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Look who's on your side in the fight

to design more store for the money.

Azrock vinyl asbestos tile serves shopping center and retail store requirements more perfectly than any other type of
flooring. Yet it costs as little as it did 20 years ago. And today, it's a better floor . . . now and for the future. So Azrock
saves valuable dollars you can use to build more store for the money. Look at other ways Azrock is on your side:
Contemporary styles and colors to create a mood for buying - long-lasting durability - low initial cost - fire safe, will
not support combustion - easy shopping cart mobility - resilient underfoot comfort - easy, economical cleaning and
stain removal - exceeds federal specifications. On your next project, reduce construction and maintenance costs with
beautiful Azrock Floors.

Write for free samples and no-wax maintenance information. Azrock Floor Products, Dept. 532V, P, O. Box 531, San Antonio, Texas 78292,
Floor shown is Thru-Onyx. one of over 100 colors and styles
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Museums
Design and planning
Editorial: The museum

Museum as monument
The Hirshhorn Museum and Sulpture Garden, an imposing structure
makes a culture statement of our times. By Skidmore, Owings & Merrill.

Too little from Tange
The Minneapolis Society of Fine Arts Park by Kenzo Tange is not a
representative example of this talented architect's finest work.

Varied reflections in Houston
The Contemporary Arts Museum by Gunnar Birkerts is diametrically opposite
Mies van der Rohe's addition to the Museum of Fine Arts in siting and image.

MOMA Italian style
An international group of architects converts an Italian villa into a
museum for modern art. Richard Meier completes conversion of a stable.

The art of high art
Exhibiting art objects is an art in itself. The context in which art is
displayed can provide valuable clues to understanding its message.

A touch of De Stijl
The Vincent van Gogh Museum, begun 10 years earlier by Gerrit Rietveld,
shows the design influence of surviving partner who completed it.

Technics
Specifications clinic: Meet the materials technologist

Smoke gets in your Van Eycks
How three great museums contend with their devastating threats of
fire and theft, and of destruction, by intent or by accident.

Departments

Views 88 Products and literature
News report 104 Job mart

It's the law 110  Directory of advertisers
Books LB ] Reader service card

Cover: visitors to the Hirshhorn Museum and Sculpture Garden (p. 42)
examining the sculpture Eve by Laura Ziegler. Photo: John Marris Dixon.
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Pleasing the crowd is an
easy role for Barwick.

Because we make the
most extensive selection of
contract carpet and tufted wall
coverings for every design
imaginable. ...

[This is just one of them:
“Spartacus'II,” a Colorset™

\
See Sweet's Interior Design FiI‘Q" "Repgistered trademark TN trademark of BT Barwick Industries, Tne

printed carpet of 100% Anso-X" - For more information on

nylon with 5-year wear and the carpet that meets the

lifetime anti-static guarantees.  requirements of the job you're
Scotchgard “Carpet working on, call Bob Alpert

Protector guards against soiling collect at 404/455-6400, or write:

and staining. ! Barwick Contract Carpet Systems,

In 4 multi-colorations. Chamblee, Ga. 30341.

m ‘ Py ™

A Division of E.T. Barwick Mills™ World's leading maker of tufted carpets.




Letters from readers

Views

Awards program

| am in agreement with the P/A plan-
ning and urban design jurors that a
careful distinction between urban de-
sign and planning should be recog-
nized. It is evident that the jurors fol-
lowed their own suggestion of
“‘narrowing planning submissions to a
more specific direction closely related
to urban design” in their choices of

three essentially urban design propos-
als for award/citation selection.

| do find it unfortunate that they have
tended to undersell the primary
strength of a good planning proposal—
rigorous data-gathering, analysis, and
evaluation—from which conclusions
and recommendations usually emerge
as a logical consequence. The very es-
sence of planning is involved with the
process. If there is one area where
planning proposals can be compared
and evaluated in spite of their subject
matter it is in the comprehensiveness,
rigor, and clarity of their methodology.
It is time to recognize planning as a
distinct discipline by establishing a

PlanScape Installation at Ethan Allen, Inc. Danbury, Conn.

You're the kind of person we had in mind when we
designed our system of acoustical office screens.
We think you'll like what you see when you take

a close look at our PlanScape Screens. Please write
for our full color brochure.

separate category for planning submis-
sions with appropriate criteria for re-
view or by removing “‘planning’’ alto-
gether from the apples and oranges
category called "‘urban design and
planning.”

Henry A. Abernathy, Planner

New York, N.Y.

[While we do not agree that our jury
was biased towards urban design, we
can confirm that they were looking for
more than mere accumulations of data
from which conclusions would simply
“emerge.'' —Editors]

*How can you give an award to this

* _“Remment Koolhaas-Laurinda Spear"

house? Don't you realize that it is a
joke—someone is pulling your (and
Eisenman's) leg?

Carl Mezoff

Ann Arbor, Mich.

[If Chermayeff, Eisenman, Rudolph,
and Zeidler did not see the joke, it may
not be a joke. We are reminded that
Ant Farm’s winning House of the Cen-
tury project (Jan. 1973 issue), perhaps
the most improbable of recent winners,
was completed in time for an article in
our June 1973 issue—Editors]

For more years than | can remember |
have subscribed to P/A and have read
each issue thoroughly—sometimes
with elation and sometimes with dis-
appointment—but never transferring
my thoughts to writing. | cannot re-
strain myself any longer: most of your
1975 awards, including the comments
of the jury members, are an insult to
the profession of architecture.
Eugene A. Delmar, FAIA

Silver Spring, Md.

It's unbelievable! To think that at one
time the magazine now known as Fro-
gressive Architecture was called Pencil
Points! It seems that all | see in P/A is
freaked-out subject matter and proj-
ects. Wouldn't it be a surprise to find a
sane, artistic, architectural solution to
a problem without the usual weird
mock-ups encountered in P/Al

It seems that the professional publi-
cations today are all aimed toward the
large plan factories with little or no use-
ful information for the small office.

VOGEL-PETERSON CO.

DEPT. 510, ELMHURST, ILLINOIS 60126

Telephone: 312/279-7123

THE MERCHANDISE MART, SPACE 1689, CHICAGO

What a shame that the uniquely profes-
sional publication, Pencil Points, was
ever allowed to slip by the wayside. |
would suggest you pick up an old copy
[continued on page 11]
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Combine
decorative des:gn decisions
with favorable life-cycle costs.

In new construction or renovation, Wilson Art helps meet the tough design and budget decisions so critical today.

Design Flexibility

Over 200 different esthetic choices
and four finishes make designing an
exciting, challenging and ultimately
satisfying experience. You coordinate
and control absolutely every application
—on the board today and in the com-
pleted project later.
Cost Control

When costs are considered, Wilson
Art looks even better. Exceptional dura-
bility —applications can look new for
as long as 20 years. Minimum mainte-

Circle No. 360, on Reader Service Card

nance. It is difficult to damage a Wilson
Art surface. And cleaning is easy and
needed infrequently. Life-cycle cost is
one of Wilson Art's best features.
Service Reputation

Service is our specialty. Construc-
tion delays cost money. Because of
Wilson Art's unique warehouse concept,
no fabricator will be delayed in finishing
your project—whether he needs one
fill-in sheet or one-thousand sheets.

Next time you're evaluating deco-
rative surfacing for furniture and fix-

Specity Wilson Art laminated plastic
for furniture, fixtures,
walls or door surfacing.

tures, for walls (four different Wilsonwall
systems) or door surfacing (Dor-Surf),
call a Wilson Art representative, or write
for a complete set of specification ma-
terials. Either way, we'll answer promptly.
Warehouses:
Atlanta, Boston,
Chicago, Dallas,
Denver,
Los Angeles,
Miami, New Jersey,
New York,
San Francisco,
Seattle and
Temple, Texas.

WILSON ART. . .TEMPLE. TEXAS. .. 78501
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Andersen Perma-Shield” Windows

CURB HIGH-RISING
MAINTENANCE
COSTS.

* : gantly appointed 11-story high-rise, located
: Sl el just three blocks from the heart of down-
¢ I town Binghamton, New York.
e o) The architect designed the apartment
s Je e O building for tenant comfort and conveni-
) ence. And to keep owner heating and main-
tenance costs at a minimum.

That’s why Andersen® Perma-Shield®
Casement Windows were specified.

They’re made of wood, one of nature’s
best insulators. And sheathed in long life,
low maintenance rigid vinyl that doesn’t
rust, pit or corrode.

Double-pane insulating glass provides
the fuel-saving benefits of storm windows.
With only half the glass cleaning chores.

And, unlike the leaky, drafty kind,
Perma-Shield Windows are two times more
weathertight than industry air-infiltration
standards. To help seal out dust and drafts,
help save on heating and cooling costs.
LI I So, if you want to keep high-rising fuel

e and maintenance costs under control, spe-
i v cify snug-fitting Andersen Perma-Shield
L { TN e Windows in your next building.

o For more details, see Sweets, File 8P.

s _i o " : i Or call your Andersen Distributor or Dealer.
= He’s in the Yellow Pages under “Windows,
Wood.” Or write us direct.

The beautiful carefree way to save fuel.
Andersen indowalls |8

' CORPORATION AYPORT, MINNESOTA 55000
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Five Riverside Towers,
Binghamton, N.Y.
Architect:

George E. Yurchisen, A.LLA.,
Rochester, N.Y.

8088 Copyright © Andermen Carp,, Duyport, Minn, 1975




You know your |
building needs. e

- Ry

Putitalltogether and you get an elevator system that works.

The important thing in buying an
elevator system is toget it right the
first time. Expanding, remodeling,
or replacing elevators costs money
and may reduce rentable area.

And getting it right the first time
is a Dover specialty.

It pays off when you ask for an
early consultation on your elevator
needs. Sit down with one of our
representatives and plan your
elevator system while the drawings
are in the conceptual stage.

Circle No. 370, on F!eader Service Card

We'll consider how many people

you need to move, how far, how
fast, how often, and come up with a
recommendation based on Dover's
35 years of elevator experience.
Dover makes all three types of
elevators—hydraulic, for low-rise
buildings; geared traction (cable)
for medium-rise, medium-speed:;

and gearless traction for high-rise,

high-speed. This means Dover can

serve you with equipment suitable

for your building in terms of people

Dover knows your

movement and budget.

When you're first thinking of
your new building, let Dover assist
you in planning the vertical trans-
portation system. Together we'll
get it right the first time. Dover
Corporation, Elevator Division,
Dept. B, Box 2177, Memphis,
Tennessee 38101. In Canada:
Dover/Turnbull.

DOVER DEPENDABILITY
It's better in the long run.
|
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1" Views continued from page 6
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of Pencil Points and thumb through it—
you'll be amazed that the same prin-
ciples adhere to today's design prob-
lems only they're solved in a much
more artistic, professional way.
Edward A. Kane, Jr.

Edward A. Kane & Assoc. Architects
Edwardsville, /ll.

Disregarding the myriad of advertising,
P/A with its awards issue has now
achieved the statis [sic] of junk mail.
Barry D. Ehrmann

Design Group 1 Architects

Hartford, Conn.

[We have asked the writers of the three
letters above if they can identify the
objects of their wrath more specifi-
cally—Editors]

The Power Broker

So frequently after one has written an
article (review of The Power Broker:
Robert Moses and the Fall of New
York, P/A, Dec. 1974, p. 110) and sees
it printed, one says "'Oh | wish I'd re-
membered to also say that.”" A letter

like that by Mr. Burns (Views, P/A, Feb.
1975, p. 6) gives me that opportunity.

First, in terms of Robert Caro’s con-
tribution to learning, | could refer
Burns to Bruce Biggs' review in the
December issue of Commentary. Mr.
Biggs contends that Caro's material is
permeated with half truths, innuendos,
and biased data, and that in fact
Caro’s basic hatred of Moses was as
deep as any of Moses' own.

Second, Burns is a believer in the
importance of citizen participation in
decision-making, in small neighbor-
hoods, and in the rights of individuals.
So am |. Nevertheless, many times in
terms of getting anything accom-
plished in planning and building
it is important to make decisions that
will be unpopular in certain quarters. It
is rare that city planning decisions of
any magnitude can be accomplished
with universal acclaim.

Worse, if the particular opponents
are intelligent, vocal, and with strong
motivations, they can and will make
you out as a villain and can sink your
proposal. Architects and planners
know this only too well. It is not that
Burns merely objects to breaking eggs

in making an omelet. In fact when he
goes into a restaurant he wants to tell
the chef how to make the omelet, a po-
sition under which it is difficult to be ei-
ther a good chef or a good architect.

Burns' letter gives the classic ex-
ample of the problem. The 1974 Hous-
ing Act plus HUD's implementation
says that no new public housing can
be built and in fact no plans can be ap-
proved unless full consultation has
been had locally with regard to 1) civil
rights 2) citizen participation 3) envi-
ronmental protection. Already the so-
cial action groups are tooling up—not,
unfortunately, to see that housing gets
built—but rather to see that no rights
are violated. And in fact the amount of
housing that will come out of this legis-
lation will be minimal, partially because
of the inadequacy of the law, partially
because of inflation, but in good part
because of those *‘safeguards' that
Mr. Burns so cherishes.

Robert Caro should have a field day.

Even Robert Moses couldn’t have beat
these safeguards. Or could he?

J.S. Fuerst, Assistant Director
Graduate Program in Urban Studies
Loyola University of Chicago

Just two highly functional units
you've always wanted them

First—our Designer Il drafting table. It gives you all the features of a fully
automatic model. Height adjusts from 30" to 37" and can be angled to
9 pre-set positions with one hand ease. The Aero/Core top is warp-proof,

super-smooth and held with sure rigidity.

Second— our companion Design/Desk sits right at your elbow. Gone is

the age-old reference space problem
Cost? It's low

Qur latest catalog has the details. Send for your free copy.

and finally you have things the way

PLAN HOLD

A. 3-section fite in Designer/ Desk holds manuals, letter and lec » ¢ .])

! £ old als, letter and legal sized papers TIMES MIRROR
B. Designer/Desk’s full width tool drawer. C. Two wing knobs allow quick sure 17621 Von Karman Avenue
drafting table height adjustrments. D. Deep sheel storage beneath board surface Irvine. Calitorria 92705
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Jackie leads drive to
save Grand Central

Jacqueline Onassis joined a newly
formed group of architects and other
interested citizens in late January to
take legal and popular steps to save
New York's Grand Central Station. At
a press conference, Mrs. Onassis
expressed hope that even an “11th
hour" effort—backed, hopefully, by a
nationwide expression of support—
could prevent Penn Central Railroad
from constructing a 55-story office
tower over the station.

The Committee to Save Grand Cen-
tral Station is chaired by former New
York Mayor Robert Wagner; co-chair-
men are Mrs. Onassis, Bess Myerson,
Philip Johnson, Brendan Gill, and
Jimmy Breslin. The Committee has
both a national committee (co-chaired
by William Marshall, president of the
American Institute of Architects, and
James Biddle, president of the National
Trust for Historic Preservation), and a
New York committee (co-chaired by
four individuals including architect-
sculptor T. Merrill Prentice Jr., who
also is president of the Municipal Art
Society which spearheaded the Com-
mittee's formation).

To join or to obtain further informa-
tion write the Committee to Save Grand

Photo: NY. Daily News

In front of Grand Central (from left) architect Hugh Hardy,
Bess Myerson, Philip Johnson, Jacqueline Onassis, and Rep. Edward Koch

Central Station, 41 E. 65 St., New
York, N.¥. 10021.

A Penn Central spokesman denied
charges raised at the press conference
that railroad operations were being
phased out of Grand Central and being
transferred to Penn Station. Ridership
is on the increase, he said, comment-
ing that at peak hours a train a minute
leaves the terminal.

In 1967 Marcel Breuer designed a
55-story tower to replace the terminal.
An alternate Breuer scheme, with the
tower occupying air rights above the
preserved exterior walls and main wait-
ing room, was proposed in 1969. After
the New York City Landmarks Preser-
vation Commission disapproved the
second proposal, Penn Central took
the commission to court to remove the
station’s landmark designation. In Jan-
uary this year the State Supreme Court
decided in favor of Penn Central, say-
ing landmark status deprived the bank-
rupt railroad of income which a new
tower would bring.

Penn Central's real estate attorney
Frederick Rovet said in an interview
that he expects the city to appeal the

recent court decision clearing the way
for the air rights development and that
litigation probably will continue for sev-
eral years. In any case, he stated the
developers—Realty Hotels Inc., a sub-
sidiary of Penn Central, and the British
company UGP Properties Lid.—had no
immediate plans to build due to the ec-
onomic climate.

Members of the Committee to Save
Grand Central challenge the feasibility
of another new office tower earning a
profit in today's economy, and further-
more contend that tax abatements to
date for preservation of Grand Central
represent a “'public investment'' which
must be protected. Lending his sup-
port, Rep. Edward Koch (D-NY)
said that the millions in federal dollars
backing Penn Central *‘should not be
used to demolish but to enhance.”

Davis/Brody firm
heads AlA awards

The New York City architectural firm of
Davis, Brody & Associates has been
named winner of the Architectural Firm
Award by the American Institute of Ar-
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News report

chitects. This honor is the highest the
AlA can bestow upon a firm. The rea-
sons cited by the Jury on Institute
Honors were continuity of project de-
velopment and a consistent output of
excellent designs.

The office, founded in the early
1950s, is headed by partners Lewis
Davis, Samuel Brody, and Alan
Schwartzman. Past honors from the
AlA are three national Honor Awards—
in 1968 for the Humanities and Social
Science Center at the Brooklyn Center
of Long Island University, and in 1971
for the U.S. Pavilion at Expo '70in
Osaka and for the Estee Lauder fac-
tory, Melville, N.Y.

Carl M. Sapers, partner in the Bos-
ton law firm of Hill & Barlow, was
named recipient of the Allied Profes-
sions Medal, an award normally given
to an individual in the design profes-
sion. However, the jury felt that Sapers’
work representing more than 50 archi-
tectural firms over the years “‘has
made a much-needed contribution to
architecture.” In this pioneering field
he's handled the legal aspects of such
innovations as design/build teams,
construction management, and indus-
trialized building.

Artist Josef Albers, best-known for
his ongoing series of work entitled
“‘Homage to the Square,"’ was selected
to receive the Fine Arts Medal. The
Jury praised Albers’ intellectual vigor
and the architectonic quality of his
work in naming him for this honor.

The Industrial Arts Medal was
awarded to Gemini GEL, a Los An-
geles Lithography firm, for its research
and development of materials and
techniques and its technical assistance
offered to artists.

e
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Clayton Center outside St. LLouis

Clayton vs. Mercantile:
round one

Financing has been obtained for Clay-
ton Center, a hotel, office building, and
condominium complex scheduled for
first phase completion in 1977, near St.
Louis. Architects are Anselevicius-
Rupe Associates of St. Louis and Cam-
bridge (William Rupe, St. Louis, and
George Anselevicius, former dean of
Washington University School of Archi-
tecture, St. Louis, now chairman of
Harvard's architecture department).

Clayton Center will intensify rivalry
between downtown interests and sub-
urban Clayton, only a few years ago
the somnolent seat of St. Louis County
turned burgeoning center of gleaming
towers and corporate offices.

The project began with an estimate
of $70 million and now is budgeted at
$125 million. The initial phase will be
the first of two 25-story condominium
towers, the most expensive in the St.
Louis area, a 500-room hotel, 8-story
office building, and a landscaped
atrium containing 300,000 sq ft of re-
tail space. The second phase will be
another condominium and office build-
ing, galleria, and recreational center—
to be completed in 1980.

The downtown recently witnessed
the topping out of the 35-story Mer-
cantile Tower, part of phase one of the
$150 million Mercantile Center, a 6-
block redevelopment which will include
an 800-room hotel with 28-story atrium
and two office-retail towers. Land
clearance is about two-thirds complete

Davis, Brody & Associates—architecture firm of the year

Progressive Architecture 3:75

Mercantile Center in downtown St. Louis

for this development by architects
Thompson, Ventulett & Stainback of
Atlanta associated with Sverdrup &
Parcel & Associates, St. Louis. Mer-
cantile Center will be second only to
the Gateway Arch in skyline domi-
nance. [George McCug]

Yamasaki taped
interview available

An hour-long taped interview with ar-
chitect Minoru Yamasaki, who speaks
at length about the design evolution of
his World Trade Center in New York,
and a show of 160 slides illustrating his
remarks are available from the Meadow
Brook Art Gallery, which recently held
a major retrospective Yamasaki exhibi-
tion organized by curator Kiichi Usui.
The show included photographic pan-
els and models of such projects as
Century Plaza Tower, Los Angeles,
and office buildings for the Colorado
National Bank, Denver; Montgomery
Ward and Company, Chicago; and the
Federal Reserve Bank of Richmond,
Va. The interview was conducted by
two women from Meadow Brook Gal-

Photo: Robert Gray




umuumnplg]lﬂlll

World Trade Center panel
from Yamasaki exhibit

lery Associates under the direction of
Usui. Taped comments include discus-
sion of the Dhahran Airport in Saudi
Arabia and the Michigan Consolidated

Gas Co. building, Detroit. Further infor-

mation is available from the gallery,
Oakland Univ., Rochester, Mich.
48063.

Rookery Ball benefits

Chicago architecture
The Rookery, designed by Burnham &
Root in 1886 in the heart of Chicago’s
financial district, will be the place of
merrymaking April 18 when The Rook-
ery Ball gets underway to benefit the
Chicago School of Architecture Foun-
dation’s educational programs. Co-
sponsor of the event, along with the
foundation, is the Continental lllinois
Bank and Trust Company which has
facilities in the landmark building. Pro-
ceeds also will help further restoration
of H.H. Richardson's Glessner House,
headquarters of the foundation. Tick-
ets to the ball cost $30, available by
calling (312) 326-1393.

James L. Nagle of Booth & Nagle is
president of the foundation, and
Marian Premer is benefit chairman.

The evening's festivities will include
a "'silent auction" of architectural
ornaments and a buffet dinner in the
bank's newly remodeled offices by
Graham Anderson Probst & White. The
white marble lobby of The Rookery
was remodeled in 1905 by Frank Lloyd
Wright as a graceful semiprivate court-
yard surrounded by shops and offices.

MOMA drawings show
March 12-May 15

Architectural drawings by 21 American
and European designers will be exhib-
ited at New York's Museum of Modern
Art March 12 through May 15. Works
in the show will be for sale through the
Art Lending Service. Among those rep-
resented in the exhibit are Peter Cook,
Michael Graves, Hans Hollein, Event
Structures, and Superstudio.
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Drawings by Friedrich St. Florian
(above) and Peter Eisenman

Architecture
for undergraduates

A mildly successful mid-winter confer-
ence sponsored by the Architectural
League, the Institute of Architecture
and Urban Studies (IAUS), and Colum-
bia University's Graduate School of Ar-
chitecture and Planning in New York
concerned itself with “Undergraduate
Non-Professional Architectural Educa-
tion.” The day-long seminar focused
on to what extent architectural educa-
tion for undergraduates needed to be
professional. Most participants as-
sumed a major should prepare stu-
dents for further architectural training,

much like a pre-med program. There
was little discussion about programs
for the people who might remain *‘non-
professional," becoming enlightened
clients, politicians, (or journalists).
Thus issues revolved around aca-
demic vs. technical emphasis, but even
these areas were not discussed ade-
quately. Speakers tended to stress
course descriptions, credits, and de-
sign studio projects as if to impress
others with how '‘professional’ each
“‘nonprofessional’’ majors were. [SS]

Russian planning:
an overview

In planning new communities, the
need for recreation space and parks is
recognized everywhere, and the Rus-
sians love flowers and greenery, yet
their new communities often look like a
victory of the system over people.

Photo: Fran Hosken

Town center of Bratsk

Nowhere is this more apparent than
in Bratsk, the new town built in the
middle of Siberia’'s “taiga’ forest next
to the largest hydroelectric installation
anywhere in the world. But the city has
no center except for a movie house
and hotel located where two main
highways cross. Facilities and services
are entirely dispersed, despite freezing
temperatures up to nine months of the
year. Shopping still requires standing
in long lines. The school and the mar-
ket, as well as social facilities are in dif-
ferent parts of the community, and this
requires constant walking in the cold
as there are few private cars.

The incentives to come to Bratsk
(and to much of Siberia) are great: 40
percent more pay than in Moscow and
10 percent above that for each addi-
tional year after the first.

Observing Russian new community
planning and housing one concludes
that people do not matter, and it is the
system that rules all. [Fran Hosken]
Ms. Hosken is a free-
lance architectural writer
[News continued on page 26]
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The lesson was how tOC
construction time for completinga s
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as utilized in Sted Fab
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ral subsystem,whiC
made*fast track” construction scheduling possible for this job.

By using Vulcraft steel joists and joist girders instead of concrete
the structural work on ‘he building could be started before the inal
design was completed. Because Vulcraft's joist girder system utilizes
standard five-foot panel point spacing.

K nowing this allowed designers tO standardize lighting/ceiling
components as well as heating, ventilating and air conditioning com-
ponents. And layouts for wiring, ducts and pipes. Also. because Vul-
craft’s steel joists use an Open web construction pattern. installation
of all wiring, ducts and pipes goes casier and faster. They actually can
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pass right through the joists and joist girders.

The light weight of Vulcraft’s joists and joist girders offers other
advantages, too.Erection is easier and faster.Supporting columns can
be spaced further apart to provide for larger bay areas. And foundation
size can be decreased.

The"fast track”technique worked in Harrisburg, Pennsylvania.
Plus ten other schools throughout the country where Vulcratft steel
joists and joist girders have been used by Steel Fabricators, Inc.

: N |
Vuleraft s steel joists and joist The standardization of column The light weight and simplicity
girders allow a standard five-foot module  connection also speeds up construction.And  of Vulcraft s steel joists and joist girders
between connecting points. requires fewer connecting bolts. make erection fast and easy

T TR 6 bigh stnpth of steel joists and F0¢ aise 2 consaediey o desigmamee
joist girders allows ducts, pipes and wiring to  joist girders provides increased clear span  with steel joists and joist girders solve other-
pass directly through the steel members. area, allowing larger bays. wise complex design problems.

And it can work for you. Just contact your local Vulcraft repre-
sentative for your Joist Girder Specification Guide.Or write Vulcraft,
P.O. Box 17656, Charlotte,North Carolina 28211 to learn how to
speed up your work. Or call (704) 366-7000.

We have the know-how. And we have five plants located through-
out the country to make sure your deliveries are there on time.

After all,when school time rolls around, nobody wants to be late.

VULCRAFT

Architect: William Lynch Murray & Associates, Harrisburg, Pennsylvania. Erector: Walsh Steel Services, Pittston,
Pennsylvania. General Contractor: Ritter Brothers Construction, Harrisburg, Pennsylvania. Steel Fabricator: Steel
Fabricators, Inc., Fort Lauderdale, Florida. Consulting Engineer: Quentin Bowers, P. E., Harrisburg, Pennsylvania.
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News report continued from page 23

In perspective

Barnes gratia artis
The concept of the cultural center
flowered early and vigorously in Pitts-
burgh, where the Carnegie Institute
and Library (1895-1907) shelters un-
der one vast roof museums of art and
natural history, a library, a concert hall,
etc. Recently opened and nearly com-
pleted is a $12.5 million addition to this
complex, the Sarah Scaife Gallery, de-
signed by New York architect Edward
Larrabee Barnes to house the Insti-
tute's famous modern art collection.
Barnes has brilliantly resolved the
whole network of functional and aes-
thetic problems that come with such a
commission: accommodating circula-
tion between two key new entrances
and the old building; relating galleries
in the new wing to remodeled existing

spaces; giving the addition a distinctive .
exterior that nevertheless comple-
ments the main block. On the outside, Glass wall, braced only with glass, extends full 40-ft height of stair hall Photo: Dick Brehl, Assoclated Photograp)

he has clad his carefully scaled cubic Severity of north entrance is tempered by fountains and Nevelson sculpture

forms with a handsome brownish,
flame-treated granite that somehow
matches the whole range of colors in
the old building’s sooty Beaux-Arts de-
tail. On the inside, he has cleanly seg-
regated the new wing's functions on
two main levels: an active street floor
for circulation, cafe, theater, museum
shop, etc.—treated as a stone-surfaced
extension of outdoors—and a quiet up-
per level exclusively for the contempla-
tion of art. At the center of the new
wing, separated from its main corridors
only by vast sheets of mullionless
glass, is a handsome sculpture court.
For all the architectural delights of its
corridors and courtyard, the most
memorable spaces at the Scaife are
the rigorously ascetic exhibition gal-

Photo: Lando Inc
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All painting galleries at the Scaife are on the second level. Labyrinthine layout is related to linear

skylights, which supply light to coves at top of display walls, Off-white walls and floors disperse light.

DOWN
TO LOBBY

—=Z

[ SCAIFE GALLERY SECOND FLOOR PLAN

leries upstairs. As at Barnes' recent
Walker Art Center in Minneapolis (far
right) the galleries here are organized
on a strong and uncompromising cir-
culation pattern—helical at the Walker,
labyrinthine here.

At the Scaife, the visitor's single-
minded interest in art is both encour-
aged and tested by threading him
through a sequence of visually identi-
cal galleries, all neutral, windowless,
and toplighted. (By-passes are pro-
vided, through long print and drawing
galleries, and one gallery offers
glimpses of the street.) When remod-
eled spaces in the old structure are fin-
ished, they will complete a circuit of
galleries leading back to the spectacu-
lar glass-walled stairhall.

The Scaife gallery plan is integrally
related to its superbly effective system

40"

/T

of natural lighting. From skylights
above the center of each linear gallery,
light passes through vertical panels of
frosted glass into coves at the top of
the main display walls. Knockout pan-
els in the gallery ceilings allow for di-
rect lighting of the movable crosswalls,
but off-white plaster walls and terrazzo

floors disperse light so thoroughly that-

this has not been needed. Artificial
lighting at the ceiling is used only for
evenings or very dark days.

“The visitor will find,"’ says museum
director Leon Arkus, ‘‘that nothing in-
trudes upon his seeing painting and
sculpture.’ Nothing, that is, in the ar-
chitecture of the galleries. The Scaife
galleries will be ideal for serious art-
viewers and guided tours, unsettling
for visitors with small children or short
attention spans. [UMD]

At Walker Art Center, Minneapolis (1970), Barnes
arranged galleries on helical path, with sculpture

terrace on roof. Like Scaife, Walker was added

to an older landmark (Rapson's Guthrie Theater).

Photo: George Cserna
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News report

‘SAIL’ exhibition
attracts lunch crowd

Unrented ground floor space in |. M.
Pei's 88 Pine Street building, lower
Manhattan, was taken over for two
months this winter by Creative Time
Project which staged a multimedia en-
vironmental sculpture exhibit called
“SAIL." The artist, Anne Healy, took
26 sails of various types and strung
them about the space where they bil-
lowed and shifted in fanned breezes.

""Sail"" installation

Music created by Jim Burton on 80-
ft-long piano wires was electronically
programmed to respond to the motion
of the sails and spectators. Attendance
was so good that additional concerts
were hastily devised for noon hours to
satisfy mounting interest as word
spread. Creative Time, which special-
izes in cultural activities for unrented
spaces, will hold its next event in late
spring or early summer.

Chicago mid-north
nears landmark status

The Commission on Chicago Historical
and Architectural Landmarks recently
voted unanimously to designate the
mid-north residential neighborhood a
city landmark. One property owner has
threatened to appeal the decision, and
numerous others at the hearings spoke
out against the designation, including
architect Bertrand Goldberg, who
owns property and lives in the district
on Astor St., the most prestigious
street of them all. In recent years con-
dominium towers have replaced sev-
eral townhouses on the street and
elsewhere in the district.

Goldberg’s protest was based on the
inequities a landmark designation
would bring to bear on property values

Progressive Architecture 3:75
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Potential landmark neighborhood

(up to $28 per sq ft decrease) and on
its “hidden"’ effect of spot zoning. In
1956, he said, he opposed re-zoning
Astor St. from single family homes to
apartments. That being done, however,
Goldberg maintains “‘the neighbor-
hood no longer deserves designation
as a Landmark District,"" and he sug-
gests, instead, naming individual land-
mark buildings. The final vote will
come from the Chicago Council of al-
dermen, who already have delayed up
to three years on other landmark votes.

Argentinian artist

shows glass sculpture

The first New York exhibit of glass
sculpture by Argentina-born artist
Raquel Rabinovich at Susan Caldwell
Gallery was composed of three large
works up to 9 feet high and 15 feet
long. Ms. Rabinovich designs the
sculpture both for outdoor gardens
and plazas and for the indoors, as par-
titions or free-standing objects. Tinted
panes from % to 'z inches thick, in jux-
taposition, offer subtle interplay of light
and shadow.

Dedicated . . .
but not desired

“5in 1," a weathering steel sculpture
by New York artist Tony Rosenthal,
was dedicated last October at its site in
front of New York's new Police Head-
quarters building by Gruzen & Part-
ners, but reportedly the policemen are
not all that fond of it. Rosenthal, who
has two additional large outdoor works
in New York and others elsewhere in
the country, said he's never before met
such resistance. He feels the rusting
steel perhaps is interpreted by the
passersby as neglect rather than
beauty. The $80,000 sculpture was
commissioned by the Department of
Public Works.

- e IS o

Weathering criticism: “Sin 1"

New York AlA steps
up lobbying efforts

With the economic crunch hitting the
construction industry hard, the New
York State Association of Architects
has moved its headquarters from New
York City to the state capital in Albany
hoping to secure a “‘closer liaison”
with the legislature. Top in the
NYSAA's legislative program for 1975
is a request for state funds to put archi-
tects back in business. This would help
designers get out of a slump as bad as
or worse than that of the Depression,
and also ensure that construction proj-
ects will be ready when an antici-
pated improved economy makes
money available for building.

The state association is proposing
these funds be channeled through ex-
isting state agencies, which now are
practically at a standstill regarding
construction projects. The relatively
modest amount of state funds involved
for design, if appropriated, “‘will help
[News continued on page 30]




Pella wood folding doors
move quietly, easily

and with a certain
natural beauty.

For more detailed infor-
mation, send for your
free copies of our 8-
page, full-color bro-
chures on Pella Wood
Folding Doors. See us
in Sweet's Architectural
File. Call Sweet's BUY-
LINE number or look
in the Yellow Pages,
under “‘doors’, for the
phone number of your
Pella Distributor.

woon
FOLDING DOORS

pr——
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QOUR 50TH YEAR
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Genuine wood veneers or vinyl. Wood core panels. Hung on
nylon rollers. Hinged by a patented system of steel alloy springs.

Pella Wood Folding Doors are as practical as they are beautiful.

The solid wood core construction minimizes possible surface damage.
And it keeps the panels hanging straight and true, even in humid
areas. The concealed steel spring hinging system creates equal tension
on each of the panels, for smooth operating motion, uniformly
positioned panels and flat, compact stacking. Pella Wood Folding
Doors. Finished or ready-to-finish. In a wide variety of styles.

Heights to 161", Unlimited widths.

Please send me your 8-page brochures on Pella Wood Folding Doors. | would also
like information on: [] Sliding Glass Doors, [] Casement Windows, [] Double-
Hung Windows, [] Awning Windows.

Name
Firm

Address

__Slate__ ZIP

City.

Telephone

Mail to: Pella Windows & Doors, Dept. T35C5, 100 Main St., Pella, lowa 50219.

Also Available Throughout Canada This coupon answered within 24 hours.
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Drawing: Guy Jackson

Largest totally integrated TV/Radio
facility in the Southwest: a symbolic
tribute to Houston's highways

30 Progressive Architecture 3:75
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News report continued from page 28

level out the lump which inevitably
develops when the economy eases,
money is available, and everybody
says, ‘Let's begin,” "' said Michael
Maas, chairman of the association's
Political Affairs Committee. Also in-
cluded in the campaign is mobilization
of statewide chapters of the AlA to
meet with local lawmakers on various
points of the program. By mid-March
the entire effort should be in operation,
said an NYSAA spokesman.

Freeway
frontage

Houston's Southwest Freeway has for
the last decade gradually extended the
limits of the city farther into the Texas
hinterland, only occasionally gener-
ating a development adjacent to it
which seems to actually belong there.
A building which operates effectively
on this strip is the NBC affiliate KPRC
Radio/Television headquarters and
broadcasting facility designed by S.I.
Morris Associates (successor to Wil-
son, Morris, Crain & Anderson).

KPRC's reception area

KPRC is the largest totally integrated
TV/Radio production facility in the
Southwest, and the building design
was a deliberate attempt to relate all
functions to each other and mix the
station personnel in their use of the
building. The $3,160,000 complex is
several buildings in one (80,000 sq ft),
tied together by a glass-roofed two-
level interior spine which expands at
the public entry into a major inter-
section of functions.

Administration is defined by a
chrome-glass skin above the radio sta-
tion. A notch in the side of the building
complements the presence of the main
lobby and sets the front of the linear
block apart from the film production
and radio/ TV news sections. Termi-
nating the linear block are the servic-
ing area for media trucks and the me-
chanical plant, which abuts the rear
staff entry. The main block on the other
side of the spine contains the engi-
neering controls, three TV studios of
varying size and their prop rooms, all
insulated against sound.

The overall result is both a working
environment which unifies the various
functions of the station and an up-front .
image for KPRC. Exposure is gained
through its architectural statement:
the creation of a bold symbol in scale
with freeway movement.

[Peter Papademetriou]

Calendar

Apr. 3-5. Taast, the Annual Archi-
tectural Spring Thing at the Univ. of
Tenn., Knoxville: seminars, exhibits,
lectures, picnic, party.

Apr. 14-16. National Interfaith Confer-
ence on Religion and Architecture, Hil-
ton Palacio del Rio, San Antonio, Tex.
Apr. 16. Submission deadline, Birch
Burdette Long Memorial Award for ar-
chitectural drawings. Architectural
League, 41 E. 65, N.Y., N.Y. 10021.
Apr. 20-23. Sixth annual conference
of the Environmental Design Research
Association, School of Architecture
and Urban Design, University of Kan-
sas at Lawrence.

May 12-16. Seventy-ninth annual
meeting of the National Fire Protection
Association, Palmer House, Chicago.
May 18-22. Annual convention, Amer-
ican Institute of Architects, Atlanta.
June 18-20. U.S. National Conference
on Earthquake Engineering, University
of Michigan at Ann Arbor.

June 23-25. Nineteenth annual con-
vention and exhibit of The Construc-
tion Specifications Institute, The Riv-
ergate, New Orleans, La.

July 7-9. Third International Confer-
ence of the Design Methods Group,
Berkeley, Calif.

[News continued on page 33]




New“Rite-On Wipe-Off”
Writing System
Paints A Pretty Picture

The pretty picture is this: 1. New system combines AllianceWall porcelain wall
panels and dry marker pens to create a completely dustless writing system. 2.
Porcelain panels come with a special finish that enhances both writing
and erasing. 3. Writing dries instantly and can be erased with a dry
| cloth or eraser. 4. Every inch of every office wall becomes a produc-

tive work surface. 5. Laminated to low-cost gypsum board, the panels
are fire-proof, inexpensive to install and maintenance free. 6. No
special lighting system is necessary. 7. Boards are guaranteed for 50
YEARS and can be used with any partition system.

& )
J
*“Rite-On, Wipe-Off' dry marker pens are now available / o p ‘ /
through local AllianceWall distributors. ldn(‘ e / _ga
CORPORATION 1

Othver ploris: Box 247, Alliance, Ohio 44601
(e] Igee, Oklahoma; Genk, Belgiu d Seden, Denmark i :
e e et g = Circle No. 322, on Reader Service Card
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Jennison-Wright Kreolite Wood Block Floors are adding new life to all sorts of
establishments. The naturally beautiful effects of wood, and particularly end grain wood,
have captured the imagination of eclectic owners, architects and designers. Though end
grain wood blocks were originally created for industrial floors and have served that
purpose long and well (for over 60 years) our new process using a clear, transparent

preservative has opened up many new fields for this handsome prod-

blocks uct. (Developers of shopping centers, book stores, res-
hlend taurants, etc., please take notice) It not only enhances

i1
beautltu“v at Abercrombie and Fitch, too!

its environment with mellow warmth and charm, but it also offers extreme durability and
relaxing “softness” for tired feet—and jangled nerves. This is truly a luxury floor that
deserves the acclaim it is receiving. We'll welcome your expression of interest. Please
write us .

\ The Abercrombie & Fitch Store, Oak Brook Plaza in Oak Brook, Illinois

JENNISON-
WRIGHT

The Jennison-Wright Corporation, P.O. Box 691, Toledo, Ohio 43694 . . . you'll find us in Sweet's Catalog and in the Yellow Pages
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News report

In progress

1 Chicago Art Institute—To celebrate its
centennial, the Art Institute of Chicago is adding
216,500 sq ft to its sprawling quarters in Grant 1 Art Institute of Chicago school addition to left (above) and

Park and remodeling another 46,000 sq ft. The museum's new east entry. Construction (below) a year from completion
first phase, to be completed in 1976, includes a AT fir

N AR
new east entry, dining facilities, auditorium, S - . *& <5

galleries around McKinloch Court, and an
addition to the School. The high-ceilinged
trading room and ornate arched entrance of
Louis Sullivan's Stock Exchange Building
destroyed in 1972 also will be incorporated in
the new construction. Architect Walter Netsch of
Skidmore, Owings & Merrill has kept heights
lower than the existing structures, a neoclassical
building facing west on Michigan Ave. and other
additions bridging the railroad tracks which cut
through the park. The school's faculty reportedly
isn’t too happy with the plans saying the space
will be insufficient and is actually less than what
1S now in use, Narrow windows facing the lake
have been dubbed, somewhat uncharitably,
"Walter Netsch's niches."

2 .M. Pei—The recently approved $7.3 million
Long Beach Art Museum in California by .M. Pei
& Partners of New York will go up in a super-
block shared with the new city hall and library. Pei
breaks the form into semicircle, square, and tri-
angle to separate functions, which include a te-
levision studio in the square structure and two
15,000-sq-ft galleries in the triangular buildings
that embrace and penetrate the square. Entry is
through a foyer-information center beneath a
partially glazed roof. The museum is scheduled
to open in 1978.

2 "'Arts Forum,"' the Long Beach Museum of Art by |.M. Pei




News report

3 Architects combine restaurant and gallery
s0 each can enjoy amenities of the other

34 Progressive Architecture 3:75

4 Existing courtyard (left)
and after renovation (above)

3 Institute of Contemporary Art—Looking for
new quarters, the Institute secured the aban-
doned Police Station # 16 in Boston's Back Bay
section. Graham Gund Architects of Boston had
the task of giving identity and flexibility, while
also accommodating another tenant, a 2000-sg-
ft restaurant which, with the Institute, will share a
common entry deor. This was achieved by
creating a 2% story space containing both. The
gallery gradually winds up to the second level,
overcoming the tight envelope of bearing walls
and random-spaced columns.

4 Urban infill=The South Street Seaport Mu-
seum is a proposal for unifying buildings in this
former New York fish market area into a living
new entity. The architects are Beyer-Blinder-
Belle of New York, who have connected the
buildings by a common corridor and provided a
courtyard in the center. Some of the structures
date from the 1790s and will continue to be used
now as shops and restaurants. This block is the
first of 11 scheduled for renovation.

5 Main street museum—Viennese architect
Hans Hollein recognized the need to attract
people to the art museum he was designing for
an out-of-the-way site in Moenchengladbach, a
small German town (population 150,000) near
Dusseldorf. His solution is a connector which ex-
tends the passage of a main street through an
existing building and over a bridge before de-
positing the pedestrian at the roof of the cultural
center, which steps down a hillside towards an
old baroque garden. The interior is a flexible
space with no given path to follow. Lecture




5 Museum roof connects with *‘main street’” as
galleries step down hillside to a garden.
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6 A-18th century house B-plaza c-museum

——

rooms and studios accommaodate educational
programs. Administrative offices, a library, and
artists' apartments are located in a tower. The
first stage of construction begins this year.

6 Theater of thoroughbreds—A museum of
racing horse lore is being projected for a six-
acre site in the ‘horse” country of Long Island
near QOyster Bay. Itis part of a complex
comprising a training ground for thoroughbreds
and a private club for owners. The 10,000 sq ft
museum and the adjacent 17th-Century wood
frame house—oldest in the area—will be geared
to attract a general public. Architects Potter &
Golder Associates, New York, have designed a
two-story concrete structure with a 14-ft-high
curved wall at ground level for outdoor
projections of racing horses to be viewed by
spectators seated in the stepped plaza. Inside,
rear-screen projections and conventional
installations will be in a near-windowless
environment; however, skylights will provide
ample natural illumination for the two levels.

7 North Carolina Museum of Art—Edward Du-
rell Stone & Associates of New York designed a
low, landscaped museum complex near Raleigh
for the state of North Carolina. The building con-
sists of a series of pavilions which step down to a
lake. Galleries surround interior gardens, and
the flat roofs are to be used as sculpture courts.
Parking is at a distance, below the ridge. Part of
the program called for the use of native mate-
rials whenever possible. The structure is ex-
posed, cast-in-place concrete with local granite
for paving and interior floor areas.

Photos: courtesy Hans Hollein

South view shows administration tower
and the cantilevered cafeteria,

L VV\’
-~
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7 Central galleries from entrance (above) resemble a
shopping mall rather than traditional museum. South-
east view (below) shows library/lounge projecting into lake.
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Beautiful Washfountains that hold up beautifully. Bradglas®
Washfountains . . . colorful like nature. Brick red. Desert
yellow. Surf green. White marble. Driftwood beige. With
clean, contemporary lines to fit today’s commercial, indus-
trial and school buildings. Durable like steel. Smooth, non-
porous. Resistant to abrasion, acid and corrosion. Won't
swell, shrink or warp. Won't chip, peel or flake. Vandal-
proof and fire-safe, too. Reinforced polyester is tough . ..
yet light for easy installation . ..80% lighter than precast

Progressive Architecture 3:75

from Bradle

Leader in Washroom Fixtures and Accessories

stone. Bradglas Washfountains cut installation costs be-
cause they serve up to 8 people with one set of connec-
tions. Save on wall and floor space. Can be installed
anyplace...washrooms, halls, alcoves. More sanitary than
lavatories because they're foot-operated. In 54” and 36"
circular and semi-circular models. See your Bradley wash-
room systems specialist. And write for latest literature. Or
call (414) 251-6000. Telex 2-6751. Bradley Corporation,
9141 Fountain Boulevard, Menomonee Falls, Wis. 53051.
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assenger
affer passenger
affer passenger
travels on
proven carpet

by Bigelow.

If you're doing a public transportation job, terminal,
passenger train, even a ship’s interior, you can create
your own specifications for the carpet you want. And
we can make it for you,

However, we have another suggestion. Why not specify
carmpeting that's already proven it can take the hard
use (not to mention abuse) passengers, guests and
staff deal out. Carpet that's repeatedly demonstrated
it can take a beating year after year after year.

Bigelow has that kind of proven in actual use
carpeting ready for you in a wide selection of styles
and pattems. Carpet that is the result of research and
development combined with the realistic experience
gained in hundreds of fransportation installations.
And speaking of experience, what better proof than
the fact that Bigelow is now celebrating their 150th
Birthday. From 1825-1975, Bigelow—America’s most
experienced carpet maker. We can give you the best
advice, the best in everything to do with carpets
because we've been doing it longer and doing it
better than anyone else.

&« PO.Box 3089, Greenville, S. C. 29602

Happy Bithday, Bigelow. Now let's see what your 150 years of experience
can do forme on a public fransportation job.

S S R e e R e e A S A AR e ol 1= TR SR R T 0 e
Please print clearly
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%lgelow } AMERICAS MOST EXPERIENCED CARPET MAKER
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Our Unatap economy faucets can pay for
themselves in Just a matter of months

-—$40 00& . o e | et R e S T e T 1 s DT R Tt o8l PRl e T om0 i e T it

Comparison of combined capital and rum‘-mq costs for regular center-set and Unatap economy faucets. Calcu-
lation based on 500-bed hospital with 625 taucets installed (including general public usage), taking into ac-
count proven 70 percent economy factor uf Unatap spray mixing laucet over regular fmcers Detailed data
available upon request

And after our Unatap economy mixing faucets
have paid for themselves, they go on saving your
clients both fuel and money.

In a typical hospital installation using ordinary
faucets the combined capital and running costs
for hot water come to almost $39,000 the first year.

With a Unatap, the same costs come to only
about $16,000. Your client saves about $23,000,
and there’s no reduction in functional efficiency.

Unatap’s single control allows instant temper-
ature selection. The built-in flow-governor cuts
wasteful hot water consumption by up to 70% by
delivering the right amount of mixed water in a
generous and hyglemc spray.

Hospitals aren’t the only places where Unatap
faucets can cut down on costs. Office buildings,
schools, and all kinds of commercial buildings are

also saving thousands of dollars every year.

The design of our Unataps allows for complete
interchangeability in a wide variety of applica-
tions.

The lever-operated model for lavatory or vanity
installation is specifically designed for examina-
tion rooms, on-ward scrub facilities and similar
applications.

Our regular models are designed for commer-
cial office buildings, industrial plants and schools
as well as for hospital applications.

And they all cut your running costs by saving
thousands of gallons of expensive hot water.

There's more to tell. Call or write for full infor-
mation about Unatap economy spray mixing fau-
cets.

They're like having money in the bank.

Richard Fife Inc.

140 Greenwood Avenue, Midland Park, N.J. 07432 - 201-447-1200 N.Y.C.212-683-0745

Progressive Architecture 3:75
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Whose cold storage doors keep the
products moving at major distribution centers?

Ask Morrison Incorporated.
They chose Jamison.

DOUBLE PROTECTION. Jamotuf®

Vestibule Track door.assures efficient
refrigeration protection at doorway
between beef receiving dock and
cooler. Double batten door in same
frame minimizes refrigeration loss
when insulated door is open in this
high traffic area.

UNIQUE REQUIREMENT. Jamison
manual Mark II Vertical Sliding Ves-
tibule door was selected for double
protection in a high traffic area where
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Progressive Architecture: Editorial

The museum

March 1975

A public treasure house? A conspicuous display of private
acquisitions? An agent of social uplift? A community bulle-
tin board? A monumental coffee table?

There are many roles for museums in our society, and all
of them have some effect—if only indirectly—on the archi-
tecture that contains them and symbolizes them. In the
pages of P/A over the past few years (list at right) you can
trace a sequence of museum concepts as the “‘cultural ex-
plosion” peaked and subsided. The sleekly modern, 1960
version of the traditional museum—monumental form, neu-
tral interior volume—was followed by the mid-1960s Expo-
style programmed exhibition, and the late 1960s decentral-
ized storefront model. We are now seeing construction of
an occasional new monumental museum—Ilike the Hirsh-
horn, shown in this issue—and many extensions of older
monuments in New York, Washington, Chicago, Pitts-
burgh, Minneapolis. The timing of this issue was, in fact,
determined by the number of representative efforts reach-
ing completion at the end of 1974,

A parallel trend, growing stronger, is the conversion of
fine old buildings into museums—not just restored build-
ings to be guided through, but museums with real pro-
grams. So long is the time-lag in actual construction of mu-
seums that most of the ones we show completed in this
issue represent conceptions of the late 1960s. Although
P/A has already shown a number of buildings that have
been effectively recycled as museums, it is no accident that
the only works of this type included here are projects; this
movement is still growing.

The storefront ideal survives, but by and large the leaders
of the established museums (like the architects who design
them) have lost their zeal for carrying art to the people, or
embracing people’s art. Most of the architecture now pro-
duced for this field reflects the conservative idea to which
most of the available money is dedicated: that the museum
exists to protect a heritage of acknowledged art and to wel-
come those who enjoy it. If little else has changed over the
past two decades, this welcome is usually more graciously
expressed now in entrances, gardens, cafes, and gathering
places. Architecturally, there has been an almost universal
recognition—clearly demonstrated in all of the examples

featured on the following pages—of the need to be respect-
ful of existing buildings and patterns.

Public treasure houses? At best, yes—well-guarded, well
air-conditioned, their administrations preoccupied with sur-
vival, striving for expansion. More power to those who
would continue to expand the roles of the museum. Grat-
itude to those who merely build well for time-honored pur-
poses. We need all the communal treasures we can save.

Selected list of museum articles in past issues of P/A: The Great Mu-
seum Debate (Dec. 1969) includes coverage of Hudson River Museum by
SMS Partnership, Oakland Museum by Roche-Dinkeloo, New England
Aquarium by Cambridge Seven Associates, and others; Douglas County
Museum, Roseburg, Ore., by Backen, Arrigoni & Ross, and Mansfield Art
Center, Mansfield, Ohio, by Don M. Hisaka & Associates (Dec. 1971);
Winnipeg Art Gallery by Gustavo da Roza (Sept. 1972); Pittsburgh History
and Landmarks Museum, re-use (Nov. 1972); Smith College Art Complex,
by John Andrews Architects (Feb. 1973); Fairmont Theater Museum by
Hardy Holzman Pfeiffer Associates (Sept. 1973 News report); lighting of
Kimbell Art Museum, Fort Worth, by Louis Kahn (Sept. 1973); Museum
extension, Woodstock, N.Y., by R.M. Kliment (Jan. 1974); Hopi Cultural
Center, Oraibi, Ariz., by Bennie M. Gonzales (March 1974); Queen Mary
conversion, Long Beach, Calif. (July 1974); Whatcom Museum of History
and Art, Bellingham, Wash., re-use, by George Bartholick (Aug. 1974);
construction of addition to National Gallery, Washington, by I.M. Pei &
Partners (Sept. 1974); ArtEl, Lewiston, N.Y., by Hardy Holzman Pfeiffer
Associates (Feb. 1975). Featured In this month’s Issue: Hirshhorn
Museum and Sculpture Garden, Washington, D.C., by Skidmore, Owings
& Merrill; Minneapolis Institute of Arts, by Kenzo Tange & URTEC;
Contemporary Arts Museum, Houston, Tex., by Gunnar Birkerts; Museum
of Modern Art, Florence, Italy, by Richard Meier & Associates; Interior
architecture: Museum exhibition installations. News Report, this month's
issue: Scaife Gallery, Pittsburgh, Pa., by Edward Larrabee Barnes (In
perspective); Chicago Art Institute by Skidmore, Owings & Merrill, Long
Beach Art Museum in California by |.M.Pei & Partners, Institute of
Contemporary Art, Boston, by Graham Gund Architects, South Street
Seaport Museum, New York, N.Y., by Beyer-Blinder-Belle, Main Street
Museum, Moenchengladbach, Germany, by Hans Hollein, Museum of
racing horse lore, Long Island, N.Y., by Potter & Golder Associates, North
Carolina Museum of Art by Edward Stone & Associates (In progress).
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Hirshhorn Museum and Sculpture Garden, Washington, D.C.

Museum as monument

While this imposing structure for modern art
could merely indicate architect Gordon Bunshaft’'s
penchant for geometric abstraction, its monu-
mental form also reflects the values and myths of
the sociocultural context from which it came.

For years, writers like Sophy Burnham and Jack Anderson
in the Washington Post have questioned the political pro-
cess that led to the creation of the Hirshhorn Museum.
Since its opening in October, architecture and art critics
have had a field day with its design by Gordon Bunshaft of
SOM. Even the softest architectural critics admit that this
monolithic, classically symmetrical, self-contained building
easily embodies the 1960s notion of museum as culture
palace. The strongest critics, such as Ada Louise Huxtable
in the New York Times, long ago described its architecture
as ‘‘colossal funerary superscale meets superbuilding, "’
and called the Hirshhorn a “'maimed monument on a
maimed mall.”” Stating that 'Bunshaft is known for a kind of
monumental absolutism so unyielding that the environment
crumbles before it,"”’ Huxtable explains that its “'neo-
penitentiary modern’’ is partly due to budget problems
which excluded the rich materials and details for which
Bunshaft is known. Paul Goldberger, also in the Times,
guestioned the windowless, granite aggregate-clad struc-
ture's ability to fit in with its physical context: ''From the
street it reads only as a gesture of urbanistic arrogance.”

In answer to those complaints, architect Gordon Bun-
shaft of SOM gruffly denies that it's a 1960s period piece.
Because a museum has to respond to unique program-
matic constraints, site conditions, and clients, he argues,
the Hirshhorn Museum and Sculpture Garden is unigue—as
any museum solution should be. "'Some like it, some
don't,"”” Bunshaft acknowledges, but points to Benjamin
Forgey's critique in the Washington Star News as a good
level-headed piece of criticism. (Forgey wrote '‘though im-
movably formal and from certain points of view almost im-
pressively emphatic, Bunshaft's design also is sufficiently
resourceful, intelligent, and sensitive to ride out the
storm.’") In answer to the criticism that the round museum
turns its back on nearby buildings, Bunshaft argues that he
intended the shape and the pinkish granite aggregate to act
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The monolithic doughnut-shaped museum sits on a 4.4-acre site on the

south side of Capitol Mall, between 7th and 9th Avenues.
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as a visual link between the large, boxy concrete Air and
Space Museum on one side, and the 18th-Century brick
Smithsonian buildings on the other. Regarding the mu-
seum’s particular choice of site, he explains that the design
forms an integral part of the updated plan for the Mall,
based on the intentions of both Pierre L'Enfant’s original
scheme of 1791 and the McMillan Commission's ampli-
fications of 1902. In response to the charge that the Hirsh-
horn lacks elegance of detail, Bunshaft reasons that his is a
museum for large crowds—with simple circulation and min-
imum detail, because art is the important thing on view.

Is this a case of misunderstood genius or simply a mis-
guided architect out of step with his times? Hardly likely in
either case. While the building exemplifies a 1960s design
solution (and in fact was designed in the mid-60s), Bun-
shaft is very much in step. It's just that the pace, set by a
generally affluent, culturally aspiring American public, is a
little out of kilter. For more than any other cultural institu-
tion built this year, this structure honestly reflects the val-
ues of the society and cultural milieu from which it is gener-
ated. Sure, the building is controversial, ignores its physical
context, and achieves an architectural banality. But as a
cultural statement it's remarkably revealing.

And, through some ironic twist, Bunshatft has created an
architecture of “inclusion,” by capably capturing the im-
agery of the surrounding urban landscape of this capital
city. With the exception of a few buildings, much of Wash-
ington has now become a city of medium-rise bulky build-
ings, gross in scale and detail, devoid of architectural qual-
ity, and boring in their limited selection of materials.
Essentially a city straining after modernity and monumen-
tality, it achieves only mediocrity. The Hirshhorn quite
artfully acknowledges and mirrors this context.

Nevertheless, while the museum may allude to the Wash-
ington “'modern’’ architectural context, its circular form
raised on 14-ft-high piers easily sets the structure apart.
From afar, the building is imposing, prominent, easily no-
ticed, identified, remembered. Even so, it isn't readily per-
ceived as a museum. There is, by virtue of the round form,
a vague association with the Guggenheim of course, but
the Hirshhorn signifies ““museum’ mostly by an unspoken
common agreement. Actually, the museum resembles an
object—an art object. Yet its minimal or reductive sculptural
quality does not necessarily qualify it as a walk-in sculp-
ture—it is too restricted by programmatic requirements to
explore fully the nature of its sculptural form.

Nor does it meet one's expectations of architecture:
Missing is the architectural code with its internal logic of
columns, doors, mullions, etc. that give a building scale, ar-
ticulate its internal functions, and create hierarchical defini-
tion. The most important aspect is human scale. In this
case, the humanizing qualities of mass, space, and line so
carefully argued years ago by Geoffrey Scott have been
subsumed to Order. The building/object works in reverse
of normal expectations: where the architectural model usu-

The concrete drum contains three levels of galleries, office, and storage
space. Four large sculptural piers, housing stairs or elevators lift the
weighty drum 14 ft off the ground. While the 168,000-sg-ft structure was
originally planned to be sheathed in travertine, budgetary constraints ne-
cessitated a switch to Swenson pink precast granite aggregate panels, 7'-
6'' x 15'. The pinkish color and round form are intended to visually relate
the museum to the Air and Space Museum to the east (not shown) and
the irregular turreted brick Smithsonian buildings to the west (left in photo
below). Rather than the building acting as a mediating force between two
styles, scales, and materials, it seems to arrive as a third party, caught
accidentally between two extremes.
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Hirshhorn Museum and Sculpture Garden

ally represents the real version in miniature, here the actual
structure appears as a blown-up model.

Since the building represents “architecture' without
really obeying its code, and resembles sculpture without in
fact being sculpture, the public has to find analogues for
the form—doughnut, military bunker—to explain the confu-
sion of signs. Yet the museum does emit signs that refer
closely to monument—that powerful, enigmatic object that
has been an important part of the heritage of *'high cul-
ture.” Inward-turning, large-scaled and menolithic, certain
monuments of the past—pyramids, tombs, temples—have
embodied complex cultural meanings, without having to
make explicit their functions.

Because the Hirshhorn can so freely give off these signs,
and because it does serve a cultural function, it seems to
signify a monument to "‘high culture.’" Yet after repeated
trips to the museum, it fails to retain that level of dimension,
interpretation, the ineffable presence that informs other
monuments. The essence of monuments, by which they
express the highest aspirations and achievements of their
age, cannot be found in the Hirshhorn Museum. Thus it is
ultimately banal, empty of “'surprise."’ The architecture ei-
ther reflects the design weaknesses of its architect, or it re-
flects the spirit of the times as one without dimension and
substantial content. After all, in this consumer-based econ-
omy, isn't cultural experience simply reduced to a compul-
sive and ritualistic partaking of a shared fabricated myth?
By consuming all its signs, one believes one can reach
cultural enlightenment.

If this is carrect then the museum should not be casti-
gated for embracing no meanings except show and dis-
play. And this is precisely the point. The museum makes a
display of culture with its references to architecture, art,
and monument. It allows the consumption of show to take
place quickly and easily, and in reverse, the show of con-
sumption to happen more effectively. It is not surprising
that programmatically, the museum is a smashing success.
Its circular galleries for exhibiting paintings and sculpture,
organized around an open circular court, allow museum-
goers to do exactly what they came to do: participate in
the act of consuming culture quickly and efficiently.

Without doubt one can criticize the museum for making a
gesture at being a cultural monument, while succeeding in
only being monumenta/—in scale and in size. But there's
no denying it. If the building lacks a true content, its clients
and public seem to want that sort of thing. The Hirshhorn's
basic problem is that it relates too directly to the value sys-
tem from which it sprung. And the building has the ability to
communicate instantly; the monolithic form has power and
therefore appeal. It has a wholeness, a singleness of pur-
pose. People who lack an integrated cultural context, but
who aspire to “‘high culture' can respond and grasp this
image quickly, easily. The form is in fact that message. If
there's anything wrong with that, it isn't all Bunshaft's fault.

Although the genesis of the Hirshhorn's form can be
seen as a logical outgrowth of its cultural milieu and of
Bunshaft's own work, the form was just as much the prod-
uct of a network of other related personal aspirations. One
determinant of the form (and location) was the desire of Jo-
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The 15 foot-high galleries with 3-ft-deep coffers provide easy circulation
Critics earlier feared a repeat of the Guggenheim Museum's problems in
hanging large paintings on curving walls, but here the 735-foot outer cir-
cumference allows walls to curve gently. SOM also built a full-scale
mockup 20-ft long to test curves. Nevertheless 20-ft-long painting (left in
photo) required built-out wall.

seph Hirshhorn, donor of the collection, to have the mu-
seum housed in its own distinctive building on the Mall.
Perhaps as much a determinant of the final physical form
and placement of the museum was the ambition of Nathan-
iel Owings of SOM to create a third axis across the Mall at
Eighth Street as part of a Mall re-design.

When Hirshhorn gave his $25 million collection of 4000
paintings and 1600 pieces of sculpture to the Smithsonian
Institution in 1966, he did so with the stringent agreement
that his collection would have a separate Smithsonian
building on the Mall, paid for by Congress, and named after
Hirshhorn in perpetuity. It also permitted him and Smithso-
nian Secretary S. Dillon Ripley to have final design review
of the architectural plans. In other words, if the advisory
body on Washington architecture, the Commission on Fine
Arts (FAC) or the National Capital Planning Commission
(NCPC), the agency with control over bulk and height of
Washington buildings, were to reject the design of the
Hirshhorn Museum and Sculpture Garden, Hirshhorn could
declare the agreement void.

So it is not surprising that at the time of preliminary ap-
provals (1967), the siting, shape, and massing of the mu-
seum building, usually discussed at FAC meetings, re-
ceived scant attention. Any criticism was directed at its
586-foot-long sunken (7 ft) sculpture garden stretching
across the Mall, with a retaining wall as high as 18 ft.

The museum received the same sort of critical treatment
in the 1967 NCPC deliberations. As one member of the
NCPC recently commented, the site was already desig-
nated in the 1966 legislation creating the Hirshhorn. Since
the NCPC knew that rejection endangered the agreement,
they gave preliminary approval.

The link to Nathaniel Owings (and SOM) was revealed
before legislation creating the Hirshhorn Museum was
passed. At the June 1966 congressional hearings on the
establishment of the museum, James Bradley, assistant un-
dersecretary of the Smithsonian stated, ““We have been ad-
vised by the architects, who are Skidmore, Owings & Mer-
rill, that ‘the housing of a great art collection on the Mall will
implement our plans for a great axis extending across the
Mall' then through Market Square, which is an integral part
of the Pennsylvania Avenue plan."

Bradley's statement was more interesting than it seems

: . R RS

The paintings and sculptures, installed by Charles Froom were quite sen-
sitively handled despite uniform height and width of gallery spaces. While
lighting in the painting galleries is kept completely artificial, (incandescent
spots, floods, and wall washers on concentric tracks), the sculpture am-
bulatories have glazed walls overlooking the fountain court. Heat-absorb-
ing insulating glass set into concrete spandrel beams and columns have
4'-7" reveals. In these outer galleries Venetian terrazzo paves the floors.
The boldness of the pattern, however does overwhelm the installation

9%
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At the ground level, walls about 8-fi-high (photo, below) enclose the mu-
seum on the sides. Architect Bunshaft feels that walls were mandatory to
act as backdrops for the sculpture exhibited on the plaza level. Never-
theless the walls seal off interaction with the street. Inside the walls, the
enclosed spaces are barren despite the sculptures. While the spaces are
well-differentiated between the walls and the building's elevated mass, or
between the space under the drum and the open circular space (above)
of the 115 ft in diameter fountain court, there is no progression. The
space reads as open-but-hemmed-in, to open-but-slightly oppressive, to
open-but-unoppressive

T
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rium and additional exhibition galleries (above). Here art and sculpture
could be installed in an open volumetric arrangement.

at first glance. It first indicates an early commission to SOM
before legislation was passed, and therefore before GSA
would go through its usual architect-procurement proce-
dures required for government-owned buildings. But it also
brings into question the role of Nathaniel Owings, Chair-
man of the President's Council on Pennsylvania Avenue,
on influencing the designation of that particular site for the
museum, and having SOM selected as its architects.

No small plans

After Owings was made chairman of the Pennsylvania Ave-
nue Plan, he obtained, for SOM’s San Francisco office, a
commission from the Department of Interior to execute a
Mall re-design. The "‘great axis extending across the Mall™’
to which Bradley referred appeared in both the early ver-
sions of the Pennsylvania Avenue Plan and the Mall re-de-
sign. The site of the present Hirshhorn was perfect for an-
choring that cross-axis. In those days (early 1960s) an
1863 three-story brick building housing the Armed Forces
Medical Museum and Institute of Pathology occupied that
site. It never appeared on any of the Pennsylvania Avenue
or Mall re-design schemes, even though it was to be de-
clared a landmark in 1965. Embarrassingly enough, it had

to be torn down in 1966 when the Hirshhorn was approved.

(A loop-hole around its designation was found: the collec-
tions were declared worthy of landmark status.)

During this time that Mall projections were conflicting
with landmark designations, and nobody was noticing,
Hirshhorn was negotiating for the site and for the new sep-
arate (from the Smithsonian) building. Hearsay has it that
Owings first convinced the Smithsonian and Hirshhorn the
new Hirshhorn museum should be located on this cross-
Mall axis. Sources close to the incident also allege that
Owings then actually proposed the first scheme (around
1965), a building that was to be partially buried and very
unobtrusive, in response to the rumor that the FAC would
approve no more buildings on the Mall. But Hirshhorn re-
jected the design for its lack of assertiveness.

If this were so, it would be quite logical for Owings to
quickly bring in the firm's supreme form-giver—Bunshaft—
to design the Hirshhorn. It's not too difficult to perceive the
value of erecting the building on the south side of the Mall,
with a garden stretching across the Mall. This axis thereby
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An observation deck on the third level overlooks the Mall, the only break
in the exterior surface of the drum (above). While the view from within is
impressive, the problem of orienting the seating towards a concave wall
becomes evident. A storage level (below) has been placed atop the build-
ing, where racks for paintings pull out on tracks. This level, like the other
two floors is completely glazed on the inner wall facing the fountain court
While formally consistent and desirable for the offices here, the window
wall necessitates a special lining curtain in the storage area. Fixed incan-
descent spots set into the concrete slab provide light.




created would, it seems, act as an incremental step in the
eventual implementation of the Pennsylvania Avenue Plan,
not yet passed by Congress.

Nevertheless, when members of Congress, then the
NCPC, eventually began protesting (1971) the intrusion of
the garden on the "‘tapis vert" of the Mall—even though it
was depressed—Bunshaft quickly acted. He reduced the
size to 356'x156’, turned it parallel to the length of the Mall,
depressed it 14 ft and placed it in the tree-lined side panel.

So the cross-axis has two ends (the Hirshhorn Museum
and the first phase of the National Sculpture Garden de-
signed by SOM, San Francisco, just south of the Archive
building) but no middle. According to the architects, this
minor cross-axis fulfills part of L'Enfant’s 1791 grand
scheme for Washington. Actually however, not until the
McMillan Commission report in 1902 did this small cross-
axis definitely appear.

While the McMillan Commission’s plan was well re-
ceived, it had to await the arrival of Owings, Hirshhorn, and
other interested parties on the scene before this section
was at all implemented. Somehow they sensed this ocppor-
tunity in the prosperous mid-60s to mesh their motives with
historical precedent for the creation of monuments and
monumental schemes. All in the name of Art.

Only the more “‘abstract’’ objectives of SOM’s original
plan were attained, however, SOM received (and still has)
numerous projects to execute for the Mall and thereabouts.
Unless serious objections are raised in Congress in the
next manth or so, the newest version of the Pennsylvania
Avenue Plan, so influenced by Owings, will go into effect.
With regard to the actual museum, the government and
Smithsonian officials who pushed it along attained cultural

acclaim. Joseph Hirshhorn got a memorial to himself and to

his fulfillment of the American Dream. Washington, Capital
of the 18th Century, is graced with an historically appropri-
ate “monument.” And all Gordon Bunshatft got was a lot of
criticism. Yet he gave everybody what they wanted: partner
Nat Owings an anchor for the Mall re-design; immediate
client Joseph Hirshhorn a memorable memorial; general
client, the U.S. government, a relatively inexpensive ($16
million) symbol of “high culture."” And he gave us, the
American public, a true image of ourselves, our values,
myths, and aspirations. [Suzanne Stephens]

Bunshaft points to the 9-ft-deep coffers of the drum's soffit (top left) as an
example of his detailing. While the coffered soffit does convey a sense of
drama in its molding, the scale of the dimensions tends to diminish rather
than magnify perception of the “‘detailing.” One reaches the 136' x 156'-
wide Sculpture Garden (above) on the other side of Jefferson Drive by go-
ing down stairs that debouch into a funnel-shaped passage, and then out
into the garden. Depressed 14 ft, the gravel-lined 1.3-acre garden has
been landscaped rather sparely with trees and hedges. The sculpture is
well placed in relation to the Kafkaesque setting however, ingeniously
creating a surreal landscape where a natural one is missing. Originally the
Sculpture Garden was to have connected to the museum's lower level
which included a restaurant, but budgetary considerations necessitated a
cutback in ancillary spaces.

Data

Project: Hirshhorn Museurn and Sculpture Garden, Washington, D.C.
Architects: Skidmore, Owings & Merrill, New York; Gordon Bunshaft,
partner-in-charge; Frederick Gans, Sherwood Smith and Leon Moed,
associate partners.

Client: Smithsonian Institution (design and construction under
supervision of General Services Administration).

Program: fo create a separate museum facility to house about 6000
works of art donated by Joseph Hirshhorn.

Site: 4.4 acres on the south side of the Capitol Mall.

Structural system: reinforced concrete structure is raised 14 ft off the
ground by poured concrete core supports. Two ring girders cantilever off
inner and outer edges of core supports to carry the drum. They are
reinforced with 30 post-tensioned tendons per support. Radial post-
tensioned concrete beams spanning inner and outer walls carry each
floor level. Foundation is provided by 99 steel H piles under piers.
Mechanical system: forced air distribution using municipal steam and
internally produced chilled water.

Major materials: Swenson pink granite aggregate precast panels;
reinforced concrete; Venetian terrazzo and carpeting for the floors;
precast concrete and sand float plaster for wall surfaces; sand float
plaster and painted concrete for the ceilings.

Consultants: Weidlinger Associates, New York, structural engineers;
Jaros, Baum & Bolles, New York, mechanical and electrical; Edison Price,
New York, lighting; Piracci Construction Co., Baltimore, general
contractor,

Costs: $16 million overall estimate.

Photographs: Ezra Stoller and ESTOO; except pp. 46 top left and this
page top left, Stan Ries.
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Minneapolis Institute of Arts, Minneapolis

Too little from Tange

The Minneapolis Society of Fine Arts Park, the

first example of Kenzo Tange’s work in this country
illustrates that good intentions and talented
architects don’t always guarantee great architecture.

There's no getting around it. Kenzo Tange missed in Min-
neapolis. The bronze-tinted glass and white-glazed brick

museum, theater, and college buildings he designed for the

Minneapolis Society of Fine Arts Park simply do not do
what was intended: They do not blend harmoniously with
the existing buildings on the site, nor with the small-scale
residential neighborhood surrounding them. Nor on the
other hand, do they succeed as assertive works of archi-
tectural merit that can stand alone. They straddle that gray
area in between.

The entire complex, occupying a four-acre site, was de-
signed to provide a mix of activities and uses for the larger
Minneapolis community. The museum addition thus con-
nects physically with the new Children's Theater Company
and School and links visually to the nearby Minneapolis
College of Art and Design building. Together these struc-
tures, along with the existing 1915 McKim Mead & White
museum and the Morrison Hall and Design School build-
ings for the College of Art should form an arts “village."
But such large-scale elements with identical materials and
massing hardly achieve these picturesgue ideals. The
buildings are grouped around a central open space that
performs no real function. Furthermore the museum wings
are still oriented to the street in Beaux Arts alignment with
the McKim Mead & White structure. Thus the central space
remains their “'backyard."”

In designing his 110,000-sg-ft museum addition, Tange
filled out the ends of the original 120,000-sg-ft 1915 classi-
cal building with large symmetrical wings. The new version
of a Beaux Arts parti was executed to complement the
spaces of the renovated McKim Mead & White building.
Tange also selected the brittle reflective surfaces of brick
and glass to unobtrusively link the wings to the older, mas-
sive but modulated, fagade. Unfortunately, the materials
neither blend in with the older granite structure, nor create
enough of a dissonance to work in counterpoint to it. Brick,
even if glazed white, may refract light, but still has too
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Minneapolis Institute of Art expansion, north facade

much opacity and mass; it does not recede.

Although the old museum has been retained, the new
additions “‘camouflage’ all but the front elevation facing
Washburn Fair Oaks Park. Tange located the main en-
trance on aside elevation between the museum'’s new east
wing and the Children’'s Theater to tie the museum to the
theater, and thereby strengthen the museum’s community
appeal. The relocation of the main entrance means that the
old fagade no longer serves any purpose. Kept only for its
image value, it thus becomes an artifact much like the con-
tents'on display within. This reading of the fagade—a stated
intention from the beginning—reveals a lack of under-
standing of the preserved museum's role as sign. A promi-
nent entrance fagade, with its accumulated meanings from
the past, should in fact serve as an entrance. Otherwise,
the signs are misleading. When a fagade is retained so ob-
viously for its decorative value only, it brings into question
the whole concept behind preservation. What difference
would it make really if the fagade were simply dismantled




and reassembled inside? Or why not dismember it'com-
pletely, and exhibit only the fragments?

The lack of analytical thinking about the nature of preser-
vation and expansion is both startling and depressing when
viewed against the background of history and intentions
that created the Arts complex.

All three buildings result from the vast effort instigated by
the Society of Fine Arts in Minneapolis (the client who oper-
ates, funds, and administers the arts complex) in planning
and programming. In 1965 when the Society hired Hodne/
Stageberg, Minneapoalis architects to produce a develop-
ment concept for the entire complex, the firm conducted
extensive research into the museum's needs and costs for
construction and operation. By talking to the staff and inter-
viewing the community they concluded that the museum
should serve as a regional center for scholarly research
and at the same time attempt to become a focus for com-
munity activity. Both client and architects saw the need to
counteract the community's general image of the museum
as stuffy, austere, and static.

Instead of selecting these architects so familiar with the
project to design the new facilities, the Society turned to an
architect with an international reputation. Kenzo Tange was
selected, despite the fact his office is located in Japan.
Tange's reputation for architecture and urban design and
his interest in working with the existing building governed
the selection. And it was to be his first realized U.S. com-
mission. Parker Kline Associates, Inc. of Minneapolis,
noted for its attention to good workmanship, follow-
through, and detail, was selected as the local architects.

In addition, the Society of Fine Arts brought in Construc-
tion Management Services of Minneapolis to reduce build-
ing costs through fast-tracking. Tange reportedly resisted
the fast-track concept initially because he feared he might
lose design control. Even Parker Kline admits having ap-
prehensions about contracting three distinct facilities sepa-
rately: much time would have to be spent coordinating the
design and construction of the buildings and getting the
contractors to work together. (The museum was bid first,
the college building next, the theater last.) Besides sending
out 28 separate contracts for the complex, and working
with nine separate contractors and multiple clients (mu-
seum, college, and theater staffs) Parker Kline also had to

The main entrance (above) has been shifted from the north fagade of the
McKim Mead & White building to the east elevation where it links museum
with Children's Theater. Old entrance is used only for ceremonies
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Minneapolis Institute of Arts

coordinate consultants located in San Francisco, Chicago,
and New York: a mammoth undertaking on any level.

Nevertheless, the architects were able to get the project
built within schedule, stockpile steel for the framing, and
pre-buy concrete for the foundations, the precast ceiling,
and floor planks. Thus they saved five to six million dollars
on materials costs on the three buildings. (The total cost of
the three buildings came to $23 million, not including fur-
nishings, graphics, or interior design costs.) To the archi-
tects’ credit, workmanship appears not to have suffered in
the process and the detailing is well executed.

The museum plan reflects to a great degree the intensive
programming undertaken. Graphics, photography, and dec-
orative arts exhibition galleries all have curatorial offices
connecting directly to them. Rather than the curators being
relegated behind-the-scenes in the administrative section,
both they, and some pieces from the collection kept in
“live' storage, are accessible to scholars, docents, and the
public. (The painting galleries, however, do not have a sim-
ilar set-up). Lecture halls, seminar rooms, and classrooms
were placed near the exhibition galleries, and several gal-
leries are outfitted with electrical outlets so that they can be
easily transformed into other uses.

To further increase the museum's educational role, an
audiovisual system (identical to the one used at the Hirsh-
horn) has been installed, based on a magnetic loop system
inserted under the flooring for shortwave radio broad-
casting. But despite the educational intentions, inflationary
operating costs have toned down the educational program.
Exhibits in particular will remain unchanging and rather tra-
ditional for the time being.

In terms of architecture, it would seem that the classically
symmetrical new museum wings would do little to change
the formal, imposing image the museum presents to the
community. Scale, plan, and size reinforce the institutional
characteristics of the older Beaux Arts building without in
fact duplicating its architectural guality. The fault probably
lies in the treatment of the new wings as '‘Beaux Arts” ad-
ditions in the most schematic way—in the alignment and
size of the spaces. Combining the parti of one style, auster-
ity of mass, line, and detail of the "'modern"’ period, with
the materials of a commercial vernacular is tricky.

Whether or not it would have made any difference, gran-
ite and precast concrete were carefully considered by the
architects, but dropped for economic reasons. Tange also
had wanted to use glass more extensively, but the cold cli-
mate and the need for 50 percent relative humidity levels in
the galleries called for an incredible energy investment. In
the museum's most successful space, the open three-level-
high sculpture court, the skylight originally conceived
eventually became an artificially lit luminous ceiling. It is
much to consultant Leonard Auerbach’s credit that the arti-
ficial illumination does in fact provide an ambient light.

The disappointing results, architecturally and urbanist-
ically, raise several questions: were they from the fact that
Tange simply wasn't familiar enough with American archi-
tecture—including the domestic version of Beaux Arts—to
handle the difficult task of adding onto the building? Could
it be he left too many areas of decision not totally worked
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The new buildings are organized around a mid-block open space.
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out, since his office was so far away? Or was his approach
not similar enough to Parker Kline's for a true application of
his ideas to be translated into the built product? Or could
he not have been familiar enough with the fast-tracking
process to be able to work out the necessary design con-
cepts in the given amount of time?

Probably all of the above holds true. There are many as-
pects of the building—the detailing, the lighting, the indoor
three-story-high sculpture court, the vitrines for the objets
d’art, that make it a pleasant museum. But the design could
have gone further in the communication of a certain image
to the community, in illustrating how an older building
might be preserved and expanded, and in how the existing
context could be acknowledged and even reinforced. Or if
the museum had been just great architecture all other fail-
ings might have been forgiven. Tange is too talented an ar-
chitect to let this remain his only building in the U.S. Fortu-
nately he has other commissions. Let's hope they turn out
more successfully. [Suzanne Stephens] 4

In the three-story Sculpture Court a combination of incandescent and

fluorescent fixtures has been mounted on pipes and behind extruded
Data aluminum baffles (2" x 6'") on the ceiling to create an ambient light.

Project: Minneapalis Institute of Arts, Minneapolis Society of Fine Arts
Park, Minneapolis, Minn.

Architect: Kenzo Tange & URTEC; Parker Klein Associates of
Minneapolis, associated architects. Kenzo Tange, designer; Leonard S.
Parker, principal-in-charge; Gary J. Mahaffey, project architect.

Client: Minneapolis Society of Fine Arts.

Program: double the exhibition and office space of existing Institute of
Fine: Arts by adding 110,000-sq-ft while blending in with both the 1915
Beaux Arts structure and the existing neighbarhood

Site: Four acres facing a park on which the 1915 museum and two other
college buildings already stand.

Structural system: steel frame with precast concrete plank floor and roof
slabs. Steel lattice supports window walls where they are triple-glazed.
Major materials: white glazed face brick, dark colored aluminum curtain
wall, tinted glass; wood parquet flooring and granite flooring, acoustical
tile ceilings, stud and plaster partitions.

Mechanical system: penthouse supply units provide cooling and heating
along with controlled ventilation. Hot water for heating, steam soft
humidity supplied from central basement boiler. Variable volume
mechanical system, capable of maintaining 50 percent relative humidity.
Cost: $7,344,930; remodeling, $18 sq. ft; new const. $35 sq. ft,
Consultants: Charles Wood Associates, Minneapolis, landscape
architects; Vignelli Associates, New York, interior designers; Michaud Interior and graphics designers Lella and Massimo Vignelli created clear
Cooley Hallberg & Erikson, Minneapolis, mechanical, Meyer Borgman & plastic vitrines (above) with specially designed double-headed screws
Johnson, Minneapolis, structural; Leonard S. Auerbach, San Francisco, and silicone sleepers to achieve weightless but secure setting for objects.
ligthting; M.A. Mortenson Co. Minneapolis, general contractor, New galleries (below) have movable partitions while older galleries retain

Photographs: Phillip MacMillan James pp. 49 (middle), 50, 51 (middle their spatial quality; in both, walls are off-white, lighting is on tracks
and bottom); Warren Reynolds, p. 48, 49 (top) and 51 (top)

Bridge through Court leads to tapestry hall; here quartz incandescent
spots are filtered through ultraviolet plate glass to preserve tapestries.
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Contemporary Arts Museum, Houston, Tex.

Varied reflections
In Houston

The Contemporary Arts Museum by Gunnar Birkerts,
like the Museum of Fine Arts addition by Mies van
der Rohe, raises questions of a museological nature.

Sited diagonally across from one another and offering
seemingly opposing visual images to the hot Houston sun,
are Gunnar Birkerts' Contemporary Arts Museum and Mies
van der Rohe's addition to the Museum of Fine Arts. Basic
differences of cultural purpese between the two museums
would seem to imply differences in formal terms. But these
two examples are less interesting for their contrasts than
for their points of similarity.

Their presence together on the same site is less an inten-
tion than an accident, representing as it does two distinct
periods of Houston's growth. As buildings designed to con-
tain particular institutional activities, both museums reflect
very much the same issues inherent in the building type, al-
though their basic programs are, in broad terms, different.
These issues, in fact, seem to result from their formal sim-
ilarities. Finally, both are interesting in the context of the
particular work of their architects, and serve as a measur-
ing point for their concerns. Perhaps it is in such a general-
ized program as a museum that these concerns become
more clearly revealed.

The Museum of Fine Arts and the Contemporary Arts
Museum represent opposing viewpoints to the question of
purpose. The former has generally been an historical mu-
seum whose own collection was its basis for being. The lat-
ter has always been timely, eschewing a traditional collec-
tion as such, and employing new and avant-garde media
for its messages.

With the latest Museum of Fine Arts addition, however,
Mies was essentially given a program to provide a space for
changing exhibitions. Inherent in Birkerts' program for the
CAM was a like amount of indeterminacy. The results are,
in a generic sense, similar, due no doubt to the nature of
the problem as stated.

The Museum of Fine Arts

In 1924 the site for the MFA, on the South Main Street strip
near the Rice Institute, marked Houston's new growth
phase circa 1917. Such a site clearly had a ‘cultural’ lo-
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cational purpose, and the immediate neighbors were a
prestigious hotel and an exclusive residential enclave.

The site is the intersection of South Main and Montrose
Boulevard. Although the streets were laid out on opposing
grids they inevitably collided by the 1920s, due to auto-
mobile-induced linear expansion from the city core. The re-
sultant triangular site and rotary has been a major formal
constraint for the eventual shape of the Museum.

Mies's new addition, the Brown Pavilion, is the end prod-
uct of a major plan (prepared in 1957), its first phase being
Cullinan Hall. The spatial qualities of the present museum
are due to the initial concept of Cullinan Hall as an addition
to an existing context and as a formal response to site con-
ditions. It has been variously reported that when he first
came to view his commission, Mies observed, “But in this
climate you cannot have an open patio."" Rather than en-
closing the U-shape of the existing building, Mies inserted a
large enclosed volume into the void, thereby creating Culli-
nan Hall. A blueprint dated 1954 also shows the eventual
extension, the second phase of which is the new Brown
Pavilion. Essential differences from that proposal and the fi-
nal version are the change from a light-color to a dark
building, and a less open lower level.

Apparently, the need for expanded administrative spaces
was not anticipated in the early scheme, Gradual expan-
sion of the existing building necessitated such a provision,
and the visual image evolved into a more closed form.
Paradoxically, this change was brought about by the in-
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The Contemporary Arts Museum by Gunnar Birkerts (above and below) is located near Mies van der Rohe's new wing of the Museum of Fine Arts (above).
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Drawings for Museum of Fine Arts by Raymond Yin

GROUND FLOOR PLAN, MUSEUM OF FINE ARTS

Contemporary Arts Museum

Legend

wasd 3 Offices
~, 4 Library

Plan of Museum of Fine Arts (above) indicates the addition of the Brown
Pavilion onto the Cullinan Hall designed by Mies, inserted into the open-
space of original U-shaped structure, Site plan (below).

1 Entrance
2 Exhibition

crease of the permanent collection. The resultant parti of
old building for collection, new for changing exhibitions,
would appear now to have effectively limited the expansion
of the Museum's permanent collection. Further, Mies' large
loft space would not take well to incursion.

As a symbol, the old Cullinan Hall would seem to have
been a more potent image, with its taut glass membrane,
gently curving and clear to vision—a jewel box of a con-
tainer. Its white-painted steel was undoubtedly a gesture to
harmonize with the original classical building. The Brown
Pavilion, having to include certain new necessities is a
more closed form. Its dark glass and black-painted steel
further neutralize its effect; its iconography creates a
veneer acceptable to the corporate elite supporting it.

As a space, Cullinan was the largest example of Mies's
so-called “‘universal'’ space, and certainly his only major
building open to the public. The Brown Pavilion, as an inte-
rior, provides us with one of his most elaborate spatial
events: a progression of levels, the slot between both
spaces for vertical connections, and the overlooking of one
large space by another.

Contemporary Arts Museum

The birth of the Contemporary Arts Association was a sim-
ilar impulse to that of the MFA. It occurred at an analogous
point of the city's history as the MFA—a wave of growth.
This time, however, it was in 1948, during Houston’s in-
credible post-war expansion. An impulse to bring to the
public contemporary statements in art and industrial design
was the genesis of the Association. After several public
shows in existing institutions, a metal building based on a
30-60 degree triangle (designed by Houston Architects
MacKie and Kamrath) was sited downtown in November
1949. By 1955 the Contemporary Arts Museum was
moved, then added to before it was abandoned in 1964.

Gunnar Birkerts was presented with a site selected by his
client, facing an expanding building by a distinguished ar-
chitect. This context was also that of a changing neighbor-
hood, for without zoning (Houston has none) the process
of an evolving urban fabric was intensified at this critical
junction. To the west is the still-intact grain of a residential
neighborhood (although many of the houses have been
converted to galleries and other uses) while to the east on
Main Street are large-scale buildings (including the MFA)
sitting in open spaces.

The geometry of the CAM is clearly an inflection to the
shift in street direction, as well as an urban gesture to the
MPFA itself. Birkerts characterizes his treatment as a ‘‘scale-
less object,”” meant to bridge between two contextual fab-
rics. It was sheathed in stainless steel to recall the notion of
a warehouse, but also to remove it from the ordinary to the
particular, as art.

Additionally, the parallelogram plan configuration re-
sulted in greater continuous wall space for the same square
footage than would a rectangle; the dynamic space of the
135 degree geometry was also desired by the architect.
Early discussions started ambitiously, with a concept that
the building’s skin might even have total transparency or
the ability to become opaque. The early model in clear
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Contemporary Arts Museum

The multileveled spaces where Brown Pavilion meets Cullinan Hall of MFA.

acrylic shows this concept, but the realities of budget and
curatorial functions necessitated a conventional enclosure.

The result is, curiously, a kind of internal space not un-
like that of its neighbor, except with inversions. Where Mies
was neoclassical in proportion and relationships of ele-
ments, Birkerts has a neutral expression, nevertheless pos-
sessing certain large-scale, monumental qualities. Where
Mies uses long-span girders to frame the space, Birkerts'
space frame is nearly a horizontal version of the skin, un-
modulated in its activity. Where Mies gives us a glass box,
Birkerts gives us an opaque box.

Comparison of solutions

The Museum of Fine Arts may be seen as a further elabora-
tion of Mies’s concerns of the middle 1950s. Certainly a
statement derived from |IT's Crown Hall, the Museum’s Cul-
linan Hall phase also embodied Mies's surprising readiness
to accommodate a difficult site, curving his building enve-
lope as he did with both the Reichsbank and Krefeld Silk In-
dustry projects. The final version of the Brown Pavilion,
with its split-level interior, would seem also to be a realiza-
tion of the internal concept for the unbuilt Library and Ad-
ministration Building at IIT.

Recent work by Gunnar Birkerts has shown a tendency
away from the complex form of his earlier work, (e.g., the
Atrium House in Grand Rapids, Mich.) to an increasing
simple geometry. The wrappings for these shapes inevita-
bly demonstrate new materials, particularly prefabricated
materials; the CAM is such an instance. As the architect
states, "'l like to bring it to one form if | can."’

Employment of a technique of construction, or Baukunst,
become the essence of expression in Mies's work. The Mu-
seum of Fine Arts, Houston, is another example of this re-
fined vocabulary, one which is not intrinsically specific to
any building type. To Birkerts, the ideal order of geometry
would seem to occupy a similar iconological position.

Also, the issue of display remains an inherent one, and
the provision of a large loft space in both cases begs the
question of whether this solution is, in the end, flexible.
Mies provided a regular series of structural points (also with
electric connections) in the ceiling of both Cullinan and
Brown; from here the famous floating panels were to have
been suspended. The space is otherwise modulated only
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by two mechanical supply ducts. Birkerts likewise provided
connecting points at intervals on the off-the-shelf Unistrut
space frame, along with lighting tracks, and attachment
points in the floor set in a regular pattern. The “‘prows™ of
the CAM also contain an exposed round supply duct, while
the only other event in the space is the triangular entrance
lobby. Is such an approach flexible? William C. Agee, new
director of the Museum of Fine Arts, states that the context
demands performance from the works shown and "‘good
things look good, bad things look bad.” James Harithas,
new director of the Contemporary Arts Museum, likes his
space but finds the neutral container was denied by the in-
sertion of the entry. He feels that the space was made par-
ticular in this gesture, setting up rules of exhibit organiza-
tion contrary to the original intent.

Minor problems also persist in both, inevitably centering
around the support spaces to the main gallery space: in-
adequate storage, loading dock too small, obsolete eleva-
tor (MFA), and so forth. The question arises whether these
are faults of design or of the process setting the stage for
design. Simply, the case exists for a more meaningful pro-
gramming process, or the input of the real users of a build-
ing into a design activity.

Both the MFA and CAM are interesting in the problems
they ignore. Primary among these is the question of light-
ing. Even ininstances where artificial light was the source
in the artists' studios (usually the case at the CAM), the
problem would still seem to be more than simply excluding
sunlight. In this sense, the question of the control of light
might reasonably appear to be a basis for the museum's in-
ternal organization. Yet, modern architecture, or that phase
of it rooted in the so-called International Style, has been in-
different to this issue: in such a way the uniform admission
of light by the MFA or its exclusion by the CAM follow this
tradition. Birkerts had provided controlled skylights in the
original design, but they were cut after bids. Mies’s building
has had an unfortunate addition of curtains and exterior
awnings due to an expanse of east and west exposure.
However, the essential tendency is reductionist, and seems
contrary to current attitudes that would increase alterna-
tives in all fields of human activity.

In these instances, the final results leave us with the
paradox of intentions and their realization. Adherence to a
20-year-old master plan on the part of the Museum of Fine
Arts, coupled with the response to increasing and diverse
requirements, has tended to make certain areas of the
building “‘fussy’ while keeping the gallery space clear. The
problem is complicated by the very real prospect of a finite
limit on the size of the permanent collection imposed by the
architecture and the site itself. The geometry of the CAM
has, in actual use, proved to be more particular than gener-
alized, and the dynamic shape of the space has, in effect,
created more installation problems than it possibly solved.

Inevitably then, a more developed process of problem
definition would have paved the way not only for better
functioning facilities, but also for a better representation of
the contained activities. Further, any enlargement of a vi-
sual vocabulary to evoke this content and deal with the in-
trinsic issue of display and lighting would indicate a future
step in the right direction. With this in mind, both Houston
museums must be regarded as incomplete statements.
[Peter C. Papademetriou]
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Loftlike interiors of CAM are lit entirely artificially. Neutral space is
designed to accommodate different installations, although the insertion
of the entry with a triangular lobby somewhat diminishes that effect
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Data

Project: Contemporary Arts Mu

Architect: Gunnar Birkerts & Associates; project director, Charles
Fleckenstein; director of construction, Gun Eguf

Program: 17,500-sg-ft museum for the display of contemporary ¢
industrial design

>ontemporary Arts Association, Houston
Structure: steel frame and steel stud with concrete slab floor and
space frame and de D rior walls are insu
panels; interior partitions & um wallboar
Mechanical system: gas-fired roof top units for warm air and cool air;
forced air distribution
Consultants: inspecting architect, Charles Tapley & Associates;
structural, Robert M. Darvas & Associates; mechanical and electrical,
Hoyem Associates Inc.; lighting consultant, Edison Price, Inc.; contractor,
P.G. Bell & Company
Costs: $600,000; $34.35/sq ft.
Photography: Balthazar Korab, pp. 53, 55 and 57 left top, right top and
bottom; Hedrick-Blessing, p. 54, 56; Hickey & Robertson, p. 57 left middle.
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Museum of Modern Art, Florence, Italy

MOMA, ltalian style

An international group of architects will convert

Villa Strozzi in Florence into a museum for modern art.
One of the three stable buildings will be done by
Richard Meier, who recently completed its design.

Several years ago the Strozzi family gave their large, hilltop
villa with its eight hectares of land, stables, and orangerie
to the city of Florence. The complex sat empty and un-

19th century buildings (designed by Florentine architect
Guiseppi Poggi in the neorenaissance style befitting the
then-Capital of Italy) could be turned into a modern art mu-
seum, and also into a needed cultural and recreational
center for the large working-class neighborhood that
shares the south bank of the Arno River. The Commune di
Firenze and the Society Artespa (a group that promotes the
arts) invited an international group of architects to design
projects for the individual parts of the complex. Alvar Aalto
intends a new, detached pavilion; Ignazio Gardella, Alan Ir-
vine, and Carlo Scarpa will convert the villa into gallery
spaces; Giovanni Michelucci—the grand master of modern
architecture in Florence—will design a restaurant and
open-air theater, using parts of the old orangerie; Hans
Hollein and Richard Meier will convert three old stable
buildings, which enclose a courtyard, into new spaces for
exhibiting paintings, sculpture, and prints, and also into
facilities for theater, film, and video.

“Architects don't work in Italy the way we do,"" Meier
notes; "‘one day they bring a piece of paper with an exquis-
ite detail on it, the next week they bring another piece of
paper with another exquisite detail on it."" The suspense, it
seems, makes it all the more interesting. Being American,
though, Meier went full force ahead and designed his
stable building, and even built a model which now stands in
the Mayor's office—one condition was that local residents
would approve all designs, as they now have done.

All of the villa's buildings were in poor condition and had
suffered alterations throughout their history. And some of
them, particularly the stables, were of dubious architectural
merit, Consequent