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It began with a circle on an architect’s prelim-
inary drawing, and the revolution was under-
way. Soon Bradley Washfountains were bring-
~ ing new beauty to schools across the country.
In classrooms, corridors, washrooms, cafete-
terias, shops, labs, and gyms, Bradleys appeared
with increasing frequency — as architects
stepped away from The Stereotyped, to group
washfixtures. They selected Washfountains

because Bradleys provide a kaleidoscope of
_ colors, shapes, textures, and sizes; save valuable
floor space; cut installation costs as much as
80%, by serving as many as eight students
~with only one set of plumbing connections;
speed traffic flow; and stop disease (hands
touch only clean water on a foot-operated
‘ Bradley) Take a giant step: draw a circle on
~ your next washroom plan. Begin with Bradley!

Ask your Bradley representative for assistance
on speczﬁc applzcatzons Or write

~ for new Catalog No. 6302.
Bradley Washfountain Co.,
2377 W. Michigan Street,
Milwaukee 1, Wisconsin.
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Editor’s Page

Do We Have a Social Conscience?

A few days ago I received a copy of a new book
by John Dos Passos called “Brazil on the Move.” 1
rather wondered why the publishers (Doubleday)
had sent it to the AIA Journal for review, but I
took it along to read on the bus on the way home.
Looking over the table of contents, I saw that chapter
three was entitled “A Nation in Search of a Capital,”
with all sorts of sub-heads that might lure an archi-
tect—"“The Boomtown Feeling,” “A Sculptor with
Building Materials,” “City Planner” and “The Case
Against.” The title of chapter six is “Brazilia Re-
visited,” with sub-heads such as “‘The Bestlaid
Plans’...” and “ ‘And He saw that it was good.””

Brasilia is still news, so I started reading, but
being a systematic sort of guy, I started at the begin-
ning. After about twenty pages I found myself ab-
sorbed in the problems of Dr Penido, Public Health
Officer of the State of Espirito Santo, in Vitdria, its
capital, and a port near the mouth of the Rio Doce.
Dr Penido was saying “To produce an island of
public health in each place we work, first we have
to build privies for the people. We start from zero
in this country. Then we give them pure water.”

On a trip up the Rio Doce valley with Dr
Penida, Dos Passos saw his first favela, a word which
in Brazilian Portugese means slum. But it is not a
slum as we know it. It is a very special kind of
slum—as I was to find out a couple of days later.
However, it is “a symbol of the population explosion
which has resulted from the success of just the sort
of public health measures Dr Penida and his asso-
ciates were showing off with such pride.” With the
growth of industry and the collapse of the already
meager rural economy, people came crowding by
the thousands out of the back country into the
cities. Accustomed to dirt floors and the flimsiest of
huts, they expected little more in the city, but they
could not find even that. So they squatted on gov-
ernment lands and put up shacks with whatever they
could find.

But in a day or two I got a lot more informa-
tion on favelas and the people that live in them. The
August issue of the British magazine Architectural
Design came to my desk. On the cover is a striking
air view of what looked at first like the ruins of a
city which had been smothered with volcanic ash
and uncovered, like Pompeii. It turned out to be
a favela, except that it is in Peru, where it is called
a barriada. The greater part of the magazine is de-
voted to a group of articles on the barriadas of Peru.
Get a copy and read it.

Four young British volunteers have been work-
ing for a year in the shanty towns of Lima, assisting
the National Housing Institute in a home electrifica-
tion program. John Turner, a British architect, has
been working there for six years, employed by vari-
ous government agencies. He has prepared this issue,
written much of the material and supplied the photo-
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graphs. It is an apalling yet inspiring story. In Lima
alone, 350,000 people live in these squatter settle-
ments. As might be expected, the rate of population
growth is the highest in these areas, so that in 1960
the barriada population of Peru was 958,000—and
they exist in every South American country—known
as ranchos in Venezuela and callampas in Chile.

What are they like, these squalid, sprawling
shack-towns? Well, to tell the truth, in many ways
they’re not so bad as they look or sound. Sociologi-
cally, they are sounder than many more pretentious
types of housing—although, of course, the majority
of them lack sanitation and electricity. They are
formed initially by a carefully organized group of
forty or fifty families who suddenly move in one
night on state-owned land and build hasty shelters
of straw matting in order to establish occupancy.
They have previously secretly laid out lots and streets,
and each family has made its selection—Ilots of per-
haps 2500 square feet.

The next step is to build a wall around each
piece of property, and then, using the wall as one
or two sides, the house gets started, two rooms at a
time. The reason the air view looked like a roofless
ruin was because the flat roof is the last thing built.
The exterior walls are of brick or cement block,
plastered; interior partitions usually of matting on
bamboo poles, plastered. The plans are fairly well
standardized. By our standards the circulation is
poor, ventilation is negligible, sanitation is entirely
lacking. Water is bought in oil drums.

Few houses are built by even half-skilled labor.
Most are built by the owner, with the aid of his
friends and neighbors—whom he helps in turn. A
house often takes years, since its construction is
limited to the few hours its owner has free and by
the small amount of money he can put into it at
any one time. Given financial aid, a house could be
built in six months.

The government no longer makes any attempt
to oust these squatters. After the initial order from
the police to get out, they are usually left alone.
Nothing can be done to improve existing houses
to meet building and sanitary codes. Since there is
no true property ownership, no taxes are paid, so
there is no police or fire protection. Somehow, not
made clear, the children do go to school, often in
schools built by the community. Some cities have
by this time “legalized” the ownership of the prop-
erties, for everywhere it is realized that there are
such vast numbers of families involved that ab-
solutely nothing can be done about it. And some
cities are beginning to install water and sewer mains.

Why don’t the cities build high-rise housing
for these people? Caracas tried it. Eighty-five super-
blocks and sixty-eight four-story blocks were built
between 1954 and 1958, on an area of 750 acres
and at a cost per unit of $10,000—fantastic, of
course, for the economic level they were intended
for. Monthly maintenance costs ran to $53.44. Peo-
ple moved in and squatted; less than five per cent
of the occupants were “legal.” Building maintenance
was almost completely neglected. Squatter shacks

Contdonp 117
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Letters

Our Cover Gal: No Playboy Type

EDITOR, Journal of the AIA:

The cover illustration for the August Journal
is a statue by Milo H. Thompson, who has won the
Rome Prize for his work. Please ask Mr Thompson
the following questions:

+ Did his model really look like that?

- Would he want his wife to look like that?

+ Would he want his daughter to look like that?

- And if either this model or wife or daughter
had such a grotesque figure, would he feel impelled
to reveal the fact to the world?

Discreetly and humbly I ask Mr Thompson:
Why the hell did you create that monstrosity? What
justification can you offer?

Incidentally, Mr Watterson, why did you choose
that statue for your cover?

ALOYSIUS SCHUSZLER AIA
Cleveland Heights, Ohio

My Schuszler:

Your letter both puzzles and amuses me. As
far as I'm concerned, Mr Thompson’s little bronze
figure is completely charming. I also consider it
purely representational! 1 would thus assume that
his model really did look like that. As to whether he
would want his wife and daughter to look like that,
I cannot speak. Some like ’em slim and some like
’em plump.

Perfectly frankly, friend Schuszler, I don’t con-
sider this figure either “grotesque” or a “monstros-
ity.” I consider it, as I said above, a lovely and com-
pletely representational piece of artwork. And that
is why we chose it for our cover illustration.

EDITOR

EDITOR, Journal of the AIA:

Anyone that can puzzle and amuse at the same
time and impel you to reply via airmail deserves
plaudits. Please stand by while I take mine.

It so happens I like ’em slim: Mr Thompson’s
study of a misshapen female repels me. If THAT'S
how his model really looks, I feel sorry for her—
and those close to her. I find this piece as charming
as a toad.

But to each his own. You like it, you chose
it for the Journal cover illustration. I have no wish
to quarrel with you; I was merely curious. Now that
I know how you feel about it, I shall not pester
you any more.

I'll take grace and beauty every time over what
some people find charming.

ALOYSIUS SCHUSZLER AIA

EDITOR, Journal of the AIA:

So the Journal has gone “arty”—re the cover
gal for August. A less attractive form of womanhood
I hope T’ll never live to see.

CHARLES C. PLATT AIA
New York, NY

EDITOR, Journal of the AIA:

It seems to me that the Institute is missing the
great opportunity to inspire the youngsters who
should be the leaders in the profession fifteen to
twenty years hence. The Journal publishes many
articles each month that seem to indicate an aware-
ness of what I am trying to say; but the product
of the self-same authors, in many cases, seems to
belie their written word. It suggests the thought
that perhaps the articles had been “ghosted” on
Madison Avenue, with a similar lack of truthful
relationship as often exists between the advertiser
and his product.

In front of me is the August issue of the Journal,
which has on its cover the reproduction of a sculp-
tured female abnormality, produced by one of the
winners of the Rome Prize. I believe our profession
deserves better than that from the official publica-
tion of The American Institute of Architects. Beside
this lies the Technical Bulletin of the Producers’
Council for September 1963. On its cover is a repro-
duction of a photograph of the interior of the re-
cently completed South Transept of the National
Cathedral.

Architecture must supply the quality of beauty
in its structures; otherwise it is not architecture. I
am not suggesting the revival of past styles which
have no meaning for much in the present age. But I
do advocate those qualities so evident in those ex-
amples of the past that remain with us: the qualities
of spirituality and humility that make them deathless.

More and more the Journal assumes the com-
plexion of an organ of “big business” and how to
handle the financial aspects of construction. This is
important, of course, just as adequate fees are neces-
sary, and ethics likewise. But the Institute should
busy itself with instilling the love of a whole pro-
fession in the minds of those who contemplate
entering it and insisting that this is the most im-
portant component of all.

RICHARD W. ALGER AIA
Arlington, Va

ED NOTE: See our September cover, Mr Alger.

On the Other Hand: Kudos

EDITOR, Journal of the AIA:

The Journal, in my opinion, is by far the best
professional magazine available in the USA—adult
education in its truest and best sense.

JAN REINER
St Petersburg, Fla



URBANISMS

A regular column by our specialist
on Urban Programs, Robert J. Piper AlA

Urban Patina

Dowager neighborhoods like Washington’s Du-
pont Circle area or Chicago’s Near North Side, are
often the refuge of the young and the young at heart.
These once fashionable areas, where the city’s great
and near-great early erected their mansions and
townhouses, are reminders of a now rare way of life
and attract persons of every age, ethnic and economic
group.

The houses, though mostly divided into apart-
ments, retain their original charm and mystery—the
marbled halls and paneled walls, the high, ornate
ceilings, the wrought balustrades, the glowering gar-
retts and cornices—and combined with a few more
recent apartment houses offer a housing choice, both
financial and esthetic, for the urban dweller. These
neighborhoods are today’s melting pots; young-
marrieds, business people and professionals, the re-
tired, the city’s bohemians and beatniks all are
drawn here; economic and social segregation is
minimized.

A wide variety of uses, scrambled in a delight-
ful urban mixture, typifies the Dupont Circle neigh-
borhoods. Convenient stores abound; specialty shops
crowd the dwellings along the streets radiating from
the Circle, providing interesting and unique nooks
to satiate every shopping want and whim. As an
urban focus there is always some traffic on the Circle,
even in the early morning hours. Open-late restau-
rants and all-night launderettes are after-hours com-
munity centers. This mixture of people, uses and
traffic and the scale of the park keep neighborhood
residents in touch with one another. It is as inviting
and safe at midnight as at midday.

The park, like all successful urban rooms, is
both a crossroads and stopping place. Neighborhood
elders sit along the outer ring of benches, their
attention directed to the center where the young
gather at the fountain for talk and song. Others,
intent on reading, checkers or chess, find spots in
the grassed areas between. The design of the park
almost audibly offers the choice: the benches facing

Cont'd on p 12
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Urbanisms Cont’d

the center draw the spectator; the center circle |

attracts the performer. Followers of the urban scene
find real satisfaction in just such old, familiar and
comfortable spaces as these where lively and leisurely
pursuits mix and individuality flowers in all its color-
ful varieties.

Every American city has its Dupont Circles,
those areas that have a durable quality which allows
them to age gracefully and harbor new people of a
new way of life. They have, like silver and leather,
increased in appeal with use, and need not be kept
unmarred, neat, clean and sterile to entice the city
dweller.

When a home evidences decorating pains or
the care of a seven-day maid its coldness is often
obvious. In their homes people strive for spontaneity
and warmth, but these qualities often come most
naturally with age and love of place; they are not

built of philodendron and plate glass. In like context, |
why in our neighborhoods should we replace all our |

“lived-in” looking buildings with new, awesome con-
structions, complete with potted plants and fenced-in
grassy plots? Their meticulous impression can be
spoiled by a single gum wrapper or a bike, which
one building prudently took precautions against with
Don’t Lean Bicycles Against the Wall. These attempts
at perfection are usually uninviting and sometimes
unlivable since they disregard all the bike-riding,

gum-chewing, cigarette-smoking people of the world |

—in a word, us.

Why then must we cry for new buildings when
we see these neighborhoods adapting to new activi-
ties and people? Will our new buildings be labeled
“rundown” or “seedy” at the end of their economic
life when they cease to function precisely as their
builders envisioned? Condemned by these labels,
many beautiful old neighborhoods are falling prey
to the demolition crew.

To those who say the Dupont Circles of Amer-
ica are becoming seedy, that reconstruction is in
order, let them look again. If they cannot accept the
unordered and slightly soiled, the spontaneous and

emotional side of man, they cannot look at them- |
selves. They are denying one-half of their nature— |

that half from which art and genius spring. <

Miss Nana May, urban dweller, people-watcher and Sec- |

retary to the ATIA Urban Programs, wrote this month’s
column. Enthusiasts of Chicago’s Newberry Park, New
Orleans’ Jackson Square—as well as New York’s Hudson
Street—will find comfort in her remarks.
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A One-man Panel

on Architecture

EDWARD LARRABEE BARNES AIA

Once again we present a talk delivered to laymen by an architect.
This time it is an address given by
Mr Barnes at Sarah Lawrence College

ARCHITECTURE COVERS an incredibly broad field
ranging from the design of cities to the design of
chairs. No other art, and perhaps no other profes-
sion, spreads itself so thin. We architects have the
job of joining such irreconcilable opposites as
pure structural form and cost budgets, and we
must search for architectural unity in a changing
chaotic world.

I would like to tell you about this challenging
scope of architecture, but I find that I am quite
inadequate to the task. Therefore I have conjured
up a panel of experts to help me. They are all
architects, all idealists, and all convinced of their
own point of view. Whether each of these people
is seeing the true forest or only the immediate
trees is a matter for speculation.

So now, without further ado, let me intro-
duce them and then let each speak for himself.
I have with me tonight Abe Douglas, a man of
social conscience; Mrs Lebensraum, an interior

designer; Dr Concrete, an engineer; Mr Taylor, a
functionalist; Mr Green, who is interested in our
environment; and Mr Eye, an artist.

First, Mr Abe Douglas:

Mr Chairman, I am delighted to be here,
recognized as a member of our creative profession.
Social planners are generally considered to be
pretty unesthetic types—people who don’t ap-
preciate the art of building,—habitual compromis-
ers. Nothing could be further from the case. How-

€961 4A40LOO
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ever, we are wholeheartedly against ivory towers
and all the fads and clichés that clutter up the
architectural magazines. It is hard for me to ap-
preciate the significance of an expensive gem
house on a platform in Westport when I know
that every ounce of talent and courage we have is
needed to design a decent housing project and get
it built.

You see I am an old New Dealer. I was an
undergraduate during the early days of the New
Deal. At architectural school I gave my attention
to European housing in Sweden and Holland and
Germany, for I was concerned about housing for
the bottom third of the nation here at home. At
this time modern architecture in its early revolu-
tionary form was breaking out around the world.
It seemed to me then that we lucky ones, who were
studying to be architects, had found a profession
that unified all our ideals, and that the entire
spectrum of our convictions about art, technologi-
cal advance, social reform and politics could be
unified in practice. It is an aim which we must not
abandon. For achitecture unlike painting or music
or writing must be constructive.

We cannot satirize our culture in our build-
ings, and we cannot withdraw and concentrate on
precious preoccupations when there is so much
planning to be done. Let us look at Manhattan
today.

Are we building the kind of living environ-
ment that we want? What kind of housing is re-
placing the tenements? I am sure you will agree
that the forbidding red brick cliffs with endless
double-hung windows are an absolute abomina-
tion. Many prisons have pleasanter facades. When
we clean out a slum we “cauterize” it. I recall
Lewis Mumford speaking at the Architectural
League after the war. He had just come back from
Warsaw and East Berlin where he had seen new
housing behind the iron curtain. Driving along the
East River Drive he saw again our own institu-
tional housing. “This is the expression of the
police state,” he said, “not what I saw abroad.”

This dehumanization of the city is under-
lined by our traffic policy. Since Moses we have
had one aim: to bring as many cars in and out
of the city as we possibly can. While mass transit
systems, the buses, subways, trains and ferries
starve, private transportation is given every favor.
We have sacrificed our entire waterfront to multi-
lane highways. We have clogged our streets with
the noises and smells of cars moving like angry
snails back and forth across town, and now we are
about to crisscross the center of town with more
expressways, truncating neighborhoods, blighting
the adjacent blocks on either side right across the
island. (Perhaps the Kennedy bill to assist mass
transit systems that passed the Senate a short time
ago will reverse the trend. Let us hope so.)

It is not a pretty picture—a fragmented
society, transient and rootless, in the shadow of
expressways, high-rent office buildings, entertain-
ment centers and hotels. I know of no precedent
in the past, no Hanseatic town or Mediterranean
trading center, where the expression of the city is
so directed to finance: the cost of land and the
power of money.

The question, it seems to me, is whether
there is another way to orient our growth towards
an integrated society where birth and love and
education and work and play are all related. You
know what I mean—the look of a town where the
steeple and the square and the houses and shops
and cemetery represent the cycle of life. I believe
that this relationship between a humanistic way of
life and our physical surroundings is possible. I
believe that in New York we can rebuild pleasant
neighborhoods in modern terms and, furthermore,
that we can even direct the great metropolitan
sprawl so that human values are revived.

I will conclude by mentioning three im-
portant aspects of this very complex problem.

Low rents. It is essential that we provide
better architecture with more amenities without
raising rents. In order to do this we must raise the
public subsidy. You must realize that the reason
our low-cost housing looks so bleak is largely be-
cause of the drastic cost limitations. If we care
about better housing standards in this city, we
must pay for them. I remember an old compari-
son. One broadside from the main battery of the
battleship Idaho would house a family of four for
thirty years. Think today what living space could
be provided for the cost of one rocket launching.
Can’t we spend some space money for space on
earth?

The neighborhood. This, not the individual
housing block, should be the architectural unit.
The architect must become involved in the whole
neighborhood plan—the shops, schools, open
space and complete community life. It is the
singleness of use that gives our apartments the
look of barracks. I believe that our architecture,
as well as the life of the inhabitants, will be en-
riched when we plan for the many uses of daily
life.

Now, with legislation for urban renewal we
have a tremendous opportunity to build our
neighborhoods as architectural entities. So far in
New York we have failed to produce a single ex-
ample of a complete neighborhood design. Well-
designed new communities exist in other parts of
the world. It is time we built them here.

The city. Grand schemes for cities like
Gruen’s Fort Worth plan where the automobile
is buried and out of sight, or Jellico’s dream city
where the cars run on continuous roof tops and
the ground is a park, or Corbusier’s linear city



where development is stretched out along the
transportation line with all sections close to open
country are stimulating and possibly prophetic.
The architect can have a concept for a whole city
as simple and cohesive as the concept for a neigh-
borhood or a single building. But since our prob-
lem is to redirect the growth of an existing city,
New York, our job is much more complicated.
Manbhattan is not just thousands upon thousands
of apartments, or hundreds and hundreds of
neighborhoods. It is the center of a great metro-
politan galaxy reaching as far as Boston and
Philadelphia. This galaxy, like the neighborhood
constellation, has a form that must be compre-
hended and a growth that must be controlled and
directed. Parts are growing by accretion, and parts
are dying of decay. The architect who works to
direct the composition of such a city must know
that he is dealing with changing, shifting patterns,
not with finalities. He must be satisfied with trends,
not hope for complete solutions. But he is work-
ing where he is most needed today. So my friends,
when I carp at the Westport pure platform house,
I am not attacking pure design. I am simply fol-
lowing Burnham’s advice to “make no little plans.”

Mrs Lebensraum, our lady panelist:

Thank you, Mr Chairman. I suppose you in-
cluded me in this discussion because it is being
held at Sarah Lawrence and you thought the stu-
dents would be interested in my special field—
“living space.” Certainly, whether women like it
or not, the inside of the house is their territory
and they are responsible for its character. So it
behooves us to forget for the moment all questions
of “fashion” and “taste” and to try to think freshly
about the architecture of rooms.

Next time you drop a hairpin get down on
your hands and knees and look about you at the
bottom eighteen inches of the room. It is a strange
world of assorted legs and twisted light cords that
we accept because we are used to it. A dining table
with eight chairs around it has a total of thirty-
six separate legs; if the furniture has stringers or
braces, the complication is astonishing. The side-
board, which could be hung from the wall, has
six more legs. The marble coffee table has lovely
chrome supports, but since it sits on a soft rug
there are nasty rubber cups to spread the load. The

bottom of the sofa is four inches from the floor—
too close for cleaning—and the wooden backs
of chairs are gouging the wall. This is the world
of cats and dogs and dust balls where the architect
gives up and the decorator takes over.

My thesis, you may gather, is that our living
rooms are too cluttered. In this point of view,
I have many architects as allies. You may re-
member the famous statement by Mies van der
Rohe, “less is more,” a statement which pre-
cipitated a violent attack in House Beautiful mag-
azine. Years ago, someone asked Frank Lloyd
Wright about chair design; what were his ideas?
Of course Wright had designed many chairs but
on this occasion he gave a delightful answer. “The
trouble,” he said, “is with people—they should
either lie down and rest, or stand up on their feet
and work. The in-between posture is essentially
ugly.”

Now, why do architects make these perverse
statements? Why do we always vote for simplicity
and elimination of detail? What is it that we see in
a space when we have taken everything out of it?
The answer is that what we see is the space itself.
Space is the single most important element in
architecture—not walls, or columns, or ceilings
or details. We think in terms of invisible volumes,
sometimes contained, sometimes loosely defined,
and the objects in the space are of great impor-
tance and concern to us. The placement of a flag-
pole in a public square and the height of chair
backs in a room are one and the same problem.
Whenever an object is placed in space, the space
is changed for better or for worse.

I should like to see more unity in our in-
teriors. I am tired of the oppressive personality of
batlike wings, wicker hoods and curly bentwood
arms and legs, and the sacrifice of space to a
parade of possessions. Let me describe two in-
teriors.

The first is a well-furnished room of today.
The walls, ceiling and floor are all different planes
and the furniture is placed piece by piece inside.
There is a rich juxtaposition of many materials and
many colors. The furniture is a sophisticated col-
lection of Japanese, Italian or Swedish pieces with
a few French or English antiques added for depth.
The objects and works of art are chosen with dis-
crimination and placed on walls or table with care.
A selective eye and careful articulation can organ-
ize this hodgepodge and make a beautiful space.
But it is a changing restless flexible interior—a
twentieth century American room—as slavishly
chained to status symbols in the form of posses-
sions as a Victorian drawing room.

The second is the room as I should like it
to be. Here the planes have vanished and the walls
and ceiling flow together, the floor slopes up to
hold cushions or mattresses, the lighting is
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magically built in, and the number of separate
impressions is reduced until one might say there
is nothing but the activity—such as sleeping or
sitting—and everything else is surrounding space.
The architect Kiesler pioneered in this direction
with his womblike Endless House.

Now, I realize that it is impossible to make
every living room into a womb with a view, but
I think we can take steps in this direction. We can
eliminate legs. Tables can be cantilevered from
the floor, and storage units can be buried in the
wall. Then our living rooms will cease to be a
jangle of separate impressions and become quiet
places of repose. The transition from architecture
to the activity within should be graceful, gradual
and simple. Above all, we should strive for unity.

We should study harem interiors with their
many layers of Persian rugs and pillows, the
modular system of Japanese living rooms where
the tatami floor mats and shoji screen partitions
are designed to a national module, so that they will
fit in any room. We should look more carefully
at the neglected Rococco. You may know Potsdam
or the little Nymphenburg shooting lodge outside
Munich. Walls run into ceilings, mouldings break
loose into sculptural garlands, the furniture is an
extension of the ornament, murals and wall deco-
rations intertwine. Everything is unified in one
glorious exuberant foaming expression. One
cannot distinguish the slightest difference between
the point of view of the architect, painter, fur-
niture designer, craftsman and patron.

A coda about possessions. A Bible, yes;
books, yes; a musical instrument, yes. A portrait
or painting, yes. But a chair, a flocr lamp or a
dressing table, no. Let physical and biological
functions become part of the architecture and let
your only possession be spiritual ones.

Dr Concrete. I should tell you that the Doc-
tor is not a cement specialist. He likes steel and
other materials as well. He is called Concrete be-
cause he is a man of facts.

Dr Concrete

Mr Chairman, despite my love of facts, I am
probably the only one here tonight who will not
be dogmatic in his views. Certainly Mr Douglas
and Mrs Lebensraum are burning with enthusi-
asm for their own points of view. Abe talked about

low-cost housing; Mrs L. talked about egg-shaped
space-wombs. Well, I am an engineer, and I am
happy to serve them both. I am a scientist. I work
from the specific, and my job is to serve archi-
tecture, not to dominate it. There is a word—
I'm afraid it’s not a very lofty one—which is
sometimes used to describe the relationship of
structure to architecture. The word is “appro-
priate.” I have a better one: “unified.” There must
be complete unity of purpose between the struc-
tural and architectural ideas. And the architecture
must take the lead.

So, if I am doing low-cost housing, my ideas
are geared to economy—the total economy of re-
petitive parts and mass production, as well as the
economy of using the least possible material.
Economy is at the root of all good structural de-
sign. Mind you, this does not mean cheap or
shoddy. Economy means “the most for the least”
—the longest span by the simplest method. So I
do not feel put upon when I am asked to work
economically. It is in my blood.

On the other hand, an egg-shaped room—
there is an exciting problem. For while our pres-
ent construction methods make such shapes ex-
pensive, one sees immediately that one is dealing
with a basic form—a form seen in nature in shell
structures and cone forms and wasps’ nests. This
should be a form which is simple to calculate and
construct. I must think originally, since western
building techniques are not applicable. I must
find a way to unify a structural concept with a
space concept. Do I spray plastic over a wire net?
Do I pour concrete on a sand pile and then hollow
out the inside? The engineering mind must see
structural potential in new architectural shapes.

Only a few years ago a number of engineer-
ing experiments dominated architecture. There
was a fashion for thin concrete roofs sometimes
spherical, sometimes waffled, sometimes saddle-
shaped. A form called the hyperbolic paraboloid
became fashionable. At MIT a dome was built
supported on three points and then entirely filled
with conventional architectural elements so that
one never sensed the inside space. In fact, by the
time the building was finished the roof could have
been supported on the interior partitions. This was
a particularly good example of the lack of a
unified concept. There was the influence of Buck-
minster Fuller, that wonderful creative engineer
who invented the geodesic dome, really a sphere.
How many architects have tried to ram square
functions into his spheres? And what architect ever
solved the problem of how to make the sphere
meet the ground? The ball is crudely truncated
with no adjustment for the critical esthetic prob-
lem of support. No, Mr Fuller’s sphere is a pure
mathematical concept. There is no way to set it
on the ground without making some radical altera-



tions. Perhaps the sphere should simply be thrown
in orbit to roam in space as a free form.

Of course, structural experiments are proper
and laudable in their place. There is no question
that such “playing around” is not playing around
at all but tremendously valuable to the architect.
A whole new vocabulary of forms is at his finger-
tips. But until the chosen form is truly appro-
priate, we cannot recognize the result as finished
architecture.

What 1 am saying is simply this: The en-
gineering concept must be an integral part of the
architectural concept. The notion of the right
space and the right structure must be simultane-
ous. To let structure dictate the space or dominate
the form is a kind of imbalance that should not be
encouraged. Some current architecture is guilty of
exactly this kind of excess. We call it “structural
exhibitionism.”

In this connection, it is important to mention
Gothic architecture because to many, the Gothic
cathedral is the example of structure dictating to
architecture of just such structural exhibitionism.
Now if we are talking about the great period in
France—the early thirteenth century, the time of
Chartres—I cannot agree. For here mass and
space and filtered light are all in balance. The
structure is only a part of the whole. On the other
hand, in the late Gothic period, the structure be-
came extreme and the earlier unity was lost. Per-
haps there is poetic justice in the collapse of the
great nave at Beauvais in 1573. No, great ex-
amples of architectural structure show restraint as
much as daring, and above all unity—unity of pur-
pose.

Mr Taylor

Mr Chairman, I welcome this chance to de-
fend and explain functionalism. Since the war this
“ism” has been the principal target of numerous
architectural critics, the most vehement of whom
were trained in functional architecture by Walter
Gropius at Harvard. To put it mildly, there has
been a reaction.

At one level “functional” architecture is
criticized for being too much concerned with ef-
ficiency and practicality: stacking the plumbing,
producing plans with the least possible hall space,
providing closet walls, slavishly orienting build-

ings to admit or exclude sun, always choosing the
lightest, most economic structure for any given
span.

At a somewhat higher level, “functional”
architecture is criticised as being fundamentally a
wrong approach. Form, the critics say, does not
follow function. Form in architecture may be bor-
rowed from the past or the work of other archi-
tects, it may take a completely imaginative flight,
it may be a decorative expression of delight, it may
take any direction the architect chooses, but—the
form should always take the lead, and function
fit in as best it can.

Now, of course, the answer to the first
criticism is simply that never did Gropius or any-
one else in the Bauhaus intend that pure efficiency
and practicality should be the genesis of archi-
tecture. It must be admitted that many of us who
studied at Harvard took a truly scholastic delight
in seeing how many toilets we could balance on
one plumbing stack. Those were the days, as Abe
Douglas suggested, when low-cost housing was
one of our most cherished goals. However, if we
really thought that this kind of efficient minimum
planning was architecture (and some of us did),
we got over it when we left school. I think that all
that should be said about this approach to archi-
tecture is that it is a distortion of real functional
theory (although it is a valuable planning ex-
ercise).

With the second point—that architectural
form should not derive from function, that Sulli-
van, Corbusier and Gropius were wrong—I em-
phatically disagree. The interrelation between
form and function is the distinctive feature of
architecture. I say to architects who don’t like the
functions they have to plan for, “Get out of archi-
tecture and over to sculpture where you belong.”

No, the essence of architecture and the most
wonderful thing about it is its direct relation to
life. A building has a life of its own, its activities
will determine, as Lou Kahn says, what the design
“wants to be.” Thus, in every good building there
must be a strong design idea directly related to
the life within. A country house is broken up into
parts like a village. A girls’ dormitory is concealed
behind a walled garden. An airport is designed as
a city gateway. In each of these descriptions I
describe the activity and the building in the same
breath. So it must be, for there are too many
buildings today masquerading behind grilles or
cowering behind flamboyant porticoes where the
architect was obviously thinking of the facade
and not the life within. “Facadism” whether in a
Western frontier town or a New York museum.
is an evasion of architecture. ‘“Functionalism” in
its broadest sense means a complete expression of
the activity in a building. The functional architect
lets the building grow from inner forces. Not only
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will a hotel appear cellular and a supreme court
building axial around a central room but the two
buildings will be symbolic representations of their
purpose. The hotel becomes part of the texture of
the city. The Supreme Court building expresses
the absolutism of law and authority. So in the best
sense, symbolic architecture is an outgrowth of
functional architecture. In the end the full mean-
ing of the life in the building pervades the design.

Mr Green

Mr Chairman, I will be brief. To suggest that
a building is only a product of the program is in
my opinion a half-truth. A building is also shaped
by its environment.

When the architect walks over land for the
first time before starting a house design, he must
be receptive to a thousand impressions. Let us
suppose it is a hillside with a north view. He thinks
of cold north light and the need for sunny back
light. Perhaps the hill warps to the right away from
the view. How shall the house respond; how shall
it step down? Is the hill bleak in winter? Where
would one really like to sit on the hill? And all
the secondary views, long and short, do they at-
tract? How does one approach the site? Will the
house spoil the hill? Should it stand alone like a
Maine lighthouse, or should it be battered into
the hill like a sheepfold? The architect comes away
dizzy, but already the house is taking shape. As he
looks and observes what is really happening on the
site, things to do and things not to do are running
through his mind. Like a sunflower, the house is
orienting itself. The architect is only the medium.
House and site are becoming one.

Similar forces are present on every site,
whether flat or wooded or in the city. The environ-
ment shapes the building. Indeed the spaces be-
tween buildings, the negative volumes, often mean
more than the buildings themselves. Think of the
dog-leg vista from St Mark’s Square to the canal,
or the subtle angles between Parthenon, Erech-
theum and Propylaea, or even the narrow streets
of an Italian hill town. Each building added over
a period of years is sensitive to its neighbors and
the spaces between.

In America, particularly in the work of
Wright, we have many examples of architecture
that is an outgrowth of the landscape. However,

for an equivalent sensitivity in city building, we
must look to Europe for examples. At Idlewild
one sees a ring of separate buildings; the space
between them which could have been so wonder-
ful is neglected. At the New York World’s Fair
one will see a meaningless pattern of separate
competing buildings on separate lots. There is no
great space designed as such, no streets or ave-
nues composed as rooms.

It is time we thought of streets and squares
and city spaces. We must be as sensitive to the
existing buildings, old and new, when we build
in the city as we are to the slope of a hill when
we build in the country. Because it is the environ-
ment, more than we realize, that shapes our ar-
chitecture and our lives.

And now, last of all, Mr Eye—sometimes
spelled “Eye,” sometimes spelled “Ego.” He has
nicknames like Angry Eye and Hungry Eye, and
of all tonight’s speakers he is the most sure of
himself.

Mr Eye

Mr Chairman, all this talk about social re-
form, and space and structural unity and tailor-
made architecture seems to me to miss the real
point—that architecture is primarily a form of
self-expression. It is an art, and the architect must
find release for himself in his art in the same way
as the composer, the poet or the painter. How
can it be otherwise? One look at a Frank Lloyd
Wright building tells us. The Guggenheim Museum
is not a functional building, a background for ex-
hibitions. It is a great burst of energy from one
man—as a wag said, “The greatest piece of
sculpture in the Guggenheim collection.” Or Le
Corbusier—his chapel at Ronchamps and his
monastery called La Tourette are his religious
statements. In his buildings we see Corbusier as
clearly as we see Bach in the St Matthew Passion.
Or Phidias—the Parthenon does not move us as
a temple. Most of us know little of Greek worship
in the fifth century BC or the rites that took place
within the structure. What is moving is the sense
of proportion—the exact placement of the block
in space—decisions and refinements made by a
sculptor twenty-five centuries ago that are inti-
mate and immediate today.



“What counts,” as Kandinsky has said, “is
not the what but the how.”

Back in 1925, in “Towards a New Architec-
ture,” Le Corbusier took time out from extolling
the beauties of the house as a machine to live in
to write: “You employ stone, wood and concrete,
and with these materials you build houses and
palaces. That is construction. Ingenuity is at work.
But suddenly you touch my heart, you do me good,
I am happy and I say, ‘This is beautiful,” ‘That is
Architecture,” ‘Art enters in.” ”

What Corbusier expressed is the essence of
architecture. Abe Douglas is right: Our work must
be a part of constructive historical trends. Mrs
Lebensraum is right: We must try to unify our
way of living, our possessions and our utensils
with the envelope we live in. Dr Concrete is right:
Structural and architectural concepts must be one.
Mr Taylor is right: The purpose and meaning of
every problem should be expressed in the solu-
tion. Mr Green is right: We must respond to our
environment. But after everything else is said,
there is one truth, which is more important than
all the others, and that is that architecture is an
“art.” And it is my thesis that art is an expression
which comes from inside the designer. As he ex-
plores a problem, he discovers his own relation
to it. He becomes involved. His senses react. He
finds something in himself he didn’t know existed.

Distortions of form and subtle exaggerations
in the statue of David are the signature of Michel-
angelo. The somber materials and quiet propor-
tions of the Seagram Building are the voice of
Mies van der Rohe. It is possible to design and
build pure fantasies like the dripping sand castles
of a child on the beach. There is the dreamlike
work of Gaudi in Barcelona at the end of the last
century, who built free-form stone facades carved
and chiseled in an entirely personal idiom that
somehow predicted the plasticity of concrete con-
struction which is just appearing today. Some of
his masonry facades literally appear molded or
poured. There is the strange monument built by
a man named Simon Rodia in Watts, Calif. This
last consists of nine cagelike pinnacles of con-
crete and stucco covered with a mosaic of broken
glass, tile and bottle caps. The designer, an Italian
tile-setter, is expressing his gratitude to the US
with “something big.” There is no other pur-
pose. It is even possible to react against the times
as did the short-lived New Brutalist movement in
England. This group led by a couple named Smith-
son turned against the slickness of the glass and
steel facade and the careful articulation of Miesian
architecture and advocated rough details and a
more haphazard use of materials. It was in effect
a justification for an unmeticulous architecture.

I am citing these examples to show that the
architect, no less than other artists, is able to

make personal statements that are not only sep-
arate from function and construction, but some-
times almost in defiance of them. It seems to me
that this expression is essential and that the de-
signer must have this sense of release. Always to
be at the mercy of armies of facts and never to
find yourself in your work may be compared to
other Freudian frustrations. I am afraid the un-
fortunate truth is that for many architects, the
everyday routine of architecture snuffs out all
change of self-expression. They are dominated by
the problem. And so, they build up a rationale
called “functionalism” to justify the fact that the
building has designed itself, that the program, not
the architect, has dictated the form.

Now I say that the architect must not resign
himself to the role of a tailor. And we must remind
our students that architecture begins after they
have assimilated the facts and does not end until
they have made a complete creative statement of
their own.

It may sound to you as though I am arguing
for self-indulgence, for personal expression with
no regard for the discipline of the program. Noth-
ing could be further from my meaning. Freedom
and responsibility are linked together in architec-
ture exactly as they are in daily life. The real point
about the relationship between the ego of the de-
signer and the architectural problem is that these
two identities must be fused together in the solu-
tion. The artist and his production must become
one.

Now the question is how to achieve this fusion
in the design of buildings, a process that often goes
on for years and years with continual interruptions
and distractions. As a rule, two or three years
elapse between the day the architect starts to
work and the day the building is finished. In that
time, the architect will start and finish other jobs,
coordinate the work of consultants and engineers,
supervise contractors, pay bills, keep clients at
bay and occasionally relax.

Can he maintain the high pitch he needs to
make good decisions and refinements along the
way? I am sure that he can if he is able and willing
to follow his instincts. Let me assure you that
there is no way to “think through” an architectural
problem. If, in a single design, the architect is
attempting to relate his work to good social prin-
ciples, to make it express the purpose of the build-
ing, to create an inside space that fits the life
within and outside spaces that enhance their sur-
roundings and, furthermore, to choose the appro-
priate structure and materials, he needs insight
and instinct to achieve unity. He must become
completely involved. So I say that architecture is
art and that art is an expression of the ego. Ar-
chitects should accept this precept and sink or
swim. <
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PARDON ME, SIR, but I could not help observing your obvious interest in the S Maria del

Fiore. I have watched you for the last hour looking at this cathedral in fascination.

I assume your interest is not purely that of a layman.
No. Not exactly. Although I don’t quite know where the line between layman and
expert should be drawn.

This does sound like the language of an expert. I am now doubly curious to know what

your field of interest is. . . . Would you allow me to share your table for a while?
I should be delighted. Please, make yourself comfortable. I hope you will join me in
another glass of wine. I can recommend the Chianti which I have been sipping
here for quite a while, as you have undoubtedly noticed.

Thank you very much. It will be a pleasure.

Waiter. Two more glasses, please. . . . Yes, I am interested in the cathedral, but at
the moment particularly in the dome by Brunelleschi. This man continues to fascinate
me; in fact, I am now more or less at the end of a pilgrimage to his shrines.

Don’t tell me you are an architect too? . . .
No, I am not. I am an art historian, but I am delighted to have run into an architect.
I better warn you that I may bombard you with a great many questions because
in my studies I have often felt the lack of an architectural education
and I wished I had your background. . . . But I suppose you are not particularly
interested in my present hero.

Brunelleschi? Quite in the contrary. I have been studying his works for some years

now. I have been attracted by them and I have been troubled by them. Yes, I would

say I am interested in your present hero.
You mentioned that you have been troubled by him.
That sounds interesting.
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but he has worked at everything from bricklaying and stage design to serving as Project Director
for the IBEC Housing Corporation. He has a Master’s degree

from Columbia and a Master of Architecture from Harvard. The delightful discussion which he has
art historian, represents the dichotomy within most of us—the struggle between reason and emotion

Frankly, not just by him, but by this entire celebrated movement called the
Renaissance. . . .

I am afraid you would not want to hear all that.
I told you I would.

You see, traveling around and observing Renaissance art, I remember the claim that
this era was a rebirth of classic art. . . .
If it had been that, it might possibly have been a good thing.

You don’t consider this a “legitimate” rebirth?
No, not “legitimate.” Not of the best in classic art, not of the
noble qualities I admired in Greece but mostly of the
decadent Greek schools as represented in Roman copies. Sure, many of these show a
great deal of sensuous charm and show much technical refinement, but they
don’t compare to the best in Greek art. From the Roman copies of fauns, Apollos and
Venuses that had been preserved in Italy at the time, it was impossible to gain
high inspiration or true guidance. You see, what disturbs me is the “phoniness” of it all.
To the ancient Greek and Roman the pagan ideas had been real and their
inspiration was genuine; but to the Italian of the fifteenth century, these ideas could
not have the same meaning nor supply a true incentive. After the intervening
centuries of Christian' thought and experience, it was impossible for men to approach
ancient themes in the spirit of the ancients. The neo-pagan art of the
Renaissance is not wholly spontaneous or sincere. It contains elements that are
foreign to the pagan spirit and not compatible with it. The art of the Renaissance is
in fact a combination of widely conflicting ideas and confused aims.

Quite an indictment, I must say. But while you paint such a dark plcture v
of the Renaissance, do you not realize how much you personally owe
to the achievements of this period?

What do you have in mind?
I am referring to the emergence of the artist as an individual. In previous times, it
seems that all works of architecture had been collective achievements, the
builders of the parts being separate members of a congregate body; and while they put
their original ideas and fantasies into their own portion of the work, the



individual artists were lost in the congregate merits of the entire building. We hear
vaguely that Arnolfo began the Duomo, that Giotto, Andrea Pisani, Talenti, etc, went
on with it, but who knows the exact contribution of each of these sculptors
and designers? It is only from the late discoveries in the books of the “Opera” that
we find that the fine Mandola door was not Jacopo Della Quercia’s but
Nani di Banco’s. But, to return to your special field of interest, did you notice
that on all the early Roman and Tuscan buildings where there is any description at all,
it usually records the patron or the ruling operaio, but very seldom
the architect. It took Brunelleschi’s courageous strike for freedom that artists dared
to stand alone and the builders of the Renaissance shine out as
separate men whose distinctive minds are impressed on their buildings. Michelozzi,
Alberti, Cronaca, San Gallo, Michelangelo are all individual artists whose
work represents their own independent conception.
Being an architect yourself, would you not fight for your right of personal
individual expression rather than being anonymous, following the traditions of your
guild and being considered more of a technician than an artist in your own right?

I often wonder. Certainly, on the surface, I would want my “freedom” and “individuality.”

But considering where it led us today, I often wonder how much freedom and

individuality we really have in this era of maximum economic pressures, teamwork

and specialization. Are we not dreaming rather than facing reality? And are we

not forgetting that the medieval communal life stimulated the faculties of the

individual in many ways? The individuality of the Middle Ages was obedient to the

demands of corporate and cooperative life, while that of the Renaissance was

independent and capricious. It was the strong communal spirit giving unity of purpose

to the varied faculties of individuals that made possible the production

of the noble arts of the Middle Ages. The development of the individual in the

Renaissance differed from that of the Middle Ages mainly in favoring individual caprice

and search for personal fame at the expense of harmonious collective effort.

You seem to be critical of the desire for personal fame. But let me remind you that
Brunelleschi was driven by this force. In my opinion it ws ainly this force which
gave him strength enough to withstand the constant p es of the hostile mason guild
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is the price of freedom to search for your own way, dual expression..
without this support. I, for my part, would still chose individual freedome-
Speaking of the contribution of the independent individual artist, let me remind-you
of the dome in front of your eyes. The whole scheme of this dome was a most



daring innovation by one single man, completely new, nothing to compare it

with in size or beauty. A span of nearly 140 feet, the dome itself 120 feet high.

This was not one of the former architectural innovations which were the
comparatively slow outcome of corporate endeavor, when progressive changes

were so gradual that no wide or sudden departures from known methods of construction
were made at any one time, or by any one person. Only an individual would

dare to propose to raise this vast dome without the use of the ponderous

and costly centering device, and only an individual would arrive at this elegant

and proud form. The beauty and achievement of this dome in front of you

has not been matched by any of the later elevated domes.

I really hate to have to disappoint you. You mentioned the supreme beauty of the
dome and the superior method of construction. I share your feelings about the artistic
merits of the dome. Yet, to my greatest regret, I have to mention that the shape

was not designed by Brunelleschi. I know you will find it hard to believe

because, obviously, you are another victim of Vasari’s public relations efforts on
behalf of your hero. But the design of the dome started with Arnolfo di Cambio h1mse1f
who, undoubtedly, had prepared a complete design for the cathedral,

which included the dome. A fresco in the Spanish Chapel of Santa Maria Novella
shows the entire complex with the dome practically identical to the way

you see it today. Moreover, it is known that a committee of the eight maestri was
thereafter in charge of the constant “design development” of the dome, and

when Brunelleschi started to work on the dome he was bound, as

were the others before him, not to depart from the given design. As for the uniqueness
of construction, let us not forget that Brunelleschi had a perfect example in the

dome of the Baptistry, right here in Florence. The attic wall and

pyramidal roof of the Baptistry are transformed into the external shell of

the cathedral dome; the angle buttresses of the older monument become the great
angle ribs of Brunelleschi’s vault; the intermediate abutments of the

Baptistry are changed into the intermediate ribs of the great dome; and the inclined
barrel vaults of the Baptistry scheme are represented in the cathedral dome

in the arches spring between the great angle ribs.

Congratulations! So you really could prove that Brunelleschi did not work in a
vacuum after all. And—what baseness—he even carefully studied available examples
of dome construction. But have you considered the size of span of the two
e domes you are comparing, 75 feet for the Baptistry, 140 feet for the
cathedral? Twice the span, nearly four times the area covered. The Baptistry dome
hidden from the outside behind a pyramidical roof; the Duomo soaring
proudly, most visibly, above the high drum, hundreds of feet above the ground.
No, I can’t help feeling that you don’t do justice to Brunelleschi’s immense contribution.
Have you ever considered against what odds this stubborn individual had to
create this magnificent achievement? The doubts, the intrigues, the humiliations—
the operaio throwing him into jail for not paying his dues to a guild to
which he did not belong; his having to share the assignment, which was rightfully
his, with—of all people—Ghiberti! The humiliation of being handed the
assignment first only up to a certain height of the dome, with the work to be critically
reviewed by the operaio at that stage. And, shortly before his death, to be forced
to compete for the design of the lantern, which should have been
his as a matter of course in view of his unique achievement. I am afraid
that you see this man too much in a vacuum and not as a human being, struggling
and working within tremendous external limitations.
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I am honestly touched by your empathy. I do feel, however, that also he was no saint
and that some of his own character traits did not exactly help in his relationship

with his fellow men. It is known that he was of a suspicious nature,

that he would not confide even in his best and closest friends, like Donatello, for
example. He shared room and board with him; they set out together for

Rome for common studies; but he would not let him in on his plans with regard to

a revival of classic forms in general or the dome construction in particular.

In fact, he sent Donatello back to Florence before he dared climb atop the Pantheon
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roof for his investigation of the ancient method of construction. He was

scared that people might rob him of his authorship. He chose for his friends those

who would worship him like Masaccio and Donatello. If his great belief in his own power
was recognized by others, he would be amiable; where it was ignored

or disbelieved, he reacted with hostility. I mention this only because of the picture

you painted of Brunelleschi as the innocent victim of persecution. I am

sure that the members of the guild were not spared the impact of his total personality.

Do you really believe that amiability and friendliness would have smoothed the path
of a man whose contribution to mankind could only be made by fighting the

existing order? Do you really believe that the American, French or Russian revolutions
were made by lovable family men? Do you believe that Michelangelo, Leonardo

da Vinci, Beethoven, the great innovators, the giants, the geniuses were

humble, modest, kind, helpful, patient, considerate or most of the other Christian
virtues you might name? I don’t believe so, and I feel that Brunelleschi has

earned the right to be named in company with these great men.

I am sorry that I cannot see Brunelleschi quite in the category of the men you

mentioned. Judging his achievements as an architect, I have to apply criteria applicable

to the really great ones. And one of the chief criteria is, in my opinion, the

structural soundness of any building, good or bad, beautiful or ugly. Surface decoration,

however attractive, cannot substitute for the shaping of a building entity created

from inside out, the beauty being an expression of its truth.

The dome, with all its artistic and mechanical merits constitutes a departure from

sound methods of dome construction and is structurally false: a bulging thin shell of

masonry cannot be made secure without abutment; much less can such a shell

sustain the weight of a heavy stone structure like the lantern of this monument without

resort to the extraneous means of binding chains. A builder having proper regard

for true principles of construction in stone masonry would not undertake such

a work. For although it may be possible to give the dome a shape that will

be self-sustaining as to thrusts, it is not possible to make it entirely so, and, therefore,

if deprived of abutment, it must be bound with chains. A structure of masonry

which depends for stability on binding chains is one of inherent

weakness and thus of false character.
But did you not have metal clamps in masonry in the walls of the Parthenon?
Or wooden ties in parts of Gothic buildings? Or tie rods in the proto-Renaissance
and tension wires in twentieth century construction?

It is a question of integrity of the structure. In Greek or Gothic works the masonry
forms are favorable to stability, independent of the clamps and ties. They don’t depend
on them for a total structural concept. They were only inserted either for security
against unusual dangers—such as earthquakes—or for temporary security

2




against rupture while the work was in progress before the interaction of the parts of
the system was fully established. As for tension wires in contemporary work,

you have to realize that good modern designers will utilize the tensile qualities of steel
in a creative way and express these qualities in their design, instead of using

them for salvaging an otherwise unsound structure. But a dome without

abutment violates the constant conditions of stability.

I must confess I am amused by you architects; you are trying to prove that the dome
is basically structurally unsound, that it is barely held together by a wooden chain.
Yet there it stands, in all its grandeur, for all to see, for more than 500 years.

Are you not too much of a purist in insisting on structural integrity in all its details—
and, mind you, this at a time when structural design did not yet have the benefit

of the science of structural calculations but was based on a tradition of trial-and-error?

It is not a matter of details, it is a matter of the total concept. The dome of the
Pantheon, built at a much earlier time, and equally without the benefit of exact
structural calculations, was set within its drum, providing for a sound continuous
abutment. While from outside it is not as imposing, from inside the dome is far superior
in beauty, and, in my opinion, the most impressive dome of its kind in the

world. Structural integrity is so fundamental a prerequisite of good architecture
that in so far as Brunelleschi was obliged to ignore sound principles of

construction in order to attain an end not compatible with such principles, the

result cannot be properly considered an entirely noble and exemplary

work of art, however much beauty and impressiveness it may have.

I think your impassioned speech for structural integrity has earned you another glass of
Chianti. And while you sip it slowly, enjoying the mellow Italian sunshine and

the beautiful view, I wish you would permit yourself for once to follow your eye

and your heart rather than your brain. And maybe you will be able to evoke the mental
image of the facade of the Ospedale and soak in its infinite grace, its melodious

most gentle hills, the clearest air, the softest light. A Tuscan whose people had always
been much closer to the sensuousness of classic art than to the spiritualism of the
Gothic era. A Tuscan full of affirmation of life and self-assurance who was attracted

5:}7;. harmony, its delicateness, its affirmation of the good things in life, the love and

Py tenderness which it spells, its sunny quality, the warm welcome it holds out, the
?::i;b-‘r"’ - perfection of beauty. Just soak it in, just experience the sensuousness of it all and let
“jl\a 8 the impact of the building take over rather than you dominating it.

lﬁ“l; i And maybe then will you understand that this work of art had to be the creation of an
zm L Italian, of a son of this city, of a Tuscan who grew up among the loveliest,
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The illustrations, and our cover, are reproduced
from sketches by that English master of
pen-and-ink, Herbert Railton.

(“Pen Drawings of Florence”—J. H. Jansen,
Publisher, Cleveland)

the ducidity of classical art without trying to recreate it; who was free enough to accept
in plan and detail the medieval and “proto-Renaissance” examples of his
' Iregion but who tried to imbue his buildings with the abstract quality of classical time:
a manscentered sensuality rather than a heaven-oriented transcendentalism. When
the apparition is gone and the music silent, your brain will take over again and
you. will probably point out that the source for this facade can be found in S Miniato,
S Apostoli, the Baptistry, in short the architecture of Florence in the eleventh
and twelfth centuries; that most of the motives, even the classical ones, can be found
¥.in'many proto-Renaissance buildings. Yet, this does not tell us much about the
completely new impact which this building made within the darker
more massive medieval stone buildings around it. Uniquely different from anything
before and unmatched and unsurpassed for at least a quarter of a century, this
: - building does indicate a rebirth of classical style, of profound influence for generations
oA 1 . to come. Don’t be too disturbed if you cannot quite define what it is that
- e convinced people of the time, as well as us today, that something new was born.
Was it that the proportions were new and different, or was it the fact that
. . this building could be comprehended in its entirety in contrast to the
medieval buildings which led the eye from detail to detail. Or was it because one
could sense the man who created this work of art, that one could sense his
direction, his will, his domination? Here was classical style without
borrowing many classic forms. Here was clarity, here was harmony, with man
in command. You were very patient. And I talked a great deal. It is
your turn now, and I promise to be equally attentive.

You succeeded in making me silent. And it will take some courage to follow

your beautiful speech. For what is there to say after this ringing appeal to

emotion? Very little, except that I know that tomorrow my alter ego will tell me that -
emotion alone is not enough to give guidance and direction for our work

and for that of those who will follow us. It may very well be that we had too little
emotion in our work lately, I will grant you that. But our judgment cannot

and should not entirely be limited to our emotions. For we are not dealing with
sculpture or painting, abstract works of art. We are dealing with this

hybrid art called architecture which is eternally doomed to float between idea and *
reality, between the abstract and the concrete, between art and technique,
between beauty and utility. No, emotion cannot be all; and I am afraid

I may have to repeat myself in insisting on a deeper truth than surface “beauty.”
You evoke so magically the image of the Italian Tuscan environment which created
Brunelleschi. Yet carrying this thought one step further, I cannot help

feeling that this very same Italian genius for art has basically been a genius for
painting; and it seems to me to be the painter’s habit of mind which constantly
manifests itself in the Italian architecture of all times. Coming back

to the Renaissance, this is especially noticeable in their use of the orders, which is
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rarely based on any structural need but is governed mainly by the fancy

of the designer in seeking to produce a pleasant surface composition. Columns
and pilasters, answering to nothing in the real structural scheme of a

building, are disposed with no thought except for agreeable lines and rhythmical
spacing. Thus they soon, and inevitably so, come to be used in many new

and capricious ways. Set in pairs, stretched through several stories,

embraced by pediments and varied in countless fanciful ways. In this way the :
architecture of the Renaissance, even more than that of Imperial Rome, became a mere
surface architecture differing fundamentally from all the great architectural
systems of ancient times and the middle ages.

The charming little Pazzi chapel might serve as an example to prove my

point. Delightful, delicate, irresistible. Brunelleschi decided to show here how

his studies in classic architecture might revolutionize the building style

and he reviewed here the use of the orders. But he employs them in ways

which for incongruity surpass anything that Imperial Roman taste

had devised. The Corinthian order of the portico is made to carry the

barrel vault, a dome and an attic wall which encloses the vaulting. The classical
order was never intended for the structural use employed here and cannot

properly perform it. Such an order is meant to support a crushing weight,

a vertical load; but it has no power of resisting the thrusts of vaulting. I daresay

that it is only the weight of the attic in addition to some extraneous

means that holds the structures together. While inside, the entablature passes through ,
the arch impost, making for a completely irrational combination. T

You might find quite a few examples of this in early Roman churches: in the
great hall of the Baths of Caracalla the entablature block rests on
the capital; complete entablatures run through the imposts in the arch of the
apse of St Paul’s Outside the Wall at Rome. . . .

But that was at a time when the architects were struggling with the traditional

use of the entablature and the new introduction of the arch sprung from

the columns. But after the admirable logic of the medieval arched system of

construction, it seems strange that a designer should go back to this

irrational system. No, I feel that in such a building, essentially Byzantine in nature,

a classic order is out of place, is not organically evolved, and remains a

superimposed decoration. The inconsistency of the structure of the central

“dome,” which is actually a Gothic circular vault whose thrusts should

have been met by isolated abutments rather than by the enclosing drum, does not

help to clarify the total concept of the building. . . . Yet, who would

deny the beautiful clarity of what the eye beholds?

I am delighted that you admit the beauty in spite of your criticism. The
{ admission seems to hurt you, and I appreciate your struggle. I am sure you would
give the same critical comment to the old Sacristy at San Lorenzo,
which is essentially very similar in design. Yet, I am also fairly sure that you
would not deny the admirable treatment of this space, dissolving it, as it
were, into individual parts, masterfully handled. How new and consistent his treatment
is can be judged by the sudden dissonance created by Donatello’s door
treatment which appears like a copy of Roman architecture compared to
Brunelleschi’s abstraction of the classical spirit. In fact, any later Renaissance work
would be in disharmony with Brunelleschi’s work. His buildings had a quality
all their own, and I often wish that the later builders had followed
Brunelleschi’s lead rather than Alberti’s and Bramante’s. Maybe more ngusic
would have remained in “Renaissance” architecture, and more genuine self-expression. . . .
It is getting late, my friend. I truly enjoyed our conversation, and I am
grateful for what I have learned from you. What puzzles me about you is that you
seem to be so severely critical and harsh about Brunelleschi. Tell me,
now that we former strangers have each shown our hand a little bit, what
do you really have against this wonderful, independent, proud man?
I am afraid you don’t seem to understand. . . . I love him deeply.
.. . He is part of myself. . . . <
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COURTESY SCHENECTADY COUNTY HISTORICAL SOCIETY

THE STOCKADE STORY

GILES Y. VAN DER BOGERT AIA

In these days of turning to Washington for aid in every type of community project,

it is heartening indeed to hear of a truly private and spontaneous effort which has resulted in
the rehabilitation of one of the country’s most ancient settled areas,

where, surprisingly enough, a large number of old buildings are still standing.

OVER THE PAST FIFTEEN to twenty years an
exciting urban renewal and historic preservation
has been taking place in what is known as the
“Stockade Area” of the city of Schenectady, New
York. What started as a rather spontaneous, un-
organized reclamation of historic buildings in the
old downtown section of Schenectady has now
become an organized and enthusiastic program
of the residents of this four-block area, with the
result that perhaps one of the most interesting
groups of historic buildings in the country is being
saved from further deterioration or possible total
destruction.

Three hundred years ago Arent Van Curler,
the founder of Schenectady, saw the Groote
Vlachte, the Great Flats, that lay in the Valley
of the Mohawk River, west of Fort Orange (Al-
bany). It was land which he described as “the
most beautiful the eye of man ever beheld.” At
the convergence of the Mohawk and the Binne
Kill, on the high land above the threat of floods,
was an ideal spot for settlement. When in Man-
hattan, he discussed this with Peter Stuyvesant,
Director General of New Netherlands. Either
Stuyvesant was not very interested or the cares of
his office were too pressing, for he took no action
in the matter. Finally, on June 18, 1661, Van
Curler wrote an urgent petition to the Director
General. The Indians were willing to sell, and he
and his followers were anxious to take possession
of the land. Perhaps it was the postscript to this
letter that caught the Governor’s eye:

Abraham Yates House, c1700

“PS. If your Honor falls short of three or four
muds of oats as feed for your Honor’s horses,
please command me to supply your Honor with
the same. Your Honor’s Servant

A. V. Curler.”

Apparently Van Curler was wise to the Gov-
ernor’s proclivity toward graft. In any event per-
mission was granted. The lands were formally
deeded to Van Curler by the Chiefs of the Bear,
Wolf and Turtle tribes of the Mohawk Indians on
July 27 of that year, and the founding of Schenec-
tady had begun.

The location of the new town, the farthest
western settlement of the Dutch, perforce ren-
dered it a dangerous one. The western horizon
of civilization dropped down at its border line
and beyond this no white man had yet settled.
Although the Mohawks were friendly, attack from
unfriendly tribes from the north, the friends of the
French, was no remote possibility. Therefore, a
stockade, with a blockhouse at one corner, was
built around the settlement. It is from this that
the present section of the city derives its name.
It is ironic that, after the inhabitants had expended
all this labor in self-protection, the stockade proved
as useless as the Maginot Line.

Soon after the settlement of Schenectady,
Peter Stuyvesant capitulated to the British. New
Netherlands became the Royal Colony of New
York, and the little Dorp town became embroiled
with the ambitions of Louis XIV, the power of
a Queen’s bedchamber, the schemes of Canadian
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Frenchmen, and the pros and cons of Leisler’s
policies—all to come to a hideous climax at eleven
o’clock on Saturday night, February 8, 1690.

Despite the warnings of Sanders Glen and
others and the continual talk of attack at Douw
Aucke’s Tavern, no one could conceive of an
attack from Canada in the dead of winter. They
were so confident that, almost in mockery, the
North Gate was left open, guarded by two snow-
men. The small contingent of Connecticut men
who garrisoned the blockhouse, the Dutch and
the few Scotch and English residents of the place
went to bed. The French and Indians came silently
through the new-fallen snow and stationed them-
selves at each doorway. Then at the signal, a
blood-curdling warwhoop of the Indians, the holo-
caust began. The great majority of the inhabitants
were brutally massacred. A few were taken off to
Canada as prisoners and some twenty-five escaped.
The French, in order to keep the Indians amused
and to prevent a drunken orgy, ordered the town
to be set to the torch.
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Despite almost total destruction, it was decided
not to abandon the outpost. By May 10, 1690, a
new fort had been completed at the foot of pres-
ent State Street. Another blockhouse was con-
structed about 100 feet north of St George’s
Church and a guardhouse at the corner of Church
and Ferry Streets (see map). The settlement
slowly recovered. Within twenty to thirty years
the town had grown to some 400 dwellings and

was a prosperous trading center. Although none
of the buildings of the founding days remain, there
still exists several houses constructed in the early
eighteenth century during the time of reconstruc-
tion. In addition to these there are a score or
more which also antedate the Revolution. In all
there remain in the Stockade Area over forty-five
buildings which are either marked by New York
State plaques or upon which the Schenectady
County Historical Society has placed date mark-
ers. The terminal date of this program of the His-
torical Society, which will be discussed later in
this article, is 1825.

It is miraculous that so many dwellings of
our early history remain in this cluster. For 150
years the Binne Kill was lined with wharves, ware-
houses and boat-building shops serving the traffic
that moved up and down the Mohawk. Then, in
1819, a disastrous fire struck the city, wiping out
most of these establishments, along with a large
number of nearby houses. In all 200 structures
were destroyed. Perhaps this disaster was truly a
blessing. When the business buildings were re-
built, it was in a new part of the city to the south
and east of the Stockade Area. This left the old
part almost entirely residential. Had this not been
the case and had business redeveloped in the
Stockade Area, it is more than probable that these
treasures of the past would have been razed in
the name of progress to make way for plate glass
fronts.

Since most of the early settlers were Dutch,
they built in the homeland fashion. So did the next
generation—close to the street and on deep nar-
row lots. Among the buildings in the area there
are some splendid examples of Dutch architecture,
such as the Abraham Yates House, ca 1700. Al-
though the windows and door of the Holland
brick front have been enlarged and modified, the
high-pitched gable facing the street with its deco-
rative beam anchors, the butterfly brickwork along
the rake of the gable, the brick finial at the peak,
the clapboard sidewalls and the flat-roofed dorm-
ers are all so Dutch that a burgher out of Rem-
brandt’s “Night Watch” or one of Breughel’s
dancing peasants would feel at home here.

Another is the Adam Vrooman House. Adam
was one of the original proprietors who, though
he saw his wife dead at his feet and his infant
child’s brains bashed out against the wall on that
horrible February night in 1690, fought his way
to freedom to come back to rebuild during the
reconstruction. This house dates ca 1720. Al-
though it is built entirely of wood with brick-
filled walls, it, like the Yates house, has its high-
pitched gable facing the street. Despite minor
alterations to the exterior, it is pure Dutch in
character. There are three others, built in the
middle of the eighteenth century—the Van Slyck,



SCHE HISTORICAL SOCIETY

COUR

Johannes Teller House, c1740

the Isaac Vrooman and the Fonda Houses—which
are built in this same Dutch style. Then there is
the Johannes Teller House, ca 1740, which, with
its Holland brick walls in Flemish bond and its
gambrel roof, could have been lifted from the
Lowlands of the Netherlands and planted in
Schenectady. It is as Dutch as Edam cheese.

Probably the oldest and in many respects
one of the most interesting is the Hendrick Brou-
wer House, ca 1700. Tradition has it that, because
Brouwer, the fur trader, was so fair, the Indians
spared an earlier house of his during the mas-
sacre. It may be possible that some parts of the
earlier structure have been incorporated in the
present building, which is a combination of three
buildings, two along the street and one in the
rear. The latter has the typical steep-pitched roof
of the Dutch, while the former have their gables
parallel to the street. The walls of this frame
structure are filled with sun-baked brick. The
interior has undergone far less change than most
of the other residences in the area. Its beamed
ceilings, large fireplaces, wide pine floors and
several secret rooms make it a treasure of our
historic past.

These Dutch-Gothic houses are not architect’s
houses; rather they are monuments to guilds and
morality plays, feudal Europe extended to the
banks of the Mohawk and the Binne Kill. There
are many more, too, which are not architect’s
buildings but which are an expression of Peter
Stuyvesant’s surrender to the Duke of York.
Though simple in style, these are English houses,
England and New England blooming in the valley.
The roof gables have been turned parallel to the
street. The dormers have pitched roofs, and there
is an occasional balustrade at the juncture of the
roof and the street wall.

Then the Builder’s Handbook takes sway.
The Tobias Ten Eyck House, 1760, and St
George’s Church, 1761, both designed by Samuel
Fuller, who first came here from New England to
repair the Fort and later returned to become the
master builder of the Mohawk, have written all
over them Fuller’s debt to the Handbook. The
First Presbyterian Church, 1809, with its superb
Palladian window over the pedimented Ionic en-
trance, whoever may have designed it, is a further
expression of the growing interest in the archi-
tecture of the old world which culminates in the
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Mohawk Club. Built originally for Schenectady’s
first bank in 1816, this building is so orderly that
it bespeaks the England of Inigo Jones and Chris-
topher Wren. Here and there there is a Victorian
mansard or a stately brownstone. And there is
one excellent example of Carpenter Gothic prac-
tically taken in foto from Sloan’s “Model Archi-
tect.” This, in brief, is the architectural heritage
that remains within the four blocks of the Stockade
Area.

It is quite probable that much of the area,
especially Union Street, Church Street, lower
Front Street and Washington Avenue, would have
remained reasonably preserved, since many of
Schenectady’s oldest families lived in this section,
but there was no assurance. Some fine old build-

Old Mohawk House, 1816

ings had already given way to progress and to the
four-wheeled monsters of Detroit. Even in this
well-established area the trend could continue.
However, what was more threatening was the
“gray area” developing to the east on Ferry, Green
and Front Streets. In fact, on Front the area was
“gray” enough in the early forties to be seriously
considered for a low-rent housing project. For-
tunately this never occurred.

What reversed the trend? Back in 1932 a
college professor and an attorney jointly bought
the Adam Vrooman House which lay in this
“gray zone.” At this time it took real daring and
courage. They were chided by their friends. Little
did their friends realize that in not too many years,
they would be eating their words and clamoring
for a house or an apartment in the “slums.”

This one event is undoubtedly the most im-
portant in the history of the reclamation of the
Stockade Area. The attorney, who is also a very
astute business man, realized the potential of the
area. He knew that no bank would help in financ-
ing because of its experience during the collapse
in 1929. But he also knew that, if he could find
the money, he could buy a number of the build-

ings for the cost of the HOLC mortgages. The
banks would be only too glad to unload these poor
risks. He found private money, bought several
buildings which he converted into apartments,
and the trend started to reverse.

Schenectady’s population is quite transient.
Its major industry, the General Electric Company,
brings many young engineers to the city for train-
ing, a large number of whom are later transferred



to other plants. The demand for good apartments
in a nice area is therefore constant. This situation
became aggravated during World War II when
housing became critical. With the advent of the
NHA program, people saw the advantages of buy-
ing and converting more of the houses in the
Stockade Area into apartments. In this way much
of Ferry, Front (above the Indian Statue) and
Green Streets was reclaimed. Some of these have
now been reconverted into splendid private homes.
Others remain well-kept apartment houses. Dur-
ing this critical shortage, other citizens who were
more permanently situated in their employment
in the city and yet who needed housing, learned
that for $5,000 or less they could pay off an
HOLC mortgage and become the owner of an
historic building. Finding the money to rehabili-
tate these almost substandard dwellings was no
longer a problem. The banks now knew that the
area was becoming stable and were more than
willing to take new mortgages and to make loans
for alterations, repairs and restoration. Without
this financial support no reclamation or rehabilita-
tion would have been pessible.

Meanwhile, in the corner store, the old Public
Market, ca 1795, a new sort of organization was
forming. The market was vacant for the first time
in years. The owners lent the corner store to a
group of men who had been getting together once
a week to relax over their canvases. It was an
interesting cross-section of men living in and
having a stake in the area. There were the attor-
ney, the general contractor and the seller of old
and rare books, whose shop lay just outside the
four blocks. There was the GE artist, and there
was the architect who had recently bought up an
HOLC mortgage and had gutted and remodeled
an old house.

As we criticized each others’ works of art and
sipped our highballs, we also discussed the area.
In complete ego we decided to form a group called
the “Villagers,” which would sponsor an outdoor
art show, open to all, amateurs and professionals
alike. In this way we could exhibit our own en-
deavors. The first year was a great success, and
the show has now become a major cultural event
in Schenectady. The Schenectady County Histor-
ical Society suggested a “walk-about.” Some of
the old homes were opened to the public for a
day to let people see the interiors. This was wel-
comed with enthusiasm by the owners. Now an-
nually, people of Schenectady and visitors to the
city have an opportunity to become more familiar
with these fascinating old buildings. However,
there was still something lacking—my wife and I
could not help but feel the need for a more for-
mal organization. Finally, in 1957, six people sat
down in the Abraham Yates House, and the
Stockade Association was formed.

JAMES BOORN

First Presbyterian Church, 1809,
and St George’s Church, 1761, beyond

The Association was composed of property-
owners in the area and dedicated itself to preserva-
tion, protection and beautification. This was a big
commitment. Getting organized, of course, re-
quired time. In the interim the Schenectady County
Historical Society came to the fore and instituted
a program of placing date-markers on buildings
whose construction could be authenticated as prior
to 1825. This was a great stimulus. Already over
forty-five buildings bear these markers. However,
the true significance of the program lies in the
fact that since its institution in 1957, only one
building of early date has been lost to the bull-
dozer. Although the program will be continuing
and perhaps updated, it served as a true stop-gap
in preservation prior to the recent enactment of
an Historic Zoning Ordinance.

In 1961 architect James D. J. Schmitt was
elected president of the Association, a post he
held for two terms. Under his imaginative and
dynamic leadership big things were accomplished.
One program of importance has been tree-plant-
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Adam Vrooman House, c1720

ing along the sidewalks. Due to the Dutch elm
blight and street-widenings, many of the beautiful
trees, which once provided shade on the streets
and sidewalks, have been lost. A committee
studied the problem with a local nurseryman,
with the result that two years ago property own-
ers purchased and planted over $1,000 worth of
trees to replace the lost ones. The Stockade Asso-
ciation helped in this program by subsidizing the
cost of cutting the concrete sidewalk slabs with
funds raised through the membership dues.

In the summer of 1961, in celebration of
Schenectady’s tercentenary, owners of the dated
houses were asked to purchase and fly the his-
toric flag that flew over Schenectady at the time
of the construction of their home. Now, especially
on national holidays, these historic flags proudly
fly from their architectural counterparts. Two
long-range programs are on the agenda, the elimi-
nation of overhead power and telephone lines and
the cleaning up of the Mohawk River frontage.

However, the development of most conse-
quence has been the adoption of an Historic Zon-
ing Ordinance. For a full year a committee of

Association members studied the problem. Work-
ing with the Corporation Counsel, this committee
drafted an ordinance which was enacted into law
by the City Council on May 14, 1962, to become
the first Historic Zoning Ordinance to be adopted
in New York State.

There are flaws in the ordinance which time
will erase. For example, complete protection is
afforded only to buildings erected prior to 1825,
and contemporary architecture is, in effect, pro-
hibited, the result being that this amazing con-
tinuum of American architecture could be de-
stroyed. But it is a big step forward in a long, hard
task of reclamation and renewal. It has been ex-
citing to see the “gray zone” slowly recede with-
out Federal, state or municipal aid. Nor has it
been a rich man’s hobby. It has been possible only
through the work of many, including the Friends
of the Stockade, an organization of former resi-
dents who now live in five different states and who
are willing to finance various projects. They know,
as we who live in the Stockade Area know, that
here in the heart of Schenectady lies a true gem
of our American heritage. <



THE NEW ROLE OF THE ARCHITECT

This Series is a Project Financed by Your Supplementary Dues

Comprehensive Architectural Practice

The general characteristics of many of
the important clients of today are:

1) They are organizations rather than in-
dividuals; 2) They are controllers of
buildings rather than owners; 3) They
are providers of space for others

rather than occupiers of space; 4) They
tend to be big and complex; 5) They
are primarily concerned with buildings
that are good business.

The role of the architects, when working
with these clients, is to serve their

needs so effectively that good design
becomes good business.

Needs of the new clients

Smaller offices can serve
the new clients

The Architect and His Client

DUDLEY HUNT JR, AIA

Comprehensive architectural practice helps make it possible for the archi-
tect to understand his newer types of clients better, to work with them more
harmoniously to satisfy their expanding and changing needs effectively

Architects have a new client, or rather they have several.
Of course, the old familiar client—the individual owner who
builds for his own use—is still around, but with every succeeding
year, he is responsible for a smaller portion of the total amount
of building construction. The new clients of the architect are or-
ganizations instead of individuals; they build, not for their own
use, but the use of others; and they build more and more each year.

Perhaps the most familiar of the new clients are the corpo-
ration, the government agency and the institution, but there are
also the entrepreneur—speculator or investor—and the industrial
producer of complete buildings or their components. The entre-
preneur and the industrial producer, having come on the scene
later than the others, are therefore less familiar. This does not
make them any less important. Architects are finding that an in-
creasing number of projects are initiated by entrepreneurs, and if
architects are to serve such clients, it becomes necessary for them
to learn the business, so to speak. Industrial production of build-
ings and components will surely increase in the future. If the
architect is to influence the future of this field, he must learn its
fundamental principles and gain an understanding of this new
type of client.

In common with all others, the new types of clients need a
high level of performance in the basic design-working drawing-
specifications-construction sequence of architectural services. And
they want their buildings to do the jobs for which they are intended,
efficiently and profitably. Often they want the buildings fast and,
almost always, within strict budgets. In addition, most of these
clients want—and need—some of the phases of comprehensive
architectural services. Such needs vary between clients and between
projects but, in general, each of the new clients needs assistance
with some combination of financial, site, operational, promotional
and similar problems. And they are going to get such help some-
where, if not from architects and their staffs or consultants, then
from non-architectural sources.

In order to avoid any misunderstanding, it should be
pointed out that the type of comprehensive services needed by
the new clients are not the exclusive province of large, diversified
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Needs of the homebuilder

Client Characteristic No 1:
Organization, Not Individual

architectural firms. Many of the new clients can get along very well
indeed with the services of smaller offices, if they are geared to
their client’s needs. Perhaps the best example of this is the home-
builder market. Much of this work, when it is handled by archi-
tects at all, is performed by smaller offices. It goes without saying
that the overriding task of these architects is to sell builders on
the merits of good design. It is no less important for these archi-
tects to understand the business problems of builders and to
assist them in every way possible to solve their problems. In fact,
this might very well be the one most important avenue toward
better design in houses.

In the August 1963 issue of House & Home, the need of
the homebuilder for comprehensive services is illustrated very
well. While discussing the growth of “design” companies that do
everything for homebuilders except construct and sell the houses,
Walt Wagner points out that these companies ““. . . provide not
just design but land planning, feasibility studies and market
analysis, design of model homes and sales offices, landscape design
and coordination, color-coordination and display boards, interior
decoration, financing advice, and merchandising and promotion
counsel. . . .”

What is being described here sounds suspiciously like com-
prehensive architectural services for builders, but in this case, the
services are being delivered by others, not by architects. That the
need exists is demonstrated, in the same article, by the fact that
one of these “design” firms has been in existence for over eighteen
years and has designed over half a million houses. Another, started
five years ago, has already had $380 million worth of houses built
from its designs.

The other new clients also need some degree of compre-
hensive architectural services. This will be dealt with in detail, in
other articles, by authors who have had a great deal of experience
with these clients. Only an attempt to establish the general context
for the details—a broad look at the whole spectrum of these
clients—is in order here.

What are these clients like? In the first place, they tend
to be multiple, rather than singular, organizations rather than
individuals. The architect who works with them must deal with a
client group rather than an individual client. This may be a
relatively homogeneous board of directors of a corporation or a
corporate building department. At other times, the group may not
actually be unified at all, in any real sense, but rather a loose
confederation of individuals or corporations, each with its own
interests to serve. In one recent project in the million-dollar class,
the major interests involved were two independent developers,
two real estate agencies and two investors—and a law firm apiece.
Finding himself with what amounted to six clients, four of them
corporations, represented by six law firms, it should come as no
surprise that the architect immediately brought in an associate
architect and their own attorneys, in an attempt to improve the
odds. In larger projects, particularly those for sale and leaseback,
the situation is often even more complex.



Client Characteristic No 2:
Not Owner, but Controller

Client Characteristic No 3:
Providers, Not Occupiers

Client Characteristic No 4:
Large Size and Complexity

Client Characteristic No 5:
Concern with Business

Necessary to prove that
good design is good business

The Architect and His Client

In most cases, the new clients are not owners, in the usual
sense of the word, but controllers of buildings; and this in many
cases, for only short periods of time. The simple fact is that many
of the projects put together by entrepreneurs, whether for them-
selves or for others, are sold as soon as the tax laws make their
sale feasible. Some are held as investments, but the tendency even
here is for such buildings to change hands often. Even corporate,
institutional and government clients are controllers, not owners, of
buildings since—in theory at least—they build in the name of
their stockholders, their members or the public. And there is
also a growing tendency for all of these clients to make use of the
sale-leaseback. It should also be pointed out that all of these new
clients build, not with their own, but with other people’s money.

Many of the new clients are not occupants of the buildings
with which they become involved; rather they are arrangers, or
providers, of space to be occupied by others. It is scarcely necessary
to point out that the attitudes of such clients will vary considerably
from the attitudes of the older type of client who builds his own
building for his own use. Of course, there is also a difference in
attitude between the client who expects to hold his property as a
relatively long-term investment and the one who expects to sell
it as soon as he can do so profitably.

The new clients are apt to be characterized by such traits
as bigness and complexity. And the tendency is for them to get
bigger and more complex. Growth and diversification—almost
synonymous with bigness and complexity—are probably the most
prevalent characteristics of corporations today. This seems also to
be true of the entrepreneurs, the producers (most are corporations )
and the institutions (labor unions are perhaps the best example).
Surely all will agree that government, on every level, is also in a
period of rapid growth in size and complexity.

None of this should be taken to mean that the new clients
are only concerned with buildings of great size. As has been
pointed out, the homebuilder is one of the most important of
these clients, especially to the smaller architectural office, exactly
because he constructs a sizable number of small buildings. Further-
more, the producer of relatively large numbers of relatively small
buildings, or of even smaller components, can be expected to be-
come an increasingly important architectural client.

Finally, it seems fitting to round out this general discussion
of the new clients by referring to their almost universal primary
concern when they engage the services of the architect—that is
their concern with the business of architecture or, more properly,
with the business of construction. Almost without exception, the
new clients are engaged in business. Understandably, business
being what these clients know best, it is also what they think is
important above all other considerations. Accordingly, the new
clients expect their architects, not only to “speak the language”
of business, but to have a proper, that is to say “healthy,” attitude
toward the necessities of business. This is not to say that these
clients are averse to good design, if it is also good business. It is
up to the architect to prove that good design can be good business.
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Office Organization for Successful
Comprehensive Architectural Practice

*The Author, who is president of Enion
Associates, Inc. Management Consultants,
of Philadelphia, designed and supervised
the reorganization study of the Institute
staff in 1960 and is now permanent con-
sultant to the AIA on organizational and
personnel matters

RICHARD A. ENION *

For comprehensive services to lead to better buildings and environment,
architects must so organize their offices that efficient business practices con-
tribute to—rather than conflict with—the achievement of excellence

'I;le practice of architecture in the complex society of
today is in the throes of what appears to be a significant evolu-
tionary change. Mass production, mass consumption, government
directives, redevelopment, decentralization and urbanization affect
not only the basic design concepts of the architect but his per-
formance as an economic unit of society as well. The spirit of
individual architects which created and built most architectural
practices several decades ago is now slowly being replaced with
the collective spirit of organizations of individual architects. Today,
the practice of architecture is irrevocably complicated by the
business of architecture. In addition to his essential design func-
tions, the architect must now devote time to cost accounting, cash
flow projections, image building and solicitation of new business.

Such trends and forces give many an architect pause for
contemplation: What is his purpose? What is the philosophy of
his practice? Which direction does he wish his office to take in
terms of client assignments? In order to define his goals, the
architect must find satisfactory answers to such questions.



Balancing design
and business

Time can be worst enemy

Establishment of design
freeze point necessary

Office Organization

It has been said that the role of the architect today is to
design a hospitable environment for our scientific age. In such a
role, the architect finds himself involved in conflict between his
aspirations as an artist and his needs as an astute businessman.
He must somehow strike a balance which will enable him to
function as an artist, yet arrive at designs that will be compatible
with his clients’ needs within today’s socio-economic environment.
He must then maintain this delicate balance, yet handle himself
in a businesslike manner.

Even the great cathedral builders of the Middle Ages could
not escape the vexing problems of the market place, although this
may often have interfered with their pursuit of design concepts.
Master builders from William of Sens to Christopher Wren found
it necessary to offer a version of comprehensive services. No doubt
they often wished they could be free to create instead of becoming
enmeshed in the details of hiring (or conscripting) masons, car-
penters, ironmongers and tracers. They, too, wasted valuable time
placating clients. However, time was less expensive in their time
than in ours.

Time seems to be the worst enemy of the architect who
hopes to realize reasonable profits on his commissions. Time lost
in design alteration, time devoted to client consultation, time spent
over the drawing board, time revising specifications, time supplying
the incidental and supplementary services of a comprehensive
practice. Time means man-hours—and additional technical man-
hours expended beyond the time budgeted in estimates mean dol-
lars deducted until, in the end, the predetermined profit on a
project may be wiped out.

How many hours can an architect afford to spend in re-
design, revision of working drawings or correction of specifica-
tions? How can a firm achieve excellence in design without too
many revisions and without merciless reappraisal of design, draw-
ings and specifications?

Architects constantly deplore the lack of a satisfactory
design freeze point and feel that this is an insurmountable ob-

Management Case A:
Budgeting Man-Hours

Firm A had evolved an empirical formula (based on experi-
ence) for breaking down a project fee, by dollars, for each step in
the architectural process. Quite correctly, the partners first al-
located a certain percentage of fee for anticipated profit. Dollars
spent for manpower were posted (although not too regularly)
against budgeted dollars. Over-rides mounted, budgets were ex-
ceeded and everyone talked dollars. After evaluating the situation,
it was decided to take the dollar analysis one step further and con-
vert dollars into technical man-hours. Then, through adherence to
a better report schedule utilizing a specially created form, technical
man-hours expended could be compared regularly with budgeted
man-hours, resulting in closer control of production and a return
to predetermined profits.
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Origin of design freeze
point problems

Other problems are basis of
design freeze troubles

Management Case B:
Design Freeze

stacle to efficiency. Yet, when an informed observer follows a job
through the shop, it often becomes apparent that failure to freeze
design may be only a symptom of problems that are more basic.

Uncertainty about when to set a design freeze point may
arise from several basic problems. Perhaps the creative team it-
self generates its own problem. Is the design freeze point actually
an essential part of the architect’s capacity to design? The desire
to perfect design is a legitimate—and, in general, laudable—goal.
Then why do many architects feel guilty about a series of revisions
on the design board?

Is the problem one of lack of communications between the
design room and the rest of the staff?

Is the inability to freeze a design characterized by constant
revision of details in the design, while the initial concept remains
static?

Or, is it possible that fluidity of design is the easiest thing
for everyone to blame as a time and money waster, thus making
it possible to gloss over the real and basic problems in the organi-
zation?

A firm suffering from chronic design freeze trauma should
ask itself if its administrative organization and personnel are
functioning properly. The principals should ask themselves:

1 Does our firm have a good grasp of job cost analyses?
Is someone responsible for keeping man-hours within estimated
limits? Technical man-hours, when properly planned and reported,
can become one of the most effective budgetary tools available to
the architect who expects to realize predetermined profits.

2 Have time estimates been followed closely in all phases
of the project? Too much time expended in one phase can almost
never be recovered in succeeding phases without adverse results.

3 What financial controls has the firm adopted? Is there
responsible management of the office budget, as well as the budget
of the job? Has the firm a reliable system of budgetary controls?

For each firm, for each architect, there exists a point of rec-
onciliation of perfection in design and efficiency in execution;

Firm B was growing rapidly and decided to departmentalize
by technical skills in order to better handle the expanding volume
of work. The contract documents department continually com-
plained that they were receiving incomplete preliminary drawings.
They added that the design department never stopped reworking
design detail. Analysis of this situation revealed that there was
little, if any, continuity of control over a project as it progressed
between departments. The best solution appeared to be the intro-
duction of the project manager concept, superimposed on the de-
partmental concept. This, of course, meant added overhead, but
when a predetermined volume of work was reached, this change
in organization paid off handsomely in effecting design freeze and
a return to healthy profits.



Achieving efficiency and
design excellence

Factors that affect the
balance sheet

Management Case C:
Communications

Office Organization

some achieve it automatically by an almost intuitive sense of
balance; some will never achieve it; most find that they must
struggle constantly with the shifting weights of the design board and
the balance sheet. There is no single pat formula for efficiency
in business organization any more than there is only one solution
to a design problem. Each solution—whether of a ‘design or a
business organizational problem—depends upon the careful inte-
gration of the elements of the problem in terms of its affective
environment.

It is possible, however, for architects to improve the
efficiency of their organizations without sacrificing their goals of
excellence. If a firm finds its percentage of profit slipping down-
ward, if an office seems constantly at odds, then the principals
of that firm might do well to check over the following areas of their
own practice:

1 Is the atmosphere—or environment—of the office itself
conducive to efficient work?

2 How clear are the communications between principals
and associates, between associates and draftsmen? It has been
truly stated that more men fail from a lack of understanding than
from lack of ability.

3 What are the personnel policies and procedures of the
firm? How are salary increases, bonuses and promotions decided
upon? Do these incentives actually motivate personnel to optimum
performances?

4 Do the principals spend the time necessary to develop
and train assistants and to delegate authority? Do key associates
feel that they have career growth opportunities, or is turnover a
constant harassment?

5 Does only one principal meet clients? Have steps been
taken to develop an associate who can support this vital activity?

These are considerations which directly affect the firm’s
balance sheet. Every architectural practice has peaks and valleys
of work. When the pressure is great, an atmosphere of ease speeds
up the working efficiency and mutual cooperation of all members

An analysis of communications problems in Firm C re-
vealed that some key members of the architectural team did not
appear to be fully informed of what was happening in areas other
than their specialties. Also each man needed to know his position
in the total architectural process and what his degree of participa-
tion should be in areas other than his specialty. A vector diagram
of the logical steps of the architectural process was drawn, showing
the degree of participation of each key man in each step. A number
of important facts were revealed by the diagram; for example, it
became apparent that the firm’s specialist in field supervision should
not limit his activities to the construction phase but should par-
ticipate to a certain degree in activities such as those occurring
during the contract-drawing phase.
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Profits tied to
organization

No one organization structure
proper for all offices

Management Case D:
Compensation Plans

of the firm; when there is discontent, the opposite will undoubtedly
be the case. Probably more dollars are lost through personal con-
flicts within the firm then through the reworking of drawings
necessitated by changes in design concepts. Yet, neither type of
loss need occur. The working atmosphere of an office reflects the
over-all timing and leadership of the senior members of the firm
and the clarity and relevancy of reporting relationships in the
structure of the organization. Members of a firm who feel that
their practice should be more profitable might look carefully at
the organizational structure of their office and ask themselves:

Is this the best organization plan for us? Do we have the
right man in charge of design? Should the design function be
directed by an administrator or a truly creative and inspirational
type? Should we have a “new business” man?

To this list could be added a host of other self-searching
questions. It is often difficult for members of a firm to appraise
their own organization structure—and the people in it—objectively
and accurately. Yet failure to do so can be extremely costly.

Many architectural firms have developed excellent plans
for the logical steps which must take place in the architectural
process, from programming through preliminary design, working
drawings, specifications, engineering and construction, as well
as the kindred areas involved in comprehensive practice. Yet
many of these same firms have failed to evolve organizational
structures, complete with defined areas of responsibility, authority,
and accountability, to implement their architectural processes.
And the failure to formulate carefully an organization that has
logical and workable reporting relationships can smother the
profit potentials of an architectural firm.

There is no single optimum approach for properly or-
ganizing an architectural office. Each organization must be tailor-
made to meet the needs of each practice. The departmentalized
approach of one office may not meet the needs of another office.
One office will utilize the “team” approach, while another uses
project architects. Still another office makes better headway with

Firm D found itself paying recent architectural graduates as
much as architectural graduates who had been with them one or
two years. An analysis of the situation revealed that a wage and
salary administration plan should be established which would set
forth competitive compensation ranges for each position in the
firm, complete with minimum and maximum salary points. In this
way, “guesswork” was removed from the compensation process.
The more formalized wage and salary plan made allowances for dis-
crepancies between jobs, and among jobs based on seniority, by
utilizing step-by-step increments of increase. Finally, the plan was
tied into a performance review program so that each man could
be compensated on the bases of the value of his position to the
firm, assessment of his performance and his length of service.



Importance of personal
relationships within offices

Purpose of organization is creation
of architectural strength

Office Organization

project managers. Semantics also enters the picture here; for dif-
ferent offices—even those practicing in the same city—often
interpret terms like ‘“‘project architect” and “project manager”
differently.

Firms which have excellent personal relationships, within
their organizations, may still lose money because of inadequate co-
ordination of projects from inception to completion. Job functions
may overlap too much or there may be too little supervisory push
at critical points. It is in this area that a great many firms appear
to have trouble.

In actual practice, it is always difficult for the principals of
any firm to assess their own managerial performance effectively. An
architect who will subject his design to merciless reappraisal may
not always be as willing to evaluate his organization structure, per-
sonnel problems and budgeting functions in the same manner.
Nevertheless, the architect must develop a working organization
which is efficient and profitable so that he can be free to achieve
excellence in design.

Often, the alternative to this is living with an ineffective,
inefficient organization, one that lacks personnel alignment and
whose troubles are compounded by hidden losses that stem from
improper budget controls. Worries about inefficiency do not in-
crease the effectiveness of design.

If any of the foregoing seems to make the practice of
architecture sound too businesslike, it will be well to remember

that the strength of an architectural firm is not derived from over-

conformity or from rigid adherence to set policies and procedures.
Rather the strength of a firm comes from the creation of a vehicle
of organization that will allow each man to perform, at his highest
level, in his fullest capacity, within a total atmosphere that con-
tributes to individual motivation. Accordingly, controls and pro-
cedures should be introduced into an architectural firm only to
the extent that they can be expected to nurture an atmosphere of
freedom and creativity, make it possible to capitalize upon it and
thus provide an effective and profitable enterprise.

Management Case E:
Job Performance

The partners in Firm E had a very successful practice and,
furthermore, felt that they knew exactly how well each employee
had performed for any given year. The truth is that the partners
did know but, unfortunately, few of the employees knew how well
they were making out. After a thorough review of the situation,
it was decided to introduce a job performance appraisal plan. This
plan not only sharpened the objectivity of the partners’ review of
each employee’s over-all performance but also created a vehicle
of communications by means of which each employee could learn
just how well he was making out. Through the medium of con-
fidential interviews conducted periodically, each employee is given
counsel on what his strengths are, areas that need development
and what he can do to improve his situation.

€961 ¥a401LDO

57



Office Organization

58

JOURNAL

A

Al

Organization Structure:

An Executive Committee:

Incentive Bonus System:

Planned Annual Budgets:

Project Plans, Control:

Distribution of Profit:

7 Partners’ Compensation:

10

11

12
13

14
15
16

17

18

19

20

21

22
23

Standards for Drafting:
Program for the Future:

Specialized Functions:
Functional Delegation:

Position Descriptions:
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Diagrams of Work Flow:

Predetermined Profits:

Design Freeze Methods:
Improvement of Morale:

Better Communications:

New Business Program:

An indication of the sort of organizational problems fre-
quently encountered by architects—and how they may be solved—
can be gathered from the following examples selected from studies
made for architectural offices by the author’s firm.

Modifications in firm’s organizational structure complete with sepa-
rate functional organization charts and manning organization charts
for adopting quasi-departmental structure.

Creation of executive committee which reapportioned certain re-
sponsibilities among partners.

Adoption of incentive bonus system for selected employees.

Incorporation of method of annual planned budgeting for specified
expense items by departments on quarterly basis.

Methods of planning and controlling progress of projects by deter-
mining variations between actual hours expended and hours
budgeted at critical stages, with report forms.

Method of recalculation of profit distribution to associates.

Recommendations concerning partner compensation and tech-
niques for tax-sheltered income.

Establishment of drafting room standards.
Introduction of specific programs for forward planning.

Creation of new departments encompassing specialized functions
of service necessary if firm is to continue its rate of growth.

Recommendations concerning firm’s personnel who should be able
to assume more responsibilities, now and in long-range future.

Creation of position descriptions to define responsibilities.

Creation of salary review procedures for both hourly and salaried
personnel.

Establishment of job performance appraisal program.
Establishment of system of broadened fringe benefits.

Establishment of partner drawing accounts (or changes in present
drawing account procedures).

Establishment of planned public relations program.

Introduction of work-flow diagram which specifies responsibility by
job classification at each stage in progress of projects, with indica-
tions of amount of time needed at each stage.

Establishment of a method, complete with control forms, for
budgeting, planning and programming projects in order to arrive
at predetermined percentages of profit.

Procedures for establishing methods of freezing design. (Vary ac-
cording to particular needs of each firm.)

Recommendations for improvement of morale in order to curtail
turnover at essential middle-management level.

Recommendations for improving communications.

Planning and implementation of continuing new business program.



URBAN DESIGN: THE ARCHITECTURE OF TOWNS AND CITIES

SIXTH IN A SERIES OF ARTICLES
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Land-Form, City Life
and Urban Design

Le This article is about landscape painting—in reverse. It is
about landscape—and cityscape—creation.

John Marin, the American painter, once remarked about
one of his seascape paintings: “It is for the artist to paint a paint-
wave a-splashing on a paint-shore.” Marin painted natural land-
scape and the urban scene in somewhat abstract form, perhaps in
“extract” form, since he chose the elements of nature which he
could simulate in painter’s terms on canvas. Marin was moved by
the American landscape, and cityscape, too.

The American landscape has moved many artists to paint
its beauties—more, alas, in past years than it does now. George
Innes, for example, painted the landscape of northern New Jersey.
It is difficult to find there today the sights that Innes saw yesterday.

Where our American landscape used to move artists, it
now more often moves cars. One of the purposes of urban design
is to allow it to move both and, in addition, to support all of our
vast new constructions in a fashion better commendable to our
senses.

Where Marin and Innes extracted, as artists, we must
insert, as urban designers. In this, the sixth article of our series
we now concern ourselves with the total appearance and form
of cities and towns.

Lester Collins AsLA, a distinguished landscape architect,
was our advisor for this paper. We are indebted also to the sug-
gestions of John O. Simonds AsLA, his colleague. Joseph Watter-
son FAIA, edited the paper. These papers are written and illus-
trated by the head of the AIA’s Urban Design Project, Paul D.
Spreiregen.
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Urban Design and the City

Sticks and stones, nails and glass, if well-assembled, make
a house. If they are assembled with the spirit of an artist, those
same materials become architecture.

Similarly, a city is an assemblage of buildings and streets,
systems of communications and utilities, places of work, of habita-
tion, of leisure, of meeting. The process of arranging these ele-
ments together, both functionally and beautifully, is the essence
of urban design.

Because urban design is a matter of arranging material
objects, it is largely a plastic art, concerned with how things
appear and yet how they actually operate. A city is constantly
changing—Ilike landscape. The landscape can be left to nature to
administer. The city must be administered by us. These conditions
of form and the attention that must be rendered are quite familiar
to architects. Architecture is, after all, largely a matter of adjusting
forms to suit human uses according to available means for build-
ing. It is also a matter of readjusting buildings for new uses. Thus
urban design is largely a responsibility of architects; they are
well tuned for seeing things this way and they can create forms
suitable for people’s needs. ‘

As long as we have dwelt on the earth we have found ways
of making our habitations—tents or towns—harmonious objects
in the langscape. The appearance of primitive towns, ancient or
modern, usually is part of a balanced picture of man’s construc-
tions in nature, harmonious in its own parts, functional for its
own purposes, well-arranged for its inhabitants.

When we see a picturesque town we often feel as though
a happy sequence of accidental forces were at work to make it so.
Accidents there may have been, and happy ones at that, but there
is too much evidence to the contrary to conclude that it was all
by chance; evidence that our ancestors thought carefully, very
carefully indeed, about the way their cities looked and functioned.
Perhaps, too, our rationale of the happy accident and the pic-
turesque serve us as excuses for our own shortcomings. For, in
most of our cities, we have not been able to approach the old
village for simple, good planning sense and visual harmony. True,
the village is smaller and less complex. But so were the means to
overcome its problems. True too, there was a general conscious-
ness of the arrangement of the village. No experts or consultants
were needed; no illustrated brochures were produced. The beauty
and function of the old villages and towns we admire were the
products of a general awareness and active concern.

Surely this concern is not new. What is new is the com-
partmentalization of all the many specialists concerned with the
city. What is very old is the comprehensive view that refined city
or town dwellers achieved, embracing all of this. Perhaps the great
contribution of today’s urban design concern will be to set the
proper goal for all these efforts. For really, what if we do have
the best sewers, the best telephones, the best roads, the best
houses—what have we made if we have not also made beautiful
cities?

Beauty in cities is not an afterthought. It is a necessity.
Man cannot live long without beauty without becoming somewhat
distorted. Order and beauty in our surroundings are as much a pre-
requisite to human health as fresh air. Perhaps future generations



of Americans will look back on “the past” with amazement—and
let.us hope, sympathy. Perhaps they will be surprised at the way
we polluted our air and streams. Perhaps they will react to that
practice as we react to the practice in past centuries of throwing
garbage into the street. Is throwing filth into the air any less
offensive?

Because this outlook toward cities is from the standpoint
of “art,” it stands on shaky ground. The concern for urban design,
therefore, must be both practically and realistically broached.
As J. B. Jackson observed in Landscape, . . . a city exists only
by grace of the life which pulsates in .its streets and squares, . . .
art can only adorn something which the spirit has created.” We
certainly have the spirit, but where is our art? It lies in our imagi-
nations and will come forth with long, hard thought. Our spirit
we can understand by understanding the nature of our cities.

Basically, a city is a place of exchange—first a place for
exchanging simple goods, then services, then ideas. Ultimately, it
is a place for exchanging everything, and it generates the further
creation of the ideas and products which underwrite the advance-
ment of civilization. Where, then, do cities spring up and develop?
At places convenient for exchange, naturally enough—at the
crossing of routes: land routes, the meeting of land routes with
water routes, the entrance to a fertile valley, or the center of an
abundant plain.

Our own cities and towns are relatively new and their own
reasons-for-being are not unlike those of the cities of the past.
The rapid changes they undergo, including decay, are but aspects
of their continuing evolution. Understanding this evolution, from
the time of the pioneer settler, to the family farm era, to the pres-
ent period of vast consolidation of social efforts and national
production, is prerequisite to realistic and effective urban design
today. We must always search for and acknowledge the ideas and
opinions of all men who have turned their energies to the creation
of better cities and towns—better living for all of us.* But let us
add our own thoughts of a beautiful country and beautiful cities.
Let us add them in a way that may point out a fine goal for all
these efforts. Let us show what these better cities and towns, har
bors of better life, can be. $

The late teacher, Henry Vincent Hubbard, defined beauty
as the “perceived harmonious relationship of all the elements of
a thing observed.” This definition applies to the relation of a city
to nature, for that is perceived. It also applies to the relationship
of a city’s parts, and to daily living in all its details, since the life
of a city’s inhabitants is greatly determined by the physique of
the city.

A city built in harmony with the character of its topog-
raphy and in support of the best manner of civilized life creates
systems of harmonies. Such cities borrow dynamic power from
their sites and their people and, in return, transmit dynamic and
life-giving power to them.

In this article we will explore the nature of this harmony
in some of the great and beautiful cities of the world. And we will
go further and project images of what some of our own cities and
towns can become. We will look now at cities in their entirety, to
focus on details in subsequent articles.

* “Man’s Role in Changing the Face of the Earth.,” W. L. Thomas Jr, Editor,
University of Chicago Press, 1956, and “The Future Metropolis,” edited by
Lloyd Rodwin, George Braziller, 1961, NY

Berne, Switzerland

We must envision all cities and towns

this comprehensively
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La Tourette

Roof of La Tourette

The Nature of Beautiful Cities

Architects need little persuasion that beauty in architec-
ture rests-largely on the harmony between buildings and nature.
Throughout the history of architecture this relationship has been
one of its major goals.

In Taliesen West, Frank Lloyd Wright used an acute angle
of about thirty degrees throughout the major and minor junctures
and forms of his design. This angle, he explained, was the basic
angle of the hill and rock formations on the site. It was a dominant
and pervasive fact of nature which he recalled and extended into
his architecture, a key to the harmony between his buildings and
their settings.

Alvar Aalto developed a different theme for suiting his
buildings to the unique Finnish landscape. That landscape is undu-
lating, accented by rock outcroppings, and almost entirely covered
by stands of straight, pole-like trees. Aalto’s facades proceed from
the ground as stepped foundations, rising or falling according to
the shape of the terrain. The majority of his facades are long
horizontal blocks which undulate in sensitive adjustment to both
the building’s interior function and the external land form. This
horizontal emphasis is seen against the vertical subdivision af-
forded by the trees. In plan, we often see a free-form whose shape
mirrors that of a typical Finnish lake. Thus, Aalto extended the
forms of nature into his buildings.

More recently, Le Corbusier has shown how deference to
nature can bring about harmony. In designing La Tourette, the
Dominican monastery in central France, Le Corbusier found him-
self confronted with a magnificent site; one which would ask
something very great of architecture, including where, exactly,
the monastery should be placed. La Tourette was sited facing
westward just below the crest of a long ridge. Le Corbusier took
careful note of the natural conditions of this spot; he noticed that
the trees on the ridge top were quite mature and full, and that
their tops were uniquely level, forming a great horizontal plane;
he noticed the view to the west over the surrounding farmlands;
and he noticed, too, that the sun’s rays in the early morning lit
the grassy slope with a beautiful side-light.

Of course, the design reflected the inner function of the
building, but added to that determining factor was the recognition
of the facts of nature. La Tourette’s roof is flat, like the tree tops,
but is, respectfully, about thirty feet below them. La Tourette
stands on pilotis, the grass flowing uninterruptedly beneath the
building. The early morning sunlight now lights the pilotis as well
as the grass. And on the roof-top there is a promenade for con-
templation while viewing the countryside below.

The buildings of these great architects, all AIA Gold
Medalists, are beautiful largely because of their harmonious rela-
tion with nature. That basic harmony is the essential foundation
of beauty, not only in architecture, but also in cities.

Let us now consider the form and appearance of cities in
this same way.



Macchu Picchu, the pre-Columbian city of the Incas, is
set in a wild mountainous area of Peru. There the mountain tops
soar as high as two thousand feet above the stream beds. With
incredibly skillful stonework the Incas terraced hillsides, covering
them with a series of walls and buildings. The form of Macchu
Picchu developed as a series of regular geometric shapes, con-
trasting with the irregularity of nature. The architecture of Macchu
Picchu consisted of large rectangular courts, large and long recti-
linear building masses, and assertive pyramidal structures. The
landscape was a series of uniquely shaped hills forming valleys
and ravines. Thus, the forms of the city repeated this theme, but
in highly sophisticated geometric shapes. The regular buildings
were counterparts to the irregular hills. The regular court spaces
were counterparts to the irregular valleys. And the regular pyra-
mids were counterparts to the unique character of the hills.

The Mexican city of the Aztecs must, too, have been a
splendid sight of city-form as a response and complement to na-
ture. It was a group of islands floating in a lake, which gradually
became connected to the lake bottom. Eventually the islands were
stable enough to support heavy structures—pyramidal stone altars
and buildings. At the height of its beauty it was a series of island
pavilions mirrored in the lake, the background being a rim of
mountain ranges. Here was another composition of city-form as a
response to land and lake form. We find the practice of composi-
tional response in universal application, as in the American Pueblo
Indian village.

Pueblo Indians built their villages in a variety of landscape
situations which had one main characteristic—great expanse.
Their particular sites varied from flat plain to mesa-top. The form
and appearance of the villages was quite simple. Seen from afar
the Pueblo villages were an array of cubic blocks on the horizon.
Within the villages were narrow streets and at least one open
ceremonial plaza. Their holy places were underground rooms
called kivas, symbolizing the Indians’ belief that they came from
the ground. The ladder by which the kiva was entered had arms
which projected far above ground level—and the level of the roof
tops—sweeping up into the sky as a graceful curve, perhaps
symbolizing the flight of a bird. Thus, the Indian village presented
itself in the landscape, its cubic houses in geometric contrast to
the rocks and open plains, and its sweeping ladders accenting the
village against the horizon.

A use of more advanced geometry is found in more
sophisticated societies. Helsinki, Finland, is a good example. A
most striking contrast exists between its topography and the old
city of Helsinki, laid out in the crisp classic style of the early
eighteenth century. The geometry of that old plan could not con-
trast more sharply with the flowing forms of shoreline, lake and
land-form, and yet, could not be more suited to it.

Imagine approaching Helsinki from the sea, passing
through the archipelago of islands strewn about as if by a careless
child, and then arriving in Helsinki harbor, there to be confronted
by the crisp classical facades, the extensions in three dimensions
of the plan!

As artistic compositions these ventures have taken a vari-
ety of directions and there are no rules for success. There are only
challenging situations which insist on superb form solutions.

San Giminiano, Italy, is an example of a city whose appear-
ance would seem to defy nature. Yet, in its defiance, it serves, by
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accentuation, to extend nature itself. San Giminiano is on a round
hill amidst gently rolling countryside. The sight is striking, unlike
that of any other city except, perhaps, Manhattan, approached
from the sea. There were once nearly sixty slender stone towers,
the treasuries and strongholds of San Giminiano’s wealthy citizens;
ostentatious displays. Now it has less than thirty, but those few
are enough to remind us of the city’s former grandeur. The towers
rise from the cube-like array of two- and three-story houses,
extending their geometry skyward. Here, natural form is empha-
sized by complementary urban forms.

In almost direct opposition to this course of design is the
modern city of Rio de Janeiro, Brazil. There, the immense moun-
tains are more dominant than any architectural feature man might
provide. One hill, Sugarloaf Mountain, is accented with an enor-
mous crucifix, the Christ of the Andes, but for the most part Rio
is a natural site which cannot easily be overwhelmed by even the
most dominant structures we might devise. The city of Rio sits in
the lap of nature. Its lesson is to let nature do the work, not to try
to overwhelm or diminish its forms. In Rio that, of course, would
be difficult; but in most other sites it would not.

One can ponder so many of the cities in the world and
find so many different arrangements of city-form in natural form.
Where they achieve a harmonious poise which our deeper instincts
respond to, where they arouse the sense of reason and poetry in
us, there we find beauty.

Such is the case of Assisi, the hill-town of St Francis, which
sits on a long ridge-like hill amidst farmland and terraced hillside.
Assisi has a form found in few cities in the world. Most of the
town is on the southern side of the hill, obviously for the sunlight’s
warmth. But the cathedral of Assisi and its related monastery
group is built on an arched masonry terrace extending from one
end of the hill. Here, the architecture subtly dominates and, at
the same time, avoids a heavy-handed suppression of the essence
of the landscape. For the church group is an extension of the key
aspect of the hill, its length.

Assisi has another asset which is often overlooked when
considering the aspect of cities. While the view of it from the
surrounding land is superb, the view of landscape from it is
equally striking. From unexpected niches and openings set in
some of its most dense quarters, one often has a beautifully
framed view of the gréen tapestry of terraced countryside around it.

Architects, working in even the most fortuitous periods,
can seldom hope to design whole cities. More often they contribute
a key accent to its form, one which may be as telling as the
alchemist’s touchstone. Two old French towns demonstrate this—
Chartres and St Flour.

The first view of the town of Chartres has a magic that
challenges explanation. Is it the beauty of the flat farmland which
surrounds Chartres? Is it the sense of expectancy that is the
prelude to actually seeing one of the greatest works of Western
art? Is it the sight of the two towers? Perhaps the Gothic towers
are a partial clue. They do more than mark the facade of the
church. They also mark a key spot in the town and accent the
landscape in precisely the right way. They are delicate and lithe,
spears pointing to heaven, their differences in treatment and height
emphasizing their heaven-bent ambition. For the plains around
Chartres, for the mound-like town itself, these towers are per-
fectly right.



St Flour is in a different landscape. A fortified town on a
hill, it was a sentinel among harsh valleys and hills which were
difficult to traverse except through the valley St Flour guarded.
Its foreboding aspect is emphasized by the color of the native stone
used in its buildings and its cathedral. That stone is a dull, leaden
gray.

The towers of St Flour—earthbound and guardian—are
as suitable to their valley setting as the towers of Chartres—
graceful, delicate and lofty—are for its plain landscape.

We can also find clues to the role of urban form by con-
sidering details- in conjunction with each other; for example,
accent and entrance approach.

Istanbul, approached by sea, is seen as a mound-like hive
of buildings on a peninsula. Minarets and mosques accent its
skyline. There are no grand landing places for ships. Ships coming
to Istanbul pass around the city and enter the protective Golden
Horn. For the climax to arrival in Istanbul in the past was not at
its entrances, but rather in the palaces of its rulers and at its
religious and cultural focal points—the mosques. The mosques can
be spotted from afar by their pencil-like minarets which block out
the space of the mosque. Indeed a space it is which the mosques
occupy, a space arousing a profound impact on the visitor who has
had to traverse long, crowded streets to arrive at the great mosque.

In contrast to Istanbul, Venice presents a grand entrance
to the visitor arriving by sea. Venice is reached by water through
the Adriatic, and is entered through a channel cut in a long sand-
bar which encloses the Venetian Lagoon. It is clearly seen from
afar—the entrance being marked out aerially by the Campanile
of the Piazza San Marco. Flanked by a pair of columns, the en-
trance Piazzetta affords a fine view of the Ducal Palace to the right,
the Church of St Mark beyond, to the left the tower and library—
all this says welcome to the visitor and draws him into the Piazza
which is the heart of the city. At this portal spot in Venice begins
the main corridor of the city, the Grand Canal, which winds its
way as a giant “S” through the whole island group.

Evéry decision on urban form and appearance must derive
from the artist’s awareness of the conditions of the place. Often
the decision for action can take a very simple form. Such was the
case in Renaissance Rome under the Popes.

Rome is characterized by many orange-colored buildings
which act as foreground and surroundings to the monumental
churches and palaces. The orange color is not an accident; it was
once a legal requirement imposed on all new buildings. A Renais-