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. PREMIERE

elegant floor beauty that won't “walk off”. . .

—~— (r"

..« because the travertine patterning is distributed through the full thickness of the tile. Magnified view shows pattern
™ e x -~ . . . : " . . . distribution through full thick-
Premiere Series in Vina-Lux vinyl asbestos tile is a unique combination of subtle styling ness of tile. Available in 1/8,

. . . 37327, 1/16" gauges.
and rugged resistance to maximum traffic loads .

.. delivers so much more value and
performance than surface patterns...yet costs no more. Specify Vina-Lux Premiere
Series, for installation over concrete — above, on or below grade, or over wood or plywood
subfloors. Consult Sweet’s Catalog — or let us send you samples, color charts and detailed
architectural specifications. Azrock Floor Products Division, Uvalde Rock Asphalt Com-
pany, 595A Frost Building, San Antonio, Texas.

another fine floor by éZROCEH




Architects: Harrison & Abramovitz & Harris
General Contractors: George A. Fuller Company and John Lowry, Inc.
Marble Contractor: John F. McGowan Marble Co.

saves money 1 commercial burldings

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. VEHMAHBD
|/ ®

VERMONT MARBLE CO.

PROCTO R « VERMONT

SALES OFFICES: BOSTON, CHICAGO, CLEVELAND, DALLAS, DETROIT: DETROIT MARBLE CO.,
HOUSTON, KNOXVILLE; GRAY KNOX MARBLE CO,, PHILADELPHIA, LOS ANGELES, NEW YORK.
SAN FRANCISCO, WASHINGTON, D. C. « IN CANADA: ONTARIO MARBLE COMPANY, LIMITED. TO-
RONTO AND PETERBOROUGH, ONTARIO. CONTINENTAL MARBLE CO., LTD.. VANCOUVER, B. C.




Jimmys
marbles

remind
us.

... of a property of glass that can help you design better buildings

Glass comes in a rainbow of opaque colors—colors so right for

spandrels. For vision areas, tinted glass reduces the sun’s heat and
glare. That's why glass in colors is being used more and more in
buildings, large and small.

Is glass helping you in all the ways it can? Look through Sweet's
Architectural File, sections 3e, 7a, 13e, 16a, 16e, 19¢e, 21. And talk to
the local PPG Architectural Representative. He knows modern glass.
Just get in touch with the PPG office nearest you.

G Pittsburgh Plate Glass Company

Paints » Glass » Chemicals = Fiber Glass. In Canada: Canadian Pittsburgh Industries Limited
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WHY WOOD WINDOW UNITS?
Another in a series describing the advantages of wood window units equipped with Monarch Metal Weatherstrip.

CULVER MILITARY ACADEMY ARCHITECT: WM. B. ITTNER, INC

Comfort in the classroom means better performance and better health for both student and teacher. Wood window
units equipped with Monarch Metal Weatherstrip provide insulation and weatherproofing to keep rooms warm in
winter, cool in summer. They prevent the penetration of dust, dirt and moisture to a maximum degree. So for

school rooms with a high comfort fuctor specify wood windows with Monarch Metalane” Weatherstrip.

MONARCH METAL WEATHERSTRIP CORP.

6333 Etzel Avenue [ St Louis 33, Missouri

&
;’.l
MONARCH PRODUCES WEATHERSTRIP SOLELY FOR LEADING DOOR AND WINDOW MANUFACTURERS AND JOBBERS
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A\ SACRAMENTO:
ARMSTRONG VENTILATING
FIRE GUARD CEILINGS

DIFFUSE AIR, BLOCK FIRE,
ABSORB SOUND

~-WITH LAY-IN UNIT FLEXIBILITY

These ceilings give this California office building complete flexibility of
room layout —and do three other important jobs. Ventilating Fire Guard
has eliminated almost all supply ductwork by using the plenum to feed
conditioned air to the perforated ceiling, which diffuses it to the room
below. And scientific plenum-engineering, based on Armstrong’s exclu-
sive calculations for Ventilating Ceilings, solved all problems of proper
air distribution before the ceiling went up. The Ventilating Fire Guard
Ceiling easily meets local fire code requirements for one-hour fire pro-
tection of steel joists. The ceiling provides excellent acoustical control,
too. And because these Ventilating Fire Guard Ceilings are of large,
movable lay-in units, arrangement of office spaces to suit tenants is
highly flexible: lighting fixtures are easily rearranged; partitions go any-
where; the Ventilating and Fire Guard functions are unaffected. More-
over, these Ventilating Fire Guard Ceilings cost about $8,000 less than
the combination of a duct-and-diffuser system and intermediate fire
protection of steel joists.

Driver and Hunt Office Building, Sacramento, Calif. ARCHITECTS: Rickey & Brooks, Sacramento, under the direction of
Benedict Adams, Architect, Associate. MECHANICAL ENGINEER : Leonard Stecher, Sacramento. GENERAL CONTRACTOR :
Guth & Schmidt, Sacramento. ACOUSTICAL CONTRACTOR : L. D. Reeder Company, Sacramento.

TECHNICAL INFORMATION: Armstrong Ventilating Ceilings have been thoroughly
lab- and job-tested to assure proper performance; are available in five materials
(both tile and lay-in units), including Fire Guard, with three different patterns; and
are compatible with all conventional supply-air systems. They offer considerable
savings by cutting supply ductwork and eliminating conventional diffusers.
Ventilating Fire Guard offers up to four-hour-rated fire protection; saves up to 30¢
per sq. ft. by eliminating intermediate fire protection, up to two months’ construc-
tion time through dry installation; often earns lower insurance rates. Special
plenum-engineering data is available, giving all factors and formulae for the cor-
rect design of this ventilating system, ensuring that it delivers the required cfm
of conditioned air in the manner and quantity designated by the ventilating engi-
neer; contact your Armstrong Acoustical Contractor or Armstrong District Office.
For general information, write Armstrong, 4209 Sage St., Lancaster, Pa.

(Armstrong ACOUSTICAL CEILINGS

First in fire-retardant acoustical ceilings

HENDERINGS BY AWA DERDERIAN
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Why Study Architecture?
EDITOR, Journal of the AIA:

I have just read Miss Close’s letter in the May
issue. The more I read, the more I wonder.

Throwing a few wires on a piece of cardboard
must be an admirable way of designing a house.
Chance is likely to land the bathroom in front of
the fireplace and the furnace in the master bed-
room. Fine, I would say, for sensitive persons who
wouldn’t mind the inconvenience.

We have been designing by chance for centu-
ries. Every city we have is a monument to the sys-
tem. Aren't we proud of them?

Naturally, there is a middle road for everything.
Our beautiful landscapes are things of chance but
every halfway decent landscape painter has moved
parts of it around to attain good composition and
even the successful photographer doesn’t snap a
picture cold. We don’t have to design purely by
chance in order to avoid “antiseptic” buildings.
There is a big difference between symmetrical and
asymmetrical balance yet both follow the funda-
mental laws of good design.

Actually, the appearance of many of our build-
ings is a matter of chance. The good architect first
plans a building to meet the use it is being de-
signed for. This sets the pattern for design. Then
the good architect studies the design and adjusts
elements to create a good composition. I know
many buildings start with a preconceived idea as
to the outward appearance. In my opinion this is
the wrong approach.

The artists cited as good designers are open to
debate and I doubt that they will stand the test of
time. Accepting accidental droppings of paint as a
principle of design is an insult to the intelligence
that has evolved the principles which make us
higher than the chimpanzee in the St Louis Zoo.
Why study altogether? Why water our garden?
Why take polio shots? Why send our children to
school? Why not just take over the new ideas of art
and leave everything to chance?

LEON ROSENTHAL AIA
Babylon, NY

Deflection of Hyperbolic Paraboloids

EDITOR, Journal of the AIA:

The use of precision photography for the in-
strumentation of structures will undoubtedly gain
wide acceptance in the field of research as was
indicated by Prof. Borchers in his article that ap-
peared in the June issue of the A4 Journal. Prof.
Borchers is to be congratulated for developing

such a great degree of precision in measuring the
instantaneous deflections of the large hyperbolic
paraboloid shells at Scioto Downs in Columbus,
Ohio. Unfortunately the precision was not main-
tained in the interpretation of the data.

From the statements made, one might assume
that the designers of the shells cambered the
corners up by 4 inches to accommodate corner
deflections, but were unaware that the middle of
each side deflected downwards and the corners
deflected upwards. Such an assumption is inaccu-
rate.

Primarily, the Scioto Downs shells are hyper-
bolic paraboloids whose sides cantilever from a
central supporting column. The corners also canti-
lever from the center of the edge members.

The primary action of cantilevered beams with
a gravity load is to undergo a downward deflec-
tion, but a judicious eccentric placement of the
rib with the shell slab will actually deflect the
corners up as shown in the accompanying sketch.
Thus, the camera corroborated the first phase of
the design when it recorded an upward instantane-
ous deflection. What the camera did not record,
however, was the slow downward deflection of the
corners from secondary bending stresses. This
later deflection takes place over a period of 3 to
6 months in thin shell concrete structures and is
known as the creep effect. The engineers cambered
the corners up by 4 inches to overcome approxi-
mately 3 inches of downward creep and still have
approximately 1 inch on the plus side for entasis.
Although it was realized that the sides or mid-
lengths of the edge members would deflect more
than the corners, the decision was not to camber
the sides since camber does not eliminate deflec-
tion, and since a 3-inch deflection is completely un-
noticed when it is 65 feet above the ground with
nothing for comparison.

The proof of the design concept can be seen
wherein the corners are 3% to 1 inch higher than
the mid-lengths of the edge members after 3 years
of service. Perhaps this proves that there is more
to the evaluation of complex structural analysis
than meets the eye of the Galileo-Santoni photo-
theodolite.

R. M. GENSERT

Consulting Engineer

Cleveland
(Continued on p. 10)
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ADJUSTABLE ANCHORING SYSTEMS

SOLVES PROBLEMS OF SECURING RAILINGS TO CONCRETE B

BECOMING AN INTEGRAL PART OF THE STAIR STRUCTURE

INSURES EXTREME RIGIDITY
REDUCES COSTLY FIELD LABOR
ELIMINATES BREAKAGE IN MASONRY
ADJUSTABLE FOR POST ALIGNMENT

%Em%t OF PITTSBURG®GH

GENERAIL CATALOG OF COMPILIETIE BLUMCRAEFT LINE AVAILABLE ON REQUEST
COPYRIGHT 1962 BY BLUMCRAFT OF PITTSBURGH * 4460 MELWOOD STREET, PITTSBURGH 13, PENNSYLVANIA
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Bettman Archive

“Quality is never an accident. It is always the
result of intelligent effort. There must be the
will to produce a superior thing.”

-John Ruskin

Quality in architecture is achieved only as the result of
intelligent effort and sustaining will on the part of every
supplier—as well as the architect himself. In order to meet
this responsibility, the Quality Verification Council of the
Porcelain Enamel Insticute has undertaken a continuing
program of quality research and certification.

The QV Council has established definitive standards for
architectural porcelain enamel. The QV program provides
for unannounced inspections by an independent consultant,
These inspections verify the continuing capability of par-
ticipating QV companies to meet the quality standards,

As a result, the architect may specify Quality Verified archi-
tectural porcelain enamel from any certified member of
the QV Council. The QV label is his assurance of the capa-
bility and dedication of the supplier "to produce a superior
thing.”

Certified members of the Quality Verification Council currently
include: ATLAS ENAMELING CO., INC., St. Louis, Mo.; CALORIC
CORPORATION, Architectural Porcelain Div., Topton, Pa.; CHAL-
LENGE STAMPING & PORCELAIN CO., Grand Haven, Mich.; DAVID-
SON ENAMEL PRODUCTS, INC., Lima, Ohio; THE ERIE ENAMELING
CO., Erle, Pa.; ERVITE CORPORATION, Erie, Pa.; INDUSTRIAL

: £ ENAMELING Div., Industrial Electric, Inc,,
Bay St Louis, Miss.; INGRAM-RICHARD-
SON MFG. CO., Beaver Falls, Pennsylvania;
McAX CORPORATION, McGregor, Texas;
WOLVERINE PORCELAIN ENAMELING

POCEIN ENAMEL CO., Detroit, Mich.
— —

THE QUALITY VERIFICATION COUNCIL
A Service of the Porcelain Enamel Institute . 1145 Nineteenth Street, N.W., Washington 6, D. C.

Letters (Continued)

EDITOR, Journal of the AIA:

The photogrammetric recording of the settle-
ment of the final hyperbolic paraboloid at Scioto
Downs was carried on during a thirty-day period.
This would have been evident if the dates had not
been omitted from the photographs and captions
which were cut for publication in the June issue of
the AIA Journal.

In my article 1 reported only one particular
structural movement, cumulative over the thirty
days, which seemed mildly surprising to the archi-
tects of the structure.

I request you publish at full scale the complete
photograph, with fiducial markings, of Scioto
Downs taken on May 30, 1961 from Camera
Station A. The stereocomparator at the Ohio State
University magnifies the photograph plate twelve
times to an effective size optically of five feet by
seven feet for detailed examination and measure-
ment by the operator. However, even at original
size of five inches by seven inches, scale 1:600 of
the building, an examination of this photograph
with a straight-edge will reveal the major irregu-
larities which—together with the contemporary
forms and continuity of structure entirely exposed
to exterior thermal changes—make this building of
interest for photogrammetric investigation. View-
ing the photograph from six inches distance will
reproduce the focal length of the camera and truly
show the form of the completed structure seen
from 300 feet actual distance.

The primary purpose of our unsponsored proj-
ect at Scioto Downs was to determine the accuracy
of our own photogrammetric procedures and
measurements.

PERRY E. BORCHERS, JR AIA
Professor of Architecture
The Ohio State University



INSTANTLY!

K224 BACKWATER VALVES

Every year ﬁoodmg rains hit widely different areas of
the nation, causing heavy damage to homes and buildings
unprotected against backwater from overtaxed sewer
lines. Don't underestimate backwater. .. it is deadly ...
it is dangerous' It erupts into a building almost with
explosive force . . . waterlogging equipment and covering
every surface with filthy, sticky residues!

Series No. 1140
Backwater Sewer Valve
with flap valve which
closes instantly and
manual gate valve
for total shut-off
when required.

Josam Backwater Valves protect against backwater . ..
eliminate fright, worry, expense. Valves are designed to
ermit drainage to sewer, but close instantly to the entry
of backwater. Josam Backwater Valves belong in every
building and every home — the cost is so little compared
to the damage and disorder prevented. Get the complete
story by writing for Backwater Manual BW today.

Series No. 1170-T
Backwater Sewer Valve
with flap valve
mechanism that closes
at slightest backflow.

JOSAM MANUFACTURING CO.
General Offices and Manufacturing Division ® Michigan City, Ind.
REPRESENTATIVES IN ALL PRINCIPAL CITIES
West Coast Distributors

JOSAM PACIFIC CO.
765 Folsom Street San Francisco 7, Calif.

JOSAM PRODUCTS ARE SOLD THROUGH PLUMBING SUPPLY WHOLESALERS
Manufacturers and Representatives in Mexico —HELVEX, 5.A., Mexico Cily
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Thls_ClTemclad t_i(;_or will ! |
never need refinishing!

After this Chemclad door is installed—the building owner
can practically forget it . . . permanently. Why? Because
these doors have a high-impact resistant, smooth melamine
laminate finish that stays beautiful for the life of your build-
ing. An occasional wiping off is all that’s required. What’s
more, they're custom made in a wide choice of wood grains |
and decorator colors—pre-fitted and pre-mortised to save
installation costs. These are reasons why we suggest you
consider Chemeclad, when you're remodeling or building.

cCHeMCLAD
MELAMINE DlO‘OiR‘S

LAMINATE
1.256 custom made Chemclad
doors have been installed in the
Schumpert Memorial Hospital,
in Shreveport, Louisiana,

Architect: Neild and Somdal.

You'll have a sound invest-
ment in a door you'll never
replace, refinish or regret!
Send for your free copy of
the new Chemclad brochure.

TE':“:\E S
S St —

———

BOURNE MANUFACTURING COMPANY [

7321 Gratiot Avenue + Detroit 13, Michigan

REPRESENTATIVES IN PRINCIPAL CITIES FROM COAST TO COAST |

News

The Fitzpatrick Memorial Award

The F. Stewart Fitzpatrick Memorial Award for
1962 has been conferred upon Douglas Whitlock
Hon Ala, attorney and Chairman of the Board and
General Counsel of the Structural Clay Products
Institute, which he founded in 1934. The presenta-
tion of the award was made by then-ATA Presi-
dent Philip Will, Jr, at the Building Research In-
stitute’s Spring Conference in Washington on
April 25—BRAB owes its creation to the efforts
of the late Mr Fitzpatrick and Mr Whitlock.

Known in Washington circles as “Mr Building
Industry,” AIA members will remember Doug
Whitlock as the man responsible for the sponsor-
ing by SCPI of the special concert by the National
Symphony Orchestra during the AIA Centennial
Convention in 1957. In his presentation, Mr Will
said . . . no one else has contributed so much
to the unification of the construction industry. . . .”

The Brunner Scholarship

Architects and those in related fields are
eligible to apply for the $5000 Arnold W. Brunner
Scholarship, offered annually by the New York
Chapter ATA. Past awards have been made for
a variety of projects, including a study of urban
living, the development of a travelling architectural
exhibit for highschool students and a study of
visual perception as related to design and for the
development of a more efficient means of visual
communication.

Information and application blanks may be ob-
tained from the New York Chapter AIA, 115 East
40th Street, New York. All applications must be
in by January 15.

Necrology

According to notices received at the Octagon
between June 1, 1962 and June 30, 1962

BOEHNING, ALBERT W., SR, Albuquerque, N Mex
GREENBERG, MORRIS, Philadelphia, Pa
HANNIKEN, GUSTAV J., Royal Oak, Mich
HASKELL, FITCH HARRISON, Palo Alto, Calif
JAEGER, Lours c., Orange, NJ
LICHTENSTEIN, WILLIAM P., New York, NY
MURPHY, DAVID JOSEPH, Atlanta, Ga
PETERMAN, RICHARD H., Westchester, Pa
VAN PELT, JOHN V. FAIA, Patchogue, NY
WARREN, WILLIAM T., Birmingham, Ala
Honorary Member:
EDWARD KEMPER, Chevy Chase, Md
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Visit the spectacular Gas Pavilion at the Seattle World's Fair Caterpillar and Cat are registered trademarks of Caterpillar Tractor Co

the only sound you'll

hear from this proven,
compact Cat Gas Engine

Now for gas cooling! The compact Cat G333 Natural Gas Engine hums up to 25,000
hours before it needs a major overhaul. Even under constant full loads! Fact is, the Cat G333 is the
longest-lasting small gas engine ever made. (It’s the only one built like a husky diesel.) Most eco-
nomical, too...thanks to low-cost gas. Two compression ratios, 12:1 and 8.5:1 give you peak effi-
ciency with type of gas available. Before you pick the power source for your gas air conditioning
system, get all the facts about the new Cat G333. Call your Caterpillar Dealer, local Gas Company,

or write: Engine Division, Caterpillar Tractor Co., Peoria, lll., for full color brochure on the en-

tire line of Cat Natural Gas Engines. For Heating and Cooling...Gas Is Good Business

AMERICAN GAS AS
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Water Tower Inn, Chicaae

Photo: Hendrich-Blessing

EXPOSED AGGREGATES
for PRE-CAST SURFACES

Successful use of this finish requires aggregates
on which architects may rely for color, for strue-
tural and bonding strength and for impermea-
bility.

The cost of exposed aggregate is but a small
percentage of the cost per square foot of the
finished product. Still, it is just as important to
specify clearly what aggregates the architect is
entitled to have in the work, as it is to see that
the work is done by reliable manufacturers.
Colonna and Company of Colorado has heen
crushing Suprema Aggregates in the heart of the
Colorado Rockies for 27 years. For the past 9
years it has specialized in crushing the following:

Suprema Flamingo Quartz
Suprema Siskin Green
Suprema Black Obsidian
Suprema Milky Quartz
Suprema Blue Granite
Suprema Pink Granite
Suprema Light Gray Granite
Suprema Garni Green
Suprema Royal Spar
Suprema Paxi Gray Granite
Recent installations in which Suprema Exposed Aggre-
gates have been used are:
*WATER TOWER INN, Chicago
Architects: Hausner & Macsai, Chicago
Mifg. by: Midwest Concrete Industries, Des Moine, Iowa
FLINT ADMINISTRATION BUILDING, Flint, Michigan

Architects-Engineers : Linn Smith & Associates,
Birmingham, Michigan

Mfg. by Pre-Cast Concrete Co., Marysville, Michigan

Panel Engineering Corp., Troy, Michigan
For further information and samples, write to:

CGLON NA & COMPANY OF COLORADO, INC.

CANON CITY, COLORADOQ

URBANISMS

A regular column conducted by our
specialist on Urban Affairs, Matthew
Rockwell, Director of Urban Programs

Free Sketches

We are occasionally asked to help chapters

| originate programs of activity in the planning field.
| Chapter participation in this kind of activity is

not new. Witness the experience of chapters in
| Kansas City, Salt Lake City (see our column in

July) and Little Rock, to mention only three

examples.

But there is a word of caution to be said: The

" standards of professional practice admonish that
“an architect shall not render professional services
without compensation.” And further, in seeking a
commission, he shall not “donation
device for obtaining competitive advantage.”
| It is clear that these standards were prepared
for the typical architectural commission, but it is
equally clear that they also should apply in cases
where a chapter itself is undertaking work which
might parallel the work of other professionals,
whether architects, planners or others.

A case in point would be the preparation of a
central business district plan in such detail that
the work of another architect might be completely
eliminated by the donated service of the chapter.

The architect has the ability to visualize and
dramatize graphically the shortcomings in almost
any field of interest. The complexities of city
planning—their shortcomings—their complica-
tions—need such dramatization.

One chapter recently gave itself the task of
describing in graphic form the nonsense that can
exist when two parts of a city are separated by
an international boundary. The interdependence
of the two parts upon common facilities needs

usc as a

| illustration, and the chapter, in performing this

type of public service, can only reflect good upon
the professionals involved.

In some of the chapter projects referred to here,
other professionals were brought into play who
would not have otherwise been involved. For ex-

| ample, in the study of a central business district,

it is obviously not enough to diagram physically
the proposed changes to the district without having
basic data regarding ecconomic aspects of the
district’s future.

In the case of Little Rock, many thousands of
dollars went into the preparation of such economic
analysis by real estate experts before the architects
developed the physical plan for the downtown
aréa.




MEN AND MASONRY

With the return of the third dimension to design, the ranging mind
of the architect finds new and varied use for the hands of the
craftsman. Today's craftsman is proud to serve you. He is a younger
man than the one you knew 15 years ago—41 instead of 53. To
qualify for your service, he worked 3 years in formal apprenticeship,
spent 144 hours in classroom study. He thinks the walls you de-
sign for his labors are more beautiful than those of the machine.
He knows they are less costly. He is part of your building team.
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on time-saving, labor-saving,
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Automated Building Components, Inc.
Phone 696-0930 * Area Code 305
P.O. Box 47-836 * Miami, Florida

Urbanisms (Con't)

One of the most useful projects we have seen
lately is that produced by the Georgia Chapter of
the Institute, entitled “Visual Survey and Design
Plan.” This is a study of the visual aspects of a
portion of the city of Atlanta, an experiment in a
field popularized recently by the “Ugliness Con-
ference” of the New York Chapter. We think this
is a far more appropriate field for chapter activities
than the central district reports.
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Incidentally, we feel that this Atlanta report of
forty-four pages is still only a “first-phase™ study.
The last three pages entitled “Implementation”
would make good and fertile ground for another
project. For example, one of the recommendations
under this section is that “Billboards and signs
would be more effectively controlled by good legis-
lation.” We would very much like to see a model
sign ordinance prepared by, or with the assistance
of architects.

I am wondering, for example, whether the aver-
age member of the Institute would endorse a pro-
vision like the following, which I quote from a
contemporary ordinance of an Illinois suburb of
approximately 25,000 persons:

“No ground sign should be erected or main-
tained in such a manner so that the uppermost
part of such sign is more than 18 feet, six inches,
above the lowest established grade of the portion
of the street or highway nearest such sign and
adjoining the lot or tract of land on which such
sign is erected.”

Another example states:

“The total area of a wall sign shall not exceed
eight per cent (8% ) of the building wall area to
which the sign is attached or painted except that
no wall sign need be less than fifty (50) square
feet in size. Wall signs shall extend only over or
on the portion of the building occupied by the
business being advertised by such sign.”
What I am saying is that as architects we must
do more than highlight the problem; we must in-
volve ourselves in the minutiae of the accomplish-

| ment. -




Journal

The Temples of
ABU SIMBEL

How Modern Techniques Can Save One of

the Great Monuments of the Past

The following story, and the
drawings, are reported verbatim
from a press release from Unesco.
We believe the daring of the
concept will arouse much
admiration—and perhaps

speculation?

» Of all the historic monuments and ruins of
ancient Nubia, now threatened by the building of
the Aswan Dam on the Upper Nile, the two
temples of Abu Simbel have most captured the
popular imagination.

The magnificent facades of the Great Temple
and the Little, or Queen’s, Temple, both hewn
out of solid rock some thirty-two centuries ago in
the reign of King Rameses II, and erected in
honour of Rameses and his Queen Nefertari, rise
up majestically from the banks of the Nile.

These great temples, dedicated to three gods,
Aman-Rah, Ptah and especially to Re-Harakhte,
god of the Rising Sun, evoke admiration of the
skill of those who fashioned and decorated these
monuments, and wonder at the scientific knowl-
edge of the architects who conceived and created
such temples.

At that time, man’s knowledge of geology and
chemistry could have been only elementary. Yet
—and this amazes present-day experts—these
unknown Egyptian masters obviously knew
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enough about types of soil and the effects of
water and wind erosion to build for an eternity
on a site perfectly suited to the needs of worship.

The scope of these temples probably can be
matched only by that of a proposed plan to save
them from being swallowed up by the Nile once
the new dam is built. This is the boldest aspect of
the entire campaign to save the Nubian monu-
ments, launched by Unesco in cooperation with
the United Arab Republic and the Sudan.

The final choice made by the government of the
UAR, and endorsed by Unesco, on the advice of
a number of commissions of experts, is for a plan
submitted by Italian specialists (Italconsult). This
calls for raising bodily the two blocks of rock in
which the temples are embedded to somewhat
more than 180 feet above their present site, and
then restoring their present setting.

It is estimated that the task will take more than
six years. A small army of technicians and work-
men will have to carry it out in a spot which is
practically a desert. And, during this time, there
will be the danger of rising flood waters.

Preliminary Work

First, a network of road must be built to spots
selected for storing materials; an airstrip has to be
prepared for planes and a floating dock, unaffected
by changes in the level of the Nile, must be built;
an electric power station must be constructed;
and, of course, a temporary city created to house
those working on the project and give them facili-
ties needed by a community in the desert.

Meanwhile, actual construction work on the
project will start with the building of a dike run-
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ning the length of the facades of the two temples.
This watertight earthwork is to protect the whole
operation from the rising level of the new lake.
Between this earthwork and the facade, a trench
will be dug, fifty feet deep, from which under-
ground galleries will burrow into the rock under
the temples.

During this preliminary stage, an important
task will be to reinforce the structures both inside
and outside. This is an exceedingly delicate op-
eration. The rock and the monuments carved in it
have suffered from the ravages of time, and the
rock itself still bears the same cracks and fissures
that existed before the temples were built, and
with which those early stoneworkers knew so well
how to deal. Today, these weak points which
might give way during the moving operation must
be reinforced.

It is only after these preliminaries have been
completed that the real work can begin of directly
raising the temples.

Two giant “boxes”

Three complicated operations are involved.
First, the “scalping” of the temples by the removal
of the mass of rock which covers them in order
to lessen the over-all weight to be raised. The
portion of the hill, thus taken off, will be replaced
in its original position when it comes to the final
landscaping.

Next, the huge block of rock containing the
temples must be sliced free and an artificial cas-
ing built in front of their facades so that the space
between the casing and each facade can be filled
with a “padding” of sand. Finally, and most im-

Great Temple at Abu Simbel: (A) Before
lifting (A') After lifting (B) Area to be ex-
cavated beneath the temple so that jacks can
be placed (C) Embankment protecting temple
on restored site (D) Restoration of cliff
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Temples of Abu Simbel Monuments Rescue. Lifting of Temple, sketch showing general view

portant, three parallel groups of underground gal-
leries must be driven under what will serve as the
floor of the “boxes.” It is this base, with the
thickness of from twelve to fifteen feet, that will
take the upward thrust of the lifting jacks.

This lengthy phase of operations is the one
which calls for the most meticulous precision. It
will be impossible to use explosives or machinery
which could cause vibration. Experiments carried
out in Norway with even more brittle rock than
that at Abu Simbel show that only compressed
air machinery can be used. At twenty to twenty-
five feet inside the rock pneumatic hammers,
weighing no more than seventy-five pounds and
capable of 1,000 blows a minute, will be used,
but electric saws and scissors will be employed at
the most sensitive cutting points. During all these
operations, a twenty-four-hour micro-seismic
watch will be kept to detect the slightest danger.

With the two “boxes” of rock and sand
hermetically sealed and finally sliced away from
the rest of the mass of rock, jacks can be placed
under the base, beneath which a metal grating is
stretched to ensure uniform pressure from the
jacks. Then follows the mighty task of lifting the

temples in synchronized movements, at the rate
of two millimeters at a time. Each hydraulic jack
is operated from a central control point where any
break in the equilibrium will be immediately visi-
ble.

The jacks themselves, which may be either
hydraulic or mechanical, will have an individual
lifting power of either 2,000 or 1,000 tons each,
working alternately in two groups. So far, how-
ever, the experts have reached no decision on this
point.

Thus, little by little, four-square on the giant
piles that are to serve as their permanent base, the
temples will rise more than 180 feet.

Tribute to the Experts of the Past

After the major operation of lifting the base of
the temples is completed, the final phase of the
work begins: the restoring of the previously
“scalped” summit on top of the hill, and of the
original landscaping. This involves re-creating not
only the actual scenmery, but the same physical
conditions—the facades will be at the same height
above water as before—chosen by the original
builders.
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From “Monuments Anciens et Modernes,” 1850

The preservation of Abu Simbel is not the only
project being undertaken in the campaign to “Save
the Monuments of Nubia.” In the area of what
will be a three hundred mile-long lake to be cre-
ated between the First and the Second Cataract
to hold the water behind the new dam, teams
from many countries have answered the appeal
sent out by Unesco at the request of the govern-
ments of the Sudan and the UAR. These teams
are carrying out almost non-stop work, excavating,
making photogrammetric pictures, drilling down
into prehistoric times, and moving temples and
works of art from the threatened area.

By the time the dam is completed, work to
preserve another historic, and no less illustrious,
monument, the Island of Philac, will have been
completed, thanks again to international assist-
ance.

But the saving of Abu Simbel, both in its
scientific daring and the amount of financial help
which the world is being asked to contribute, takes
on a special symbolic value.

It will enable today’s civilization to pay tribute
to another, long since gone, which dared to create
a monument that still startles us with its size and
beauty. <




Towards a Consensus of Approach

to Urban Design

by Morton Hoppenfeld AIA, Assoc AIP

» The last spurt of mass interest in the appear-
ance of cities by the design professions was un-
doubtedly that inspired by the great white image
of the Chicago World's Fair. The resultant “move-
ment” was tagged the “City Beautiful.” Some few
bold and worthwhile projects remain the heritage
of that time in many cities across the country,
though, as an approach to city design, it left too
much to be desired.

Between that day and this, professional interest
waned until now, when few who live in cities would
deny the general state of visual squalor and social
conflict.

Over the years we have become dulled to the
things we see about us and, probably, fortunately
so. Our innate quest for a semblance of order and
harmony in our environment would leave us ill
were it not for the build-up of a protective, selec-
tive vision which allows us unconsciously to filter
our impressions of the city. Our perception of the
world depends not only on sheer optical stimula-
tion, but also upon the interest of the individual
observer. Thus, in time we tend to see only what
we want to—only what we need in order to sub-
sist in our man-made urban environment. How
many of us really see or try to understand the city?

Can we assume that the urban environment is in
part a conditioner of urban society? Must we not
all see it in a more positive way?

One of the many reasons our cities are so visu-
ally and emotionally unsatisfying is the essential

The Chief of Design of the National Capital Planning
Commission feels that a clear definition of Urban Design,
and of Urban Designers, can be hammered out only by a
thorough-going public discussion. This article is intended

to spark such a debate

uniformity and lack of cognizant differentiation in
the city pattern. The essence of urbanity lies in
the breadth of choice available in all matters of
fundamental concern. Inappropriate urban form
results in a curtailment of range of choice. Every
lack of differentiation in a city’s physical pattern
means a negation of choice, and thus a negation
of true urbanity. In a city of quality, each element,
as in a mosaic, contributes to the splendor of the
whole without losing any of the luster of the indi-
vidual tessera. In fact, the single piece can only
assert its real significance within the context of
the whole.*

How little of today’s American city provokes
positive response and rests at ease between the
extreme conditions of chaos and utter boredom!

If we look for causes in today’s plight, we find
them numerous and complex. But let the buck
stop here for the moment. Let me suggest that
we architects, with few notable exceptions, have
ignored the city. We have, as a profession, tended

* For a provocative discussion of this theme, see “The City and
the Arts” by Edward Sekler, Daedalus, Winter 1960
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How much has education really changed?

to develop our concepts of architectonic form in
an esthetic ether and applied them at random.
Think hard, and list your favorite twenty archi-
tects (“form givers”?). What proportion of their
work—real or theoretical—has been truly in the
realm of urban environment in, and of, the city?
Whatever the reasons, and there are many, the
design leaders of our profession have not had, nor
sought, the opportunity to build the city.

Think of your education, of the books and peri-
odicals available. How many design problems have
addressed themselves to aspects of the city? Even
today, with ‘the “new awareness,” how much has
it really changed?

I suggest that a part of the responsibility for the
ugly American city rests here with us, the archi-
tects. I further suggest that if we are to rise to the
challenge which lies before us, of building and re-
building the city, we must foster a new breed of
designers who are willing to address themselves
humbly to the problems of urbanism. This is not
an easy task since the problems are extremely
complex in reality and require continued thought
and research, but only with the recognition of this
complexity will progress begin.

The recently increased pace of organized urban
renewal has given new opportunity to large-scale
design and development. The design professions
have been pushed into a reawakening of their
awareness of the quality of our urban environ-
ment. Thus, a new “movement” termed “Urban
Design” has become fashionable. We are growing
in our concern, and this is the time for public de-
bate of our design approach and working values.
While it may be difficult, I think it necessary that
we seek a working concept of urban design which
will ultimately be the consensus of all invelved.
Toward this are these remarks directed.

The design process is a continual interplay be-
tween synthesis and analysis. There is no firm
order within which aspects of the problem are
brought to bear. The circumstances and the indi-
vidual will continually adjust the ideas and thought
processes involved.

Omitted, intentionally, from this discussion are
perhaps the most significant elements, those basic
to the creative process—talent, intuition, imagina-
tion, etc. While putting forth the following ideas
on urban design, let the above remain as constants.

Traditionally, any discussion on questions of ur-
ban design tends to avoid contextural issues since
emphasis is ordinarily given by professional “de-

signers” to the elements of “pure design”—the ab-
stract qualities of good or bad spaces, relationship
of heights, quality of architecture and materials,
and the like (provided, of course, the maximum
floor space is available). This is not unusual since
it is in this realm that “designers” are typically
trained and it is in this realm that the lay public
is educated by mass and professional journals.

This almost singular concern for “pure design”
(ie, forms abstracted, to a large extent, from total
urban context and, therefore, with minimum logic
and symbolic value**), if left to dominate the
urban design process will result, as it has in the
past, in a product of questionable worth relative
to the great effort made.

I do not contend that a poor design, in the
abstract sense, need or should be tolerated. Nor
do I suggest that formal imperatives and “intui-
tive” approaches be reduced in value as design
considerations. The purpose of this exploration is
not to diminish the quality of the end-product; on
the contrary, it is to improve quality by extending
the basis from which it is conceived and by which
it is judged.

Eight ideas will be discussed, with emphasis on
the first two.

1 The Idea of Process—Design Development
and Production

Urban design is a part of the larger process of
city building, urban planning, or whatever an ap-
propriate title might be. The process is a never-
ending, constantly changing one. The process re-
flects the continued change in our social institu-
tions and technological state; the way in which we
behave in, and react to, our environment; and in
our relationships to one another. In order to be
truly effective in any design situation, a designer
must be a part of this changing process since the
product of his works represents only a phase in
this process and, in fact, effects it.

A basic criterion of good urban design is the
“likelihood of accomplishment.” Is the design such
that it has in it the seeds of fulfillment? A good
urban design must be consistent with the urban
forces at work—the forces of social and political
action and urban land economics. In short, a good
solution demands a clear, precise and profound
statement of the problem itself, and from that the
ideas will emerge. This is not to suggest that such

. ** See Gyorgy Kepes, “‘Notes on Expression and Communication
in the Cityscape,” Daedalus, Winter 1961




Design processes determine their ultimate values

designs are therefore manifest for easy completion;
often it is quite the opposite, and a good design
requires a good fight for its acceptance or domi-
nance among competitors. But 1 do suggest that
its “natural” situation will win out once it has been
given the chance. It is here that the process by
which the design was created and is promulgated
comes into play.

If the problems have been clearly defined, needs
and desires realistically and clearly appraised, and
a hierarchy of value established, then the design
will have some chance of widespread acceptance.
Nothing is more discouraging than the perform-
ance of a designer who expects his sensitive “ar-
rangements of masses in space” and his exquisite
arrangement of window mullions to carry the day
against the hard facts of human needs and city
function.

Acceptance of the criteria of naturalness and
harmony in the hierarchy of urban requirements
and forces, necessitates a process for developing
designs which puts the designer in a position to
understand and translate these forces. This re-
quires that the designers seek the means and proc-
esses to put themselves in a position to under-
stand the complex requirements of an urban design
situation. Only few designs are prepared by a team
of urban planners of varied backgrounds, working
together with entrepreneurs and designers exposed
to the problems and potentials of the total city.
Consequently, only few designs are effectively used
and, of those few, only a part represents a net
gain in terms of the basic problem. The process of
design formulation has a profound effect on the
kind and quality of end-product as well as on
likelihood or desirability of accomplishment.

The usual approach to many of today’s typical
urban design problems (regardless of size or com-
plexity) has its roots in the theories and process
of architectural education, abetted by the visiting
jury system of judgment. Where there is lacking
a true understanding of the problem or a really
adequate guide program, most designs are focused
toward a quick response—a single bold statement,
often symmetrical or at least two-dimensionally
balanced, susceptible to rapid visual cognition, and
generally photogenic. These are the criteria which
govern in the one-shot design venture.

How different this common approach is to one
which would attempt to recognize organic growth
patterns and systems which have an order which
may not be readily perceptible in the architects’

traditional concept of purely visual order. This
proposed design attitude would consider the nu-
merous aspects which impinge on each situation
such as total social and physical context; the in-
finite nature of urban pattern (as opposed to the
finite nature of a building); the man’s-eye-level
views from every point in preference to the bird’s;
the processes of fragmentary but continuous city
building; the necessity for staged development and
occasional (sometimes even desirable) compro-
mise from grand design idea and the means of
expression of true community values (symbolism).
It is true that these two approaches do not always
conflict, but usually they do.

In summary, it is the processes by which designs
are evolved, as well as the individual skills of
talented designers, which determine their ultimate
values, the latter of which, it goes without saying,
is indispensable. The extent to which the design
process reflects real community objectives; the
extent to which the designers attempt to clarify
and state these objectives, both in verbal and de-
sign terms; the extent to which the designers and
the design are tough, yet flexible enough to with-
stand inevitable adjustment and program change;
and the extent to which the design promulgated
can live with the natural democratic forces of con-
flicting interests and still be a work of urban vitality
—these are the measures of successful urban
design.

2 The Concept of Appropriateness

Much has been written lately by a few sensitive
urbanites who decry the lackluster of recent urban
buildings and renewal efforts. In many cases, “life”
was in effect “designed” out of the city. Those very
elements of vitality, activity and variety, which
constitute the essence of the city, were the least
considered. In the strenuous quest for “architec-
tonic form” (compositional), the content tends
generally to diminish in importance and in the
end, meaningless (out of context) form becomes
hollow. ‘

In earlier times, and often in the natural “unde-
signed” city building process, the shape of the con-
tainer evolved slowly to reflect and satisfy the
organic content of the city. The nature of urban
content (life) and resulting urban form in kind
and quality, was an expression of the values of
the people involved; whereas, in the case of “ab-
stract urban design,” values are either consciously
or unconsciously imposed upon a public not yet
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Nothing in the city is absolute

on the scene. This is not always a conscious case
of architectural purity vs social requisites. Often
social goals are masked in architectural terms. It
is not unusual to find, upon putting a given plan
into its larger social and physical context, that ele-
ments which seem logical unto themselves take
on a different meaning in the larger relationship.
When design reflects a clear social attitude and
objective, it is on this same basis that the design
should be resolved before a complete qualitative
judgment can be made on the dimensional aspects
of urban design. Urban designs express important
social and cultural values, but “design” discussion
usually revolves about “function” (scale of the
street, traffic noise, open space, etc) or “formal-
ism” (proportions, symmetry or asymmetry, “in-
teresting shapes,” etc). Thus, confused or con-
flicting values result as a by-product of misplaced
or undefined emphasis.

It is extremely important that urban design
be recognized as an important, though often ob-
scured, expression of the values with which men
regard their city and, as such, it will take on a
greater significance in city building. In this age of
complex social order, community values can be-
come the shaper of the container only by conscious
effort.

3 The Urge to Correlate

It can reasonably be said that nothing in the
city is absolute but that all elements are related
with a degree of significance to all other elements.
If we accept the city as a natural, constantly
changing, constantly growing organism, then all
individual acts of creation, either as additions to
or changes of the organism, must correlate to the
immediate environs and to the organism as a
whole.

4 Incompletion as a Constant State

Analogous to the concept of the relationship
between elements is the fact that no single element,
be it building or place, is complete within itself.
If this idea is recognized and understood, it would
be reflected in the approach to design and the
finished product. There are so very few occasions
in the city where either a building, a place, or a
system can be perceived as an entity and, there-
fore, it should be logically designed as such. A
building within a block becomes complete only
within the context of the rest of the block; a place

is complete only in use; and a system is complete
only at an instant in time. We are dealing with
fragments. A fragment implies a larger unity. All
urban design is a fragment of still a larger one.

Consistent with the idea of incompletion is
open-endedness as a requisite for growth. If we
accept the idea of open-endedness, of continual
change, growth and incompletion at all points in
time, we must add a further requirement, however
apparently inconsistent with the former, and that
is a sense of completion at all times. In other
words, one of the key values of a truly good de-
sign will be its apparent completion, its apparent
unity within itself but still its ability to grow,
change and mesh with the rest. A design would
ideally be “complete” at all stages or phases of
development, not losing qualities in growth, merely
changing.

5 Symbolism

Man has always lived with symbols as an essen-
tial part of his relationship to the world and to
his systems of communication; the city has been a
symbol of the state of civilization in its totality
and as a conglomeration. Few contemporary de-
signers recognize the symbolic significance of their
work and the kinds of statements they are thereby
making. The consciousness of our symbol-making
is important to the urban designer. At the lowest
level his symbols are sources of basic intelligence
about the city (“this is a business street—this is
an important place, etc”); at the highest level his
symbols are poetry. A dilemma is obvious—when
the society is mean it should be so expressed; for
a false symbol, once recognized as such, is worse
than a statement of fact, regardless of the unpleas-
antness of the fact. To work in symbols is a high
order of abstraction, so the designer must know
his media. He must know his society and what it
wants to say about its way of life or its aspirations.
The personal symbols of the “detached artist” have
little or no place in the urban design process.

6 Programming

One of the most distinguishing aspects of urban
design, as compared with other design practices
(ie, architecture, industrial design, etc), is the fact
that the urban designer seldom has a program
given but, instead, usually designs toward the evo-
lution of a program.

Even when given a program, it generally is lim-




Urban design should be a local function

ited to the internal aspects of the problem, the pri-
vate or client interests; ie, so much floor space, so
many units at such a price range, etc. To complete
this kind of program, the urban designer must add
the civic program—the unstated, but significant
interests of the community in all its manifestations
as a balance to the special interest of a given
situation.

To many, a program is simply a statement of
physical and functional objectives or limitations—
often described in terms of land uses, building
coverage, number of units, building types, etc.
When so seen, they describe to the average archi-
tect a range of architectonic forms permissible, but
in reality and more significantly a program does,
in fact, describe a life style.

Whether explicit or implicit, the program is
a description in the broader sense of the way
people will live in and use the particular fragment
of the city under design.

It must be emphasized that programming is the
first and often the most important act of urban
design. Programs are derived by many means from
expressed social or economic demand, from felt
human need, from political and economic oppor-
tunism or idealism, etc. They should, in fact,
evolve through the interaction of the minds of
many of the specialists involved in urban planning-
building, such as the sociologist who can describe
reasonable population structures for a given com-
munity; the economist who can relate the land uses
to economic productivity; the politician who can
judge the feasibility; to the administrator who can
establish the strategy and timing. In among these
must come the designer who will inject his own
formal objectives, the formal implications of what
others suggest, and the human implications of what
might be a formal solution or a formal imperative
to a given site and symbolic situation. The designer
must be part and parcel of the program-making
process—sometimes to dominate, other times only
to mitigate—but always in at the formulative
stages of the program, lest his design be, in fact,
created by those with no concept of the end-
product.

Without the coordinative and imaginative role
of the urban designer, the various interests in
competition with one another would likely result
in a product unwanted by each. Program formula-
tion must be a feedback process based largely on
empirical knowledge and only partially on as-
sumption, surmise or fancy theory.

7 Urban Design as a Function of
Local Government

If we accept urban design as an aspect of urban
planning-building, then the most significant part
of urban design practice should logically be done
as a function of local government. The reasons are
many. The most essential elements of the urban
scene, which are the essence of the urban design-
er’s media, are such things as circulation systems
ranging from the freeway to the greenway, sewers,
curb-cuts, zoning ordinances, etc. These are all
public responsibilities paid for with public funds
and are the responsibility of public officials and
ultimately the electorate. Only when the designer
is in touch with these elements of the city and the
institutions where all of these are brought to-
gether, and where the various interests involved
can sit at one table, can he begin to be effective
at the scale which will really count in the long run.

A part of the concept of local government is
the issue of community goals and aspirations which
the electorate expresses in one way or another. It
is the designer’s responsibility to work toward
them, at times to stimulate and try to influence
them, but never to be out of touch with them.
This is not to suggest that urban design cannot or
should not take place outside the aegis of local
government. Many aspects of the total problem
are best solved independently, particularly at the
lesser scales. Also different interests, greater free-
dom of thought range and less responsibility will
result in different, sometimes new and sometimes
better ideas. However, for the positive aspects of
this non-public sector of design ideas to be accom-
plished, they must, usually and ultimately, be in-
corporated into some aspects of local governmen-
tal process.

8 Relationship of Quantity and Quality

Size does, indeed, change things in kind. To
suggest, as some poetic designers have, that the
“city is a house and the house a city” is a pleasant
euphemism but dangerous as an idea. The idea of
a group of houses, in fact, differs in kind from the
idea of one house. The additional complications
and factors involved require a wider range of
knowledge, sophistication and collaboration, which
require a different kind of designer at work. Again,
not to suggest that the designer of a house is
incapable of designing the city sector or com-
munity, but that in his latter role he is dealing with
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a basically different kind of problem. The over-
simplification of urban design process by the
analogy to the house can only lead to bad design.

We have generally come to think of urban de-
sign primarily in terms of relatively small and de-
fined project areas. (The jump from one to two
buildings establishing the “new art.”) It must be
recognized that urban design is not a function of
project scale but is in the most real sense an atti-
tude of mind. The range of urban design concern
extends through no less a spectrum than from city
tree to city sector to metropolitan area. We must
continually appreciate that as the project changes
in size, from the neighborhood to the urban re-
gion, the design elements change in kind, from the
tree to the watershed, from the width of street to
the mode of travel and, with these changes in de-
sign elements, there must come a corresponding
change in the designer’s knowledge and abilities
—no small requirement, indeed. This is not to
suggest that the specie selection and placement of
a tree is as significant an act of urban design as
the selection and placement of an employment
center, nor that we can or should attempt to fix a
“design” for areas or systems which by their very
scale and complex nature defy a formalistic or
architectonic approach. The designer is, by train-
ing and nature, a “visualizer,” one who can “see”
the product and its interrelationships before it is
consummated; this quality must be utilized at all
levels of urban planning-building. Our cities have
reached an order so complex that few decisions
can be made without far-reaching effect. In each
decision to build or tear down, the question should
be asked, “How does this affect the total quality
of the city?” The urban design team is a critical
link in the feedback process between physical
elements of the city and the city’s basic civilizing
function—quality and meaning are the guide
sticks.

Who is an urban designer? Every act of city
building is an act of urban design, though indeed
most such acts are done without this conscious-
ness. But for those who act in good conscience,
which designers deserve or should seek such a
title?

The basic requirement is to be committed to
the prospect that the city is a positive expression
of civilized man and, as such, should be among
his greatest achievements. To be an urban de-
signer, he must have a clear understanding of,
and a positive philosophical attitude toward, the
values of urban life and, most important, the re-
lationship between urban form and these values.

Good urban design results from a constant
search for “meaningful form™ and comes only
through continuous involvement and study of the
highly complex organism we call “city.” Through

a concert of “urban studies” we are rapidly learn-
ing more about the city, but no amount of formal
training alone will suffice. Qualification is the re-
ward of continual commitment and concern.
How do we distinguish an authentic urban de-
signer from one self-proclaimed? In many ways:
+ He is learned and sophisticated but still retains
an open mind and an empirical attitude
- He is equally at home with the problems of
traffic and real estate as with those of group liv-
ing patterns and children’s play habits
+ He is sympathetic to all human needs, however
mundane they seem, and relies on available sci-
entific knowledge and techniques as well as a
keen common sense
* He recognizes the necessity of team effort, co-
operation and perserverance
*+ He knows the historic nature of cities and their
lessons; he respects the values of previous genera-
tions without being servile to antiquity
+ With each assignment, he intellectually and emo-
tionally extends his given site to seek out and
comprehend the vital interrelationship between
his site and all it affects
* He understands the kinesthetic nature of experi-
encing a city and its parts
* He will reach for that delicate balance between
internal programmatic needs and the needs of a
larger environment. This designer recognizes that
the city is not made of buildings alone, but that
they are an integral part of generally more im-
portant open spaces whose value often long out-
lives the structures about them. He can sense the
many systems of open spaces, the kinds and hier-
archies of streets, squares, circles, and parks
+ The urban designer has the sense of humility to
design appropriate buildings that will blend to
become background to one more deserving of the
foreground. He does not shoot his cannon to kill
a fly
* This designer understands that buildings only
seldom appear in a space—but more often, join
with others to create a street, a place
* Finally, the truly great urban designer can rise
to that wonderfully rare opportunity of building
on the special site, that special building which de-
mands all his creative resources to make significant
architectural and urban form
When we, as a culture, produce more such de-
signers and can, as a group, come to some reason-
able consensus of basic urban and design values,
then we will have more beautiful and livable cities.
Not all designers will choose this path, but for
those who do, let them do so with the same desire
to learn that distinguished their youthful approach
to their basic design discipline. The city is an
ever-changing organism; the design process must
change with it. <




The Role of Art

in Religious Buildings

The Harmonious Integration of the Visual Arts

by William Lescaze FAIA

» For many, many years 1 have realized that all
the visual arts belong together—crafts, paintings
or murals or mosaic, stained glass, sculpture and
architecture—within the frame of architecture.

They are valid by themselves of course, but as
an architect, I am thinking of them within and
in relation to the forms which I try to create.

Thirty years ago one might have hesitated to
call an architect an artist. The writer, the com-
poser, the painter, the sculptor, yes, they were
called artists; but the architect, no. Yet, unless
the architect is an artist by which 1 mean unless
he longs to and is able to create, how can we
expect any worthwhile architecture from him?

By their very nature the media which architects,
painters and sculptors choose to express their
emotions are quite different. The painter, when
he has seen or has thought of a thing that moved
him, paints it—he himself without any outside
help. No one stands as an intermediary between
the painter and his canvas, between the sculptor
and his sculpture. But the architect makes de-
mands on many others. He has to create, there
is no doubt about that, but he also has to learn
how to tell others in great detail what he means
to create in order to have them execute it
properly. By others I mean the structural engineer,
the mechanical engineer, the acoustical expert,
and many others.

The drawings the architect prepares, the speci-
fications he writes, are not end-products. They
have meaning only because they make the con-
struction of a building possible. The architect is
not alone without intermediary as is the painter
with his canvas. The architect’s drawings and
specifications are the necessary tools in the hands
of an artist called architect.

Today the painters and the sculptors look to
the architect as their Big Brother. They really
shouldn’t. It's pleasant to be a big brother; it’s
also risky. A wide, high and unbroken piece of
wall is to painters and sculptors often like red

There is great need today for a re-integration of the arts.
It has existed before—and not only during the Rennais-
sance; it can exist again. This article is adapted from an
address given by the author at the Interchurch Center in
New York City

cloth to a bull. That’s the place for a mural. That’s
the place for a relief. Maybe that mural will make
the room. Maybe the room will be all right, neither
better nor worse, with a mural on that wall—but
it is also possible that that flat, naked surface
has really been planned to remain there flat and
naked and that a mural would kill it.

And now to particularize on “The Role of Art
in Religious Buildings.” William Rudin in his
interesting book “Modern Sacred Art and the
Church of Assy” makes a distinction between
“religious art” and “sacred art.” He writes:
“While ‘religious art’ is subject to conflicting in-
terpretations, ‘sacred art’ (ie, art ancillary to the
celebration of the liturgy) can be clearly defined,
for it falls exclusively within the province of the
Catholic Church itself.” I know what he means
and yet to me “religious™ art is always “sacred”
art. Many artists did wonderful work for this
church (dedicated 1950).* I might add probably
too many artists—Rouault, Léger, Matisse, Lip-
shitz, Bonnard, Chagall. Alas the building as
architecture is not especially distinguished. Here
clearly the architect did not lead as he should.
In the ensuing debate about this church and its
art work it was clearly stated that sacred art is
“Living Art” and that it must correspond to the
spirit of its times in “techniques as well as ma-
terials.” That at least was a great step forward.

No one who has visited the Chapel in Venice
can fail to experience there “The Role of Art in
Religious Buildings.” Here again the architecture
is unfortunately non-existent, but everything
Matisse has touched, in turn touches you, moves
you. And fortunately Matisse has touched almost

* Editor's Note: See AIA Journal, Nov 1961, p 66
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everything—the stained glass windows, the figure
incorporated in the tiles of the wall, the altar,
the vestments, even the door.

Although written about another and earlier
work of his, the mural for the Barnes Foundation,
it is revealing to read that Matisse wrote to a
friend, “Perhaps it would be important to make
clear that my mural is the result of a physical
encounter between the artist and some fifty-two
square meters of surface of which the spirit of
the artist has had to take possession—it is not
the result of the usual modern procedure of blow-
ing up a composition more or less mechanically.”

We probably have all been touched recently
at the Museum of Modern Art by the stained
glass windows of Chagall created for the Hadas-
sah-Hebrew University Medical Center near
Jerusalem. Although the setting in New York
couldn’t be what it’s going to be in Israel, this too
was a memorable experience of what “The Role
of Art in Religious Buildings” can be. Here—let
us rejoice—is distinctive architecture created by
architect Neufeld and the art by Chagall going
so well with the architecture, the two belonging
together, making a whole and singing a strong
invigorating song!

Early last year I publicly made two recom-
mendations to public authorities, as well as to
private builders. I suggested that for the guidance
of the authorities, the taxpayers and the architect,
there should be an agreement right from the
start on the amount of money allocated for art
work in ratio to the total cost of construction
of the building. Late in 1959 an ordinance was
passed in Philadelphia by which one per cent of
the cost of “any building, gate, bridge, arch or
other structure financed in whole or in part with
City funds shall be devoted to fine arts on or
appurtenant thereto.”

Then 1 recommended that the architect be
recognized as head of the team. By this I mean

that just as the architect selects his structural and
his mechanical engineer, he likewise should be
charged with the responsibility of selecting his
sculptor and his painter.

Thus, and thus only, can a work of art be
created which will be harmonious, where sculp-
ture and painting can be really integral parts of
architecture.

A few days later the NY Times endorsed these
comments on its editorial page and added: “Archi-
tecture, traditionally the mother of sculpture and
painting, has social responsibilities today on a
scale not even approached in the past.”

To get the kind of integration, which Newfield
and Chagall did, the architect must be given the
opportunity of consulting with a sculptor, with a
painter, in the same manner as he does with a
structural or a mechanical engineer, at the very
beginning, at the time he begins to draw and
dream his work—not when the building is almost
completed. Haphazard methods will only give us
more of what we already have, statues and murals
around and on our buildings, not belonging
together, not belonging to the buildings.

Can we look at the Parthenon sculptures or at
Cimabue mosaics and fail to see why and how
two entirely different examples of perfect integra-
tion with architecture were at two different times
achieved, and how beautiful they have remained
to this day?

Architecture, sculpture and painting, if properly
brought together, constitute a civilizing force.
Isn’t civilization itself the true aim of the human
spirit?

I, for one, feel strongly, and I know that many
of my colleagues here share this faith, that the
time has come: Architects, sculptors and painters
can work again together, dream again together
and thereby make that wonderful and simui-
taneous creation happen again, as it should, and
as it did happen in the Renaissance. <
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A “School Plant Study” and a portfolio of
photographs of outstanding schools present an
appeal for more concern with the visual and
psychological impact of school design
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Continuing the series “The New Role of the
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New Spaces for Learning

Architectural Research and the New Facilities for Education

by Alan C. Green

The author is an assistant professor in the School
of Architecture at Rensselaer Polytechnic Insti-
tute, and served as Project Manager on the devel-
opment of the facility described. Since Professor
Green is presently serving in the Army, the illus-
trative material was furnished by Assistant Pro-

fessor M. C. Gassman.

» We like to think of the “Experimental Class-
room Project” as the third of four logical, sequen-
tial steps in the development of a new facility
type. Even though dealing with a particular type of
educational facility, the same four steps are fol-
lowed to some degree with any new facility type.
Admittedly they do not always follow such a
logical sequence, and often one or more steps are
combined, but particularly through academic
architectural research the steps can be defined.
The first is the definition of a need for a particu-
lar facility to meet certain functional changes or
advances; the second is the development of basic
planning and design criteria for such facilities;
third, experimentation through actual in-use study
of a mock-up or test structure; and fourth, the de-
sign of a prototype where the first three steps re-
sult in the incorporation of such a facility in a
permanent building form. In the architectural re-
search program at Rensselaer, it has been possible
to follow through the first three of these steps in
the development of a facility type which can be
called “instructional facilities for utilization of
the aids and media.” The employment of instruc-
tional aids and media in all phases of American

education is now recognized to be part of the
dynamics of our age. Film and tape materials,
projection devices, television, demonstration ap-
paratus, and others are part of today’s instructional
fabric and are continually being more and more
effectively used. Their ultimate worth has yet to
be fully realized.

Recently the design professions and the aids
and media crossed paths. Finally it has been
realized that to achieve the full benefit of such
devices they must be used in spaces specifically
designed for that purpose. As an example, consider
the action of showing a film to a group of students.
The film contains pictorial material, possibly
graphs and charts, that must be readily seen, com-
prehended and assimilated as well as sound that
must be clearly audible to each student. Lowering
a screen, closing some blinds, bringing in and
setting up a projector, moving some seats around,
and turning off the lights has usually been the
procedure for creating an environment for such a
learning situation. This may be satisfactory, but

The Profes