u.sed in construction has been held 
not to excuse the architect from 
the e.\ercise of ordinary and reason
able care in the designing and for
mulating of his plans."' Neither 
does the failure of the contractor 
to check the plans before using 
them excuse the architect from the 
consequences of an error in the 
plans." 

Although the architect's duties 
are spoken of in broad terms, they 
are in reality detailed and varied in 
their scope. An architect may de
sign not only the exterior of a build
ing but the structural members, the 
heating, ventilating, air-condition
ing, electrical equipment and gen
eral mechanical design as well; in 
addition, he may assist in the letting 
of the building contracts; he may 
supervise the construction; he may 
issue certificates of payment, includ
ing a final certificate declaring the 
building complete according to the 
plans and specifications. He thus 
becomes involved in relationships 
with many and various people in 
such a manner that it is virtually 
impossible for him not to violate 
some measure of an architect's du
ties, depending upon his interpreta
tion of the word "reasonable." It is 
probable that because of this tre
mendously broad scope of contact 
resulting from the architect's origi
nal contract, there has been very 
little attempt until recently to ex
tend the liability of the architect 
beyond the parties privy to that 
contract. 

Privity of Contract 

Historically, of course, privity of 
ct)ntract was required before a 
breach of the architect's duty would 
create liability to anyone. Even 
though an architect is liable to the 
owner for damages resulting from 
the architect's negligence, he is not 
liable where the owner deals with 
the contractor independently.In 

absence of collusion or fraud, there 
are many cases that have held thai 
a third party not privy to the con
tract cannot rely upon the contrac
tor's negligent errors or omissions 
causing damage, in order to hold a 
party to the contract liable.^ Cases 
involving property owners, contrac
tors and architects, and concern
ing the issuance of certificates of 
payment by the architect where 
these certificates were either negli
gently or improperly issued to some
one's damage, indicate that where 
the architect is not immune as a 
quasi-arbitrator, he is liable only to 
the owner.* The classic case of 
Derry v. Peck " has been used for 
many years to show that where 
there is no fraud, contracting parties 
are not liable to third persons who 
are not privy to the contract. The 
cases are legion that have followed 
that doctrine; the architect has 
found immunity in his share.*" In 
the well-known case of Geare v. 
Stiirgis"^ in which a building col
lapsed and killed a third person, the 
architect and the contractor were 
held not liable on the ground that 
no privity of contract existed be
tween them and the person killed. 
One additional influential factor was 
that the building had been accepted 
by the owner and was under the 
owner's maintenance and control. 
In Curt in v. Summerset,"" the court 
said the consequences of holding 
opposite to the rule requiring priv
ity of contract would be far reach
ing. 

If one who erects a house or 
builds a bridge . . . owes a duty 
to the whole world that his work 
. . . contains no hidden defects, 
it is difficult to measure the ex
tent of his responsibility and no 
prudent man would engage in 
such occupations upon such con
ditions."" 

There are a number of cases in
volving an architect's contractual 
liability to the owner that have 
indicated that an owner does not 
waive his rights against the archi
tect as a result of having accepted a 
building as a completed structure." 

Overthrow of Privity 

In all natural evolution the ex
tension of the effects of some par
ticular individual change in a chain 
of events can be almost limitless. 
Thus it is that the effects of Glanzer 
V. Shepardr in which a weigher of 

beans was found liable to a buyer 
despite the absence of a contractual 
relationship between them, were felt 
throughout the genes of liability to 
third persons in all areas; its effect 
is even now being visited upon ar
chitects and engineers. The court 
held that no privity of contract is 
necessary for liability. The principle 
was adopted that one who follows 
a common calling, and who serves 
another, may come under a duty to 
a second party, even though a third 
party may give the order or make 
payment. 

With that beginning, cases arose 
which attempted to find liability to 
third persons. A pattern in the cases 
began to appear indicating an 
awareness that there is no visible 
reason for the distinction between 
the liability of one who supplies a 
chattel and one who erects a struc
ture.'" A number of cases have 
reached this conclusion."' A recent 
case, Inman v. Binghamton Hous
ing Authorityr spells out the pre
vailing attitude. While holding that 
the architect was not liable, the 
court said that the doctrine that 
holds a manufacturer of an inher
ently dangerous chattel, defectively 
made, liable to remote users, is ap
plicable to those who plan and put 
up structures on real property. 

«»6 c . J . s . Architects { 17 (1937). 
** Allied Enterprises. Inc. v. Brooks. 93 
S.E.2d 392 ( G a . 1956); Annot., 25 A . L . R . 2 d 
1088 (1955). 
»lt)ld. 

O H I O J U R . Architects 5 3 (1922): 6 
C . J . S . Architects \ 19 (1937). 
' ' P R O S S H R . T O R T S 514 (2d ed. 1955); Annot., 

34 A . L . R . 67 (1925). 
"•Annot.. 43 A . L . R . 2 d 1227 (1955). 
» 14 App. Cas. 337 (1889). 
" M a y V . Howell, 32 Del. 221. 121 Al l . 650 
(1923); 76 S O L . J . 336 (1932); 76 S O L . J . 666 
(1932); 76 S O L . J . 829 (1932); 73 S O L . J . 744 
(1929): 164 L . T . 78-9 (1927); see also nn. 
11 & 27 supra. 
« 14 F.2d 256 ( D . C . C ir . 1926). 
«> 140 Pa. 70, 21 Atl . 244 (1891). 

Id. at 80. 21 Atl. at 245; see also City of 
Daytona Beach v. Gannett 253 F.2<1 771 
(5th C ir . 1958): Pancoast v. Russell. 148 
Cal . App.2d 906. 307 P.2d 719 (1957); Bay 
Shore Ctevelopment Co. v. Bonfoey. 75 F la . 
455. 78 So. 507 (1918): City of Carrollton v. 
Ayers. 211 G a . 728, 88 S.E.2d 368 (1955); 
State ex rel. National Surety Corp. v. Mal-
vaney. 221 Miss. 190. 72 So.2d 424 (1954); 
School District v. Joscnhans. 88 Wash. 624. 
153 Pac. 326 (1915). 
« Breaux v. Laird. 230 L a . 221, 88 So.2d 33 
(1956); Galvin v. Keane. 100 Ohio App. 100. 
135 N.E.2d 769 (1954). For additional cases 
involving privity in architect's contracts, sec 
Spencer v. Beattv Safway Scaffold Co. , 141 
Cal . App.2d 875. 297 P.2d 746 (1956); Palm
er V . Brown. 127 C a l . App.2d 44. 273 P.2d 
306 (1954); Smith v. Goflf. 325 P.2d 1061 
(Okla. 1958); White v. Pallay. 119 Ore. 97, 
247 Pac. 316 (1926); H i l l v. Polar Pantries, 
219 S .C. 263, 64 S.E.2d 885 (1951); Avent 
V . Proffitt. 109 S . C . 48. 95 S . E . 134 (1918). 
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A Penn.sylvania court said: 

There is no rea.son to believe that 
the law governing liabilities 
should be, or is, in any way dif
ferent where real structures are 
involved instead of chattels. The 
principle inherent in the Mac-
Pherson v. Buick Motor Co. case 
and those that have followed it 
cannot be made to depend upon 
the merely technical distinction 
between a chattel and a structure 
built upon the land."" 

In ca.ses dealing with the manufac
turer's liability to remote users, the 
stress has always been upon the 
duty of guarding against hidden de
fects and of giving notice of con
cealed dangers. In the Inman case, 
because there was no suggestion 
that the structure possessed a latent 
defect or an unknown danger, lia
bility of the architect was not found. 
Different pleadings might have 
yielded the opposite result. 

More recently in United States v. 
Roi.'crs & Rogers.'" a contractor 
sued the architect for negligence in 
supervision in that the architect al
legedly negligently construed and 
Interpreted reports of tests on con
crete and he then negligently ap
proved structures made of that 
concrete when he should have 
known that the specifications were 
not being met. The court stated that 
California courts no longer fol
lowed the common law rule that 
privity of contract must exist in 
order for negligent performance 
of the contractual duty to give rise 
to liability for damage to an in
tangible economic interest. Quot
ing from another case,*' the court 
said: 

The determination whether in a 
specific case the defendant will 
be liable to a third person not 
in privity is a matter of policy 
and involves the balancing of 
various factors among which are 
the extent to which the trans
action was intended to affect the 
plaintiff, foreseeability of harm 
to him, the degree of certainty 
that the plaintiff suffered injury, 
closeness of the connection be
tween the defendant's conduct to 
injuries suffered, the moral blame 
attached to the defendant's con
duct and the policy of preventing 
future harm. 

The court in the Rogers case 
also said: 

Considerations of reason and 
policy impel the conclusion that 
the position and authority of the 
supervising architect are such that 
he ought to labor under the duty 
to the prime contractor to super
vise the project with due care 
under the circumstances, even 
though his sole contractual re
lationship is with the owner. . . . 
The power of the architect to 
stop the work alone is tanta
mount to a power of economic 
life or death over the contractor. 
It is only just that such authority 
exercised in such a relationship 
carry commensurate legal respon
sibility. 

The architect's status as an inde
pendent contractor would bring him 
under this now generally accepted 
doctrine: If a thing constructed 
is inherently or eminently danger
ous, or if the contractor's act re
sults in creating a danger, the prob
able consequences of which would 
be injury to persons, other than 
the owner, who may come in con
tact with the structure, the liability 
of the contractor for the conse
quences of his negligent act is not 
limited to the owner but extends 
as well to any third person not a 
trespasser who receives injury or 
damage as a direct result of such 
act." 

In Day v. National-U. S. Radi
ator Corp." an architect was held 
liable in damages for the fatal in
jury of a workman who was killed 
as a result of a boiler explosion. It 
was alleged that the explosion oc
curred because the architect had 
improperly and negligently super
vised the job. Although it was con
ceded that the subcontractor was 
guilty of gross negligence in the 
installation of the hot water system 
to which the boiler was attached, 
the architect was found liable be
cause he had not noted the im
proper connection during his super
visory inspections. 

Of all the architect's duties, that 
portion which involves supervision 
is probably the least understood by 
courts and attorneys, and is also the 
area out of which most litigation 
will arise. This is the grey area of 
judgment, as exemplified by the 
National-US Radiator case. How 
closely may an architect be expected 
to inspect the work in progress? 
What are the physical tolerances 
that can be used as a measure of his 
legal duty? The necessity for each 

case to be decided on the basis of its 
own facts is well recognized; there 
are, however, some generalizations 
that can be made with regard to 
the term "supervision." 

As in most areas of misunder
standing, the roots of the weed are 
firmly embedded in the definitions 
and accepted uses of the word. 
Supervision, as is usually explained 
in a cursory fashion in the owner-
architect contract, does not mean 
daily superintendence of the work. 
Where the latter is required, special 
provisions are made for a paid rep
resentative of the owner to be pres
ent on the job site during all work
ing hours. In the ordinary instance, 
however, no such elaborate arrange
ments are made. The architect stops 
at the job site at various intervals, 
the frequency of which is deter
mined both by the contractor's need 
for interpretation of the plans and 
specifications, and the owner's need 
for his interests to be protected in 
that the plans and specifications 
must be accurately followed. These 
job visits may occur each day at one 
stage of the construction, and each 
week at another stage. 

Who can say what error or omis
sion by the contractor might cau.se 
future injury to a third party and 
which a reasonable architect might 
miss, even with daily inspections? 
Can the architect be held liable for 
latent defects which cause injury 
and which he was not astute enough 
to be able to predict during his 
supervisory visits? Clearly, these 

""ZaS N . Y . 236 135 N . E . 275 (1922). 
sopRossER, TORTS 517 (2d cd. 1955). 
""Hanna v. Fletcher. 231 F.2d 469 ( D . C . 
Cir . 1956). cert, denied. Gichncr Iron Work, 
Inc. V . Hanna. 351 U .S . 989 (1956) ; Moran 
V . Pittsbiirgh-Des Moines Steel Co. , 166 F.2d 
908 (3d Cir . 1948); Hale v. Depoali. 33 
Cal.2d 228. 201 P.2d 1 (1948); DelGaudio 
V . Ingerson. 142 Conn. 564. 115 A.2d 665 
(1955) ; Hunter v. Quality Homes. 45 Del. 
100, 68 A.2d 620 (1949); Colbert v. Holland 
Furnace Co. , 333 111. 78. 164 N . E . 162 
(1928); Berg v. Otis Elevator Co. , 64 Utah 
518. 231 Pac. 832 (1924); Colton v. Foulkcs. 
259 Wis. 142, 47 N.W.2d 901 (1951); see 
also R E S T A T E M E N T , T O R T S § 385 (1934); 2 
H A R P E R A N D J A M E S . T H E L A W O F TORTS 1556 

(1956) ; Annoi., 13 A . L . R . 2 d 191 (1955). 
••"3 N.Y.2d 137. 143 N.E.2d 895 (1957). 
""Foley V . Pittsburgh-DesMoines Co. , 363 
Pa. 1, 34, 68 A.2d 517. 533 (1949). 
«" 161 F . Supp. 132 (S .D. C a l . 1958). 
" Biakanja v. Irving. 49 Cal.2d 647. 650, 320 
P.2d 16. 19 (1958); see Peek v. Richmond 
Elementary School District, 326 P.2d 860 
(Cal . Dist. Ct . App. 1958); Hoehn v. Minne
sota Mining & Mfg. Co. . 248 Mhin. 162, 79 
N.W.2d 19 (1956); Dow v. Holly Mfg. Co . . 
49 Cal.2d 720. 321 P.2d 736 (1958). 
"Annot . . 13 A . L . R . 2 d 233 (1955). 

No. 59, 697, Div. D., 19th Dist. Ct . . L a . , 
in Stearman, Court Ruling.^ Extend Engi
neers' Liahillties, A M E R I C A N E N G I N E E R . Feb. 
1959. p. I I . 
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are questions that must be answered 
by the courts in the future. Some 
pattern may have begun to take 
shape, but it is unlikely that at
torneys will have an established 
guide in this area of "supervision" 
for some time to come. 

Professional Liability Insurance 
A further development in this 

now rapidly increasing extension of 
architects' and engineers' liability 
to third persons is the initiative 
taken by the professional societies 
in making insurance available for 
the protection of architects and en
gineers. Both The American Insti
tute of Architects and the National 
Society of Professional Engineers 
have arranged for insurance policies 
prepared especially for these two 
professions. Standing committees of 
these societies engaged in a com
prehensive study of professional 
liability insurance as it might apply 
to architects and to engineers in 
private practice. These studies were 
carried out over a period of several 
years, culminating in 1957 with a 
notification of each member of the 
availability of professional liability 
insurance and the reasons for its 
need. The following statement was 
made by the chairman of the A I A 
professional liability committee:" 

. . . the committee set about to 
develop a policy form which 
would provide the maximum pro
tection for the architectural and 
engineering professions . . . when 
the new policy was finally written 
it accurately reflected the wishes 
of the committee and in many 
parts the wording suggested by 
the committee. 

Similar statements by officials of 
the N S P E complete the professional 
sanction. 

The coverage in these policies is 
not limited to bodily injury or 
property damage caused by the 
accident; full coverage is provided 
for expenses of defendants in addi
tion to the limit of indemnity; 
coverage is available for past errors, 
omissions and negligent acts.*'"' Very 
likely courts and juries will be 
influenced by the knowledge that 
this insurance exists, and in line 
with the general policy of spreading 
the financial burden for injury over 
more people, it would seem that 
third party liability suits will in
crease in the area of professional 
engineering and architecture just 
as it has in other areas. 

Future Trends 

The tremendous increase in popu
lation of the United States in the 
past several years and the promise 
of its continued increase in the 
future is indicative of an increasing 
amount of construction work that 
will be performed. The construction 
industry has resisted automation 
rather effectively and will probably 
continue to do so, thus indicating 
that the number of construction 
employees will increase rather than 
decrease. With greater numbers of 
architects and engineers, there will 
undoubtedly be more and more 
possibilities for negligence to occur. 
The efl'ect of the licensing laws 
on the competence of the archi
tects and engineers will, of course, 
be felt; it is folly, however, to 
expect that negligence can be re
duced simply on the basis of pro
fessional people having met a 
particular minimum standard re
quired by a license law, even though 
that standard be raised. 

When an injury does occur, it 
seems proper that even though it 
arises out of an error in judgement 
rather than negligence, the one who 
is injured should have redress 
against the one whose error in 
judgement caused the injury. This 
general trend must be accepted in 
a world in which opposing ideolo
gies are vying for leadership in 
giving benefits to the citizenry. It 
must be expected that private enter
prise economy that is seeking ways 
to meet the collectivist challenge, 
will indeed spread the financial 
burden and the risk .so that indi
vidual standards may be elevated 
without the onerous raising of arms 
in supplication to a paternal govern
ment. The method of equalizing the 
burden through insurance seems to 
be working well in that regard. 

It is interesting to note that the 
liability of other professional people 
to third persons has long since been 
recognized. The accountants, for 
example, whose financial statements 
are generally used by third persons, 
have been in third party liability 
litigation over many years.'" The 
general rule is that third parties 
may recover from public account
ants on the ground of fraud but 
not on the ground of negligence. 
The fact that third party losses 
resulting from auditors' negligence 
are normally of a financial nature 
seems to have some influence on 
the decisions. In the case of an 

architect or an engineer where 
personal injury and death can occur 
as a result of the architect's negli
gence, it seems the stringency 
should have been much greater and 
liability should have arisen much 
sooner. 

A further factor worthy of con
sideration is the inability of the 
architect to once again become the 
Master Builder of the middle ages. 
The construction of a large modern 
building reflects so many facets of 
technology that the architect, who 
must of necessity become involved 
in them, finds it increasingly diffi
cult if not a virtual impossibility to 
maintain competence in them all. 
The architect hires specialists in 
these areas—engineers for struc
tural, acoustical and mechanical de
sign—but even though the respon
sibility might extend to these sub-
agents, the architect remains the 
supervisor and must of necessity 
protect himself accordingly. Fur
ther, this everwidening extension of 
the architect's duties indicates the 
increased possibilities in the future 
of an error in judgement which 
might result in injury to a work
man, or an occupant of the build
ing. 

The factors all point to an as
suredly increasing tendency to find 
architects and engineers liable for 
injuries to third parties resulting 
from professional negligence. 

As an epilogue to the drama, it 
seems discreet to consider the possi
bility of a lowering of professional 
standards through the medium of 
increased liability. Time was when 
a professional man was thought of 
not only as a master in his particu
lar area of knowledge, but also as a 
man of stature to his clients and to 
the public in general. If he is to be 
held increasingly responsible for 
his errors in judgement, then the 
onetime exalted status of the pro
fessional man is reduced to that 
of any other business entity. Per
haps this is as it should be. It 
follows that those who lean toward 
the professions, whether they be 
doctors, lawyers, architects or 
others, should recognize a new 
tenet: The paths of professional 
glory lead but to liability. 

" Sniay. A New Look at Professional Lia
bility Insurance, Journal of The American 
Institute of Architects, Dec. 1957. 
<5 See Professional Liability Policy Form, 
Continental Casualty Co. . Chicago, HI. 
« B e a v e r , The Auditor's Legal Liability to 
Third Parties, 7 W E . S T . R E S . L . R E V . 145 
(1956). 
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Why I Believe in the AIA 
B Y A . Q U I N C Y J O N E S , J R , F A I A 

The I960 President of the Southern California Chapter 

reaffirms his faith in unified action in today's complex world and 

in the AIA. Adapted from the President's Address 

at the Inaugural Ball on January 15 

• It is impossible to tell you what will be done 
during 1960. It is next to impossible to tell you 
what can be done. It occurs to me that it is more 
important to tell you what / believe—and why! 

I believe architecture is an art, and that the 
architect has a responsibility to individual man 
and collective man. The architect has a responsi
bility in self and public education, in business, in 
legislative matters, in public relations, in self-
discipline and in constructive communications. 
When thinking of these six responsibilities in rela
tion to society, it is obviously impossible for the 
individual architect by himself to do what must 
be done. 

I believe this is the most important reason for 
the existence of The American Institute of Archi
tects. 

Just as each of you realizes the importance of 
professional imagination in the conduct of his work 
as an architect, it is most important for the Insti
tute to have and to execute a continuing com
munal imagination, an imagination directed to the 
good of society. 

It has been said that the directors and chairmen 
of boards, the politicians, the administrators and 
most laymen do not have imagination. / do not 
believe this is true. It seems to me that most of 
them have a great deal of imagination, but that it 
is directed in a different way because of a differ
ent starting point. 

Louis Sullivan, in one of my favorite architec
tural books, "Kindergarten Chats," has expressed 
this much better than I can. He describes how the 

architect is not a surveyor, an engineer, a builder 
nor businessman. He is an architect and his true 
function is to interpret and to initiate. He goes on 
and says: 

"1 assume that other men than architects . . . 
interpret and initiate. But not one of them is 
expected to interpret the wants of people with 
the view to initiate buildings, hence the true 
function of the architect is to initiate such build
ings as shall correspond to the real needs of the 
people." 

Why is it important that there be imagination? 
Why is it important for architects to understand 
their profession as an art? The present-day scien
tific knowledges have created a civilization that is 
hungry for tranquillity. Progress in the sciences is 
such that the physical and mental tensions are 
growing at an accelerated rate. There is a lack of 
balance between our powers of thinking and our 
sense of feeling. 

Unfortunately the demand for shaping the emo
tional life of the masses is essentially unrecognized. 
Emotional life is a function of environment. E n 
vironment is shaped by the four-dimensional art, 
architecture. Painting is a two-dimensional art, 
sculpture a three-dimensional art, but architecture 
has the three dimensions of sculpture with the 
added dimension of time. This dimension of time 
becomes important as a factor in the concept of 
any new architectural project, not only as a con
sideration as to how a building or community will 
physically weather, but what consideration should 
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be given as to flexibility and expandability in rela
tion to the environment of any given time. 

Flexibility and expandability are not used in the 
same context as applied to a client for a single 
project with only his own program in mind and 
with no particular concern for how time affects 
the entire community. 

Maybe I can best illustrate what 1 mean by a 
comparison that does include the consideration o\ 
time and the increasing complexities of life. 

Once there was a barn, and in the barn was a 
cow. Nearby stood a house, and in the house was 
a baby. Milk was taken from the cow by means of 
a now vanishing art—so to the bucket, to the bot
tle, to the baby in a direct production sequence of 
functional efficiency. The complete community was 
a barn and a house. 

Today we still have the two principal characters 
in this story, the cow and the baby—but we have 
added many more. The manufacturer who makes 
the milking machine, the processor, the whole
saler, the retailer and the transporter; the chemist, 
the homogenizer, the pasteurizer, the certifier and 
the vitamin-enricher. All of these varied opera
tions need the support of the bank, both to deposit 
profits and to borrow money to make more money 
—and finally the advertising agency to invent be
guiling slogans and to design appetizing containers. 
We are suddenly confronted with a whole army of 
high-salaried milk-men engaged in a mighty effort 
to extract milk from the cow and get it to the 
baby. The community is no longer a house and a 
barn, a cow and a baby. It is now a metropolis, 
and the characters in our little story are only 
statistics. 

Every activity of our lives has a parallel indi
cating increased complexity. 

The communities and metropolitan areas that 
have been created to house these requirements 
may seem complicated, but they are simple com
pared to what they will be in the future. Now, it 
is the architect's place in our .social structure to 
find the kind of flexibility and expandability in 
relation to time as it affects the environment of 
people. Every minute of our lives from infancy 
through adulthood is affected by architecture. We 
could have no greater responsibility. 

There is no unimportant architecture. The barn, 
the tract house, the factory, the warehouse, and 
the service station are equally as important in our 
total environment as the museum, opera house, 
shopping center and church. This total responsi
bility cannot be met by an individual architect 
when he must face all of today's complexities of 
practice. The American Institute of Architects 
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through a joint effort by a great number of archi
tects should be a device to make it possible for 
il l I of us to spend a larger proportion of our time 
practicing real architecture. 

11 1 should pose the question: "Should the archi-
iccl be the best possible business man and sublet 
design and technical skills?" There is no doubt that 
the answer would be negative. On the oiher hand, 
to the question: "Should the architect be the de
signer with the technical ability and sublet the 
business functions of a practice?" Most all of you 
would agree that this would be ideal. I believe that 
allotting a small portion of each member's time 
to some constructive function of the Institute would 
make it possible for all of us to practice architec
ture as we like to think of the practice of archi
tecture. 

It seems to me that mounting pressures often 
lead us to put emphasis in the wrong areas of 
practice. This reminds me of an anecdote. Re
cently I made a trip to Europe with a group of 
architects. While in Le Havre and after an after
noon of inspecting their reconstruction and new 
city plan, the local architect who was acting as our 
guide, reminded us that we were due at the city 
hall for a mayor's reception. On approaching the 
new city hall, we turned into a side street to use 
a secondary entrance. The guide said, "This build
ing does have a main entrance, but it is so main 
that no one ever uses it." 

The problem of proper emphasis is clear, but 
the solution may become confused when there is 
such an accelerated change in the patterns of our 
civilization. 

If we are going to be architects and truly be
lieve that architecture is an art and that architects 
and architecture can provide a better environment 
for people, we must find the device that will make 
it possible to expend the majority of our energies 
in architecture as an art. This device, if all of us 
want it to be, is The American Institute of Archi
tects. The American Institute of Architects can be 
successful only through the activities of its vari
ous committees. Only a little bit can be done each 
year, so this activity has to be a continuing thing, 
year after year. 

We stand at the beginning of the fourth year of 
the second century of The American Institute of 
Architects. 

The Fabulous Fifties lie behind us. The Scien
tific Sixties, as prophesied, lie ahead. With imagi
nation, both individual and collective, we may 
find our way. 

1 have told you what I believe—and why I be
lieve in the AIA. < 



From the Executive Director's Desk 

• Quite convinced that someone who may have 
read my article on the Vice President and Mrs 
Nixon will find therein a partisan motive on my 
part, I wish to set the record straight. I am what 
might be called an ambulatory liberal. I have 
usually voted the Republican ticket, that is when 
1 had a vote and lived in Pennsylvania, but I did 
not hesitate to vote for a Democrat if I thought 
him the better man. This heretical admission could 
readily bring the family wrath on my head, for my 
father, who died in 1915 a nineteenth century 
businessman, left two and only two admonitions 
to his sons; to-wit, never mortgage anything and 
always vote the Republican ticket. I am afraid 
that we have backslid on occasion—even some of 
my brothers have been temporarily disinherited 
for looking with active admiration in the enticing 
direction of liquidity, the Lateran and liberalism. 
That they were restored to favor is due to the 
singular devotion of brothers who acrimonious 
as their inter-fraternal quarrels may be would gird 
up as one when a brother's Hank was threatened. 

I might say, if it would be of any interest to the 
principal parties concerned and to the member
ship, I would gladly write an article on Mr Ken
nedy related to architecture were I conversant 
with Mr Kennedy's architectural interests and 
affiliations and had I ever had the pleasure of 
conversing with him—especially on architecture 
and construction. I have shaken hands with him 
and that is about all. 

When I lived on the west side of Wisconsin 
Avenue in Georgetown I used to watch Senator 
Kennedy play softball on the public playground, 
a sfX)rt which he played with considerable en
thusiasm and agility—though I am not one to 
judge his skill. I have met his attractive wife, but 
the member of the family that 1 know best is Mr 
Kennedy's mother-in-law, a very gracious and 
public-spirited lady of great intelligence, energy 
and initiative. I am afraid 1 cannot give Mr Ken
nedy equal time in this column for the simple 
reason I have not the material to permit me to 
do so. Possibly that will develop. 

1 had some hesitancy in allowing the article on 
Mr Nixon to be published, but my hesitation was 
brushed aside by the Editor who felt it was an 
article that would interest the membership. After 
all, it was about a prominent man and his interest 
in architecture. 

1 am afraid I cannot speak with any knowledge 
on the interest or affiliations in our profession of 
the Democratic nominee for the Vice Presidency. 
There are others who can, for I know he has 
worked clo.sely with some architects. 1 think you 
are all well-acquainted with Mr Truman's interest 
in architecture although there was never any 
question as to where he stood in the matter of 
architectural design, progress or conviction and 
I understand that the same can be said for Frank
lin D. Roosevelt. The interest of a head of state 
in architecture is natural and one that should be 
encouraged. 

In fact, I do not see how a head of state can 
avoid an interest in architecture. The recent Gov
ernor General of Canada, Mr Massey, was very 
close to the architectural profession, his own son 
being an architect. There is, I believe, a Massey 
medal awarded by the Royal Architects Institute 
of Canada. Once or twice we endeavored to have 
the Governor General appear on our Convention 
programs, for he is a gifted and brilliant speaker 
and would have been delighted to have addressed 
us on our own subject had protocol not prevented 
him from doing so. 

History is replete with instances of the very 
vital and profound interest of heads of state in 
planning and in architecture. Mostly for the better, 
not always so. 

Where on earth would architecture be had not 
emperors, kings and dictators openly and vigor
ously pursued their programs of construction 
always with the aid of the most competent archi
tects of their countries. 

Frequently heads of state were powerful in
fluences in molding architectural taste and in es
tablishing the reputation of their architects. I am 
afraid we are one of the few countries where each 
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and every head of state has not pursued a con
struction program and has not injected a consider
able amount of his own personality and taste into 
the product. Save for such exceptional people as 
Roosevelt and Truman, our Presidents for the 
most part (except for Thomas Jefferson) never 
expressed any deep conviction on architecture or 
pursued planning and construction programs other 
than as issues necessary to the progress of the 
nation. 

Of course there have been baleful influences; 
Adolph Hitler, a frustrated painter and archi
tect, did have a very definite impact on architec
tural style. An impact which, one regrets to report, 
extended beyond the confines even of his country 
as he expanded it, for there are examples in our 
own country of architecture which have a definite 
reflection of the severe Nazi style. It is indeed re
grettable to find unmistakable reflections of the 
harsh Nazi philosophy in some of our governmen
tal buildings designed, I am happy to say, before 
World War I I . 

I am afraid the acceptance of the Hitlerian 
architectural philosophy is an evidence of our 
failure to have kept our official architecture always 
to the fore. In this respect we have not kept the 
pace set by Thomas Jefferson, a pace which L a -
trobe, Walter and others maintained for many a 
year. 

The last of the 19th century and the first part 
of this century let us down almost ignomiously 
with the "pompier" pomposites that have until 
recently been accepted as a criterion for official 
architecture. 

Now, thanks to the enlightened and professional 
encouragement of our Department of State, the 
Public Building Service of the General Services 
Administration, the Post Office Department and 
other major and even lesser Federal agencies we 
stand a chance of evolving an epochal architecture 
which will let future generations know that this 
country was capable of evolving an official archi
tecture comparable to any of those which have 
been the milestones, the hallmark of those ages 
which separate the great advances in style, beauty 
and appreciation from those ages whose histories 
are the pages glossed over by future generations. 

So we look to Senator Kennedy, if he is elected 
to the Presidency, to interest himself in one of 
the very important (to civilization and posterity) 
aspects of this age to the end that the last half of 
the 20th century of the United States may go 
down in history as comparable to the age of 
Pericles, of the first of Elizabeth, of Louis the X I V 
and of Thomas Jefferson. 

Lest now it be assumed that the emphasis is 
too greatly on Senator Kennedy, let me make it 
clear that the challenge is also extended to Vice 
President Nixon. Doubtless there would be those 
who may read this article who will view with 
alarm the possibiHty that a President of the United 
States, in becoming the propellant of an architec
tural period of the future, will thereby inject as a 
layman a deadly amateurish aspect to the projects 
of the program. Now perhaps there is some cause 
for such alarm, for I do recall that the architec
tural ideas expressed on paper of one former Presi
dent of the United States were such an obvious 
freshman approach as to frighten the architects 
standing at his elbow, and those of you who may 
have read the Washington papers when the re
habilitation of the White House was discussed, will 
recall the pictures of the monstrous additions and 
hideous alterations to the White House designed 
by an engineer, but approved and promulgated by 
the then President, William McKinley. I do not 
recall that President McKinley ever gave evidence 
of any other architectural interest. 

But let me ask, did the Renaissance lords of 
Florence and Rome inhibit their architects? I 
doubt it. Did the Doges of Venice frustrate their 
people? Possibly. Every artist lives constantly 
with frustration. But there is no evidence that I 
know of of the injection of the master, the lord, 
in either Florence, Rome or Venice which may 
have had a deleterious eflfect on the design or on 
the progress of architecture. The same can be said 
of the 18th-century monarchs, both French and 
British. For although those of England may not 
have taken the intimate interest in architecture 
as did their Royal Cousins across the Channel, 
nevertheless without their encouragement archi
tecture would not have progressed in France or 
England. The one horrible creation being that of 
the Prince Regent who, about the time he became 
King George IV, caused the creation of the 
Brighton nightmare which has survived as a dread
ful example of what not to do. 

1 think that should our head of State take a 
vital interest in the advancement of architecture in 
this country, and if there is a failure and the period 
goes down as one to be treated with disdain by 
future generations, the fault would lie chiefly with 
our profession for its failure to have produced 
that strength of character that can guide the presi
dential propellant. 
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"How-to-Books" 
The recent receipt of a book-

dealer's catalogue entitled "lOOO 
How-to-Books" prompted the 
thought that a list of the Library's 
books beginning "how-to" might be 
of interest. Actually the catalogue 
had only 720 titles starting with 
those magic words, the remainder 
beginning with such phrases as "the 
complete book" "the art o f etc. In 
our list, for reasons of space, we 
have given only those that read 
"how to." Although not covering 
such a wide range, even these few 
suggest the variety of things about 
which people wish to know, and 
which have catered to this interest 
by using a catchy title. As usual 
they are available for loan to cor
porate members of the Institute for 
fifty cents for the first volume and 
twenty-five cents for each addition
al. G . E . P . 

How to become a professional engi
neer. John D. Constance, N .Y . . 
McGraw-Hill, 1958. 272 p. 

How to build fences and gates. Sun
set Magazine. Menio Park, Lane 
Pub Co., 1951. 96 p. 

How to build modern furniture. 2d 
ed. Mario Dal Fabbro. N .Y . . 
F . W. Dodge Corp., 1957. 214 p. 

How to build patio roofs. Sunset. 
MenIo Park. Lane Pub Co., 1956. 
96 p. 

How to build swimming pools. 
N.Y. . Simmons-Boardman Pub 
Corp., 1958. 

How to build walls, walks, patio 
floors. Sunset, MenIo Park, Lane 
Pub Co.. 1952, 96 p. 

How to build your own house. Hugh 
Laidman. N .Y . . Harper, 1950. 
288 p. 

How to build your own house. 
Douglas Tuomey. N.Y. , Grosset 
& Dunlap. 1949. 223 p. 

How to buy a house. Lewis D. 
Meredith. N . Y . , Harper, 1947. 
176 p. 

How to choose that college; a guide 
for students and parents. Clar
ence C . Dunsmoor and Oliver C . 
Davis. Boston, Bellman Pub Co., 
1951, 51 p. 

How to color-tune your home. Louis 
Cheskin. N . Y . , Macmillan, 1954. 
203 p. 

How to decorate and light your 
home. E . W. Commery and C . 
Eugene Stephenson. N .Y . , Cow-
ard-McCann, 1955. 256 p. 

How to do business with the U.S. 
Government. OHver Hoyem, 
N.Y. , O. Durrell, 1949. 288 p. 

How to estimate carpentry, mason
ry, lath and plaster, marble and 
tile, air conditioning, electrical 
wiring, sheet metal, plumbing, 
linoleum, glass, painting, hard
ware. Gilbert Townsend, J . R. 
Dalzell and James McKinney. 2d 
ed. rev. Chicago, American Tech
nical Society, 1955. 699 p. 

How to estimate the building needs 
of a college or university: a dem
onstration of methods developed 
at the University of Minnesota. 
William T . Middlebrook. Minne
apolis. University of Minnesota 
Press, 1958. 169 p. 

How to judge architecture; a popu
lar guide to the appreciation of 
buildings. Russell Sturgis. N .Y . , 
Baker & Taylor Co. , 1903. 221 p. 

How to know architecture; the hu
man elements in the evolution of 
styles. Frank E . Wallis. N .Y . , 
Harper, 1910. 326 p. 

How to make and interpret loca-
tional studies of the housing 
market; a report based largely 
upon a study undertaken for 
Housing and Home Finance 

Agency. M. R. Brewster, W. A. 
Flinn and E . H . Jurkat. Washing
ton, U.S. Dept. of Commerce, 
1955. 66 p. 

How to make architectural models. 
R. Forman. London, The Studio, 
1946. 63 p. 

How to make built-in furniture. 
Mario Dal Fabbro. N .Y . , F . W. 
Dodge Corp., 1955. 262 p. 

How to manage your meeting. 
Parliamentary procedure. G . 
Henderson. Indianapolis, Droke 
House, 1955. 297 p. 

How to plan a convention. Percy G . 
B. Morriss. Chicago, Drake Pub. 
Co., 1925. 153 p. 

How to plan a house. Gilbert Town-
send and J . Ralph Dalzell. 3d ed. 
Chicago, American Technical So
ciety, 1958. 591 p. 

How to plan and build your fire
place. Sunset Magazine. San 
Francisco, Lane Pub. Co., 1951. 
96 p. 

How to remodel basements and at
tics. Popular Mechanics Maga
zine. Chicago, Popular Mechan
ics Press, 1957. 192 p. 

How to study architecture . . . an 
attempt to trace the evolution of 
architecture as the product and 
expression of successive phases 
of civilization. Charles H . Caftin. 
N.Y„ Dodd, Mead and Co., 
1917. 540 p. 

How to talk to a client. (Part 2 of 
Anatomy for interior designers.) 
Francis Schroeder. 2d ed. N.Y. , 
Whitney Publications, 1951. 96 p. 

How to use creative perspective. 
Ernest W. Watson. N .Y . , Rein-
hold Pub. Corp., 1955. 160 p. 

How to use your trade association. 
Walter L . Mitchell. N .Y . , Pren
tice-Hall, 1951. 287 p. 
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The Organization of Mu.seunis—Prac

tical Advice. Unesco. New York, 
Columbia University Press. 232 
pp. illus. 7" by SVi". $6.00 

This useful book results from the 
cooperation of members and staff 
of the International Council of 
Museums ( I C O M ) , an instrument 
of Unesco with committees in forty-
eight countries. It is the ninth in 
a series entitled Museums and 
Monuments, some of which are on 
specific sites and restorations. The 
present text is designed particularly 
to give practical information to 
smaller museums with limited 
budgets or to those which are be
ginning to expand. It will be help
ful to any architect with a museum 
project. 

In the foreword by Luther H . 
Evans, Director-General of Unesco, 
it is noted that everywhere in the 
world there is increasing interest 
in the past history of mankind as 
well as in phenomena of today— 
from ancient (or prehistoric) arti
facts and fossils to atomic power-
plants and satellites. Exhibitions 
and techniques are constantly im
proved, temporary and travelling 
shows have become popular and 
there have been broad develop
ments of specialized educational 
services. 

This book has ten chapters by 
some seven authors, treating: mu
seum functions, administration, 
staff, research, visitors, education, 
the laboratory, care and storage 
of collections, exhibitions and mu
seum architecture. Some of these 
include selected references. A 

70 sampling from these essays fol
lows: 

Douglas A. Allan (Scotland)— 
on function: . . a gift which 
implies a static condition must be 
regarded as being against the best 
interests of the museum . . ."—on 
staff: qualifications, duties, etc of: 
director—office staff—professional 
staff—technical assistants—artisans 
—guards—cleaners. 

Pierre Sehommer (France)—on 
administration: . .whenever a 

new museum is established, it is 
most important for its statutes to in
clude a winding-up clause . . . what 
should be done with its collections 
should closure become necessary 
. . "The inventory must not be 
confused with the catalogue. . . 
former is administrative, latter, 
scientific . . ." 

Hiroshi Daifuku (Unesco)—on 
research: "Projects such as the 
study of the effects of exhibitions, 
of analyses of the behavior of 
visitors, the effects of publicity to 
attract visitors, have taken place 
in several countries. . ." Daifuku 
quotes from the late Francis Henry 
Taylor: ". . . The same layman 
who takes offense at an abstract 
picture in an exhibition, into which 
the artist has put years of self-
discipline in logical and orderly 
abstraction of theoretical ideas, will 
accept without question the right 
of a university or a research foun
dation to publish abstruse mathe
matical conclusions and equations 
which, as an untrained person, he 
can never hope to comprehend . . ." 

(Daifuku continues)—on the 
visitor: ". . . over 82% of the visi
tors turned toward the right. . ." 
(a study in U S A ) . . . a half-size 
model of a hand-lift irrigation sys
tem, displayed in India, was thought 
to be a toy . . . (scale concept un
familiar)—on care and storage: 
Inorganic and organic materials— 
storage conditions—accessibility— 
records. 

Molly Harrison (England)—on 
education: ". . . museums can show 
the relationship between things . . . 
can open windows to those who 
lack interests and can help to de
velop sensitivity and discrimina
tion in those who are visually il
literate. . . . " 

Paul Coremans (Belgium)—on 
the laboratory: An old saying: 
". . . man is the worst enemy of 
works of art. . . ." Scientific ex
amination—deterioration of old 
materials—conservation and res
toration (illustrations) —interna
tional tables of thermal and R H 
conditions—notes on photography. 

P. R. Adams ( U S A ) — on ex
hibitions: Planning—the setting— 
temporary exhibitions — labels — 
lighting — case design — mounting 
objects—travelling exhibitions. 

Bruno Molajoli (Italy)—on mu
seum architecture: ". . .there is 
no such thing as a museum planned 
in the abstract, suitable for all 
ca.ses and circumstances. . . Many 
plan and section diagrams, notes 
on lighting, materials and func
tional areas. 

The value of this work to the 
architect lies in its comprehensive 
view of museum functions and ac
tivities—this is an excellent archi
tectural program guide. We need 
more of them, on many building 
types. E .P . 

Planning: The Architect's Hand
book. Eighth Ed. S. Rowland 
Pierce, F R I B A ; Patrick Cutbush, 
A R I B A ; Alfred Bossom and An
thony Williams, A R I B A . London, 
Icliffe & Sons, 1959. 538 pp. 

It is interesting to compare this 
British reference book with its 
American counterpart, Harold R. 
Sleeper's "Building Planning and 
Design Standards." "Planning" was 
first published in 1936 and Sleeper's 
book came out in 1955. The latter, 
however, supplements "Architec
tural Graphic Standards," which 
was first published in 1932 and 
which included only about fifty 
pages of planning data. Neither 
"Planning" nor "Building Planning 
and Design Standards" covers all 
building types. For a more com
plete coverage, we in America may 
refer also to the late Talbot Ham
lin's "Forms and Functions of 
Twentieth Century Architecture" 
(1952), "Time Saver Standards," 
"Don Graf's Data Sheets," and 
magazine articles including the 
"Building Type Reference Guides" 
published in the AIA Journal. In 
general, in "Planning," building 
types are discussed more fully than 
in Sleeper's book and in a less 
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scholarly manner than in "Forms 
and Functions." 

The intent of "Planning" is stated 
in the Introduction: 

"Practical planning must start 
from a broad statement of pro
gramme. . . . Any . . . additions 
to understanding must . . . come 
from a classification of factors or 
requirements governing each type 
of building. . . . The unknowns 
must be subjected to examination 
through a process of analysis, or 
research into parallel cases, gen
erally of the past, by requirements 
laid down by the user or client, or 
by the classified accumulation of 
experience stored for future use. 
. . . An architect . . . is trained 
up in a broad knowledge of many 
types of building (and) his train
ing enables him . . . to perform 
the necessary analysis and classi
fication in preparation for the 
planning of a type that is new to 
him." 

"Planning" offers aid in this 
process. 

The first part of "Planning" is 
devoted to "analyzing elements" 
which are common to several types 
of buildings, and the second part 
"deals with particular types of 
buildings." It is not the intention 
of the authors to deal with esthet
ics, but to "indicate how various 
types of buildings are planned and 
to supply that information and data 
which is essential before planning 
can begin." The book is addressed 
both to students and practicing 
architects. Building types covered 
are: 

Housing 
Flats 
Residential Hostels 
Hotels 
Public Houses 
Schools 
Colleges for Further Education 
Community Centres 
Factory Buildings 
Office Buildings 
Shops and Stores 
Municipal Buildings 
Law Buildings 
Museums and Art Galleries 
Libraries 
Fire Stations 
Clinics and Health Centres 
Crematoria 
Sports Pavilions 
Baths 
Holiday Hostels and Camps 
Garages and Parking Spaces 
Farms 

Somewhat shocking to Ameri
cans is the inclusion of advertising, 
but otherwise the format is satis-
factor>'. The three-column page 
permits use of small type. 

No space is allotted to histori
cal development of types and the 
general discussions of requirements 
are concise. Recommended dimen
sions and typical layouts are given 
but no details. While modular de
sign is supported, its application 
is not illustrated. 

For British architects and Ameri
can architects with British com
missions, "Planning, The Archi
tect's Handbook," would be invalu
able. While common building types 
and the requirements of these types 
in Britain differ from those in 
America, the comparison which is 
offered by '"Planning" is valuable. 
For example, under the heading of 
parking garages, "Planning" illus
trates not only the elevator and 
ramp arrangements which are com
mon in this country, but also some 
arrangements which are new to 
this reviewer. The authors have 
been thorough in their study and 
presentation. As Kenneth M. B. 
Cross, M. A. , says in the foreword: 
"As planning problems increase in 
complexity and as modern building 
construction requires ever greater 
knowledge on the part of the de
signer, so it is that books such as 
this help to relieve the increasing 
burden on the architect by en
abling him to gain much varied 
information in a very short time." 

C L I N T O N H . C O W G I L L , F A I A 

Old Houses on Nantucket. Kenneth 
Duprey. New York. Architec
tural Book Publishing Co., 1959. 
242 pp. illus. SV2" X 11". $12.50 

No one can claim to understand 
completely the values of American 
architecture without having spent 
some time on Nantucket. This 
book, with more than 300 careful 
photographs and some sixteen 
pages of measured details, has a 
special interpretative mission in that 
it makes accessible many private 
homes which are not open to the 
7x explosion of the all-year popu
lation which occurs in the usual 
summer—not this one—there's a 
steamer-strike and the "Far-away 
Island." thirty miles offshore, is 
farther away than usual. 

Emphasis in these pages is on 
interiors but enough descriptions 
and illustrations are given of house 
structure, detail, materials and sur
face treatments inside and out, to 
capture essential qualities of design. 
Nothing can take the place of be
ing within this comfortably-scaled 
architecture or seeing it in the 
crystalline light of winter. 

Despite the obviously expensive 
and conspicuous accumulations of 
antiques in some of these grounded 
Mayflowers, enough of them re
main in family hands to demon
strate the difference between af
fectionate inheritance and acquisi
tive excess. 

A notable pleasure of "The 
Island" is the calming environ
mental effect of an orderly sequence 
of related architectural periods. 
This is its significance and impor
tance for architects today—not for 
another spree of scntimentalism. 
Almost as bad as that rather im
mature reaction is the "cultural self-
abuse" of the japanistic we now 
have with us. Again, the quality 
which is mistakenly expressed in 
this Zenaissance is that of a con
sistent environment arrived at with 
a use of natural and simple mate
rials. 

On Nantucket, the early colonial, 
tempered with Quaker simplicity 
and clarity of surfaces, was altered 
with the Revolution to a somewhat 
miffed, and not jingoistic. Federal 
architecture. "America," as the 
mainland is still called, not only 
did a poor job of defending them 
against the British but carried off 
at least an equal number of trained 
seamen and hard-to-come-by stores. 

With whaling wealth and the 
times came the accented detail and 
proportioned line of Greek Re
vival. The sequence and visual 
counterpoint of the.se three periods 
—simple colonial. Federal and 
Greek Revival—provides a con
siderable plea.sure to the observant 
eye. 

No one can write a book about 
•• The Island" without scraps of his
tory and this is no exception. The 
only typographic error found, un
fortunately came right home to 
this reviewer. My dear old friend 
Dr Will Gardner would join me 
in objection to listing the title of 
one of his inimitable books as 
"The Coffee Saga." My great-great-
grandmother Judith Coffin would 
also disapprove. E . P . 
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A Pig in a Poke 

The American people arc being 
asked to buy a pig in a poke. Here 
in Washington, we newspaper read
ers have been kept fairly well in
formed on what has been happening 
regarding Lafayette Square, the 
front yard of the White House. We 
can only hope that newspaper read
ers in the rest of the country have 
been told as much. 

There was a general sigh of re
lief when the Federal government 
bought up the properties on the east 
and west sides of the Square, thus 
preventing the private exploitation 
of any of that precious land. Two 
years ago the government an
nounced that it was going to build 
a much-needed Executive Office 
Building on the west side of the 
Square, extending all the way 
through to 17th Street, but preserv
ing the Decatur House and the 
Blair and Lee Houses on Pennsyl
vania Avenue. The proposed build
ing, as published, was a big block
buster of typical Federalese archi
tecture, lacking in character and 
overwhelming in scale. The public 
clamor over it must have had some 
effect, for there are reports that 
later designs allow for the portion 
of the building fronting on the 
Square to be low, with some at
tempt to achieve a proper relation
ship to the old houses. But beyond 
that we know little. The plans are 
being drawn for approval by the 
officials concerned, but the public. 

72 whose property the building is and 
who have the greatest stake in the 
maintenance of the character of 
Lafayette Square, have been kept 
in the dark. 

Now the same thing is happening 
to the east side of the Square, only 
worse. Plans are being prepared for 
a building for that side, and again, 
under a veil of secrecy. The House 
Subcommittee on Buildings and 
Grounds approved the project with
out even a public hearing; The cor-
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responding Senate Subcommittee 
held a hearing in May. and groups 
interested in preservation had their 
opportunity to speak — but without 
knowledge of all the facts. They 
were, in effect, being asked to ap
prove the destruction of the old 
buildings without knowing what 
was to replace them. 

The government proposes to 
build a new Court of Claims build
ing on the ea.st side, a building 
which would be much better placed 
elsewhere in the city, where there is 
plenty of room, in the opinion of 
many people. But one man, the 
Chief Judge of the Court of Claims, 
wants his building to be across from 
the White House. So there, appar
ently, it is going to go. The Senate 
and House Subcommittees ap
proved the appropriation of funds 
for these buildings on both sides of 
the Square, so now it would appear 
that nobody can do anything about 
it. 

Why is this all so important? It 
is not important to the lazy-minded, 
but anybody who gives it a sec
ond thought will realize right away 
that it means a lot more than just 
the demolition of a few old houses 
filled with associations and memo
ries of some of the great names of 
American history. Architecturally, 
Lafayette Square is just as impor
tant as the south lawn of the White 
House, the Ellipse and the slopes of 
the Washington Monument. Fur
thermore, it frames the approach 
to the White House. The White 
House has for a hundred and fifty 
years been its dominating feature, 
as it should be. (Fortunately the 
modern buildings on the north side 
of the Square are the most remote 
from the White House.) Two mas
sive government buildings flanking 
the Square will destroy the scale of 
the whole ensemble. And that word, 
"ensemble." brings out just what is 
lacking in this whole disaster. There 
has never been (except for the mon
strous proposal of the McMillan 

Plan) any attempt on the part of 
the government to recognize the 
White House, Lafayette Square and 
its surrounding buildings as an en
semble. Yet in order to preserve the 
dignity and prestige of the Execu
tive Mansion, the entire area in 
front of it must be studied with re
lation to it. Any architect knows 
that. 

The approach to the whole prob
lem has been the same as the ap
proach to the same problem in 
every American city—piecemeal, 
without forethought or over-all 
plan. Yet, this is the heart of the 
nation, the approach to the White 
House, hallowed ground dear to 
every tourist. 

In a more hopeful vein: There is 
evidence that the design for the west 
side of the Square is going to be in
telligently handled. But the design
ing of the east side is complicated 
by the gigantic scale of the existing 
Treasury Annex, which was built as 
the first unit of Cass Gilbert's de
sign for the entire Square under the 
McMillan Plan. 

Possibly the government officials 
and their architects have worked up 
a scheme which will be such an 
improvement over what is already 
there that we will gladly sanction 
the destruction of the historic 
houses which remain—but experi
ence with official architecture gives 
faint cause for such a hope. But the 
persistent blanket of secrecy is 
what puts the American public into 
the position of buying a pig in a 
poke. We are being asked to ap
prove and accept something we 
have never seen and know little 
about, at the cost of the loss of 
some more of the precious relics 
of our heritage. 

P.S. Since writing the above, it has been an
nounced that the architects for the buildings 
on both the east and west sides of the 
Square are to be Perry Shaw, Hepburn & 
Dean and Shepley, Bulfinch. Richardson & 
Abbott. 



Lighting Research - its role in architectural design 

by Eric Pawley, AIA Research Secretary^ 

• Daylighting, the flame, the arc, 
the hot wire, the wobbling gas and 
the excited chemical, all have their 
place—even the appropriate last— 
and all of them influence architec
tural forms in many special build
ing types. Consider for examples 
the so-called war of cross-sections 
in California school buildings—the 
renaissance of museum lighting 
when it was divorced from the na
tural skylight with its 100° F - plus 
temperatures in the attic—the top-
light loft temperature seemed to 
approach that within a lamp—and 
before airconditioning who ever 
went to a museum in the summer? 

A fascinating review could be 
given, if we had time, of the thou
sands of years search for expression 
and evocation of religious feeling 
through that most wonderful sym
bol of L I G H T , which in every lan
guage is synonymous with under
standing of exalted ideas and ideals 
—from the mystery of massive 
Egyptian temple columns rising 
eighty feet to a ceiling above a 
clearstory—to the glorious color of 
gothic stained gla.ss in Chartres 
cathedral—to the faint flicker of 
sunlight on the interior walls ingen
iously reflected from the water sur
rounding Saarinen's chapel at M I T 
and light from the "eye" picked up 
on Bertoia's symbolic, fluttering 
screen behind the altar—or to the 
romantic patterns of color in deep 
masonry reveals in Le Corbusier's 
Ronchamp chapel in France. 

What is the constant factor in all 
these great buildings? It is F O R M , 
architectural form, revealed by 
light. Corbu has defined architec
ture as the "skillful, accurate, and 
magnificent play of masses seen in 
light . . ." 

A charming little blonde—she's 

nine years old—showed me some 
house plans she had drawn. Her 
parents were about to build and she 
had seen architectural drawings for 
the first time. Melissa's drawings 
were very interesting. First she 
made an outline of the exterior wall 
which might, in one of her many 
plans, look as much like a Scottie 
dog or a fish as anything else. She 
told me, wiggling, that she decided 
first what it was to look like. Then 
she drew in partitions to create 
rooms around this formal concept 
of the outside wall, beginning with 
the bathroom as one that impressed 
her as most important (for good
ness sake, Melissa, stop wiggling). 
The point is that her childish idea 
of a house is the typical western lay 
concept. And is there really mucfi 
conceptual dilTerencc between nine-
year-old Melissa's house "plans" 
and the late ancient notable who 
wanted to do a building like a shell? 

J . B. Jackson, editor of that quite 
remarkable little three-times-a-year 
magazine from Santa F c called 
Landscape, draws a perceptive com
parison that may help here: 

". . . the basic Anglo-American 
dwelling unit is the house, which 
we subdivide into rooms—the basic 
Spanish-American unit is the room 
which is eventually added to . . ." 
it is additive, the other divisive. 

This germ of a building, the 
room, with time, is multiplied 
aroimd a courtyard or plaza with 
a well in the center. A two-story 
version with balcony may be seen 
in Monterey, California. Carried 
further in the typical mediterranean 
house it surrounds four sides of a 
patio, perhaps on several floors. In 
full development it has the most 
sophisticated double-patio—one of 
which is green with much foliage. 

Unilateral lii^hiinL; 

Tri-lateral lighting 

Bilateral lighting 

Bilateral with extended sun and 
sky-brightness control louvers 

T H E B A T T L E O F C R O S S - S E C T I O N S 

(Caudill and Reed) 

1 From a paper for l E R I Research Sympo
sium March 3-4. 1960 Washrngton, D . C . 



A museum skylight 
Oscar Niemcyer's residence — note green 

and paved areas. "Modern Architecture 
in Brazil" by Henrique E. Mindlin. 

Reinhold Publishing Corporation 
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Courtesy: French Government 
Tourist Office 

Model of Hypo,style Hall. 
T em pie of Karnak. Courtesy: 

The Metropolitan Museum 
of Art. Bequest of 

Levi Hall Willard. 1883 

Whaling Station, Montere\ 

Sen residence — note 
three palios. C{>urte.iy: 
Architectural Record 
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AI rifilit: Le Corbusier's 
Ronchamp Chapel—a romantic 

pattern of colored lif;ht. Courtesy: 
l-rc/icli (invcrnntcnl IOurist Offwe. 

Below: Bertola screen in 
Saarinen MI T Chapel 

pools and sparkling fountains and 
the other, dry and hot. Between 
them a link of building with the 
most comfortable rooms in the 
house because the heat rising from 
the dry patio pulls the delightfully 
cool air from the green one thru 
these rooms in the middle. There 
are also interesting variations of 
lighting involved. 

What we have then is a conscious 
manipulation of environment thru 
architectural form. Some contem
porary houses have been planned 
in this way of freedom. Oscar 
Niemeyers own house near Rio for 
one brilliant example which simi
larly works from green to paved 
areas. Dean Sert's house in Cam
bridge is an almost too refined ex
ample of the triple patio in an 
alien climate. So we have today a 
paradoxical search thru tradition 
for increased liberty of form, and 
with it multiplied opportunity for 
creation of effects of light in most 
important combination or integra
tion with other factors of environ
ment. 

The article in this issue of the 
AlA Journal by Abe Feder. a skill
ful lighting designer, tells what 
must be done to create such effects 
in the theatre, with an amusing 
sympathy for the ladies in the audi
ence. " 

From the functional archers slit 
in a heavy masonry castle wall and 
the narrow and deeply recessed 
fenestration of that gorgeously 
lighted refectory in the abbey of 
Mont Saint Michel, we come to 
today's mad delight in today's ma
terials and their possibilities—to 
what? To that thin skin—the porce-
lain-enamel-and-glass-plaid disease, 
of course, that epidemic of epi
dermic reticulation called the cur-
tainwall. 

It is mostly spawned in complete 
ignorance or arrogant disregard of 
suncontrol. Our Latin neighbors in 
Brazil have done far better. In 
Washington, however, where we 
are somewhat climate-conscious, 
you can see trials of both horizontal 
and vertical louvers for suncontrol. 
In the suburban counties, however 

- sec page 81 of this issue 
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again, our most progressive archi
tects cannot sell one foot of sun-
control to a school. It's a f r i l l ! We l l 
keep on trying. 

The architect's present concern 
for environmental factors as ele
ments of design is not new but cur
rently rediscovered. The Greeks 
knew a lot about the optics of vi 
sion. The French essayist, Mon
taigne, 400 years ago, said "You 
think you live under universal prin
ciples—but in fact they are muni
cipal by-laws!" 

In a recent dinner-discussion de
voted to science and philosophy, 
some scientists and humanists rec
ognized that man's values were pos
sibly more durable than so-called 
"facts." Typically (a humanist 
speaking), the scientist has a naive 
faith in the belief that error will 
not repeat itself." He proves facts 
by their too-often illegitimate off
spring, statistics—by quantity of 
experiment, the criterion of truth 
being merely the repetitive situa
tion. A learned wag recently said, 
"Aristotle discovered all the half-
I ruths which were necessary to the 
creation of science!" 

What's invisible? It is reported 
that 400 to 700 millimicrons,' or 
even the refinement 380 to 760 are 
quite arbitrary limits for human 
perception of color and that 312 to 
1050 are not impossible. In plan
ning for man's conquest of space, 
certain experiments on human re
actions have shown that when we 
are deprived of our usual sensory 
impressions for eight hours we have 
striking aberrations of our percep-

The plaid disease 

tions—shapes of things change in 
form and size, lines move, haloes 
even developed (this may account 
for the men some women pick). 

What kind of space do we live 
in? Study of the works of certain 
advanced artists, sculptors and 
painters both, can be rewarding to 
lighting engineers as well as to 
architects. There was a period in 
Picasso's work I could not under
stand or appreciate—some paint
ings he did in the early 1920's of 
very violently assorted women on 
the seashore. One morning at break
fast 1 caught sight of my reflection 
as I reached for our spherical stain
less steel coffee pot. I was in a dif
ferent kind of space—Picasso's 
space. As a matter of fact, para
doxically, almost in the ambient 
atmosphere of his compatriot Velas
quez' space as well. Picasso's 
strange forms were a highly sophis
ticated expression of vision in which 
perspective, the picture "plane" at 
least, was curvilinear. His brutally 
deformed ladies cavorting on the 
beach were no less mis-shapen than 
my hand and forearm as I reached 
for another spot of coffee. Perhaps 
this is how we look to a horse! As 
I look at these paintings now, the 
space pulls back and forth in a way 
that gives a peculiar reinforcement 
to the third dimension. Someone 
else has noted that this perspective 
alteration accentuates movement. 
I saw recently that Picasso has said 
"Color is a measuring instrument 
in the world of shapes . . ." Per
ceptually, the man is way out there 
ahead of us. 

Can we learn from such experi
ences something we can use in de
sign? We can if it is only increased 
awareness of design possibilities— 
awareness of space patterns and 
their relationship. 

That we are in danger of losing 
such awareness is the fear of a 
noted bio-scientist. Dr Adolf Port-
mann, of Basel, Switzerland. In 
an excellent article in that same 
magazine, Landscape (Autumn 
1959 issue), called "The Seeing 
Eye" he says: ". . . our visual sense 
is being allowed to revert to a sort 
of wilderness state. The language of 
form and color is being abused to 
the point where a new kind of ill i
teracy is emerging, and this is true 
not only in childhood and adoles
cence; the new illiteracy is invading 
the adult sphere as well. The pres
ent flood of illustrated publications 
threatens to increase to an enor
mous extent the number of visually 
ignorant and the visually apathe
tic . . ." Dr Portmann continues, 
calling for "new thinking on the 
whole subject of schooling, espe
cially of the schooling of vision. . ." 

There is another concern on my 
part, voiced in my recent review of 
an history of contemporary' Ameri
can architecture—it concerns re
gionalism in design: 
" . . . a most pernicious aspect of 
this book may be its denial of re
gional values in American architec
ture and encouragement of such 
negation. These values may present
ly have decayed but is this good? 
As shutters click and presses roll, 
as an individual architectural prac-

" units of measurement for the clectromac-
nctic spectrum—visible range 



tice expands away from its original 
locale, as the output of architec
tural schools is scattered, and as 
building product profits outweigh 
shipping costs—of course we shall 
find the anti-regional. If it is good 
it will have influence but often only 
in superficialities. . ." 

I believe there is an opportunity 
for us to study regional aspects of 
lighting—and it will affect electri
cal lighting as well as daylighting 
because of adaptation problems. 

We are learning more about 
space and color perception and we 
are pushing forward into exciting 
areas of research which bridge over, 
perhaps in a kind of triborough 
bridge, from architecture to light 
to nwns everchonging capabilities, 
both physiological and psychologi
cal. 

At the center of this bridge, sway
ing a bit in its still tentative engi
neering, is the new market-place 
in which we both have our wares 
to sell—not just candles or lamberts 
by the foot or white lines on blue 
paper—but an integration of the 
factors of environment which we 
and others must work out together 
and which belong under the total 
design responsibility or correlation 
of the architect. We cannot even 
start without awareness of the dy
namic patterns in which we live 
and our urgent need to know more 
about them. This is the role of our 
mutual research as lighting engi
neers and architects. 

This is why two architects have 
been appointed to components of 
the Illuminating Engineering Re
search Institute. AIA First Vice 
President, Henry L Wright, has 
been appointed to the lERI Board 
of Trustees and I , with the techni
cal function of AIA Research Sec
retary, to the Technical Advisory 
Committee on Light and Vision. 
We hope we will not deflect too 
much under impact-loading as we 
take our places as members of this 
bridge. 

Narrow slits 

Deep reveals 

"Le Mom Saint 
Michel A u Peril 
De La Mer." 
Lihrairie Hachette 
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A CS—horizontal AAAS—vertical suncontrol 

Faulkner, Kingsbury and Stenhouse, Architects 
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Integration 
of Light 
A N D A R C H I T E C T U R E 

by 

Howard H . 

.luster, A I A 

Associate 

and Project 

Architect in the 

firm of Perkins 

& Will 

• A list of the specialists an archi
tect may have to consult with on 
any one project is overwhelming. 
It makes a symphony orchestra con
ductor's job child's play. Besides 
the normally accepted structural, 
mechanical, electrical and illumi
nating engineers there may be in 
addition: A special soils engineer: 
a site engineer: a landscape archi
tect: an acoustical engineer: a space 
analyst; an interior designer: a 
color consultant: a kitchen special
ist—and of course, with ever-in
creasing concern for integration of 
the arts, there may be a painter, 
sculptor or artisan of almost any 
variety. 

The architect today is very much 
in need of this specialized knowl-

'8 edge. Without it he would find it 
impossible to produce the com
pletely designed building. 

This goal of the completely de
signed building implies that the 
specialized knowledge, contributed 
by the many consultants cannot be 
considered merely as necessary sup
plements to the architect's work, 
but must be thought of as a com
pletely integrated part of a total 
architectural concept. Naturally it 
is important that ducts clear beums. 

that the structure relate to the walls, 
and that partitions do not fall in 
the middle of lighting fixtures. 
Technological integration of a 
building is an extremely compli
cated task, but its perfect accom
plishment is by no means an assur
ance that one can achieve the com
pletely designed building. 

The integration referred to is one 
of a more fundamental nature—a 
basic point of departure—where 
the specialized knowledge becomes 
a dynamic part of the creative de
sign process. Only by striving for 
this type of integration can we hope 
to start on our way toward the 
completely designed building. 

Each of the consultants previ
ously mentioned plays an important 
role in the design process, but none 
is in a more sensitive position than 
the illuminating engineer. Ironi
cally, none has failed more com
pletely to fulfill his potential in 
this regard. This is not wholly the 
fault of the illuminating engineer. 
The blame must be shared equally 
by the architect. 

The writer, by no means a light
ing design expert, cannot suggest 
remedies in the precise terms of 
illuminating language and methods. 

Some of the reasons why we have 
fallen down in our task, some of 
the design considerations architects 
must face, some approaches which 
may make possible a richer ful
fillment of the potential relation
ship between electric light and ar
chitecture are the subject of this 
discussion. 

We have failed to take advantage 
of the lighting potential because 
we have not considered first things 
first. We have considered lighting 
as an accessory element to archi
tecture instead of acknowledging 
it to be a central design determi
nant. Initially, architects tend to 
concentrate on lighting fixtures— 
and engineers on quantity. To
gether, in this way, they have ig
nored the basic principles of cre
ative design. Although lighting fix
tures may serve as decorative 
adornment—and a certain quantity 
of light is necessary for the opti
mum viewing of a specific work 
task—these factors hardly repre
sent an initial point of departure 
for the design integration of light 
and architecture. 

Light is a tool of architecture, 
just as steel, concrete, glass, brick 
and paint are. It is the way we use 
these tools to create space, form, 
texture, pattern and color that dis
tinguishes architecture from just an 
ordinary, efficient and functional 
piece of construction. It is the suc
cessful embodiment of these qual
ities within the buikling environ
ment that make it inspirational and 
moving. And when all is said and 
done, it is not the efficiency but the 
art in architecture that will move 
men's minds and enrich the deeper 
human values that arc judged to be 
the heart of life. 

The illuminating engineer should 
be called in by the architect during 
the formative stages of design— 
just about the time that the archi
tect has arrived at an initial space 
concept for the building. It is at 
this point that the engineer can 
best be oriented to the design direc
tion. Here the matter of space can 
be discussed without too much 
danger of either party getting in
itially swamped by the fixture and 
quantity details previously men
tioned. 

Space is an elusive and intangible 
quality—difficult if not almost im
possible to represent either graph
ically or in model form. It is some
thing the architect feels, and its 
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success or failure is never really 
expressed until the building is com
pleted. But, interior space is the 
most significant ingredient of archi
tecture—a fact noted by Lao-Tse 
in the 6th century BC: "We turn 
clay to make a vessel; but it is on 
the space where there is nothing 
that the utility of the vessel de
pends. We pierce doors and win
dows to make a house; but it is on 
these spaces where there is nothing 
that the utility of the house de
pends. Therefore, just as we take 
advantage of what is, we should 
recognize the utility of what is not." 

Light, of course, is just as in
tangible as space. Though a tool 
of architecture, it differs markedly 
from the others for—paradoxically 
— i t cannot be seen or expressed in 
the design stage. In the final build
ing it is the medium which enables 
us to see, and to feel and appreciate 
the interior space that has been 
designed. 

To deal with two such intangi
bles—both of which are the key to 
successful architecture—is difficult 
and confusing at best. Perhaps this 
is why their integration has been 
generally relegated to such a minor 
role in the creative design process. 
This role must be reversed, and the 
integration of light and space must 
be a prime consideration if the 
creation of a completely designed 
building is to be achieved. 

The Fundamental I^sues 
In dealing with light and the 

molding of space there are some 
basic questions that should be 
asked. 

First, in general terms, what 
feeling and mood should the space 
convey? Shall it be Intimate and 
human in scale—or shall it be mon
umental, conceived as the symbol 
of an idea, a myth, to impress it
self upon and dominate the human 
being? Shall it be a self-contained 
space with absolute autonomy with 
respect to neighbouring spaces— 
or shall it be an expansive one that 
flows into and merges with ad
joining space? Shall it be static 
and symmetrical or shall it have a 
strong directional character? Actu
ally it may be a combination of 
these qualities. The final result may 
be influenced purely by the function 
of the space or by the desires to 
evoke a particular psychological 
reaction. Most probably it will be 
a combination of the two. 

Final determination of the spa
tial quality rests with the architect. 
However, in this regard he must 
clearly express his thoughts to the 
lighting consultant. I f the lighting 
pattern is not initially conceived as 
a factor of the spatial quality, the 
final impact will be diluted and 
the architect's creative efforts will 
be for naught. A few random ex
amples may illustrate this point. 

The extension of inner space to 
the outdoors is a strong spatial con
cept of today's architecture, and we 
see it expressed in many contem
porary houses. Advances in tech
nological developments have made 
it possible to use the wall merely 
as a transparent screen. During the 
daytime the relative brightness be
tween indoors and outside makes it 
comparatively easy visually to ac
complish this extension of space. 
However, at night the all-glass wall 
may become as great a visual bar
rier as the masonry one. Artificial 
light from the room bounces off in 
all directions, causing considerable 
discomfort and removing any indi
cation of the outdoor space beyond. 
Often the only solution is to draw 
the drapes, and then, except for a 
slight suggestion, the spatial con
cept is destroyed. It seems almost 
criminal, both esthetically and eco
nomically, to provide a transparent 
wall and then render it useless dur
ing what is often the most im
portant and frequent occupancy 
periods of the space. The illuminat
ing engineer, however, holds the 
key to the solution of this problem. 
By designing and properly placing 
outdoor electric light he can destroy 
reflection and together with the 
architect preserve the spatial con
cept for use at all times. 

The extension of space from the 
outdoors to the interior of a build
ing is also an important design 
concept—as illustrated by the Sea
gram Building in New York. In 
this case the enclosed lobby was 
conceived as a space extension of 
the open plaza in front. During 
the day the extreme brightness con
trasts would never have allowed 
this to come ofl" if it were not for 
some very sensitive artificial lighting 
design. A high uniform brightness 
over the lobby walls—from an al
most hidden source—effortlessly 
and effectively carried out the ar
chitects' intention. As an additional 
refinement, the brightness of this 
interior lighting is controlled rela

tive to midday sun, twilight and 
night blackness, as well as the den
sity of usage. 

Take the classroom space for ex
ample. Here the challenge is most 
difficult for the nature of the work-
task involved demands an even 
overall brightness intensity, and the 
first and often only inclination of 
the engineer and the architect tack
ling this problem is to place 3 or 
4 rows of fixtures, to insure the 
proper lighting level, minimize 
shadows, and of course, by latest 
standards to assure the proper 
brightness ratios between the task 
and its immediate surroundings. 
This approach may, by calculation 
and measurement, insure optimum 
viewing conditions for a specific 
task. But whether it employs strip 
fluorescents. patterned incandes-
cents. or a luminous ceiling, the 
effect is usually one of dull mo
notony. This one-sided technical 
approach may often be self-defeat
ing. With its preoccupation with 
efficiency it can often induce bore
dom. 

Regardless of his task the human 
being from time to time needs 
relief through contrast, to provide 
stimulation and rekindle interest. 
Perhaps this is why we still delight 
in the use of candles and fireplaces 
when they have long ouUived their 
function. Now in a classroom— 
why can't we give some thought to 
providing contrast without mini
mizing the lighting needs for a 
working task? We have the oppor
tunity for highlighting various tack-
boards, exhibition cases, possibly 
the chalkboard and from time to 
time a variety of objects around 
the room. This does not have to be 
accomplished by reducing the over
all illumination of the room, but 
can be accomplished by piling 
brightness upon brightness, and 
achieving by this method the same 
contrast as that between a relatively 
bright and relati\L ' l\ ilark area. 

As the architect moves along 
with the design development, the 
choice of specific materials assumes 
greater importance. Materials may 
be chosen for reasons of texture, 
reflective quality, pattern or de
gree of opacity. They are chosen 
in relation to the spatial concept— 
and whatever the choice, their 
effect can only be as successful as 
the lighting will allow. 

For example: A richly textured 
stone wall can look as flat and 
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smooth as plaster under a bright 
diffuse light pattern. A hard plaster 
wall, which should appear flat and 
uniform, can look wavy and dis
torted when washed with a strong 
grazing light—that should have 
been used for the stone wall in the 
first place. Perhaps these "dos and 
don'ts" are elementary, however, 
they are still being reversed in 
many buildings today. 

Total Design Effect 

An interesting and challenging 
problem is the artificial lighting of 
a church or chapel. If the domi
nating mood is to be transcendental 
in nature, the lighting pattern must 
be designed to help carry out the 
spatial concept of intinitude and 
dispersion, to allow dimly lit space 
to fuse with darkened shadow. 
Also, for psychological purposes 
we may wish to create heightened 
drama by emphasizing a symbolic 
focal point such as the altar or 
pulpit. At the same time, and prac
tically, we must provide sufficient 
illumination to allow the congrega
tion to read their prayer books. 
Here then are three lighting pat
terns. Each has a distinct and in
dependent design problem to solve, 
and each must operate simultane
ously and successfully with the 
other. Unless these problems are 
approached in terms of total de
sign effect one lighting pattern may 
cancel out the other, and either 
the spatial concept or functional re
quirement will be lost. 

In contrast to the transcendental 
mood of one church, another may 
convey the feeling of serene equilib
rium. In this case it would be anti
thetical to design the lighting pat
tern for effects of mystery, infini
tude and kinetic drama. Here the 
lighting pattern should allow oc
cupants to comprehend the space 
fully and rationally, to be at ease, 
to dispel mystery, and to convey 
the calm precision of the humanly 
universal. 

The need for integrating designed 
space with lighting cannot be over
emphasized. As has been noted, 
similar building types are not neces
sarily designed to impart similar 
moods. The illuminating engineer 
must be fully aware of the archi
tect's space concepts, and the psy
chological mood intended, before 
he can begin to design his lighting 
patterns. 

In many cases the functional use 
of a space is the main factor in 
determining what light forms are 
to be used. However, even in cases 
where physiological needs are para
mount, psychological needs should 
be considered. 

Recently I had a shattering ex
perience along these lines. I per
suaded a client to spend some extra 
money for a fine grade of imported 
marble in a lobby area. The effect 
was a rich and beautiful one—until 
the lights went on. It then became 
readily apparent that if I had used 
mirrors in the first place, I could 
have had the same effect at half 
the price. I am sure this was all 
my fault. I f I had paid more ini
tial attention to the material and 
its qualities, and less to the lighting 
fixture, this probably would not 
have happened. But I am still a 
bit peeved at my illuminating engi
neer. Why did he not warn me? 
Perhaps he did not have anything 
to warn me about. I may never 
have told him that I was using 
marble, and he may never have 
thought to ask. 

Materials will fail to make their 
potential impact if light is thought
lessly superimposed upon them. 
Characteristics of light sources and 
characteristics of materials to be 
lighted must be carefully integrated 
if the complete design is to be 
achieved. 

Color is an important ingredient 
in the architect's design palette, 
and here again it is at the mercy 
of electric light, especially when 
the sun goes down. Color provides 
the necessary accent in what might 
be— without it—a drab interior. 
Color also helps to mold space by 
creating the illusion of dominant 
or recessive wall, ceiling and floor 
planes. We architects tend to select 
our interior colors in daylight only 
to find that they often lose their 
effect when drapes are drawn. This 
is an extremely difficult problem to 
cope with. It would be possible to 
develop a practical office-type test
ing device, a light-box that would 
enable us to test and patiently sur
vey color chips under various types 
of electric light. This may not be 
ideal, but it would be an improve
ment. 

Considering the several problems 
discussed, plus many more that 
remain unmentioned, it is time to 
ponder the selection of the lighting 
fixture or luminaire. This consider

ation should not be minimized, for 
there are often times when the light
ing fixture in itself is an important 
part of the decoration, generally, 
however, it should be selected after 
the basic design approach is thor
oughly worked out. The successful 
integration of the lighting fixture 
will depend solely upon its proper 
relationship to the overall design 
concept. 

In regard to lighting fixtures, 
there is one deficiency that is not 
attributable to the architect or the 
illuminating engineer. The design 
of most of our lighting fixtures, 
from an appearance standpoint, 
offers little to choose from. There 
are some notable exceptions, but 
generally function and beauty have 
been separated. Our lighting manu
facturers might well follow the de
sign examples set by their Scan
dinavian and Italian colleagues but 
not in literal imitation. When this 
has been attempted even by some 
of our more notable lighting fixture 
companies, all sensitivity to detail 
and form seems to have been lost 
in the process. 

The integration ot light and ar
chitecture is a broad and complex 
subject. If we are to realize the full 
potential of electric light in its re
lationship to architecture we must 
think in much broader, basic terms 
than heretofore and must strive to 
penetrate the problems more 
deeply. 

First, the architect must take the 
leadership by setting the design 
concept and clearly communicating 
this to the illuminating engineer. 

Second, the architect must de
velop his sensitivity to relations of 
light and space rather than con
centrating on lighting fixtures as 
the first step. The engineer must 
think of quality before quantity 
and learn to use his light-forms in 
a manner that will be truly integral 
with the architectural concept. Ar
chitect and engineer must have a 
firm grasp of the general qualities, 
functions and characteristics of 
light. 

After these basic steps it is time 
to use the detailed knowledge of 
luminaires, wattages, lamp-spacing 
and the like—to engineer the de
sired design effect. By an approach 
of this sort we can come a step 
closer to realizing the completely 
designed building through the basic 
integration of light and architec
ture. •< 
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by Abe H . Feder* 

Theatre Form Through Light 

You don't see light until you 
put something in it 

We talk of buildings which 
breathe with their people, for the 
heart of a building is the people 
and what they are doing there. A 
theatre, more than almost any other 
building, must breathe with its 
people and catch the essence of 
what happens inside. What happens 
inside is something that cannot be 
calculated on a slide rule: A group 
of people seeking to capture a 
dream. In this dream they have 
finally caught a snatch of truth and 
a snatch of beauty in their hands. 
It is this experience they will share 
with an audience inside a theatre. 
The theatre form must prepare the 
audience for being lifted out of 
their lives and stretched to enor
mous heights. This is the ideal in 
drama, but it does not always hap
pen. Nevertheless, the theatre form 
denies the failures. A true theatre 
is an embodiment of the ideal. 

The lighting designer is some
times called on to create the theatre 
form out of nothing but four walls 
and a roof; sometimes, outdoors, 
he is given only a floor. Most of the 
time he is given a form already 
defined architecturally as a theatre. 
His very integrity demands that he 
follow the architectural intent. 
Sometimes an architect is inspired 
by the drama first, who relates effi
ciency to it second. Sometimes we 
have an architect inspired by effi
ciency first, who relates it to the 
drama second. Theoretically they 
might both arrive at the same re
sult, but they do not. 

Man—maker or made? 
Today, the big romance in build

ing is the eflSciently engineered 
plant. Start with the number of 
floors, the ceiling height and a 
budget of so much cost/cf. These 
factors together determine air-con
ditioning load, plumbing, number 
of square or rectangular fluorescent 
lighting boxes, number of eleva
tors, and size of the boiler. Now 
wrap a skin around it: So many 
windows per floor, so many col
umns to support the windows. The 
result is an oflfice building, an apart
ment house, a department store, a 
hospital, a factory, a garage, a 
super-market, a hotel—even a col
lege. 

Certain keys hint at what might 
be happening inside: The size of 
the canopies, the age of the door
men, perhaps the size of the street 
number on the front doors. The 
fact that people lead different kinds 
of lives in each type of building 
makes no difference. More and 
more, we emerge from such cul
ture as modules, reflecting the 
way of life imposed on us. I t is 
easier that way. It would take a 
race of Aristotles indeed not to give 
way before such militant efficiency. 

The new theatre, or the re
vamped theatre, is also in danger 
of becoming a paradise of effi
ciency. 

Some plans would delight the 
heart of any producer: The cubic 
footage allotted to storage, re
hearsal and administration is ideal. 
The director gets an automatic 
scene changer and a stage that re-
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volves upside down if necessary. 
For the stage manager, there is the 
one-way teleprompt screen. Even 
the ushers get automatic seat l if t
ers. But where is the theatre? 

A theatre houses people who are 
participating in drama, therefore 
the theatre form is like no other 
form. Its take-olT point is people 
in relation to drama, with all its 
past, present and future implica
tions. Their feelings and reactions 
to this particular situation deserve 
the utmost respect. 

Mood and Tempo 

The theatre is the shrine of the 
drama. The audience brings to it 
a kind of reverence and expectancy 
born of a long tradition. From their 
first step into the building, they 
want to be sure they are in a 
theatre, because they have chosen 
at this particular moment to do a 
particular kind of living. They have 
come to see a play, and they must 
feel, not merely know, they are 
in the right place. This means that 
the drama has to begin in a lobby, 
or some of that special reverence 
and expectancy, which walks into 
the theatre ready-made, will be lost. 
Do not let the audience down right 
at the beginning. 

The "dramatic entrance" 

l ighting design helps to create 
drama in the house as well as on 
stage. Since the lobby is not a part 
of the house proper, it needs its 
own dramatic conditioning. This 
might be in the form of an elab
orate lighting design for the ceiling 
or the walls, all in keeping with 
the general style of the theatre. 

If the focal point is a mural or 
a sculptured wall or the like, then 
lighting enhances this kind of 
drama and it does so inoblrusively. 
The lighting design brings out the 
colors, the lines and the depth 
without distortion. When such a 
focal point commands all the atten
tion, then the light sources might 
well be made invisible, lest the fix
tures become a something in them
selves. In the corridor the same 
principle of keeping the audience 
enveloped in the aura of drama 
holds. 

The Fourth Wall 

Then into the house. Immedi
ately the dramatic focus is the 
fourth wall, the lowered curtain. 
Walking toward it, or sitting l a c i i i L ; 

it, the audience is forced to look at 
it. 

E.xpectancy is rooted on that 
curtain. It will rise into another 
world. Dramatize that very curtain 
by floodlighting it! Here all the at
tention of the audience is focused. 
Too often it is thrown away by 
saying — don't look now — come 
back later. The curtain is impor-
uini. It is not a mechanism that is 
blocking the audience's view of the 
stage. It is an invitation to drama. 

Where did you get that hat? 
What about the house proper? 

It is surprising how minutely the 
audience examine the decor. The 
theatre-goer can probably describe 
a surprising number of decorative 
details, because he usually has to 
wait for the play to begin. When 
he has exhausted his program, his 
companion and the rest of the audi
ence, he is stuck with the walls 
and the ceiling. But he also enjoys 
looking at them, for they can tell 
him once more that he is in a the
atre. The people in the balcony 
have the entire ceiling for their 
panorama. An interesting ceiling 
is needed. I f it is to be a mural 
spun around a dome, but within the 
ihcatre tradition, then the lighting 
fixtures keep out of its way. Never
theless, the ceiling must be softly 
floodlighted so that it can be seen 
clearly. It might mean mounting 
fixtures on tiny catwalks around 
some of the perimeter of the walls. 
It might mean recessing the fix
tures in the walls and targeting 
some of the light upward and some 
downward to light the interior of 
the house. There are a number of 
possible combinations. If the ceil
ing is relatively free, and depends, 
let us say, on a rather decorative 
perimeter line for interest, then 
the lighting fixtures have to help 
by becoming themselves adorn
ments. Plain ceilings are not for 
the theatre—it is not a living room. 

The Groundlings 
Moving down, let us get to the 

people who sit under the balcony. 
First, the balcony itself creates an 
isolated pocket removed from the 
rest of the house. Second, the too 
frequent use of a down-light pat
tern with its direct light pouring 
down on the already hunched audi
ence below, only emphasizes this 
sad architectural concession to seat
ing capacity. Light can l i f t that 
ceiling by making it more evenly 

luminous—perhaps with a dome 
provided by the architect, and in
directly lighted, or by cove lighting, 
or by some other visual trick. But 
that ceiling must also be treated 
in its decor to make it once more 
a part of the whole. 

Phantoms of tlie Opera 

Going down front now, let us 
look at the box booms (side-light 
locations). They are pretty hideous. 
It is no good pretending they are 
not going to be there. They have 
got to come in at some point, be
cause they are the only means now 
available for targeting at certain 
angles onto the stage, from around 
corners, so to speak. Charming 
little boxes with the privacy of 
curtains will sooner or later be 
abandoned to house booms. Those 
partially covered booms, with their 
angular backsides poking into space, 
under velvet no less, and partially 
uncovered, look like mechanical 
monsters with devouring eyes about 
to pounce on the stage. Give up 
the boxes graciously and build 
proper maskings for those inevita
ble booms right into the architec
ture. 

The same goes for the balcony 
fronts. Recess them right into the 
rail and cover them with sliding 
mirrors or whatever. 

Exit lights are a particular peeve. 
Black out the stage for a lighting 
change of mood, and there are 
those exit lights throwing enough 
glow onto the stage to expose what 
is happening. Immediately the en
chantment is broken, and the audi
ence is snapped into reality. They 
may enjoy the vicarious pleasure 
of peeking where they are not sup
posed to, but it is not the reaction 
planned by the director and light
ing designer. Exit lights that can 
be seen, but not heard, are needed. 

These are all specifics about light 
in relation to the theatre form. The 
important thing to remember is 
that the theatre houses drama in 
front as well as behind the curtain, 
and the lighting must help to em
phasize this drama one way or an
other. 

Chercher La Femmc 

There are a few more general 
considerations about light and the 
theatre. A major concern is to un
derstand the role of lighting in 
relation to the woman in the audi
ence. All through the theatre, from 
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the lobby on in, the lighting should 
be soft and warm. It is warm in 
order to enhance her skin tones. It 
is soft in order to soften any harsh
ness in feature, contour and line. 
There should never be any strong, 
direct light pouring down on her 
head and thus adding pouches and 
bags under eyes. She has enough 
to worry about without something 
else being added. In lighting, it is 
always important to cater to the 
woman. It is important in homes, 
stores, in offices or wherever, that 
she feels good because she knows 
she looks her best. Besides, when 
she feels good, she is on your side. 
But in a theatre, this care in light
ing is particularly important. Here 
the woman both in her own eye and 
in the eye of her escort, is forced 
to compete with those irresistable 
females who keep appearing on 
that stage. They may be a fantasy 
created by make-up and lights, but 
they are no fantasy to the deflated 
woman in the audience and her 
utterly intrigued escort. Bolster her 
with flattering lighting. Give her a 
chance! 

Another basic point, which must 
be obvious by now if it has not 
been before, is the close marriage 
between the lighting design and the 
architectural design within the the
atre form. Just as the setting and 
lighting are one on stage, so they 
are in the house itself—and more 
so. 

The problem of lighting design, 
considering the tools with which 
we are forced to work today, is 
almost insurmountable. Lighting 
design begins with light; this is the 
natural material. The textures of 
light—its color, intensity, reach-
power or projection, its angle of 
target—these are of prime im
portance to the lighting design. The 
designer takes up his material, cuts 
it. widens it, softens it, and in gen
eral shapes it to his purposes. He 
sets up his ideal design, filling space 
with light in the most exacting 
manner. Then what? He has to go 
out and buy what he needs, but his 
material is not a fluid one like paint. 
I t does not come in a can, so he 
can brush it out. It comes in glass 
envelopes—bulbs. Today, light is 
imprisoned in wires and sockets 
and filaments and starters and what 
have you, just as it was when Edison 
invented the first electric light bulb. 
Think of it. You cannot pull a light 
wave out of the air the way you 

can a radio or a video wave. So 
you are forced to squeeze out of 
present light sources a fluidity to 
which they hardly lend themselves. 
What this demands of the designer 
is a precise knowledge of light-
sources whether for off-stage or 
on-stage lighting. It is the same as 
knowing your instruments before 
you write a musical score. Each 
light source has different character
istics, and each lighting effect with
in a whole design calls for a differ
ent light source. Learning how to 
control each light source should be 
emphasized too. The use of reflec
tors, funnels, louvers, and light 
shields bring out in each bulb a 
different technique for the handling 
of light. 

We should never lose sight of the 
fact that it is light we are handling 
lirst and foremost, despite the maze 
of techniques it requires today. To
morrow the light sources may 
change, and each building may 
have its own receiver set to pull 
light out of the air. But if we design 
with light, and turn to light sources 
only as a means to the end, the fact 
that light sources have changed 
won't throw us. 

Back to the theatre form itself, 
this time the arena theatre. This 
kind of theatre form seems like the 
complete antithesis of the more tra
ditional house with its proscenium 
stage. But the approach to the light
ing design is the same. Again the 
distinction is made between a thea
tre form and, in this case, an amphi
theatre for surgical operations. The 
lighting is warm, soft and festive. 
The symbols belong to the theatre 
and no other form, since a theatre 
form stripped of symbol is stripped 
of meaning. Our various types of 
business and manufacturing become 
quickly obsolete, and here symbols 
from the past are meaningless. But 
the spectacle of drama has gone on 
from the beginning of time and it 
is hard to believe it will not go to 
the end of time. The symbols of the 
theatre, like the three gold balls of 
the pawn broker, are never obso
lete. The arena theatre, with its 
sense of no walls, presents a knot
tier problem for the theatre form 
than the traditional house. Here, an 
audience, sitting in a spiraling cir
cle, faces an empty stage, and stare 
right through it at each other. Once 
more the stage, now without a cur
tain, should be made into an invi
tation, and not be bypassed until 

the show begins. There is even more 
possibility in the arena for drama
tizing the stage, since all eyes must 
be riveted on it. Perhaps this is the 
place where the theatrical symbols 
belong, made still more important, 
still more intriguing with light. Even 
an empty stage can be dramatized 
v̂  ith light. For example, the specta
cle of beams of light in space chang
ing color and pinpointed on the 
stage platform will certainly drama
tize the stage. There are many other 
possibilities of suggesting to the 
waiting audience that the stage is 
the entrance to drama. 

Many people are concerned that 
a house full of decorative symbols 
and rather festive and elegant light
ing distracts the audience from the 
play. Truly it can be said that man 
feeds himself with bread on the one 
hand, and with symbols on the 
other. Our hou.scs of worship have 
always held onto their symbols, for 
these are the keys to a continuous 
tradition. The theatre is in many 
ways like a church, with its long 
tradition, with its attempts to 
stretch a man to something bigger, 
and, certainly, with its obvious sym
bols to prepare him for this coming 
experience. So much on this level 
has been taken from us that we can
not afford to let our theatres be 
stripped as well. 

It must be remembered also that 
decor and symbols are gone com
pletely once the curtain goes up. 
There is no more certain invitation 
to fantasy than the simple magic of 
dimming the house lights. The light
ing fades slowly into a rosier and 
rosier glow as the bulbs go orange 
and almost red, the walls and peo
ple disappear and the show is on. 
All decor, all symbol, all ornament 
is more thoroughly put away be
cause the audience watched it hap
pen. Floodlighting of the curtain or 
of the arena stage can change color 
nuances subtly as the house dims, 
to establish a close mood to the 
feeling of the play. 

The most careful study of all the 
theatres that ever were, will not 
build a theatre, because this is a 
place where the parts are lost in 
the whole. The magic of drama has 
come alive under the most adverse 
physical conditions and with the 
most unsophisticated audiences, 
since people everywhere are capable 
of stretching when inspired. The 
theatre form should breathe with 
this magic. 
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• Please step into my crystal ball. 
It looks small but there's room lor 
all of us in the future and I ' l l bring 
you back outside in about five min
utes. 

  

  

  

   

 

   

8 4 Another Chinese proverb says: 

"One generation plants the 

trees . . 

Another gets tlic shade' 

It is A D 2260. or about 100 
A W O L (all-wolld oliental lepublic). 
Some 200 years ago in 2060 an 
unfortunate incident, a pushbutton 
shortcircuit, wiped out New York, 
Washington, Miami Beach, Los 
Angeles, The Reader's Digest, Skid-
more, Owings & Merrill, and all 
Russian cities over 100,000 popu
lation. 

The Far East took us both over 
and established the all-wolld oli
ental lepublic. Fifty years later 
a slow invasion from Mars was 
beaten off rather cleverly. They 
licked us first, but a Detroit firm, in 
an interplanetary-aid deal, wangled 
a contract to supply the conquerors 
with armor after they had been 
strutting and jingling around a dec
ade or so in old-fashioned chainmail 
and steel plates. As part of a highly 
secret resistance movement this De
troit outfit looked back in the his
tory of local industry and revived a 
once essentially important corpora
tion office. This was a vice-president-
i n - charge - of - bu ilt- in -obsolescence. 
He influenced the specifications for 
that decisive armor contract. They 
not only sold the Martians fins on 
their armor with hooks on them, 
which slowed down their draw when 
they reached for their disintegrators, 
but the armor was so thin and the 
alloy so carefully sales-engineered 
that it gave no shielding against our 
neutron-emitters and gamma-ham
mers. We mowed them down before 
they could scramble into their sauc
ers and blast off. 

Well, here we are in A D 2260— 
and in a glade thlee classloom 
—one thing that happened in these 
last three centuries was a slight lin
guistic change: The R disappeared 
from the spoken language, being 
replaced by L—^This is a class in 
beginning Chinese, now a re-
quiled language of coulse. Oul 
teachel . . . (whistle) . . . a wil
lowy polcelain dish—is Miss Susie 
Wong Fold Foundation Jones 
(named aftel honolable ances-
tlal national heloes). Her slit 
skirt flicking back-and-forth—she 
wears not even a Freudian slip—is 
the envy of the whole class—who 
are all little girls in bouncy crino

lines except for the three manchil-
dren in black leather jackets in the 
back row of bolted-down seats. 
Thlee-a teachel Miss Susie Wong 
Fold Foundation Jones eyes them 
tolerantly—sturdy enough little fel
lers, the rigid survival specifications 
of the A W O L took care of that—and 
in their thick-lensed bubble-helmets, 
bent to within a few inches of their 
character-writing tablets, obviously 
all would measure-in as progressive 
myopes according to world plan. 
She notes furthermore that the ink 
they use to brush-in their practice 
characters is the standard half-
strength specified for menchildrcn 
and the paper is from the special 
shiny-surface stock with excellent 
speculal leflection. 

Oh, I forgot to tell you—these 
comments about menchildren—lim
itation of education to three per 
class, myopia and work-material 
quality specifications—all must be 
understood in the context of the 
victory of women in the war be
tween the sexes which had finally 
come out into the open. Some re
cent archaeological research proved 
that this had been prophesied way 
back, centuries before, in the early 
I900's in some fantastic drawings 
by a primitive artist of the pre-
atomic suburban age named James 
Thurber. Also, but this is a bit 
pedantic, it was possibly foreshad
owed in an obscure movement 
known as Mom ism. 

At any rate, males are now toler
ated only for biological purposes— 
only the sturdy are allowed to have 
any educational contact with girls 
and they are kept short-sighted. 

(All this may seem way out there 
off the subject but I assure you it is 
not—point coming right up.) 

Those back-of-the-room-bolted-
down-seats, those thick-lens bub
bles, that half-strength ink, that 
shiny paper, those smelly, fuzzy-
charactered copies used as work
sheets, that gray chalk and those 
slippery abacus beads I did not 
mention . . . get it? And listen to 
Miss Susie Wong Fold Foundation 
Jones, that little ivoly doll, as she 
glances up with her exquisitely 
langorous, almond-shaped slanty 
eyes to the luminous panels of the 
classloom lighting . . . 

"Think I go gcttee Madame su-
pclintendent blain-washee—Me still 
no likee fluolescent light!" 

l i R I C P A W L E Y , AIA 
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Effects of Teaching Equipment and Supplies 

on Visual Environment 

An Important Brvukthruuch 
Problems of classroom lighting 

are a major concern of architects, 
engineers and school administra
tors responsible for specification 
and design of illumination sys
tems. Many "Recommendations." 
"Codes," and "Practices" have been 
proposed by technical and non
technical groups. Axes have been 
ground (and swung) and basic 
principles expounded. Fortunately 
research is now sulliciently ad
vanced to allow reasonably ade
quate statement of engineering re
quirements for efficiency and com
fort in several basic areas of such 
design. With requirements deter
mined, relative success or failure 
of any design project is dependent 
solely upon ingenuity of architect 
and engineer and attitude of ad
ministrator responsible for basic 
program. 

One team has been doing pure 
research on vision for a decade and 
results of this work arc useful for 
lighting common visual tasks. Kirk 
M. Reid (former President of the 
Illuminating Engineering Society) 
stated that this work had done 
more to advance the understanding 
of illumination requirements than 
all previous research in this field. 

• M r Sampson is associated wiih Kisii ici . 
Wright & Wright. Archilccl-Knginecrs. aiul 
con.suliant to the A I A siihcommilicc on 
school lighting 

This was high praise for Dr Black-
well, director of this research, who 
has since gained acceptance of his 
research methods and findings 
from local, national, and interna
tional authorities. 

Dr Blackwell's work has re
corded data from standard lab
oratory test objects and related 
them to visual tasks commonly 
found in the clas.sroom. The data 
indicated that illumination values 
required for efficient seeing varied 
over a much greater range than 
had previously been suspected. 

Brightness versus contrast 
Dr Blackwell, using young adult 

observers with normal or normally 
corrected vision, recorded visibil
ity of a standard test object, a 
luminous disc, of varying size and 
contrast as seen against a back
ground of varying brightness, all 
carried out in a large uniformly 
bright control cubicle. The mea
surements covered sizes ranging 
from an extremely tiny spot to 
large detail. The time interval varied 
from I /1000 second to 1 second 
and the brightness of the back
ground changed from .001 to 800 
loollamberts. 

Having determined how the eye 
sees a standard test object, it was 
necessary to relate laboratory data 
to field conditions of "moving" 
eyes and differing details of various 
school tasks. The "moving" eye 

by Foster K. Sampson, IES= 

L i c i o r was determined by observ
ing detail on a large moving wheel 
pa.ssing at different speeds in front 
of the observer. 

Relation of various school tasks 
to the standard luminous disc was 
estimated by varying contrast of 
the luminous disc until it was 
equally visible through an optical 
instrument (contrast threshold me
ter) to the given school task. Once 
"equivalency" was established, lab
oratory data, with "moving eye" 
factor included, could be used to 
determine illumination necessary to 
see the task at a given rate of per
formance. Rate of performance was 
based upon a complete degree of 
accuracy and an eye-pause of 1/5 
second—found to be the average 
pause of the eye in reading and 
scanning. 

Measurements of actual tasks 
indicated that tasks having good 
contrast required low levels of i l 
lumination, those having poor con
trast needed much more than a 
proportional increase in illumina
tion. For tasks of the same size, 
a decrease in contrast of 1% re
quired an increase of illumination 
of 15% to make the task with 
low contrast "equal in visibility" to 
the task of higher contrast. 

A classroom task usually hav
ing high contrast is the reading of 
six to twelve-point printing type 
on good book paper. Measurements 
of many samples of this kind of 
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task established that levels of one 
to 3 footcandles would be adequate 
on the basis of visual performance 
data. Examples of classroom tasks 
having lower contrast than this 
printed material included reading 
pencil handwriting, and fairly good 
duplicated material. Poor dupli
cated material from several dif
ferent processes had poor contrast 
and blurred detail. 

Samples of handwriting with 
#2 pencil on white, lined paper 
were tested revealing that the light
ing level required, for equal ease 
of seeing, varied from plus or 
minus one footcandle to 105 foot-
candles. The twelve samples (40% 
of a 31-member sixth grade class) 
having the poorest contrast re
quired an average of sixty-three 
footcandles. 

Tasks with poor contrast required 
much higher levels of illumination 
for equal visibility. Shorthand notes 
taken with a #3 pencil required 
seventy-six footcandles. Many dup
licated samples, made by different 
processes, needed from 200 to 600 
footcandles and in some extreme 
cases 2000 footcandles. 

An original page typed with a 
good ribbon needed only 0.97 foot
candles. The fifth carbon copy re
quired 133 footcandles for equal 
ease of seeing. 

These findings provide a basis for 
determining proper levels of illumi
nation for classrooms. It is essential 
that the classroom and its lighting 
system be designed to provide an 
environment which is conducive to 
good seeing and a pleasant place in 
which to learn. Thermal comfort, 
noise level and esthetic feeling of 
the space must be given due consid
eration. The problem faced by the 
school administrator and the archi
tect is how to evaluate the.se essen
tial requirements and integrate the 
design components into a pleasant 
spatial environment. 

We must provide the foundation 
for evaluating a comfortable, pleas
ing and eflicient seeing environ
ment. The publications of the Na
tional Council on Schoolhouse Con
struction make us aware of the 
"Principles" or "Goals" first stated 
in 1946 and modified in more re
cent printings. These goals were 
based wholly on experience. A pa
per was presented to the Illuminat
ing Engineering Research Institute 
(March 1960 in Washington, DC) 
which reported findings of research 

on comfort and glare evaluation 
from large area sources. The pre
liminary results, we believe, begin 
to confirm the recommendations of 
the National Council "Goals" and 
indicate good reason for even more 
restrictive brightness ratios. 

The concept of environment con
ditioning, as set forth in the 
"Goals," restricts the brightness re
lationships of the many elements in 
the visual field. When the eye fi.xes 
upon a visual task or any significant 
area of brightness, an adaptation 
level is established which is a func
tion of the brightness of the area 
and its surroundings. This adapta
tion will result from the contribu
tion of the many brightnesses, inte
grated with respect to size, bright
ness, and to the angles by which 
their positions are displaced from 
the line of sight. The eye shifts 
from one brightness to another, re-
adapting to the new brightness con
dition. If there is a considerable dif
ference between the two levels of 
brightness, time is required for the 
eye to adapt itself. One of the im
portant requirements for a satis
factory visual environment is that 
brightness to which the eye must 
adapt should be kept within desir
able limits. 

Kasic Principles 

Taking many points into consid
eration, the "Principles" for provid
ing a comfortable and efficient vis
ual environment are generally ac
cepted to be as follows: 
• Under ideal conditions for visual 
comfort and efficiency, brightness 
of task should be equal to or slight
ly greater than brightnesses within 
the visual environment 
• In a classroom, the brightness of 
any surface viewed from any nor
mal standing or sitting position 
should not differ excessively from 
brightness of the visual task. As 
higher or lower brightnesses of sur
faces in the visual field approach 
brightness of task, visual comfort 
and efficiency increase. Research 
indicates that for best lighting with 
a thirty footcandle level, the highest 
acceptable brightness of any sur
face in the visual field should not 
be greater than ten times brightness 
ol task. Above thirty footcandles, 
brightness ratio should be decreased 
as footcandles increase. The exact 
relationship is as yet indefinite but 
some data available indicate that 

maximum brightness is best limited 
to approximately 250 footlamberts. 
Lowest acceptable brightness of any 
surface in the visual field should not 
be less than one-third brightness of 
task. 

• Brightness of surfaces immedi
ately adjacent to the visual task is 
more critical than that of more re
mote surfaces in the visual sur
roundings. Adjacent surfaces have 
lower acceptable brightness limits 
than surfaces further removed from 
task. Research indicates that sur
faces immediately adjacent to visual 
task should not exceed brightness 
of task. 

• Brightness-difference between ad
jacent surfaces in the visual sur
rounding should be reduced to an 
acceptable minimum (and should 
be at most one-third task bright
ness). 
• Direct and reflected glare should 
be avoided in any lighting system. 

• Daylight and electric light sys
tems should conform to same 
brightness and brightness-difference 
principles. Both systems should be 
coordinated in design to assure ef
fective contribution of each. 

• Lighting systems should be de
signed in such a manner that they 
will contribute to a cheerful, and 
esthetically pleasing cla.ssroom en
vironment. 

To determine brightness relation
ships in a classroom, the visual task 
is a suitable reference point. There 
are many visual tasks in school
rooms, variously located in the 
room. For design purposes the task 
is assumed to have a 70% reflection 
factor and a surface which will pro
duce a brightness 0.7 times the foot
candle level on the task. Bright
nesses in the classroom are referred 
to this reference brightness and in 
the "Principles" of school lighting 
the brightness of the visual task is 
meant to be the reference task 
brightness. 

Techniques 
So far nothing has been said 

about how the lighting should be 
achieved. A few simple rules, if 
properly followed, help to deter
mine number of lamps which must 
be used in any specific lighting sys
tem to provide a predetermined 
level of illumination in any particu
lar space. There are many other 
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important decisions which must be 
made, however, to assure a satis
factory result. 

Acceptable lighting solutions 
must provide an adequate level of 
illumination uniformly distributed 
over the classroom work area. 
Points to be considered here are 
those which directly affect the 
visual environment, and conse
quently comfort of the observer, 
and those qualities of the system 
which affect seeing the task itself. 
These are two separate and distinct 
considerations. Many lighting sys
tems may be satisfactory in one re
spect, but quite unacceptable in the 
other. 

As established in the second 
"Principle" above, no surface with
in the students' view, either hori
zontally or vertically, should exceed 
a brightness of 250 footlamberts 
under lighting levels of thirty-six 
footcandles or more. With less than 
thirty-six footcandles. the brightest 
surface should not exceed ten times 
that of the task itself. This is gen
erally accepted as a desirable limita
tion—however, i f reasonable levels 
of illumination are to be provided, 
this limitation may be achieved only 
with systems in which lamps are 
completely shielded from view and 
ultimate source of illumination is 
large, as in an indirect system or 
a luminous ceiling. With systems 
of this character there is a mini
mum of reflected glare when com
pared with other commonly used 
systems which provide equal flex
ibility in seating arrangements. 

There are many people who, 
although they recognize the superi
ority of low-brightness systems, do 
not wish to rule out completely 
those installations which exceed 
this desirable minimum. For this 
reason a rather complex set of limi
tations has been set up by the I l 
luminating Engineering Society. Re
strictions for direct glare are spe
cific for viewing angles from the 
horizontal up to 45° above the 
horizontal, but there is no attempt 
to limit or specify brightness above 
this angle. 

Lighting systems and the 
problem of glare 

There are five classifications of 
interior lighting systems all of which 
have advantages and disadvantages: 
• Indirect .systems direct from 90% 
to 100% of light output to ceil
ing and upper side walls. I f well 
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planned, both direct and reflected 
glare are minimized. 

• Semi-indirect systems emit 60% 
to 90% of luminaire output up
ward with possible control of direct 
and reflected glare. 

• Direct-Indirect has about equal 
components upward and downward. 
Luminaires for this system must be 
suspended to be effective. Because 
of higher downward component, 
shadows and reflected glare will be 
more of a problem. 

• Semi-Direct directs from 60% to 
90% of light downward. Luminaire 
is usually mounted on ceiling. Up
ward component helps to light ceil
ing but in most cases ceiling is rela
tively dark and unless luminaire is 
quite large, shadows and reflected 
glare will be objectionable. 

• Direct produces 90% to 100% 
of its light downward and depend
ing upon relative areas of light-
producing surfaces, the system may 
be among the best or the poorest. 
Large areas of six to eight feet 
square, or larger, can produce 
shadow-free, and glare-free light, 
while individual sources of smaller 
area must concentrate a high per
centage of light downward to avoid 
direct glare. This concentration of 
light has the serious drawbacks of 
causing deep shadows and bad 
specular reflections. 

For years reflected glare has been 
known to be a serious problem—to 
be avoided if possible. John Chorl-
ton, l E S , has actually measured and 
reported losses due to reflected glare 
under several different systems of 
lighting. Percentages of contrast-
loss caused by these different sys
tems were known but the full im
pact of these losses were not recog
nized until Dr Blackwell deter
mined that it took an increase of 
15% in illumination to overcome 
a 1% loss in contrast. 

The report by Finch. Chorlton, 
and Davidson, presented before the 
international congress on illumina
tion in Brussels last summer, re
ported methods and results of re
search on effects of specular reflec
tions on visibility. Contrary to pre
viously accepted ideas, the bright
ness of light source in the 0° to 45° 
zone is not directly the major cause 
of reflected glare. Several examples 
of printing and handwriting tested, 
showed that losses due to reflected 
glare were proportional to concen

tration of total light flux within the 
glare zone. This means that if all 
the light falling on the task came 
from outside the glare zone, the re
flected glare would be at a mini
mum. The worst condition is that 
in which all the light comes from 
the glare zone. Students in a class
room may be seated at tables, 
facing in all directions, so that the 
lighting system must provide for 
flexibility. The most satisfactory 
system is that in which there is least 
concentration of light in any one 
area. Light will then fall upon the 
task from the largest number of 
directions and there will be least 
concentration of light in the glare 
zone. 

Not all classroom tasks are glossy, 
and matte samples tested show rela
tively small losses due to reflected 
glare, regardless of lighting system. 

Fundamentals 
• We now have research on vision 
and evaluation of light-levels neces
sary for a particular accuracy of 
seeing, for a wide variety of tasks. 
Architects, engineers, and adminis
trators must now decide how to 
apply this knowledge to selection 
of lighting levels for classrooms. 
• There is a continually increasing 
appreciation of the value of en
vironmental conditioning. The 
"Principles" repeated in this paper, 
establish goals which will be a chal
lenge to any progressive architect. 
• We now have valid information 
as to losses due to reflected glare 
—most important to understanding 
and evaluation of lighting systems. 
• Tasks found in the classroom 
point out the need for considerable 
improvement in quality of repro
duced material. 
• I f pencils are soft, and kept sharp 
and paper white rather than colored, 
better visibility results. 

• Printed material is better pro
duced with dull ink on matte paper. 
Only where it is necessary for fine 
detail should semi-gloss or glossy 
paper be used. 

• Chalk boards with not more than 
30% reflection factor, large char
acters and supplementary lighting 
are recommended. 

• Difficult tasks are best done under 
the best light in the room. In some 
cases this may require supple-
mentar>' lighting. •< 



GLASS is timeless 
The gUiH.s you build with today will look brand new for generations. That is becau.sc 
destructive element.s that wear dt)wn other building materiaks have no effect on gla.ss. I t 
will with.stand severe weather, harsh chemical atmospheres, moisture, fumes and 
gasscs. I n addition, there are many new kinds of glass that t int or filter bright sunlight, 
miass insulates, too, in the hottest or coldest climates. Gla.ss is colorful, long-lasting, 
functional for any building purpose. 
T ( i acquaint the architect with the many uses of glass, Pittsburgh Plate Glass 
("ompany offers the services of a trained staff of Architectural Representatives. These 
are men who knoic glass, and are abreast of the many new applications developed 
by PPG. You are cordially invited to call upon our staff for any help you 
need in designing with glass. Just telephone any PPG office. (See Sweet's Architectural 
File-Section 7/a/PL) 

Pittsburgh Plate Glass Company 
l'a:nts • Glass • Chemicals • l-ibcr Class In Canada: Canadian I'iltsburgh tndustries Limited 
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Quiet, please; Stainless Steel at work 

Hospitals today literally couldn't operate without 
Stainless Steel. From the kitchen to the operating 
rooms, from patients' carafes to the surgeon's 
scalpel, Stainless Steel is widely used because it 
is easy to keep clean and lasts a long, long t ime. 
At Children's Hospital in Pittsburgh, Stainless 
is used on the outside for the same reasons, plus 
one more—its inherent, permanent good looks. 

Children's Hospital is right in the middle of 
Pittsburgh's famed medical and cultural center. 
The beautiful addition shown here was erected 
quickly and quietly; the hospital's services 
weren't interrupted during construction. Note the 
Stainless Steel mullions and window frames. 
They'll keep their good looks because the rain 
will keep them clean. Two more points about 
those windows: they were roll-formed, a process 
that keeps their cost competitive with other 
types, and they pivot for easy cleaning. 

Construction costs on this addition were low 
because the curtain walls were erected quickly 
by a small crew. Because of Stainless Steel's 
great strength and built-in permanence, only 
light gages are needed—so that the long-range 
cost of Stainless Steel is much lower than you 
might imagine. 

If you want an attractive, economical building 
like this, build it with Stainless Steel. For a set of 
data sheets on the interesting details of this 
building, just write to: United States Steel, Room 
6137, 525 William Penn Place, Pittsburgh 30, 
Pa. USS and VITRENAMEL are registered tradeniarks 

USS S T E E L S FOR ARCHITECTURAL DESIGN 
USS Stainless Steel • USS VITRENAMEL 
USS Structural Steel • USS Window Sections 

(UsS) United States Steel 

This mark tells you a product / 
I Steel ^ \ 

I S made of modern, dependable Steel. I 1. 7 J 
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How much is product 
preselection costing you 
in time and dollars? 

Much more, surely, than the $25 cost of the AIA BuiUlin;^ 
Products Register—ihc new, coiiiprchcnM\c reference lo 
the product data you need, in easy-to-use formal. 

2,000 subscribers are already using this new tool, the 
result of a 10 years' professional study by practicing 
architects. Leading editors and building industry authori
ties have praised it highly. Why? Because BPR helps 
choose the right product for the job, reduces overhead 
in making such choices, supports the specifier in "or-
equal" and other product selection problems. Here's how: 

• BPR provides physical characteristies and comparative 
performance criteria for 1,300 products, divided into 18 
major categories. 

• BPR is the only source of professional digests of 700 
technical standards and specifications frequently needed 
by designers and specifiers. 

to expedite 
your order, 

please use 
this coupon 

BUILDING PRODUCTS REGISTER, AIA 

1735 New York Avenue, N.W. 
Washington 6, D.C. 

— ''•cysc send me copy(ic.s) of the Building Products Register at S25 each. Check encii>scd. 

_ Please send me your descriptive brochure without cliaruc. 

N a m e ( p l e a s e p r i n t ) S t r e e t C i t y a n d S t a t e 
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• 

New Corporate Members 

Klcclcd August I. J960 

Beebe, Bruce Wendell 
Northern California Chapter 

Born. Adrian Matthew 
Minneapolis Chapter 

Browne, William Douglas 
Pasailena Chapter 

Grieves, James Ramsay 
Baltimore Chapter 

Kirby, William H., Jr 
Baltimore Chapter 

Kobsa, Calvin Kern 
Baltimore Chapter 

Koulhanis, Charles James 
Rhode Island Chapter 

Moneypenny, William Russell, Jr 
Middle Tennessee Chapter 

Montgomery, Kenneth Ruhbert 
Indiana Chapter 

Morgan. John Thomas 
Middle Tennessee Chapter 

Oley. Alexander, Jr 
Cleveland Chapter 

Paul, Peter Darr 
Baltimore Chapter 

Peck, Howard Heampstead 
Southern Arizona Chapter 

Peterson, Richard Allen 
Minneapolis Chapter 

Phillips, Howard L. 
Long Island Chapter 

Hand, Randle L. 
Shreveport Chapter 

Johnson, Otis F .* 
Texas Coastal Bend ( haplor 

Keeney, Harold Stevens, Jr 
Washington Slate Chapter 

Kolman, Ronald 
South Georgia Chapter 

Lewis, Richard Leon 
Central Valley Chapter 

McArthur, Paul Harrison, Jr. 
North Carolina Chapter 

McGarity, Marion Carlisle, Jr 
South Carolina Chapter 

Nelsen, Ibsen Andreas 
Washington State Chapter 

Nopp, Jack D. 
Central Valley Chapter 

Olive, Howard Keith 
North Carolina Chapter 

Painchaud, Kelton Cam|ibell 
Connecticut Chapter 

Peters, Theodore James 
North Carolina Chapter 

Slama, Murray Alfred 
East Bay Chapter 

Soderburg, Paul Lawrence 
Santa Barbara Chapter 

Westmoreland, James Butler 
South Carolina Chapter 

Pinney, Neil James 
Northern California Chapter 

Rode, John Alfred, Jr 
C leveland Chapter 

I rostel. Michael Frederick 
Baltimore Chapter 

Winsor, Mark Fredrick 
Minneapolis Chapter 

Wong, Edward 
Northern California Chapter 

Elected August 15, 1960 

Anderson, Donald Nils 
Chicago Chapter 

Blair, James Hardy. Jr 
Washington State Chapter 

C hrist-Janer, Victor Frederick 
Connecticut Chapter 

Crolt. Charles Benjamin 
Lower Rio Grande Chapter 

Curtis, David Webster 
Orange County Chapter 

Damuck. Walter E . 
Connecticut Chapter 

Edson, Frederick Marcellus 
Southern Arizona Chapter 

Farnham, Neil 
Oregon Chapter 

Forrest, Linn Argyle, II 
Washington State Chapter 

93 

• R e a d m i s s i o n 



Weyerhaeuser 4-Square Bevel Sidings combine 

quality and style with economy and durability 

• Selection of widths 
• Kiln - drying 
• Water Repellent Treatment 
• Made-to-measxu-e bevel siding 

The many advantages of wood as a 
siding material are easy to see in the 
bevel sidings manufactured by 
Weyerhaeuser. They are grouped as 
narrow bevels, having a nominal 
thickness of I-/ a choice of 4", 
6", and 8" widths . . . and wide bevels, 
having a nominal thickness of ^-i' 
and a choice of 8", 10", and 12" widths. 
Although they are available in sev
eral species, this is generally not a 
consideration because Weyerhaeuser's 
high standards of quality and uni
formity in manufacture give them all 
very similar strength and perform
ance characteristics. 

Selection of the bevel width to be 
used is principally a matter of the 
architectural style of the home and 
individual preference. In general, the 
narrow bevels are commonly specified 
for the traditional styles, and the 
wide bevels for modern and contem
porary styles (like the popular Ram
bler and Ranch-Type homes). One 
further consideration is the selection 
of bevel width to give an impression 
of greater over-all length to a home, 
to make it look lower, closer to the 
ground. The two drawings are iden
tical in size, yet the width of the 
bevel siding (horizontal lines) tends 
to fool the eye. 

All Weyerhaeuser 4-Square wood 
siding is scientifically kiln-dried to 
equalize and reduce moisture content. 
Kiln-drying makes the wood lighter 

in weight and easier to handle . . . in
creases its strength properties . . . 
makes it more stable and more dur
able. Solid wood siding also adds 
measurably to the total insulation in a 
home, adds extra rigidity to the fram
ing, and provides high impact and 
abrasion resistance, with the re
sult that it will look "new" indefinite
ly with only moderate maintenance. 
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An imixjrtant process commonly used 
in addition to kiln-drying is Weyer
haeuser's Water Repellent Treatment, 
which effectively increases moisture 
resistance, also provides added resis
tance to termites, stains, molds, and 
decay-forming fungi. Whether bevel 
siding is to be painted or finished 
natural, there are many good reasons 
to specify 4-Square W R T sidings. 

Another Weyerhaeuser development 
is N u - L o c bevel siding—made to 
measure in widths to 10" and lengths 
to 20'. Nu-Loc is kiln-dried lumber 
that is end- and or edge-glued, then 
precision finished to close tolerances. 
Its use will often provide an improved, 
more uniform finished appearance . . . 
and greatly reduce application costs 
by ending much on-the-job sawing 
and fitting, practically eliminating 
waste. 

For further information on the selec
tion, qualities, performance, applica
tion, and availability of Weyerhaeuser 
4-Square wood sidings, write: Weyer
haeuser Company, Dept . B-60, 
Tacoma Building, Tacoma 1, Wash. 



Weyerhaeuser 4-Square Bevel Sidings: 
for economical first costs and low maintenance 
Wood is today's number one siding choice for 
several very important reasons. From the point 
of view of construction, it is easy and economical 
to apply to any style home. Its natural insula
tion value increases the total insulation built 
into the exterior walls. Properly installed and 
finished, it requires little maintenance, increases 
the structural strength of the home. 

Wood bevel siding patterns have been widely 

imitated. Y e t on the basis of appearance alone, 
wood siding imparts a rich, natural beauty so 
desirable in modern home styling. And wood 
combines all the desirable application and per
formance characteristics of good building prac
tice. See facing page for further information . . . 
and write Weyerhaeuser Company, Dept. B-60, 
Tacoma Building, Tacoma 1, Washington, for 
useful literature and specifications. 

Weyerhaeuser Company 
L u m b e r a n d P l y w o o d D i v i s i o n 
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October 2-13: International Seminar on Industrial 
Architecture, Kazimierz, Poland. 

October 12: New York Region Annual Meeting, 
White Face Inn, Lake Placid, New York. 

October 5-7: Thirty-ninth Annual Meeting, The 
Producers' Council, Inc, Drake Hotel, Chicago, 
Illinois. 

October 6: Sixth Annual Architects' Tour of Japan. 

October 8-16: Pan American Congress, Buenos 
Aires, Argentina. 

October 10-11: Construction and Civil Develop
ment Committee, US Chamber of Commerce, The 
Cloister, Sea Island, Georgia. 

July 3-7. 1961: Sixth Congress of the International 
Union of Architects, London. (For full information 
write Secretary, Royal Institute of British Architects, 
66 Portland Place, London W. I, England) 

District and Regional Meetings 

October 1-5: Northwest Regional Conference, Sun 
Valley, Idaho. 

October 2-4: Gulf States Regional Conference, 
Hot Springs, Arkansas. 

October 12-15: Annual Convention, New York 
State Association of Architects, White Face Inn, 
Lake Placid, New York. 

October 13-15: Central States Regional Confer
ence, Topeka, Kansas. 

October 13-16: New England Regional Meeting, 
Melvin Village, N. H. 

October 19-23: Annual Convention, California 
Council, A i A , Yo.semite National Park, California. 

October 20-22: California Regional Conference, 
Yosemite, California. 

October 26-29: Western Mountain Region Annual 
Conference, El Conquistador Hotel, Tucson, Arizona. 

November 2-5: Twenty-first Annual Convention of 
the Texas Society of Architects, Cortez Hotel, El 
Paso, Texas. 
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According to notices received at The Octagon be
tween July 22, 1960 and August 12, 1960. 

BOHLEN, ROBERT L., Indianapolis, Ind. 
FOSTER, c. WILBUR, Indianapolis, Ind. 
HARDY, NAT w., Corpus Christi, Texas 
PICKENS, LEONARD H., RcHO, Nevada 
RORKE, EDWYN GRANT, Norristown, Pa. 
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SMITH, ARTHUR w., Atlanta, Ga. 
svEDEN, ERNEST G . , Ncedham, Mass. 
TROWBRIDGE, CHESTER w., Ft. Lauderdale, Fla. 

Honorary Fellow 
ANSELL, WILLIAM H., Kent, England 

Honorary Member 
CROSBY, E. u., Nantucket, Mass. 
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Aerofin Corporation 97 
Richards & Weiss, Inc 

Acme Metal Molding Company 8 
Paul Wilson & Associates 

Air Conditioning and Rctrigcration Institute 28 
Henry J. Kaufman & Associates 

American Air Filter 22 & 23 
Doe-Anderson Advertising 

American Gas Association 29 
Ketchum. MacLeod & Grove, Inc 

Armco Steel 9 & 10 
N. W. Ayer & Son, Inc 

Armstrong Cork Company 21 
Batten, Barton. Durstine <& Osborne 

The Bilco Company 7 
Bernard Cooper 

Blumcraft of Pittsburgh 15 

Congoleum-Nairn 31 
Keyes, Madden & Jones 

Facing Tile Institute 3rd Cover 
Henry J. Kaufman & Associates 

Georgia Marble Company 32 
Don Nixon 

Hillyard Chemical Company 25 
Fardon Advertising. Inc 

Inland Steel Products Company 30 
Hoffman, York. Paulson & Gerlach, Inc 

Kentile. Inc 2nd Cover 
Benton & Bowles, Inc 

Loxit System 2 
Brindley-Roth, Inc 

LCN Door Closers, Inc 26 & 27 
D. K. Morrison 

Mayfair Industries 19 & 20 
Funt-Rand, Inc 

Monarch Metal Weatherstrip Corporation 18 
Charles W. Bolan, Inc 

National Terrazzo & Mosaic Association 5 
Henry J. Kaufman & Associates 

Otis Elevator Company 6 
C . M. Basford Company 

Pittsburgh Plate Glass 89 
Batten, Barton. Durstine & Osborne 

Precision Parts 13 
Culbertson Advertising 

The Ruberoid Co.—Mastic Tile Div 16 & 17 
S. R. Leon Company, Inc. 

United States Steel 90 & 91 
Batten, Barton, Durstine & Osborne, Inc 

Vermont Marble 1 
Moore & Company 

Weyerhaeuser Company 94 & 95 
Colle & McVoy 

Wooster Products, Inc 11 
McDaniel, Fisher & Spelman Company 

TYPE REMOVABLE 
HEADER 

W A T E R C O I L S 
Complete Drainability 
Easily Cleaned 
High Heat Transfer 

Completely drainable and easily cleaned. Aero-
lin Type "R" coils are specially designed for 
installations where frequent mechanical clean-
ing of the inside of the tubes is required. 

The use of O.D. tubes permits the coil to 
drain completely through the water and drain 
connections and, in installations where sediment 
is a problem, the coil can be pitched in either 
direction. The simple removal of a single gas-
keted plate at each end of the coil exposes every 
tube, and makes thorough cleaning possible 
from either end. 

The finned tubes are staggered in the direc
tion of air flow, resulting in maximum heat 
transfer. Casings are standardized for easy in
stallation. Write for Bulletin No. R-50. 

AEROfIN 
CORPDI^ATiaN 

101 Oroenway Ave., Syracuse 3, N.Y. 

Aerofin is sold only htj manufacturers of fan system 
avparatus. List on .request. 
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LET US BIND YOUR JOURNALS 

NOW—one month delivery on all Journal binding at no increase in cost. You can preserve all your favorite 

Journal articles—the thoughts, ideas and references you'll use for years to come. Each volume is bound with a 

long-lasting rich red cover—a handsome addition to your library shelf. Six issues, supplied by sender—$3.25; Six 

issues, supplied by Institute—S5.50; Your missing or damaged issues replaced—S.50 per issue. Send your order 

to: AIA Journal, The American Institute of Architects, 1735 New York Avenue, N.W., Washington, D. C. Check 

or money order must accompany each order. All volumes sent to you prepaid. 



  

  
  

  
   

The windows in the new East Hi^h School in Rochester, 
N. Y. , were chosen with winter in mind. 

All projected and hopper ventilating windows contain 
Schlegel Woven Pile Weatherstripping. Sehlegel's dense 
pile of soft wool fibres adjusts to all uneven surfaces— 
snugly cushions every window. Its resilience—a property 
not found in plastic or metal—assures a positive seal. 

When subzero winds blow up a gale, not one of East 
High's 2200 students sits in a draft. 
Cuts maintenance costs. Here's why you're sure of winter-
proof windows when you specify windows with Schlegel 
Weatherstripping. Schlegel Woven Pile won't rust, crack, 
or rot. It is designed to last as long as the unit it seals. 

Dow Corning silicone treatment makes it extra water-
resistant—locks out howling winds, driving rain, snow, 
and sleet. 

For a list of manufacturers using Schlegel Weather
stripping, write for our new booklet, "Your Guide to 
Windows—Doors—Screens," or see our insert under 
"Windows-Screens" and "Doors-Screens" in the 1960 
Sweet's Catalog File. 

E a s t High School , Rochester . N. Y . , ant icipates the c i ty 's population growth. 
Built to accommodate 3000 students . Archi tects: Faragher & Macomber. 

All projected and hopper style windows 
are weatherstripped with Schlegel deep 
woven pile to insure a positive s e a l . 

Drawing, courtesy of Adams & West lake, 
showing application of Schlegel Woven 
Pile Weatherstripping. 

for protection that's silent, smooth and sure 

€hllm&/@^ 
WOVEN PILE WEATHERSTRIPPING 

Schlegel Mfg. Co.. P. 0. Box 197, Rochester 1, N. Y. In Canada: Oakville, Ontario 
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New Opera Houses 
By Edward Downes, New York 7'iinc.s 

• From the enchanting little Louis X V I style 
opera house built for the summer residence of the 
Swedish Kings at Drottningholm, to the luxuriDus 
new Festspielhaus nearing completion at Salzburg, 
is a startling journey. For the group of young 
American architects, who made the trip last June 
with the specific purpose of concentrating on con
temporary opera-house construction, it was breath
taking. 

The traveling architects include four who were 
granted Ford Foundation fellowships through their 
respective schools at Harvard, Princeton, Yale and 
the Massachusetts Institute of Technology. They 
constitute the architectural sections of the Bay-
reuth Festival Master Class, in its second summer 
under the direction of Friedelind Wagner, grand
daughter of the composer. 

What are the chief impressions from this con
centrated introduction to a summer's study of con
temporary operatic architecture? A musician, of 
course, cannot speak for a group of professional 
architects. But, to this traveler the primary, over
whelming impression was the sheer intensity and 
volume of the German activity. 

The travelers saw opera houses in every stage 
of progress: paper projects still under considera
tion by civic authorities, models large and small, 
half finished constructions like the small opera-
theatre scheduled to open in Stuttgart in the spring 
of 1962, and many houses already in operation, 
although they may lack some heavy stage ma
chinery, or, as in the artists' quarters of the Mann
heim Opera, have walls that are still unplastered. 
At this dizzy building pace, each city learns from 
the experience of its neighbors. 

The problems and their manifold solutions are 
too numerous to count in a brief report. But one 
basic aim seems to be for greater flexibility of 
both stage and auditorium. 

The oldest of the contemporary houses visited 
was the Frankfurt Opera, completed in 1951, with 
a revolving stage that is the largest in the world, 
124 feet in diameter. For greater flexibility, this 
large turntable has built into it a smaller turntable 

of a mere fifty-feet in diameter and four large 
oblong sections of floor to be raised or lowered 
by powerful elevators. In a scenic extravaganza, 
such as the local production of "Fledermaus." both 
turntables may revolve simultaneously in full sight 
of the audience. In many circles, this is considcicd 
quite old-fashioned. 

Another important step toward further flexi
bility of the stage was taken at the new Bochum 
Opera in the Ruhr by placing the iron curtain in 
front of the orchestra pit. Not only can the stage 
be arched forward over the orchestra pit as far 
as desired but now scenery also can be placed 
equally far forward and stiU be kept behind the 
line of the iron curtain, as prescribed by fire laws. 
The object of this development is the important 
one of establishing more intimate contact between 
stage and auditorium. 

Parallel to this has run the development of the 
movable proscenium arch, complete with its light
ing bridge and towers, so that, in effect, the whole 
boundary between stage and auditorium has be
come fluid. This can be seen in several opera 
houses, but most strikingly, perhaps, at the Gelsen-
kirchen Opera, designed by Werner Ruhnau and 
opened last February. Herr Ruhnau has sought 
and, for this observer, has achieved a feeling of 
unity between the auditorium and stage, which the 
great baroque theatre architects of the seventeenth 
and eighteenth centuries achieved by vastly differ
ent means. 

The walls, ceiling and movable proscenium of 
Herr Ruhnau's auditorium are a soft, velvety 
black, which means that with moderate lighting, 
they are almost invisible. Two balconies, faced 
with a glinting grayish aluminum foil, seem to 
float comfortably in the air. When the stage lights 
go up in the darkened auditorium, the stage pic
ture seems to materialize out of nowhere, like a 
dream, and yet to be in the same room with the 
audience. 

The foyers and external appearance of the 
Gelsenkirchen Opera are festive and glamorous 
as one could wish. The entire fagade is faced with 
glass, with gleaming reflections of sky and clouds 
during the day. But the building really comes alive 
at night. The glass fagade appears to dissolve and 
the brilliantly lighted foyers seem a part of the 
large square in which the building is set. 
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