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Discerning architects and homeowners increas-
ingly seek the integrated design and functionality
of a ‘system’ kitchen. This is a ‘whole solution’
resulting from a seamless blend of functional,
aesthetic and material qualities that cannot be
achieved through a traditional approach.

Words like ‘millwork’, ‘casework’, and ‘cabinets’ —
and the traditional specification of these ‘parts’ —
do not describe or lead to this integrated result.

It takes a specific kind of partner to create a
kitchen that delights its users at every level while
also seamlessly integrating with architecture.

Only a company that integrates world class prod-
uct design with manufacturing, while also provid-
ing a specialized design service to the architect

and homeowner, can achieve this result.

You need the ability to personalize the solution.
And we all want to set a new, high bar for craft
and material quality.

All of those things in one package are a very
hard thing to come by.

So we created Henrybuilt.

Not just for the kitchen. For every room in the home.

HENRYBUILT

FOR INTELLIGENTLY DESIGNED HOMES THROUGHOUT NORTH AMERICA



@DINIA Modern elegance for your doors.

Manujactwners of Locksels & Fhchilectunal Hardwanre

Cedan Grave, NJ www.Omnialndustries.com - (§00) 3/0-7960



/

Lighting that goes where your
Imagination takes it.

Up a wall, across a ceiling, down to a pendant right in front of you.
All in a single, clean line.

The Linea” and Griv® 1.5 System

A perfect pairing. For endless possibility.

amerlux.com/commercial

amerlux

Passion. Power. Performance.



WONDERFULLY
PLAYFUL

With the spring covered hose,
the Planar 8 Flex Faucet from
Franke is designed to let you feel
free and have fun in the kitchen.
Whether it’s washing up pans,
filling up a pot for pasta, or just
standing back and admiring,

this faucet is the perfect balance
of performance and design.

Make it wonderful at Frankeksd.com

MAKE IT WONDERFUL EEE
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TO DRAW BY HAND OR BY MOUSE?

The dean of an East Coast architecture school was recently asked, “do
you still teach your students hand drawing?” “No,” he responded, “and we
don’t use slide rules or Rapidograph pens. Students today come to us as
totally embedded in the digital world and that’s how they communicate
and think.”

Yet here at AN we seem to receive a book or peer review journal nearly
every week on the importance of freehand drawing in architectural
practice. There is no question that buildings are no longer constructed
following pages of hand drawings—that it is now entirely digital and
the process is smoother and more precise for it. In addition, there is a
digital divide still in the profession between those who trained and began
practice doing hand drawings and those who learned entirely on a
computer. Richard Meier famously goes nowhere near a computer. He
gives his hand drawings to a computer savvy office worker to translate
into useable digital files. The late Michael Graves, according to J. Michael
Welton, who recently published Drawing From Practice, believed,
“computers are now taking the architect away from what he and others
call ‘humanism.” More convincingly, Graves also claimed, “a drawing
leaves the question open, and leads to the next drawing.” A computer,
he argued, does the opposite. “It wants the finality of closing the question.”

The beautiful watercolor drawings by Steven Holl are a testament to
the power a hand drawing can still have in the design process. The real
question is whether it is still necessary or even helpful for architects
to know how to do a quick and simple hand sketch or rendering? Is
anything more lost by architectural design and representation being
filtered through a mouse pad than when writers changed from typewriters
to computers?

Drawings are in some way drawings whether they are done by hand or
a computer. Peter Cook, for one, claims, “one or two of us don’t much
care whether the drawing itself is covered in lead and sweat, caressed by
layers of sediment or watercolor, is a partly photo-shopped manipulation,
is caressed by the soothing characteristics of Maya, or dragged at extra
speed through a printing machine.” It is that quick transformation of
an idea represented on a page before it goes into CATIA or Rhino that
is the most exciting part of the design process and how it is expressed,
represented, and communicated.

Carlo Scarpa famously wrote, “I place things in front of me, on the
paper, so I can see them. I want to see, therefore I draw. I can see an image
only if T draw it.” There is still an open question whether computer
drawings have this immediacy—Ilet alone the poetry and design of the
best hand rendering. In the late 1960 and 70s, as conceptual and video
art swept through the art schools, artists did not drop drawing and
painting. Much of today’s most compelling art is a synthesis of all these
modes of presentation. Likewise, schools of architecture should not
take a one-size-fits-all approach to representation and exclusively teach
the digital.

It is likely we are in the middle of a change in design production
similar to the moment Brunelleschi left the workshop and went into a
quiet room to draw. But architecture schools should continue to promote
the idea of collage in representation, so that all ideas are displayed
equally, not flattened by design programs onto a monitor.

WILLIAM MENKING

LANDSCAPE ARCHITECTS WEST 8
SELECTED TO MASTER PLAN
HOUSTON BOTANIC GARDEN

Hot Botany

Houston'’s flourishing arts and culture
firmament stands to gain another leg-up,
with master plans for the first Houston
Botanic Garden underway. The non-profit
organization has designated landscape
architecture practice West 8 to helm plans
for a new garden on the site of the 120-acre
Glenbrook Park Golf Course, located between
downtown and Hobby Airport. Houston
Botanic Garden will take control of the site,
which is currently leased to it by the City of
Houston, if it can raise $20 million by the
end of 2017.

West 8, which was commissioned on
April 1 following a national search process, is
in the midst of site analysis and input from
local stakeholders regarding a vision for
the cultural institution. “The arts community
is very strong in Houston, so this botanic
garden is kind of a high-level vision of
what we hope to achieve,” said Jamie
Maslyn Larson, principal-in-charge of West
8's American projects.

Bisected by the Sims Bayou, the Glenbrook
site hosts multiple wet and dry ecosystems
and is integrated with a flood-proof channel.
Meanwhile, the 18-hole golf course’s
undulating topography offers both challenges
and perks, said Larson. “Fortunately,
there are a lot of great shade trees and the
potential to shape and sculpt the land in
a way that’s already providing views and
vistas, and we would like to expand the
vocabulary that's already there,” she said.

Given Houston'’s heat and humidity,
providing adequate shade, air circulation,
and flood prevention will be a necessity
for the design. “Anything you design
in Houston has to honor the hydraulic
conditions. It would be our plan to capture
rainwater and reuse it as much as possible,”
said Jeff Ross, president and CEO of
Houston Botanic Garden.

The Glenbrook site is surrounded by
two residential areas, rendering it “less
commercial” than the other considered site,
the Gus Wortham Golf Course north of
Idylwood. The Botanic Garden lost a bid in
January to the Houston Golf Association for
that plot of land.

COURTESY HOUSTON BOTANIC GARDEN

Larson explained that the designers
are fine with the site they ended up with,
swampy terrain and all. “We're thrilled that
there’s water on the [Glenbrook] site. On
two levels: There’s the meandering channel,
which makes part of the garden like an
island because you have to cross bridges to
get there...it's definitely something that we
think has potential to make a more visceral
experience in the garden,” she said, adding
that the Sims Bayou will be a linchpin for
education, conservation, and research within
the garden. “Part of Houston Botanical
Garden's goal is to really get integrated with
the science community and with children
so the garden can really be the go-to-
place for Houstonians to get real hands-on
experience in the garden and learn concepts
that are more tactile.” KINDRA COOPER

MEET THE STREET

We saw your editorial on design
organizations yesterday (“Design
Organizations Need to Meet the Street,”
AN 04_03.18.2015) and were thrilled

to see the positive things you had to say
about the Center for Architecture. After
repositioning the Center as a 501(c)3, we
are more committed than ever to public
outreach and really promoting the idea
that design matters to a general audience.
We're very proud of our storefront and
we're happy to hear you are too.

CAMILA SCHAULSOHN
AIA NEW YORK CHAPTER, CENTER
FOR ARCHITECTURE

CORRECTIONS

In our Q&A with Marshall Strabala
(ANMW 04_04.15.2015), we misattributed
the lead architects of the Shanghai Tower.
Expected to open later this year, the
Shanghai Tower was designed by a Gensler We regret the errors.
team led by Jun Xia, of which Strabala

was a director of design. Before he left to

start his own firm, 2DEFINE Architecture,

Strabala worked with architects at Gensler

on the Shanghai Tower, as well as Thornton

Tomasetti, Cosentini, PHA, Tongji University,

and Edgett Williams Consulting Group.

mistakenly listed the Kinder Foundation as
a stakeholder in the General Plan. In fact,
the Kinder Foundation is not involved in the
General Plan in any way.

LETTER

In our feature article on the development of
a General Plan for Houston (“Houston, We
Have A Plan,” ANSIW02_03.11.2015) we
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THEBELL RINGS IN SILENCE

There's one question on everybody's mind in New York this spring: What happened
to Rick Bell? On March 27, without warning or explanation, the former executive
director of AIANY and the Center for Architecture tendered his resignation,
effective immediately, which AIANY's board of directors promptly accepted.

The unforthcoming announcement stirred up a steamy fountain of rumor and
conjecture—very little of it fit for printing—over what could have precipitated Bell's
speedy departure, and AIANY's continued reticence on the matter (there seems
to be a gag order in place among its staff) hasn't done anything to lessen the
shear salacious heights to which the gossip has climbed. Bell, for his part, doesn't
seem to be very phased by the upheaval. Eavesdrop spotted him at the Storefront
for Art and Architecture’s annual benefit party—held this year in the un-finished
lobby of the Rafael Vifoly-designed 432 Park Avenue—wearing a T-shirt that read
“I Am Still Alive" and smiling like the cat that ate the canary. Also like a cat, Bell has
landed on his feet. On May 8, New York City Department of Design and Construction
Commissioner Feniosky Pefia-Mora announced that the agency had hired him

as its executive director of design and construction excellence. Meanwhile, in an
interesting game of musical chairs, the AIANY appointed David Burney, who re-
cently left his post as commissioner of the DDC, as its interim executive director.
SEND HOME MOVIES AND BALL GAGS TO EAVESDROP@ARCHPAPER.COM

EAVESDROP> THE EDITORS

UNVEILED bridge. Panels in the skylit
ceiling of the atrium form a
five-pointed star, the symbol
of the Medal of Honor.

The museum's entry
is housed in a green-roofed
pavilion building that also
accommodates a 240-seat
auditorium, museum shop,

overlooks the sea at the tip
of the site, connecting to
the museum by a two-level
pedestrian bridge.

Silver Spring, Maryland—
based Gallagher & Associates
is planning and designing
the exhibition spaces. The mu-
seum is expected to cost $98

THE NATIONAL MEDAL

OF HONOR MUSEUM

The National Medal of Honor
Museum Foundation has
unveiled a design by Safdie
Architects for the United

States’ first-ever museum
dedicated to telling the story
of the Medal of Honor and
those who have earned it.
Located at Patriot’s Point
in Mount Pleasant, South
Carolina, on the east side
of Charleston Harbor, the
museum’s site has as its most
prominent built neighbors the
cable-stayed Ravenel Bridge
and the aircraft carrier U.S.S.
Yorktown, which itself is now
a museum. Safdie Architects
took these two icons of the
region as contextual inspiration
for its design. The concrete
and glass structure has a
similar gray-blue color as the
Yorktown. Perched over its
wetland site on pylons, the
building rises to 128 feet high,
standing above the surrounding
trees and matching the height
of the aircraft carrier. Five
galleries radiate out to form a
central atrium, levering out in
section and creating a sense
of tension and strength, much
like that expressed by the

curatorial and archival space,
and administrative offices

for the Congressional

Medal of Honor Society, the
Congressional Medal of Honor
Foundation, and the National
Medal of Honor Museum
Foundation. A 140-seat chapel

million and to open in early
2018. AARON SEWARD

Architect: Safdie Architects
Client: National Medal of Honor
Museum Foundation

Location: Mount Pleasant,
South Carolina

Completion Date: 2018

COURTESY THE NATIONAL MEDAL OF HONOR MUSEUM FOUNDATION

DC PUBLIC LIBRARY

k4
UPDATED PLANS RELEASED FOR
MIES' MLK LIBRARY IN D.C.

THE MIESIAN TOUCH

In early 2014, the District of Columbia Public
Library announced that the Washington, D.C.-
based Martinez + Johnson and the Dutch firm
Mecanoo won the competition to reimagine
its central branch, the Martin Luther King

Jr. Memorial Library—a Mies van der Rohe-
designed building that opened in 1972. In the
teams’ submission, they pledged to “improve
Mies in a contemporary Miesian way."

Now, after about a year of feedback, the
library has released a new batch of images,
after a $208 million renovation. However, a
representative for Martinez + Johnson told AN

that the plan is still evolving and these images
are really more ideas than concrete plans. More
finalized plans are expected when the two firms
present to the Historic Preservation Review
Board and the Fine Arts Commission in June.

The new images depict significant changes
from the first go-round, such as an undulating,
one-story glass pavilion that would be used
for library programming, and topped by a green
roof. Interior spaces have also been retrofitted
to accommodate educational technologies and
a wider array of programming, in addition to a
performance space and a Maker Space inside
the building.

This project has a long way to go before
construction starts. The Washington Business
Journal reported that most of the funds will not
be released until 2018 or 2019. HENRY MELCHER

Masaru Series
LANDSCAPE CONTAINER

Good design, fine craftsmanship, enduring material

4 sizes available

High-strength, 6000+ PSI concrete
Endless color options

KornegayDesign.com | 877.252.6323
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OPEN> RESTAURANT

THE GREY

109 Martin Luther Jr. Boulevard
Savannah, GA

Tel: 912-662-5999

Designers: Parts and Labor Design and
Felder & Associates

One of Savannah’s long-shuttered Art
Moderne marvels, the former Greyhound Bus
Depot on Martin Luther King Jr. Boulevard,
has been reborn as an elegant bar and

restaurant, aptly named The Grey. Managing
partner Johno Morisana teamed up with
chef Mashama Bailey, who spent much of her
childhood in the Spanish Moss—laden city, to
open the local eatery.

New York-based studio Parts and Labor
Design (PLD) collaborated with local firm
Felder & Associates to rehabilitate the 1938
bus terminal, originally designed by architect
George Brown. “We wanted to pay homage
to the design style, but do it in our own way,”
explained Jeremy Levitt, principal at PLD.

The designers revived the space through
a combination of meticulous restoration
and new modern furnishings and decorative

lighting. They captured the era’s streamlined
geometric forms and, instead of skirting
around the terminal’s complicated history,
thoughtfully maintained remnants from the
building’s Jim Crow-era past. The waiting
room once designated for African American
passengers is now a vestibule and restrooms
displaying the photography of Jerry Harris,
whose work Levitt characterized as “racially
charged but appropriate” of the African
American experience in Savannah.

The old depot’s labyrinth of rooms has been
transformed into a gracefully meandering
series of spaces to eat, drink, and socialize. A
casual diner at the front—anchored by a bar

made of blue vinyl, white oak, and zinc—
leads into an expansive dining area, which
was formerly the main terminal. Decorative,
water-jet-cut stainless steel panels are mounted
to the original Masonite, a nod to the art deco
roots of the building. Upstairs on the second
level, the female bus drivers’ shower room,
featuring the original mint green tiles and
clad in oak paneling and stainless steel, has
been converted into a private dining room.
Downstairs, the men’s bunker is now the wine
cellar, and the boiler room serves as another
intimate private dining room. The yard where
buses used to pull up is an outdoor area for
live music and pig roasts. NICOLE ANDERSON

BELZBERG ARCHITECTS DELIVERS AN UNEXPECT-

bubbles and capped by a lacy,

Smooth limestone clads the

structure, but punched

ED DESIGN FOR A BEVERLY HILLS OFFICE

SURPRISES

Driving along Wilshire
towards its intersection with
Santa Monica Boulevard, one
is distracted from the usual
backup of traffic by a most
unusual building. At first
glance it appears disturbingly

assertive: a shiny bauble
shoehorned into the inept
historicism and generic
modernism at the edge of
Beverly Hills" Golden Triangle.
The glass facades feel puffed
up, like a cluster of soap

undulating canopy. However,
it's unwise to rely on first
impressions. Never judge a
book by its cover, or dismiss a
party guest who may be talking
too loudly and wearing too
bright a jacket, but turns out
to be the most interesting
person in the room. So it is
with the Gores Group offices:
a model of invention and
sustainability.

Belzberg Architects
remodeled 9800 Wilshire
for the private equity firm,
creating the most innovative
skin, interior, and roof garden
of any commercial building
in Los Angeles. Its third floor
is linked by a bridge spanning
an alley to another suite of
offices atop a new six-level
parking structure on South
Spaulding. “We covered
the two facades in bubble
wrap, to create performance
patterning, activating the
surfaces with the reflections
of moving traffic,” said
Hagy Belzberg. “In addition,
it's a thermal barrier that
shuts out noise, filters light,
and ensures privacy for
the occupants.” Buses and
trucks pass within ten feet of
the north face, and they are
turned into a kinetic spectacle
for pedestrians and silent
phantoms for those within.

original shear walls at the
base, and the stone was
water-blasted to extend

the curvilinear forms of the
glass, so that the whole
facade dissolves into motion.
The former CAA Building
(now occupied by Sony)

is a sensuous sweep of
travertine that Michael Ovitz
commissioned from .M Pei,
but it has worn rather badly,
and now looks drab beside its
new neighbor.

It took 18 months of R&D
with Wiretech, an Ohio-based
company that produces
slumped glass, to test different
thicknesses and come up with
the right shape in repeatable
panels. The Gores facade
comprises three variations,
randomly arranged. In the 3.5
inches of separation between
the flat inner surface and the
double outer skin is a layer
of polycarbonate that serves,
like fritting, as a privacy
screen. It allows occupants
to see out but not be seen.
Hot air is evacuated from the
inner space in summer and
recycled to warm the interiors
in winter.

The offices are entered
from the alley to the rear.
Belzberg and project architect
Cory Taylor retained much
of the existing steel-framed

out a central void for a lofty
reception area and skylit
stair hall, which pulls natural
light into the center of the
building and serves as a
social condenser that fosters
interaction between staff
working on different floors.
The staircase is treated

as a sculpture that mimics the
fluidity of the exterior. Water-
bent strips of whitened

ash form a continuous
arched balustrade that turns
and ascends through the
four stories and frames a
glimpse of a rooftop tree.
The conference room
opening out of the lobby,
and the top-floor boardroom
are walled in glass to convey
a sense of transparency,

as are most of the private
offices. Across the bridge

is a racetrack plan of glazed
offices that open onto a
richly planted courtyard that
convey a sense of rus in
urbes. Joan Behnke selected
furnishings that give the
interiors a residential feel,
and made good use of the
firm’s contemporary art
collection.

The roof garden is a first
for Beverly Hills, and Belzberg
had to fight for six months to
secure a waiver on the absurd
regulation that allows only

service equipment. A new
roof, reinforced to support

a greater load and conceal
ducts, was installed. Concrete
pavers alternate with plantings
and seating for alfresco
lunches and receptions.
Undulating canopies of fretted
white-lacquered steel cast
lacy shadows and echo the
profile of the Hollywood Hills.
It's an additional facade that
peeks down to the street
and can be enjoyed by the
occupants of taller buildings.
Landscaping enhances the
workplace and contributes
to the sustainability of the
building. Hopefully the

city will drop its irrational
prohibition and encourage
others to emulate Gores.
MICHAEL WEBB

EMILY ANDREWS

BENNY CHAN
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COURTESY LUTRON

JOEL SPIRA,
1927-2015

The name might not sound familiar, but his
vision and products have affected us all. Mr.
Spira was the founder of Lutron Electronics,
a lighting control company based in
Coopersburg, Pennsylvania, located outside
of Allentown, Pennsylvania. Dimmers were
originally introduced to create ambiance
by lowering light levels and creating warm
glows while saving energy. One of Lutron’s
original marketing slogans encouraged
customers to use dimmers to “dial romance.”

Today, the field of lighting controls has
grown to include multiple energy-saving
applications—reducing excessive or
redundant light in spaces and creating
multiple aesthetic moods in a simple space.
The field now addresses both electric and
natural light, with the addition of silent
and automatic daylight shading devices to
minimize glare and maximize additional
energy savings. All of this growth is based
upon the simple rotary, solid state (triac)
dimmer that every house has over the dining
room table. That same dimmer, which Mr.
Joel Spira invented in 1961, now resides in
the Smithsonian Institute.

| originally met Mr. Spira when | worked
for Lutron Electronics after graduating from
The Pennsylvania State University. As an
architectural Engineering student | had
several internships at various Philadelphia
Architectural firms. Because | had one
lighting class, | was the expert and began
specifying lighting and controls. At a product
fair, | saw a table full of working dimmers
and began evaluating the products that | had
previously specified. Six months later, | was
working for Lutron, a company that typically
hired mechanical and electrical engineering
graduates. As a designer | was an experiment,
but their leap of faith showed Lutron’s
commitment to talent diversification and to
supporting multiple university programs.

At first, Mr. Spira was intimidating to
work for. Not because of his demeanor or
actions, but because of his true brilliance, his
tough questions, and his refusal to accept
failure. It was this tenacity that continually
pushed the company and inspired all of his
employees. Anything could be done: For
example, when frustrated with the multiple
remote controls for his television and
electronics, he envisioned and developed
the first master remote control. This was
back when most of us didn't even have
remotes for our televisions. His vision and
ability to see product possibilities based

on ergonomic or human factors ensured a
steady stream of products years before any
of his competitors. We can all remember
the Nova linear slide dimmer, or the game
changing GRAFIK Eye preset controls,
that made preset scenes simple, practical,
and affordable.

Mr. Spira’s own life experiences shaped
the company that he formed. He served in
the Navy as a radar designer during World
War Il and then received a physics degree
from Purdue University. The company has
been committed to hiring engineers from
the college since day one and Mr. Spira
was also committed to supporting returning
military troops. Lutron continues to recruit
and hire Junior Military Officers, and did so
long before it was fashionable.

He was a true visionary. While in the
Orient, sourcing electronic components,
he discovered Asian Pears. He became an
expert on the pears, and eventually started
his own orchards in Pennsylvania. Soon
after, his orchards and new ways to market
the pears created one of the largest Asian
Pear orchards in the United States. Not bad
for an engineer.

As the company expanded rapidly, Mr.
Spira’s sense of family and commitment and
loyalty to employees was shared through-
out the company. It truly was a family affair.
While Joel was envisioning products and
refining old ones, his wife Ruth ran the
communications department. One of his
own daughters, Susan Hakkarainen, had to
work her own way up through the company
and is now a co-chairman. The Lutron family
meant something unique to Mr. Spira, and
there are numerous multi-generational
families still working there.

We all must follow our passions, and Mr.
Spira respected that, too. In the mid 1980s,
| left Lutron to follow my passion: lighting
design. Over the years our relationship
actually grew, even though we were miles
apart and had more limited interactions.
Like always, when Joel talked with you, he
always had time to really listen to what you
were saying. Candid conversations about
the lighting marketplace or the future of
controls evolved into documentation and
product changes happening overnight.

Not only did he listen, he acted upon
conversations. He always looked at what
his customers’ needs and wants were

and worked back to a solution or product.
As a result, his impact in the architectural
design community has been enormous. In
fact, Lutron controls are in most landmark
projects around the world.

That original dimmer provided drama
and mood for residential projects, and
that evolved into the world of hospitality
projects. With the perfection of solid-state
fluorescent dimming, the use of Lutron
products in the commercial world allowed
for full-range dimming previously limited
to residential and hospitality projects. Today,
Lutron’s product advancements continue
with wireless controls for lighting as well as
shading systems. These products add the
benefit of energy efficiency and have helped
billions of square feet of global real estate
achieve sustainability goals and reduce their
environmental footprints.

While known as the man behind the
modern dimmer, Joel Spira has truly left his
mark on the world and his spirit will glow
into the future, a true inspiration to us all.

CHIP ISRAEL IS THE CEO AND FOUNDER OF
LIGHTING DESIGN ALLIANCE.

Culture

Every day 300,000 subway riders stream through
Manhattan’s Fulton Center, their underground trek

now brightened by entertainment venues and daylight
reflected from its skylit cable-net overhead. An integrated
artwork by James Carpenter Design Associates,
Grimshaw Architects, and Arup, this marvel of
collaboration is a new bright spot beneath city streets.
Read more about it in Metals in Construction online.

Ornamental Metal Institute of New York

WWW.OMINY.ORG
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CRIT> WHITNEY MUSEUM

It has been a long winter in New
York. Spring is finally burning off
the fog of malaise that has seemed
to settle on many New Yorkers.
Fatigued by crowded subways with
increasingly frequent delays and
endless talk about skyrocketing
rents and rising costs of living, New
York hasn't seemed like the vibrant,
stimulating urban caldron that it
used to be.

In cultural circles there has been
endless hand-wringing about the
state of the city's museums, most
exemplified by the many critical
freak-outs about the current Bjork
exhibition at MoMA, which most
art writers have dismissed as both
cynical and superficia—symptomatic
of a slavish drive for spectacle
events over serious artistic or
scholarly engagement. Playful yet
earnest, the Whitney Museum has
often served as a foil to MoMA's
high gloss enterprises. So the
Whitney's confident return in a new
Renzo Piano-designed home at the
foot of the High Line feels like a
refreshing and edifying corrective.

Whitney officials have touted
the new building as a “playground
for artists.” A small historical show
in the museum'’s free gallery off
the lobby documents this artist-
centric tradition, which dates to the
museum’s founding by the sculptor
and heiress Gertrude Vanderbilt
Whitney. The museum’s smart,
low-key curators want to keep that

tradition alive even as they join

the big leagues, and they have had
a direct hand in the shaping of the
building to suit their needs. The
museum has gained a tremendous
amount of new gallery space (50
percent more than in their old
Marcel Breuer—designed home)

of differing scales and lighting
conditions, all of which are designed
to be easily reconfigured as needed.
They also have, for the first time,

a small auditorium and theater for
film and performance events, which
opens out to a large terrace. Even
better, the art looks great on the
walls. Now we get to see much
more of the Whitney's important
collection, and the museum can
better examine and interrogate the
history and future of American art.

Just as important, the museum
and its architects (Renzo Piano
Building Workshop partnered with
Cooper Robertson & Partners) have
created a viewer-centric space. It's
a big building that never succumbs
to gigantism. It offers many places
for reflection, refreshment, and
repose, like sofas facing out to the
High Line or the Hudson. It also
offers options to relax and avoid
museum fatigue, like a pleasant
café on the eighth floor, or a series
of terraces overlooking the world
famous elevated park. You can also
take the exterior stairs from terrace
to terrace for still more fresh air and
remarkable city views.

Many have complained about
the building's somewhat ungainly
exterior, which has two very different

faces. The Hudson-facing side is
canted and ship-like except for a
protruding rectangular volume. The
High Line facing side is even more
of a jumble, with the stepped back
terraces and spindly staircases

and catwalks. Given the context of
the formerly industrial Meatpacking
District, Piano’s building doesn’t
seem entirely out of place. He
seems to have designed the
building from the inside out, putting
function first and capitalizing on the
surprisingly spectacular site.

It is also built to withstand Sandy-
scale or worse weather events, a
necessity given its riverside location.
No art is held below the third floor,
save for a small (again, free to the
public!) gallery on the ground floor,
which could easily be evacuated.

Piano's building lacks the rich
tectonics and the memorable
heft of the vacated Breuer building
uptown. While moving through
Breuer's building was a profound
architectural experience imbued

The new Whitney in the Meat
Packing District affords views of
both the High Line and Hudson River
from different perches and terraces.

with a sense of craft and traces of
the hand of the architect, Piano's
Whitney is more like a machine

for viewing. Piano and the Whitney
curators understand that viewing
art is not a static act, but rather a
sequence of experiences of looking,
focusing and unfocusing, thinking,
moving, standing, sitting, etc. Its
gently lit galleries, carefully framed
views of city and river, and moments
for reflection, combine to create
perhaps the most satisfying museum
environment among the city’s large
art museums. It's enriching rather
than exhausting.

Piano may not have made a
building to love, but he has made a
building that will allow the Whitney
to evolve and grow in its ambitions,
and possibly to become an institution
about which weary New Yorkers
can rejoice. ALAN G. BRAKE
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THE WHITNEY RETURNS DOWNTOWN,
WHERE IT ALL BEGAN

VESTIGES OF
BOHEMIAN NEW YORK

The beloved Marcel Breuer headquarters
for the Whitney Museum of American Art

at Madison Avenue and 75" Street was in fact
the institution’s third home since Gertrude
Vanderbilt Whitney founded it in 1931.

With the May 1 opening of a fourth, Renzo
Piano—designed Whitney location at the southern
Gansevoort Street source of the High Line
(and with the Breuer building secure in the
operating and contemporary curatorial hands
of the Metropolitan Museum), the time is
right to understand its architectural origins and
creative pedigree.

Miss Vanderbilt grew up in what still holds
the record as New York's biggest residence:
the 103-room 1893 Renaissance Revival house
built for her father Cornelius Il. It stood until
1925 on the Grand Army Plaza site that now
features the Bergdorf Goodman flagship as
opened in 1928, designed by the 20™ century
maverick Ely Jacques Kahn.

The Mansion was designed by the Beaux
Arts trained architect George Browne Post,
whose greatest surviving trace is the newly
glistening, hipster-haven Williamsburg Savings
Bank at the foot of its name-sharing Bridge.

(If still standing, the old Vanderbilt mansion
could by birthright be home to great-grandson
Anderson Cooper...)

As a wealthy self-defined bohemian and
skilled sculptor, daughter Gertrude set out in
1907 for Greenwich Village, where she created
her first studio in a former stable at 19 MacDougal
Alley, the mews-like cul-de-sac between West
8™ Street and Washington Square North. This
first burst of gentrification was steadily followed
by the acquisition of four 1830s Greek Revival
brownstones, numbered 8 to 14 along West 8"
Street proper, as well as the alleyway stables
attached to each.

As her real estate footprint grew, so did
her circle of fellow contemporary artists and
the impulse to collect and display this collective
accomplishment. The amalgamation of now
interlaced buildings, which she started to call
the Whitney Studio Club, set the stage. It
was her home, her workplace, her personal
kunsthalle, and a welcoming salon for artist
friends often shunned elsewhere. Here was
held, for example, the first exhibitions of John
Sloane and Edward Hopper.

Perhaps of foremost initial design importance
was her own personal sculpting studio built
atop 19 MacDougal, conceived by her artistic
fellow traveler, Robert Winthrop Chanler,
as multi-media gesamtkunstwerk of painted
bas-relief, decorated surfaces, and stained
glass windows. (The Chanler Studio in particular
has been on the World Monuments Fund's
renowned Watch List since 2012.)

When the by then Mrs. Vanderbilt Whitney's
offer to donate 700 contemporary artworks
by Americans was refused by the Metropolitan
Museum (Hopper? No thank you.), as well
as soon after by the Euro-centric Museum
of American Art, she created the Whitney

Museum of American Art in 1931. Taking matters '

into her own hands, Gertrude launched it for
the display and appreciation of contemporary
art—the 20™-century up until then and proceed-
ing onward. She did so with her long-time
assistant, Juliana Force, recognized ever after
as the Whitney Museum'’s first director.

These two women—besides their art

collecting—were also an important, unsung
catalyst for modern interior design and the
evenly-illuminated white cube aesthetic that
still sets the standard of museums worldwide,
even as they keep growing in scale and room-
denying flexibility. This architecture unfolded
in a warren of early 19" century domestic
residential interiors with attached stables, whose
generous volumes emerged with the removal
of stalls and haylofts. The result helped foretell
the formal future of museums, even as its
historic role goes largely unnoticed today.

Mrs. Whitney and Ms. Force did so in
partnership with the design team consisting
first and foremost of her son-in-law, architect
Auguste Noél, and his umlaut-free firm of Noel
& Miller Architects. Like Jacques Kahn, this
team was Beaux Arts trained, yielding to the
classically descended vocabulary of art deco
and especially its later offshoot, moderne,
which heralded capital-M Modernism. They
worked with a society interior designer of like
urbanity, Bruce Buttfield.

In 1954, the Museum decamped for its
second home, which was a building on West
54" Street just west of Philip Johnson's
reconfigured MOMA sculpture garden, where
the Taniguchi’s Lewis B. and Dorothy Cullman
Educational and Research Center stands today.
It too was designed for the Whitney/Force duo
by Noel & Miller, but it turned out the shadow
of its juggernaut neighbor was too strong both
physically and metaphorically and off they
went to commission the great Breuer reverse
juggernaut masterpiece, which opened in 1967
as an instant landmark on the Upper East Side.
Contextual it was not.

It was at this time that the old Whitney
Studio and Museum crucible on West 8"
Street became the New York Studio School
(NYSS), opening in the academic year 1964/65.
Now at the half-century mark, this Whitney
legacy holds a place as a leading independent
school of fine art pedagogy grounded in the
traditional atelier of life study and a rigorous
pedagogy to provide the springboard for
a professional career. It resolutely does so
in the heart of Greenwich Village, existing
today as a precious trace of New York's first
Bohemia on what is now a street undergoing
rapid commercial and residential gentrification.
Stepping inside, the visitor today discovers a
fascinating palimpsest of the old townhouses
and former stable voids altered as galleries
with then-radical recessed bands of ceiling lights
and moderne details of travertine floors, aluminum
railings, and jazzy doorjamb thresholds. This
glimpse of design modernism and its tie to
American art of the 20" century as it prepared
for global supremacy in the wake of World War
Il'is a sort of secret cultural treasure, living and
breathing still as a place for making art.

The Whitney's return downtown brings it
closer to home as still evident to the roving
architectural eye. Take a look when next
passing by. PAUL GUNTHER

COURTESY NEW YORK STUDIO SCHOOL

While the world watched, One World Trade Center
grew in both height and symbolism, its 1,776-

foot crystalline form bringing unmatched views
back to Lower Manhattan. A redundant structural
steel frame, the result of creative collaboration
between Skidmore, Owings & Merrill and WSP
Cantor Seinuk, ensures that its safety is as
substantial as its stature. Read more about it in
Metals in Construction online.

J1 Steel Institute of New York

WWW.SINY.ORG
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I met Jordan in the fall of
1952, quite by accident, having
jumped from a diving board
and landed on him in the
Lawrence Anderson—-designed
pool at M.I.T. We were both
about to begin the five-year
program in the School of
Architecture under Pietro
Belluschi's deanship.

Cambridge appeared to us
to be the center of the world
of architecture then, and we
enjoyed the relief from the
cold winters and intense
charrettes by often heading to
northern Vermont to go skiing
on weekends. He was a natural
athlete and excellent skier. It
was a good counter measure
to the close-in detailed
design work at the School of
Architecture where India-ink
drawing was the norm of
presentation, and we often
worked through the night.

After a year, as Fulbrights
he went to Italy and me to
France; we travelled through
Spain and Morocco, and |
became familiar with Jordan's
unremitting enthusiasm and
positive personality. He wanted
to see and do everything,
even feasting with a Moroccan
family where they gave us
each a lamb’s eye as a delicacy
that we weren't expected
to refuse.

Our friendship developed
through an obvious mutual
love of architecture and in
spite of different personalities.
He was the perennial optimist
seeing his father's firm, Kelly+
Gruzen, quickly succeed, and
| more the pessimist, having
fled Germany with my family
at the start of World War Il
often worried about the future.

| joined the firm in the early
1960s when Jordan's father,
Barney, ran the office with
an iron fist. Staff was often
terrified of him, yet he was
mindful of talent. (Lew Davis
and Sam Brody first met there
years earlier.) Barney was
tough, often chewing on the
yellow tracing paper as he
reviewed designer's sketches,
but Jordan lobbied more for
a collaborative atmosphere and
in 1967 helped to turn it into a
partnership, bringing in six new
partners. While Barney unlocked
the door, Jordan pushed it
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wide open.

That same year, we were
invited in competition with
a select group of architects,
including Breuer, Johnson,
Barnes, and Conklin+Rossant,
for a new stables building in
Central Park at the 86th Street
transverse. We won with an
underground design. However,
the mention of the word Polo,
by an East Side newspaper,
killed the project. That just
emboldened Jordan, and the
firm soon found itself amending
the Civic Center Master Plan,
with the design of the new
Police Headquarters and later
the Metropolitan Correction
Center and Court House
Annex, by depressing existing
roadways, changing the on-off
ramps of the Brooklyn Bridge,
and eliminating a proposed
pedestrian bridge for an at-
grade extension of Chambers
Street. This, along with
adjacent affordable residential
projects including the first
all-concrete Chatham Towers,
signaled a triumph of the
new firm, now known as
Gruzen+Partners.

Jordan helped create
the office atmosphere that
ambitious designers needed.
Over more than 40 years there
were close to two-dozen new
partners that came through the
office to make their contribution.
He enjoyed the collaboration
and the excitement of large new
projects making a difference.
In the ensuing years, much
thanks to Jordan's heady
optimism, the firm grew and
became immersed in several
new building types, including
correctional facilities, starting
with Leesburg Prison, known as
the “Glass House"; hospitality
with the re-design of the old
Commodore Hotel into the
Grand Hyatt, including an
unusual garden room well over
42 Street; Higher Education
through the development
of the East Campus Master
Plan and the School of Health
Science and Health Services at
M.LT. with Mitchell & Giurgola;
international work with the
American Embassy in Moscow
with SOM as well as new
towns in Tehran and Isfahan;
and residential design with
significant projects throughout

New York State for the Urban
Development Corporation,
including the Schomburg Plaza
Apartments at 110" Street and
Fifth Avenue. For many years
the firm continued developing
follow up work in these areas.

Each decade our office
moved, finally arriving at its
largest quarters with two floors
on West Street directly south
of the World Trade Center and
a few blocks walk from Jordan
and Lee's apartment on the
South Cove in Battery Park
City. In less than a year after
the move, September 111
struck and everything, including
the very survival of the office,
was placed in jeopardy. For
Jordan, it was a double
whammy, having to flee first
the office and then his home,
which temporarily acted as a
refuge for our staff until they
all were evacuated across
the river to safety. Throughout
this ordeal, Jordan rose to
the occasion, convincing the
authorities to let us return to
our gutted office to rummage
through the ruins looking for
material to salvage, particularly
critical computer records.
Having no home or office for
the next seven weeks for
Jordan was a challenge and an
adventure.

In less than 2 months, after
splitting the staff into groups
working out of ten different
offices, generously provided
to us by other architects,
we were back in business in
a new and finer space at the
edge of the Meat Packing
District. Over the next few
years, Jordan returned to
the Middle East, particularly
to Dubai, for which he had
great enthusiasm. He always
loved the idea of taking on
new challenges, just as the
accomplished skier and sailor
that he was. His continued
interest in New Jersey with
projects in Newark and
Hoboken, a Ferry Terminal in
Weehawken, and El Museo
Del Barrio on 5" Avenue,
replaced his travels.

His final and most difficult
challenge was faced with the
same upbeat attitude with
which he lived his life. Knowing
that his days were numbered,
he focused on his summer-
house under construction in
Amagansett. Just days before
he died, he visited the house
with his wife Lee and his
family. He showed us around,
pointed out unusual details, and
expressed the delight of an
architect surveying his project
and envisioning the final product.
The completed house he will
never see, but the optimism
with which he lived his life is
there for all of us to take note
and learn from. PETER SAMTON

UNVEILED

INTEGRATED DESIGN BUILDING,
UNIVERSITY OF MASSACHUSETTS AMHERST
The Boston-based Leers Weinzapfel
Associates has unveiled designs for the
Integrated Design Building at the University
of Massachusetts Amherst. The new
structure will bring the university’s
departments of Landscape Architecture
and Regional Planning, Architecture, and
Building Construction Technology together
under one roof for the first time. To foster

a sense of collaboration between the
interdisciplinary students, the 80,000-square-
foot structure is assembled like a coil

with a significant center courtyard. This
space has a two-story atrium that is
topped by a “zipper truss” system and

an outdoor courtyard above. Tom Chung,

a principal at the firm, said the space
reflects an intersection of the building’s
three departments because it cohesively
incorporates architecture, landscape design,
and advanced building technologies.

The exterior of the Integrated Design
Building is clad in bronzed anodized
aluminum and has a pattern of vertical
windows. Together, these components are
intended to give the structure a “forest-like
grain,” said Andrea Leers, another partner
at Leers Weinzapfel Associates. A landscape
of native plantings and stones surrounds
the building, forming a natural stormwater
management system. The facility, which is
aiming for LEED Gold certification, is also
topped with a green roof. HM

Architect: Leers Weinzapfel Associates
Client: University of Massachusetts
Location: Amherst, MA

Completion Date: Summer 2016

CHANGES ON TRACK FOR CHICAGO'S
HISTORIC PULLMAN NEIGHBORHOOD

Destination Unknown

Two months after President Obama declared
the historic company town of Pullman,
lllinois a national monument, a group

of architects, planners, and preservationists
are examining ways to balance economic
development and historic preservation

in the newly protected neighborhood on
Chicago’s South Side.

The National Parks Conservation
Association (NPCA) and AIA Chicago
in April kicked off an initiative called
“Positioning Pullman” with a three-day
design charrette on how to grow and
protect this neighborhood, which is
struggling to maintain its prized stock of
Queen Anne and Romanesque architecture
in light of the economic challenges facing
much of the South Side.

Luther Mason, pastor at the Solon
Spencer Beman-designed Greenstone
Church in Pullman (which hosted a charrette
meeting), had an uncle that was a porter
on Pullman sleeper cars. “The story’s gotta
be told, the good, the bad, and the ugly,”
he said.

The town of Pullman began in 1880 as
an experiment in industrial capitalism, but it
reached its historical apotheosis as an icon
of unionizing and collective bargaining. Built
by luxury railcar tycoon George Pullman
as the ideal company town, it was designed
by the then 26-year-old Beman to be clean,
orderly, and above all, profitable. When
Pullman reduced wages in 1893 but didn’t
offer rent relief, a strike ensued, crippling

the entire industry. Pullman won that
battle, but lost the war. In 1937, The Pullman

ul g Company (the largest employer of African-
3Americans in the nation) signed the first
= _,<contract with an African-American labor

;1957 most of Pullman’s |ndustr|a| emplre
8was in serious decline.

The neighborhood has been the subject
of seven studies since the late 1980s,
most of which has gone unimplemented.
Attendees of April’s charrette say this time is
different: NPCA Midwest Regional Director
Lynn McClure said that the plans to emerge
out of Positioning Pullman will be “living
art” that will give state and local agencies
a vision to promote. Also, 80 percent of the
development in the neighborhood over
the last five years has been from private
businesses, McClure said, including the
Pullman Park commercial strip and William
McDonough + Partners’ factory for Method,
a brand of environmentally-friendly cleaning
products. Most importantly, McClure said,
the national monument declaration could
attract some 300,000 visitors and $40 million
in new economic activity each year.

Surrounded by vast warehouses and
nearly 12 miles south of the Loop, Pullman
feels cloistered from the energy and rhythms
of the rest of the city. Queen Anne rowhouses
made of red brick line the streets and are
punctuated by the ornate but mostly shuttered
Hotel Florence and Pullman Administration
complex. The charrette’s historic preservation
team created three scenarios to reactivate
these buildings and the wider neighborhood,
re-capturing Pullman’s small town vitality
with the addition of new housing, restaurants,
retail space, and cultural programs.

“Pullman, Roseland, and the entire
Far South Side were once forgotten
communities,” said 9" Ward Alderman
Anthony Beale in an April press statement.
“Businesses are opening, housing is being
rehabbed—we’re rebuilding the thriving
live-work community that Pullman once
was.” ZACH MORTICE

COURTESY LEERS WEINZAPFEL ASSOCIATES
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IN DETAIL> FBI SOUTH FLORIDA HEADQUARTERS

In addition to developing buildings that
embody “the dignity, enterprise, vigor,
and stability of the American national
government,” and the “finest contemporary
American architectural thought,” the
U.S. General Services Administration’s
(GSA) Design Excellence Program asks
the architects it commissions to be site
conscious and to respond sensitively

to local communities and contexts. In the
case of the Federal Bureau of Investigation’s
new South Florida headquarters, which
happens to be located in Miramar, a city
northwest of Miami, that context, in the
words of Krueck + Sexton principal Mark
Sexton, “is Taco Bell, on a good day.”
Not satisfied with the fast-food chain as
a design progenitor, the Chicago-based
architecture firm instead took its cues
from the location’s geographical history
and prevailing climate.

Miramar (Spanish for “sea-view”) is
actually some 13 miles inland from the
Atlantic Ocean. Named for a neighborhood
in Havana, Cuba, it sits on land that
for countless millennia before the city’s
establishment in 1955 was tropical
wetlands—the Sawgrass marsh and
slough region of The Everglades. The
previous owners of the 20-acre plot
dumped 18-inches of gravel on it, thinking
it would improve the site as a real estate
prospect. Krueck + Sexton thought
differently. It proposed restoring the

wetlands and bringing them right up to
the building. It was the only firm in the
government’s short list to put forth the
idea, and the GSA saw the value.

The office building itself had to
accommodate 1,000 agents and workers.
The architects wanted to connect them
to the restored landscape through views
as well as provide ample daylight on
the interior while delivering a highly
sustainable building. They laid out the
structure’s 375,000 square feet on six
floors in two parallel 60-foot wide bars
connected by a perpendicular bar. The
resulting H-shaped plan created a
condition where, no matter where in the
building you stand, you are never more
than 30 feet from the natural light and
views afforded by the glass curtain wall.
The plan also created two semi-enclosed
courtyards: one to the east that serves
as the main entrance and combines a
reflecting pool and a formally composed
landscape, and one to the west for use
by employees that is an extension of the
restored wetlands.

Each floor varies slightly in plan,
creating different experiences throughout
the interior and changes on the elevation.
The long outer north and south walls
curve smoothly, as though responding to
the sinuous waterways of The Everglades.
Within the courtyards, the facades are
fractured and faceted along hard lines,
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The architects designed this GSA project to respond to its South Florida context. The
wetland site was restored. The diamond shaped solar shades respond to low-angle sun.

giving the building the feel of a geode.

The choice of a unitized glass curtain
wall for the enclosure came with its
challenges. For one, South Florida gets a
lot of sun, and thus a lot of heat loading,
especially on the east and west faces.

In addition, it is a hurricane-prone area,
which, along with the FBI’s requirements
for blast resistance and other security
measures, meant that the building skin
had to be very robust. Aesthetically,
the architects wanted the building to be
all white and read as a monolithic unit,
without the floor plates telegraphing
through the glass and creating bands on
the facade.

Since such an envelope system could
not be ordered out of a catalog, Krueck +
Sexton worked closely with its consultants
and fabricators to develop one. The
resulting curtain wall is a unitized system
outfitted with an IGU with a 3/8-inch outer
lite of low-iron glass, a one-inch space
filled with argon gas, and an inner lite
made up of two %-inch laminated pieces
of glass. The No. 2 surface of the inner lite
has a low-e coating and a white ceramic
frit pattern in a gradient: 20 percent for
vision, 60 to 80 percent for spandrel, and
80 percent on the east and west faces,
cladding the egress stairs. The inner piece
of laminated glass is pyrolytic, made to
attenuate infrared and radio frequencies.

In this latitude, the sun shines more or

less from directly overhead. Through solar
studies, the architects determined that

the building would get the bulk of its solar
loading and glare when the sun was low
in the horizon. As a result, they arranged
the solar shades, which are thick-gauge, 7
¥-foot-long sections of painted, perforated
aluminum that are integrated into the
unitized panel, in a diamond pattern.
The unexpected application of this fairly
standard sun mitigation equipment was
entirely performance based, but it gives
the building an interesting texture and
anchors it solidly to its place. As

RESOURCES:
L

Facade Consultant
Shepphird Associates
shep-ae.com

Facade Engineer and Fabricator
Enclos
enclose.com

Glass
Viracon
viracon.com

Solar Shades
Element
theelementwebsite.com

Sustainability Consultant
Atelier Ten
atelierten.com

NICK MERRICK/HEDRICH BLESSING
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L.A. SUSTAINABILITY PLAN PROMPTS ARCHITECTS TO
HOUSING CRISIS

If there’s a better city for residential design
than Los Angeles, the world’s architects have
not found it. From the historical pastiches
of the early 20" century, to the modernist
movement, to the pioneering designs

of some of the world’s most famous
contemporary architects, LA's varied terrain,
blank geographic slate, and utter unfamiliarity
with tradition has resulted in some of the
most notable single-family homes in the
world. What the city now needs, though, is
much more than sublime boxes and clever
uses of industrial materials.

LA is built-out and a housing crisis is
raging. Rents have crept up for years, due in
part to chronic under-production of housing.
Last summer, a UCLA report confirmed
that LA is the least affordable city in the
country, as a function of average salaries
and average rents.

In April, LA Mayor Eric Garcetti addressed
the housing crunch by presenting a wide-
ranging agenda for economic and ecological
sustainability called pLAn. One part calls
for the creation of 100,000 units of housing
by 2021. At least 17,000 of those units are
to be located within 1,500 feet of a public
transit stop. The city currently has 3.8 million
residents and 1.4 million units.

PpLAnN seeks action through a variety of
policies, collaborations, and funding sources;
some of them already underway. Through
the re:code LA effort to revamp the city's
zoning code, Garcetti has called for the
completion of the city’s long-delayed
community plans, updating land use to
match current residential priorities. He has
also pledged to streamline permitting for
transit-oriented developments and secure
funds to preserve and subsidize below
market-rate housing.

Los Angeles’ community of architects,
developers, and planners have long
been united in asking the city for more
opportunities to build (often over the
objections of homeowners groups and
others who favor slow growth). Within
this alliance, it is largely up to architects to
figure out what the new, larger Los Angeles
will look like and how it can grow.

The most straightforward approach—
which the city has endorsed in places—is
to erect large residential towers, presumably
on high-capacity transportation corridors.
That's happening in downtown, Mid-
Wilshire, and elsewhere. But many of
the city’s architects favor more subtle
approaches that acknowledge the city’s
diversity.

“Los Angeles is a city of many cities, and
it's very difficult to have top-down strategies,”
said Lorcan O’Herlihy, founding principal
of Lorcan O’Herlihy Architects. “(By)
incrementally embedding socially-conscious
interventions and gestures, including
buildings, throughout the city, you can
have great smart growth.”

HELP SOLVE

Attractive small apartment buildings not
only offer more opportunities for creative
design, but they also have a better chance
of gaining neighborhood acceptance with a
scale that is more in line with the character
of LA.

Kevin Daly, principal at Kevin Daly
Architects, cited the city’s history of court-
yard housing and small modernist buildings
that can fit relatively seamlessly into existing
neighborhoods.

“The more tailored the housing is to the
unique conditions of that project, the greater
chance you have of real success of building
community and connecting to the larger
context,” said Michael Maltzan, principal at
Michael Maltzan Architecture.

Some architects advocate an even
smaller approach—one that might be
invisible to homeowners, who are often
on the front lines in the fight against density,
traffic, and aesthetic offenses.

For every single-family home in Los
Angeles, there's typically an underused
garage or vacant patch of grass that could
accommodate an accessory dwelling unit.
By adding one or two residents per lot,
these units would, supporters say, exert
zero aesthetic or traffic impacts on the city’s
residential neighborhoods.

“For Los Angeles...our DNA is in the
single-family house,” said Dana Cuff,
director of cityLAB and professor of
architecture at UCLA. “I think as architects
it's our burden and basic ethical responsibility
to try to enhance and solve housing problems
in the single-family zones.”

Cuff noted that if 20 percent of the city’s
500,000 single-family lots included ADU'’s,
that alone would reach the mayor’s goal. As
well, an embrace of alleyways could create
brand new front doors.

These design solutions need to be legal
before they are implemented. With the
mayor issuing such a bold plan—and
directing all city departments to do their
part to realize its goals—architects are
hoping the city will update its regulations
accordingly on issues such as setback
requirements, parking regulations, height
restrictions, floor-to-area ratios, and density
in transit-oriented neighborhoods.

“There's definitely going to be a lot
of collaboration required both between
departments and between different facets of
the city government,” said Ashley Atkinson,
planning and housing specialist for Garcetti.

If the city succeeds in streamlining its
administrative process and reconciling its
planning and building codes, architects
and developers may be significantly freer to
go about their work. Will Wright, director of
government and public affairs for AIA/LA,
added that the city needs to provide for more
by-right development and minimize the
negotiation among developers, stakeholders,
and city council members. JOSH STEPHENS
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Carlo Ratti Associati's pavilion for
New Holland features a planted roof,
harvested by a self-driving tractor.

Future Food District provides
interactive technologies to show
shoppers' role in food consumption.
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EYE-CATCHING PAVILIONS EXPLORE THE RELATIONSHIP BETWEEN FOOD PRODUCTION AND

POPULATION GROWTH AT EXPO MILANO 2015

FOOD FOR THOUGHT

Spring in Milan has been even
more exciting than usual this year.
Still shaking off a Prosecco-induced
hangover from the annual Salone
del Mobile design fair, the city is
now celebrating the opening of the
Expo Milano 2015, the world’s largest
exhibition, which is expected to
attract over 20 million visitors and
over 260 participating organizations,
including 140 countries.

The theme of the event, which
runs from May 1 through October
31, is “Feeding the Planet, Energy
for Life,” a reflection on the future
of how the world will feed its

growing population. Following in
the footsteps of previous World’s
Fairs and Expos, such as London
1951, New York 1939, or Osaka
1970, the 2015 rendition will have
architecture as one of its main
components, including projects
by high profile designers such as
Norman Foster and Daniel Libeskind.
The original master plan was
designed by a team consisting
of Stefano Boeri, Herzog & de
Meuron, Ricky Burdett, and William
McDonough—all of whom stepped
down from the project after their initial
scheme was overturned. Herzog

Biber Architects design .
a pavilion featuring a wall
with over 40 varieties of
harvestable crops.

Japanese designers team-

Lab created an immersive
pavilion, projecting textures~
of rice patties onto discs.

R

x

COURTESY CARLO RATTI ASSOCIATI

bars, exhibitions, education spaces,
and performance spaces.

While Herzog has a point that
the planned structures are indeed
fantastical, it is debatable whether
interesting, informative exhibitions
and wild pavilion designs are mutually
exclusive. Furthermore, innovations
in architecture, construction, and
urban design are an integral part of
how the world will address the food
challenges of the 215 century.

Some of the pavilions do, in fact,
seem like iconic attention-grabbers
reminiscent of the mid-2000s, such
as Malaysia’s giant seeds or the UK
Pavilion—the first to be completed—
with its beehive-like structure serving

_as a metaphor for how hives affect
gour ecosystem, a mostly ambivalent
Eapproach to sustainable food

= production.

The German Pavilion most
directly confirms what Herzog has
claimed, as visitors “can decide
either they want to stand in line to
visit the whole exhibition or rather go
to the roof terrace, to have a picnic
and to enjoy the great view over the
whole Expo site.” It is literally using
the building to reframe architecture
as a distraction from the exhibition.

However, there are a handful of
designs that stand out as attempts
to rethink the way we build and
how it relates to modern agriculture
and sustainable food production
for the next century. Most of the
pavilions use sustainable materials
and construction methods that utilize
national building techniques. Inside,
exhibitions—often interactive—
showecase the biodiversity, culture,
and food traditions of each nation.

Arguably the most radical
pavilion is the corporate entry from
American farm equipment company

DELFINO SIS
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recently told uncube magazine that
he expects the show to turn into

a “vanity fair” type of happening,
where individual pavilions use
novel gimmicks and extreme forms
that will distract from the important
content of the exhibitions. Their
2011 proposal gave each country an
equal, linear exhibition space under
a large tent, flattening the site in
order to minimize nationalistic
architectural ambition. Instead, the
organizers have scrapped the team'’s
master plan, opting instead for the
old model of large national pavilions
with areas for retail, restaurants,

SAVERIO LOMBARDI VALLAURI/COURTESY BIBER ARCHITECTS

New Holland. Designed by Turin-
based architects Carlo Ratti Associati,
it features a sloped, planted roof
that is harvested by a self-driving
tractor, an experiment in combining
architecture with robotic agricultural
technologies that are set to change
the way we respond to local terrain
conditions.

New York-based Biber Architects
designed the USA pavilion. Its east
wall is a 7,200-square-foot vertical
farm planted with 42 varieties
of harvestable crops on rotating
louvers. It also features a reclaimed
boardwalk, which the team said
represents the intersection of food,
entertainment, and infrastructure
in America. You can almost hear
the Bruce Springsteen blaring: The
building is clad in an enormous
Pentagram-designed American flag
with utensils instead of stars.

Several pavilions merge architec-
ture with flora. Vietnam'’s rising star,
Vo Trong Nghia, has designed a
bamboo structure with trees planted
in its roof. The sustainable material
is abundant in Vietnam, as it grows
quickly and, in this case, can also be
reused once the expo is over.

Italian grocery giant Coop ltalia
has presented a space that projects
the future of supermarkets. The
Future Food District was designed
by Ratti and the MIT SENSEable City
Lab. Interactive technologies allow
“shoppers” to interrogate their
role in the consumption process by
revealing the food objects’ nutrition
information, origins, and history,
through information-enhanced
tables and augmented labels.

Japan'’s pavilion is a relatively
simple design architecturally,
but it has one of the most robust
exhibition designs by Japanese
designers teamLab. Visitors move
through an immersive, darkened
space with a mirror-walled room,
full of knee- and waist-high discs,
illuminated with the textures of rice
patties. Projected images on the
discs respond to the movements of
exhibition-goers.

While the architecture of the Milan
exposition overall continues the
recent trends of the “vanity fair,”
some fragments exist that might shed
light on how architecture can interact
with innovations in agriculture and
food production in the coming
decades. Ideally, this concept would
be pushed much further, but for now
these will have to serve as examples
for future projects. MATT SHAW

COURTESY TEAMLAB
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CRIT> EDWARD M. KENNEDY INSTITUTE FOR THE UNITED STATES SENATE

RAFAEL
VINOLY

Let’s start next door. Enter the John
F. Kennedy Presidential Library and
Museum (.M. Pei & Associates, 1979)
on Columbia Point at the University
of Massachusetts—Boston, and you find
yourself on a balcony, looking into the
space-frame tower that will later complete
your experience. A placard explains the
water view: “When Jacqueline Kennedy
Onassis sought the perfect location for the
JFK presidential library, she looked to the
sea that President Kennedy loved so well.”
The truth is rather more complicated.
Siting and designing the library was
a dreary, 16-year slog of shrinking
expectations and genuine heartbreak.
Kennedy himself had chosen an urban
site at Harvard, and Pei designed two
different schemes accordingly, but logistics
and community opposition stalled the
project for a decade. In 1975, the Kennedys
turned to maritime sites, and landed
at Columbia Point—home to U. Mass.
and a garbage dump. “It was a backwater,
literally,” said Ted Musho, Pei’s associate
partner on the project. “[U. Mass.] went
there for the same reason we wound
up there: Nobody else would take us.
We'd been thrown out of the best site
in the world, and here we are. So what
do you do?”
To sell the family on the dump as
the best remaining option, said Musho,
“We rented a big flatbed truck and we
loaded everybody on, and we drove out
as far as we could onto the muck, and |
remember Mrs. Kennedy saying, ‘Where
are you proposing putting the library?’”
Finally the site was refined, but “I.M.

suffered. | mean, he suffered” from the
endless compromise, said Musho. And
now the budget was tight: “It should have
been white marble, white granite—if we
had the money! There is nothing about
the building that was commensurate with
the aura of the president’s name on it!

It's an inexpensive presidential library.”
The resulting complex has always had a
faintly depressing air, not because it is a
memorial to a slain president but because,
as such, it sat alone, and vaguely under-
inspired, in a vaguely suboptimal place.

It is within this context that Rafael
Vinoly has produced a resoundingly
smart, sensitive design for the Edward
M. Kennedy Institute for the United
States Senate that quietly transforms
the entire site. Both architecturally and
programmatically, John seems happier
with his brother beside him: His building
is no longer so isolated, and the tragic
matter of his death is relieved by Teddy’s
clever, youth-oriented program centered
on model Senate proceedings.

The institute is an object lesson in
the power of limitations. Ted wanted
a building that complemented John's
but did not compete with it. Vifoly's
symmetrical, low-rise plan leaves the
spotlight on Pei’'s geometries, but responds
to them with aligned triangular “wings”
and a subtler vertical mass—gray metal
composite to Pei’s black glass. The axial
entrance path alludes to neoclassical
Washington, D.C., creating what partner
David Rolland called “a procession,

a formal entry into the building.” A thin
strip of gravel at the building’s edge,

where concrete meets lawn, is brilliant
but nearly invisible; it could be thickened.

Entering the lobby, you face a long, rich
wall of Virginia mist granite, in the center
of which a small well leads to a pair of
tiny, traditional oak doors: the Senate
chamber. First you'll circumnavigate it,
learning—through electronic projections
on the outside walls, and your tablet
computer—how hard it is to hammer out
a bill that can be voted into law. Hidden
classrooms on the perimeter allow school
groups to test the process in depth.

The corridors are masterfully done.
Painted in deep, warm grays and floored
in polished concrete, they are softly lit
to avoid the gloom of a cinema. Among
the grays are dark oak benches and signs
(both by exhibit designer ESI Design) that,
while modern in form and typography,
allude in tone and finish to the Senate’s
historic furnishings. Above, a central light
strip is flanked by gently pitched ceiling
planes. Floor and ceiling joints are both
recessed, with indirect lighting at the
floor, to make the space “look more
architectonic rather than more massive,”
said Rolland. Hallways this simple could
easily be soulless; these are thoughtful
and comfortable. You then experience
the Senate replica—with its yellow gallery
walls, navy and red textiles, Levanto
marble, cherry desks, and oval tray ceiling—
as a sunburst. Guests are encouraged to
stage a floor debate on an issue of the
day, and actors start the process.

Vinoly’s restraint is important not in the
tired sense of adherence to high-modern
lines, but in its palpable respect for the

¥

WARD M.

(D-MA, 19 62-2009)

KENNEDY

Left: The building's plan complements

the neighboring JFK Library with a pair of
triangular “wings" and its vertical mass.
Above: The entrance procession. Below left:
A replica of the US Senate. Below right: the
building's rich material palatte captures the
regality of the Senate.

older design he was effectively adjoining.
His team worked with the materials, formal
language, and color palette they were
given—in an age when most additions to
historic structures use none of the three,
and often lean on glass as a way to evade
them all. This is the polar opposite of

a trend-driven building, and the effect is
as fresh as the breeze off Dorchester Bay.

Some of the errors were, so to speak,
forced. The lobby is empty. Vinoly’'s
original design had a giant ribbed skylight
throwing bands of sun on the floor, but
the budget cut it to one strip. Without
such a flourish, the space needs some
iconography or a pair of ESI’s oak benches.
The landscape, by Sasaki Associates,
is inadequate, especially where windows
look to the bay past JFK's loading dock;

a tight property line tied the designers’
hands. Traffic circulation is a work in
progress. And the Miesian gleam of the
glass entry confounds some, leading to
embarrassing makeshift signs: “Please
find door here —>."

Would Vinoly ever have sketched this
prone form in isolation? Of course not.
But he gave his site and his clients, who
in this case go well beyond the Kennedys,
exactly what they needed: a taste of
redemption. CHRISTINE CIPRIANI
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On May 1, St. Louis’ Pulitzer Arts Foundation
wrapped up a major renovation project by
Tadao Ando that expanded the gallery space
of its celebrated building by 3,500 square
feet. Ando also designed the original building
completed in 2001.

In its 14 years of existence, the Foundation
has become known for its unique curatorial
taste, often challenging preconceptions
about art galleries. With an intention to
curate an ever-changing collection, the
museum does not display any permanent
exhibitions except for two site-specific
pieces by Richard Serra and Ellsworth Kelly.

As a result, the environment has become
an integral part of the experience. Without
overpowering the art itself, the building’s
cast concrete holds an abundance of natural
light. “The space becomes a unique vessel
that allows the audience to focus on the
artworks themselves,” said Emily Pulitzer,
founder and chair of the Foundation.

Kristina Van Dyke, outgoing director of
the Foundation, said the renovation is part
of the Pulitzer's continued effort to push
for interdisciplinary initiatives. “One of the
hallmarks of this building is its generosity.
It's a space that doesn't privilege a particular
point of view,” Van Dyke said. “That’s also
part of what makes it so receptive to different
kinds of art.”

To accommodate for the growth of the
institution, the Foundation launched its
renovation last September, consulting
with Ando and his team, as well as local

architectural firm Christner, who acted as
the architects of record for both the original
building and the renovation. The update
expands the Pulitzer's gallery space by
half, and is the first major alteration to the
building since its 2001 opening. With new
public spaces and lower level galleries,
the entire building now loops around the
signature water court at the heart of the site,
allowing for more flexibility in programming
and spatial allocations.

The lower level galleries are darker than
their natural light-soaked counterparts
above. In a statement Ando said that his
intention was to “design the new space
on lower floors as a calm and serene space,
compared to the dynamic and lively space
on the upper floors.” Hardwood flooring,
instead of concrete, accentuates the sense
of transition from above to below.

As part of the Pulitzer’s goal to “push the
boundaries of the traditional arts encounter,”
the first shows opening after the renovation
will respond specifically to the museum'’s
new rebuilt environment. Among them
is the exhibition Richard Tuttle Wire Pieces,
which will probe spatial relationships
with minimal wire sculptures. There will
also be a five-month series named Press
Play, which aims to inspire visitors to
explore the architecture and other concurrent
exhibitions through sound—works will
ranges from cushion designs to symphony
concerts, activating “every nook, corner, and
expanse of the space.” GEORGE HUAIYU ZHANG

ALISE O'BRIEN PHOTOGRAPHY

TADAO ANDO AND GABELLINI
SHEPPARD TEAM UP ON THE
PRITZKER-WINNER'S FIRST NEW
YORK CITY BUILDING

CONCRETE, LIGHT,
AND WATER

Pritzker Prize-winning Japanese architect
Tadao Ando has a wide portfolio of subtle,
elegant designs for museums and small
residential projects around the globe.
However, he has never built anything in
New York. Until now. His 7-unit apartment
complex at 152 Elizabeth Street in down-
town Manhattan’s NoLita neighborhood
looks to be a stunning but understated first
foray into the city’s red-hot housing market.
Located on Kenmare Street just down
from Steven Holl and Vito Acconci’s
Storefront for Art and Architecture, and
around the corner from SANAA's New
Museum, the building is located in a vibrant
urban intersection with access to many
parts of the city. Ando worked on the
design in collaboration with New York firm
Gabellini Sheppard, which is designing the
interiors and serving as architect of record.
Both firms share an affinity for understated
design and their collaboration has been
close, resulting in a minimalistic building
that showcases Ando’s mastery of concrete,
which he has been perfecting since the
1970s. According to Ando, “A living space
should be a sanctuary,” and for the NoLita

The NoLita apartment building displays Ando's
trademark use and mastery of concrete.

project, the team has chosen a natural
material palette that creates spaces that
compress and expand while giving “life
to light and water,” according to Michael
Gabellini, principal of Gabellini Sheppard.

Concrete solids give way to voids
of glass and light. “Concrete is a very
democratic material, very accessible,”
Gabellini explained. “It doesn't create a gap
between the rich and poor like some other
materials.” A slotted entry from the side of
the building on Elizabeth Street gives way
to an entry vestibule where a slit of light
shines through fritted glass across a water
wall, combining water, light, and sound into
sensorial experience. A 55-foot-by-99-foot
vertical hanging garden faces Chinatown
and can be seen from Elizabeth Street
as well as the adjacent rooftop, creating
a green courtyard for the neighbors.

The units’ interiors are luxurious with
details and materials that look exquisite
without being ostentatious, which is appro-
priate for the relatively quiet neighborhood
with small-scale buildings. The second and
third floors are split into two units, while the
fourth and fifth are single units. A penthouse
occupies the top three floors and includes
its own reflecting pool and water walls.
Gabellini Sheppard will be providing bespoke
interior design services. The developers,
Sumaida + Khurana, also have plans to build
a 400-foot-tall tower in Midtown designed
by Alvaro Siza. Ms
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Minneapolis’ celebrated sculpture garden

at the Walker Art Center will close its gates
in October, reopening May 2017 after a major
redesign of its landscape and conservatory.
Snow Kreilich Architects and landscape
architects Oslund & Associates, both of
Minneapolis, will lead the $10 million design
in collaboration with Minneapolis’ Park &
Recreation Board. According to architect
and Minneapolis Park & Recreation Board
Project Manager Dana Murdoch, the work is
long overdue.

“The garden is deteriorating. The plant mat
is becoming overgrown. Some of the granite
infrastructure is falling aside and cracking,”
said Murdoch. “We have some fairly serious
drainage issues because it's a formerly
swampy area, and it has had impacts on the

e ctic: ulpture garden adjacent to
e Walker Art Center is in part designed for

navigability of the walks.”

As part of an ancient drainage bed for the
Mississippi River, the site has a high water
table. Murdoch said the garden—built in 1988
by Edward Larrabee Barnes and landscape
architects Quinnel Rothschild & Partners, and
expanded four years later by Michael Van
Valkenburgh and Associates—has needed
an overhaul for at least a decade. It took
until May 2014, however, for the Park Board
to win $8.5 million in general obligation bond
funding from the state of Minnesota. The project
got another $1.5 million through the regional
Mississippi Watershed Management Organi-
zation for its focus on stormwater retention.

“lt's a very unstable condition,” said lead
landscape architect Tom Oslund. Trees have
started to sink into the site’s soggy soil, even

MINNEAPOLIS PARK AND RECREATION BOARD/OSLUND & ASSOCIATES

warping pathways. “It's kind of a mess. But
we decided to actually embrace that.”

On the north end of the site, where the
drainage problems are most severe, the
design team plans to reorganize the space
around three circular, outdoor “rooms.”
Riprap slopes raise the rooms above a large
cistern and retention pond that, according
to Oslund, is shaped “kind of like an Aalto
vase.” The depression will contain the entire
garden’s stormwater and will be bridged by
elevated granite pathways.

To the southern end of the site, four square
rooms will feature an “enhanced turf” to aid
stormwater drainage while supporting the
artwork and granite pathways. Oslund'’s design
replaces an existing arborvitae perimeter
with a lower, deciduous hedge. Along with

perennial plantings and ornamental grasses,
the new greenery is meant to help invoke a
sense of discovery.

“There is this series of reveals,” said Oslund,
“so it's not just a one-liner.”

Depending on the room, these reveals
could be for work by Fritz Haeg, Mark di
Suvero, Ellsworth Kelly, or one of dozens of
artists who have contributed more than 40
sculptures to the 11-acre site over the years.
The redesign maintains the central location of
perhaps the garden’s most well known piece,
“Spoonbridge and Cherry” by Claes Oldenburg
and Coosje van Bruggen. Spoonbridge will
stay in place during construction, as will
work by Sol LeWitt, Frank Gehry, and Richard
Serra. A handful of sculptures are going on
long-term loan elsewhere in the area, including
to Gold Medal Park and the Minneapolis
Institute of Arts. The rest will stay in protected
storage in an adjacent parking lot, according
to the Park Board’s Dana Murdoch.

Snow Kereilich is in the early phases of
“revitalizing” the garden’s Cowles Conservatory
to make it more accessible and energy efficient,
according to a firm spokeswoman. Murdoch
said the work could include opening up the
conservatory to the elements, adding seasonal
food vendors and imparting “a more picnicky
feel to it.”

More than 350,000 annual visitors will
have to wait two years to return to the garden,
a popular wedding destination and event
space, but Murdoch said the closure was
unavoidable due to the nature of the work—
specifically the new stormwater system and
the upgraded irrigation.

“You just have to dig everything up for
that,” she said. cB
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