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remains unseen.
For free samples and literature,
call 1800 233-3823 and ask for

Through exclusive design tech-
Artran.

The finely scaled patterns and
contoured edges are quickly appar-
ent. However, one attractive detail
nology, Artran achieves good NRC

escapes the eye.
This ceiling is acoustical.

or deep scoring. And at a price only
slightly higher than conventional,

performance without fissures, holes
tegular-edged ceilings.

Artran”
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Ceramic-On-Steel
Melds HighTech With High Style.

nly AllianceWall makes COLORFUSION™ a unique They're easier and less expensive to install than
breed of ceramic-on-steel panels as beautifulas conventional wall surface materials. And theyre

they are functional. By a new, proprietary process,  maintenance-free.
we can fuse a limitless range of colors, patterns Nice to know that ceramic-on-steel now gives

or graphics into the wall surface. you endless design possibilities. And that it will keep
AllianceWall's COLORFUSION panels are virtually — your design intact...a long way into the future. Write

indestructible. They won't chip, crack, mar or fade,  or call for more information on American-made

and they are scratch- heat- and chemical-resistant. ~ COLORFUSION panels.

AllianceWall Corporation « Box 920488 - Norcross, Georgia 30092 + (404) 447-5043 - TWX 810-766-0436 * FAX 404-446-5951
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AllianceWall's ceramic-on-steel panels, left to right: Exterior, Paragon Building, Houston;
Exterior, CIGNA Regional Office Buildings; Interior applications and escalators, Liege Hospital, Belgium; Graffitti-resistant walls,
Elevator Manufacturers Worldwide; Exterior and jetways, Cedar Rapids Airport.
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Portland on Stage

The Center for the Performing Arts, Portland, Oreg., a joint venture
of Broome, Oringdulph, O Toole, Rudolf, Boles & Associates, ELS
Design Group, and Barton Myers Associates, was a winner in 1984 of
a P/A Award. Jim Murphy

A Track Record

The Banfield Light Rail, Portland, Oreg., by Zimmer Gunsel Frasca,

also a P/A Award winner in 1984, has surpassed its original goals.

Jim Murphy

Rice Reprise

In the Ley Student Center at Rice University, Cesar Pelli & Associates
of New Haven reexplore and expand ideas from Herring Hall, an
earlier commission on the same campus. Peter C. Papademetriou
Savoring the Essence

Piero Sartogo and Nathalie Grenon designed an elegant new
restaurant, Toscana Ristorante, in Manhattan. Susan Doubilet

An Unfinished Harvest

Winner of a design competition, the Clos Pegase Winery, Calistoga,
Calif., by Michael Graves Architect is an incomplete but imposing
realization of its original scheme. Sally B. Woodbridge

TECHNICS

Uses of Wood Framing
A series of projects using wood framing show that the material is
adaptable to a variety of building types. Thomas Fisher

SPECIAL SECTION

West Week

This section includes the participants, program, and products
featured at West Week, at the
March 23—

Pacific Design Center, Los Angeles,

82
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Call 1-800-848-4400 (ext. 261) for the unequaled pioneer in custom pattern tufting.
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MARVIN LETS YOU
REPRODUCE THE
ORIGINAL WINDOWS.

g8

-

‘-‘

NOT MERELY

Since these Victorian townhouses
were constructed in the

late 1800’s, windows have
undergone a lot of changes. Not
all of them for the better.

Many manufacturers have
substituted snap-in plastic grids
for authentic divided lites. And
many of the ornate, old styles

Progressive Architecture 2:88

have been abandoned for
simpler, more easily mass
produced windows.

IN SOME WAYS, MARVIN
WINDOWS ARE 100 YEARS
BEHIND THE TIMES.

Marvin is the only major brand
that can offer you exact, yet

REPLACE THEM.

affordable, reproductions of an
old building’s original windows,
so its historical value can

be preserved.

That's why Marvin Windows
were chosen for this renovation
project at George Washington
University in Washington, D.C.

Marvin offers over 2,000




standard shapes and sizes. And
we're adding to that number
all of the time.

We not only offer authentic
divided lites, we offer extra wide
jambs, round tops and other
special shapes.

We even offer replacement
sash for old double-hung
windows. They let you keep the
original frame and trim to

help reduce renovation costs.

WE STILL MAKE 'EM LIKE
WE USED TO.

The frame, sash, and casing are

made of fine-grained Ponderosa
pine, still the best insulator of all
the window materials. And the
most beautiful.

All exterior wood is deep-
treated to protect against rot
and decay. The hardware and
weatherstripping are the best
available. And the components
are carefully assembled by hand.

OUR PRICES ARE ALSO
BEHIND THE TIMES.

In an age of standardization and
cookie cutter, mass production
techniques, Marvin Windows are

Circle No. 338 on Reader Service Card

Builder: George Hyman Const. Architects: John Carl Warnecke & Assoc. and Hellmuth, Obata & Kassabaum

virtually in a class by themselves.
But their prices aren't.

Despite all of their advantages,
Marvin Windows cost no more
than other well-known brands.

You get made-to-order
windows at ready-made prices.

OUR DELIVERIES ARE NEVER
BEHIND TIMES.

Even though our windows are
made to order, we can deliver
most shapes and sizes within
two weeks of the time we
receive your order.

So, if you're operating on a
tight schedule, it should be com-
forting to know that we can, too.
For more information, consult
Sweet’s General Bldg. File No.
8.16 MAR. Or for a free catalog,
write Marvin Windows, Warroad,
MN 56763 or call 1-800-346-
5128 toll-free. In Minnesota, call
1-800-552-1167.
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‘chitectural Floodligh

There is no other way to say it: Kim has re-invented the flood-
light. By combining performance, versatility and ruggedness
with a new standard in aesthetic refinement, Kim has created
a superb lighting instrument for exterior and interior use. Avail-
able in three beam patterns, six H.l.D. lamp modes and nine
mounting options, the AFL is another example of Kim's com-
mitment to affordable quality.

” e s
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Architectural
professionals believe
ethical abuses are
widespread and
demand attention,
but there is less
agreement on which

actions are unethical.

P/A Reader Poll

Ethics

The P/A Reader Poll on Ethics
elicited over 1300 responses.
This number, higher than the
average for the seven polls to
date, reveals the extent of con-
cern about ethical issues among
architectural professionals. Of
these responses, 1000 were ran-
domly selected for tabulation
and analysis here.

Who responded

Ethical concerns are by no means
limited to owners and principals
of firms (who made up 53 per-
cent of the respondents). There
were also substantial representa-
tions of staff architects (22 per-
cent) and project managers (13
percent) and a fairly typical
profile in terms of years in the
profession (57 percent 10 or
more years) and firm size (53
percent from firms of 10 em-
ployees or less).

How many unethical (Figure 1)
How much cheating is going on?
The median response to this
question is that 30 percent of the
profession is engaged in unethi-
cal conduct. While 19 percent
estimate that less than 10 percent
of the profession engage in un-
ethical practices, 5 percent think
that over 90 percent do.
Obviously this range of opin-
ions represents varying views
about what is unethical (about
which more later). Those with
the least experience (three years

60%

50% =

N
Ire)
™

20% =

10% =

0% -

1 “What percent of architects do you
beli in unethical behavior”?

or less) perceive the most unethi-
cal conduct (almost 40 percent
of the profession); those with
over 20 years experience per-
ceive the fewest offenders (about
25 percent).

Reporting infractions

(Figure 2)

Nearly all of the readers are
ready to report ethical breaches.
Unethical conduct that does not
threaten their own firms would
be reported by 67 percent of the
respondents, while 80 percent
say they would report conduct
that threatens their own firms;
altogether, 94 percent would
report infractions under some
circumstances. Those who be-
lieve that over half of the profes-
sion is involved in unethical
conduct show somewhat less
inclination than others to report
it, suggesting that they are more
resigned than others to what
they see as a bad situation.

Ethical influences (Figure 3)
When asked what three factors
are the strongest in keeping ar-
chitects ethical, readers cite most
frequently the threats of lawsuits
and losing licenses. The possibil-
ity of AIA action carries less
weight than maintaining per-
sonal standards or reputations.
(More later about views on AIA’s
role.)

The power of AIA action is
taken more seriously by those

100%:
EN
&
80% =1
60%= £ 3
= 2
2
1 I
40%™= 2 °
g 3 .
{1
20%= £ § 3
I : S
0%

2 “Under what circumstances would you
be likely to report unethical conduct of a
fellow professional?”

outside architecture and A/E
firms (12 percent citing it) than
by those in the profession itself
(7 percent citing it). The six listed
factors were ranked similarly by
all factions, except that those
with 20 years or more experience
ranked personal codes (cited by
67 percent) above lawsuits (59
percent); rightly or wrongly,
these elders take the threat of
lawsuit less seriously than
younger colleagues.

What’s unethical (Figure 4)
When asked to rate 25 specific
actions in terms of ethics, read-
ers are by no means agreed. On
the basis of their answers, Mor-
rison & Morrison divided the
25 sets of answers into four
categories: unethical actions
(by general agreement); normal
business practices (by general
agreement); gray areas (border-
line, with few readers calling
them either serious or normal);
split decisions (polarized, with
substantial responses at both
ends of the spectrum).

Serious breaches of ethics: The
three most serious offenses in
the eyes of readers—the ones
considered reportable by half or
more of the respondents—all
involve potential public harm.
Yielding to a demand that com-
promises public safety is consid-
ered unethical by 97 percent of
respondents, normal practice by
none. Concealing construction

100%
80%-°\o 32
g B
60%=
40%— N
] E %m c
1THHHIE
U HHHH FBE
S &2 5 o 3 -
H E H H H §
5 £ ° =
- 4 H H H H E

3 “What are the three strongest factors
influencing architects to abide by ethical
standards?”
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P/A Reader Poll
Report

errors and sealing someone else’s
drawings, other infractions in-
cluded in this category, also have
implications for public safety.
I'he other two actions in the
clearly unethical category are
unfair mainly to fellow profes-
sionals (altering credentials) and
to clients (padding bills). Older
professionals consider padding
of billing hours a more serious
offense than do younger ones.
Except for such padding, all of
the offenses listed here are ad-
dressed in the ATA Code of
Ethics.
Gray areas: In this category,
Morrison & Morrison placed
actions that seem to be border-
line unethical. All of these are
classified as unethical or not en-
tirely fair by two-thirds or more
of readers, with relatively few
calling them either reportable
offenses or normal practice. In
general these breaches are
damaging to clients or col-
leagues, but not the public. Un-
derstandably, more of the
younger professionals consider
it unethical to give low pay to
recent graduates (55 percent for
the up-to-three-years group vs.
26 percent for owners/princi-
pals). Younger readers also have
somewhat stronger objections to
false promises of advancement,
but this is perceived as unethical
by all factions (e.g., by 78 percent
of owners/principals). Some of
these actions—those involving
fairness to employees, confiden-
tiality, and sharing credit—are
addressed in the AIA code.
Split decisions: More controver-
sial than “gray area” actions are
several situations perceived as
either unethical or as normal
business practices by substantial
portions of the respondents.
Into this category fall several
ethical issues that the profession
shares with the rest of the world,
questions of environmental
hazards, bias, shady accounting,
payoffs, and misappropriation.
Owners/principals are more le-
nient than staff professionals on
charging personal expenses to
the firm—16 percent viewing it
as normal vs. 7 percent for proj-
ect managers and staff architects.
Assigning white males to repre-

Progressive Architecture 2:88
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Yielding to a client demand that could compromise public
safety

Agreeing with a contractor not to report some construction
errors

Putting one’s seal on drawings one has not supervised

Embellishing one’s school or professional credentials to get
ajob

Padding the billing hours on one job to offset losses on another

Spreading unfavorable gossip about a firm that is competing
with yours for a commission

Discussing a confidential project with another potential client

Hiring/keeping employees with false promises of advancement

Accepting full credit for work that others collaborated on

Incompletely informing a client about potentially controversial
design features

Yielding to a client request that will result in unsatisfactory
performance

Paying recent graduates exceptionally low wages because
your firm is sought after for experience

Soliciting a job from a client who has already agreed to give
the commission to another firm

Giving a gift to a local official

Using surplus materials from a client’s construction for one’s
own premises

Making sure that your firm is represented by only white males
in dealing with some clients

Writing off personal expenses as business expenses

Accepting work from a client whose operations pose
environmental hazards

Accepting work in a country that denies civil rights to any of
its citizens

Accepting a gift from a contractor

Accepting a gift from a building product manufacturer

Accepting moonlighting jobs while employed full-time

Buying paid advertising for your firm

SupForting political candidates who might be helpful in
the future

Accepting equity in a development as compensation for
design services

4 How right or wrong is each listed action considered to be?

iy, | ormel e
fair practice wnethical
_ actions
2 = 1
1 2 12
13 10 29
12 6 19
14 5 31
15 3 14
13 2 7
18 1 23
27 2 28
40 4 1
38 15 14
a5 19 19
19 n 12
17 19 6
27 n 3
29 12 8
28 12 27
25 18 5
26 1
4 6
49 4
59 6
74 1
75 2
82 1




sent the firm is judged more
severely by younger readers—77
percent of those with three years’
experience or less considering it
unethical or reportable vs. only
48 percent for those with over
20 years.

One of these split decision
practices, soliciting a job from a
client who has already agreed to
give it to another firm, used to be
banned under the mutual-pro-
tection ethics code that ATA
maintained before the 1973 con-
sent decree with the Justice De-
partment; it is interesting that a
practice quite normal in our
competitive society as a whole is
still considered unethical by a
substantial majority of today’s
professionals. (Not surprisingly,
younger professionals and those
outside architecture firms find
this practice less objectionable,
though slim majorities of these
groups consider it unethical or
reportable.)

Among the actions in this cate-
gory, the AIA code covers only
gifts to local officials (if made
with the intent of influencing
judgment) and the assignment
of only white males in certain
cases (assuming that this consti-
tutes discrimination on the basis
of race and “gender”).

Normal business practices: This
category includes some prac-
tices—advertising and accepting
equity as payment—that AIA
used to rule out, before Justice
Department intervention. Only
very small minorities still see
these practices as unethical. Ad-
vertising, however, is frowned
upon more by the youngest
group of professionals—only 59
percent of whom perceive it as
normal procedure—for reasons
other than loyalty to previous
rules, apparently.

Supporting political candi-
dates is specifically allowed
under the current AIA code,
provided the contribution is not
intended to influence judgment
in favor of the donor. The ques-
tion of working in countries that
deny civil rights is comparable to
some general ethical dilemmas
found above under “split deci-
sions,” but here there is a pro-
nounced tilt toward “normal

practice”; younger professionals
are more likely than their elders
to see work in such countries as
unethical. On the other hand,
owners and older professionals
take a dimmer view of moon-
lighting than their younger col-
leagues (44 percent of the 20-
years-plus group calling it nor-
mal, vs. 77 percent of those with
three years or less).

Accepting gifts from contrac-
tors and producers, while
clearly dubious, is considered
normal by almost half the re-
spondeuts—with older ones
less likely to see it as normal
than younger ones. Morrison &
Morrison conclude that many
architects “apparently do not
believe their decisions are influ-
enced by accepting such gifts.”
Seriousness/Frequency: After
rating various practices on ethi-
cal ground, readers were asked
to indicate which three unethical
or reportable practices were
most common. (The structure of
the question necessarily pro-
duced low figures for actions not
widely considered unethical,
even though some of them may
be common.)

Of the top seven actions
ranked as serious offenses, it is
somewhat encouraging that few
are perceived to occur fre-
quently. It is sobering neverthe-
less to see that sealing the draw-
ings of others is considered a
frequent offense by 30 percent,

100%

80%=

60%

60%=

40%=

20% =

0% =

6 “The AIA Code of Ethics covers all areas
necessary to guide practitioners.”

100%

80%=1

54%

60%=

20%=1

B Very familiar
Somewhat familiar
i Not at all familiar

57%
61%

Over 20 years

5 Familiarity with AIA Code of Ethics by years in the profession.

padding of bills by 31 percent,
and embellishing of career
records by 19 percent. Andif 11
percent of readers have ob-
served compromising of public
safety to be common, that
number is pretty chilling.

The AIA code (Figures 5-8)
Even though AIA’s current code
of ethics is less than two years
old, the more experienced re-
spondents claim the most famil-
iarity with it. But there is some
question whether all of them
claiming full knowledge of this
code (identified on the question-
naire as “recently adopted”)
aren’t still thinking of super-
seded rules. In the ethical rating
of specific actions, reported
familiarity with the AIA code
correlates with objections to two
practices—advertising and so-
liciting work already committed
to a competitor—that are not
banned under the current code.
The AIA code is not seen by
readers as sufficiently com-
prehensive—understandably
since Justice Department policies
limit its scope. Those who claim
to be very familiar with the code,
however, view it more positively,
13 percent of them agreeing
completely that it is adequate.
And those who perceive rela-
tively little misconduct in the
profession are also more inclined
to see this code as sufficient.
About 78 percent of readers

60%

50% =

40% =

30% =

20% =

10% =

Agree somewhat

0% o

7 “The AIA Code of Ethics is too weak to
influence actual practice.”

agree that the AIA code is too
weak, and 90 percent agree that
AIA’s reluctance to act would
limit the code’s effectiveness.
Here again, those most familiar
with the code perceive it as more
effective than other respond-
ents do.

Conclusion

Readers believe that unethical
conduct is common; close to
one-third of the profession is
perceived to engage in it. Of the
25 diverse practices listed in
P/A’s questionnaire, about half
are difficult for readers to agree
upon—falling either into a gray
area between ethical and unethi-
cal or into a split-decision cate-
gory, with widely divergent
views.

The kinds of unethical be-
havior seen as occurring fre-
quently seem to fit the estab-
lished characteristics of this
profession as engaged in in-
tense competition, pressed for
money, and tempted to please
clients at any cost. The pos-
sibilities of self-policing in the
profession are limited both by
lack of agreement in some areas
and by the government’s restric-
tions on efforts that might affect
competition. John Morris Dixon ®

53%

40% =

30% =

20% =

10% =

Disagree completely

Agree completely

0% wd

8 “The effect of the Code of Ethics will be
limited because AIA may be reluctant to
take disciplinary action.”
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Introducing the densest carpet




Karastan has ever woven.

ik

yard of this extraordmanly dense new H Higl ST,
Spec Series. The yarns used, DuPont 2 \
and ANTRON' XL nylon, add statlc-contm}

% resistance to these outstandingly durable styles.

The rich, understated; coordinated colorings and

gs
tailored small scale de51gns work alone or with each
other.

S
To put it more succinctly, never before y
has so much style been pac ed into
~  so little space.

Karastan Rug Mills, a Dwvision of Frelderest Cannon, In
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& Summitville

Strata...The one

natural surface that
lasts and lasts.

Summitville. The look is beautiful.
The life islong. The quality is natural.

If these are the things you demand
in a floor, Summitville ceramic tile is
your only choice.

Just look at our Strata Tile...a
unigue mixture of shale and clay that
brings out the warmth of the earth’s
natural striations. Strata makes a
beautiful complement to interiors that
range from country to contemporary.

And Strata is easy to maintain, a
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durable surface that keeps its good
looks for years — even in heavy traffic
areas like restaurants, stores and
lobbies.

See Sweet's File 9.18/Sum for our
complete line of ceramic tile in a wide
range of colors, styles and shapes,
including wall murals and decorative
insets.

Specify Summitville. The one
surface you can count on to look
natural and last long.

& Summitville

Summitville Tiles Inc.- Summitville, Ohio 43962

Circle No. 352 on Reader Service Card

Summitville’s Strata Tile is available in
two color variations and five sizes

that can create a variety of different
patterns. Trim units also available. ~
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P/A News Report

Dida Biggi

Gino Valle’s 94-unit public housing project
in Venice, part of an extensive program of
urban rehabilitation, is a modern
reinterpretation of the Byzantine city. See
Perspectives, page 32.

Burgee & Johnson’s PortAmerica.

PortAmerica’s
Downscale Update

Final plans have been unveiled,
again, for the controversial
PortAmerica project located on
the Maryland side of the
Potomac south of Washington,
D.C. As reported previously in
these pages (P/A, Oct. 1986, p.
38) the 480-acre, $1-billion river-
front project designed by John
Burgee Architects with Philip
Johnson was besieged from its
inception by criticisms from a
wide variety of public agencies.
Some purported to defend the
capital city’s architectural and
urban design interests, while
others worried over hazards to
civil aviation (the site is adjacent
to the flight path approaching

(continued on page 28)
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26
32

A Mall for Union Station
Long Island’s Big Duck
Prestressed Concrete Awards
Perspectives: Venice Housing

39 In Progress: Urban Buildings

45

ai Joins
Steelcase

On January 4, Atelier Interna-
tional became the newest
member of the six-month-old
Steelcase Design Partnership, a
group that now comprises Steel-
case/Stow & Davis, Brayton In-
ternational, Vecta Contract, Met-
ropolitan Furniture Company,
and ai.

Stephen Kiviat will continue
as president of ai and will be-
come a member of the Design
Partnership’s management plan-
ning council. As do all members
of the partnership, ai will still
operate separately under pres-
ent management, maintaining
its manufacturing, marketing,
and distribution systems.

In a related announcement,
Italian furniture manufacturer
Cassina said that ai would con-
tinue to function as that compa-
ny’s sole distributorin the U.S. =

Coliseum Switch:
Safdie Out, SOM In

David Childs of Skidmore, Ow-
ings & Merrill, New York, has
replaced Moshe Safdie, Mon-
treal, as architect for the contro-
versial Coliseum Center in New
York (P/A, Aug. 1985, p. 23).
The change in architect is only
one in a series of related an-
nouncements made over the
past several months by developer
Mortimer Zuckerman of Boston
Properties. Following the with-
drawal of the investment firm
Salomon Brothers as prime ten-
ant and backer for his Coliseum
project, Zuckerman negotiated a
new purchase agreement with
the City of New York.
Although Childs has five
months to come up with a new
design, Zuckerman has already
stated that it will be 75 feet
shorter than the tallest of Saf-
die’s two towers, rising no higher
than 62 stories or 850 feet. But
that change is not likely to satisfy
critics, most notably the Munici-
pal Arts Society, an urban advo-
cacy group that won its suit in
December charging that the city
violated its own zoning laws in

the developer selection. u

Calendar

Winning design by Harris Dimitropoulos
for Bastille Monument.

An American
Wins in Paris

Anticipating the bicentennial of
the French Revolution in 1989,
several Parisian groups or-
ganized an international compe-
tition to design urban monu-
ments commemorating the
event. “Invent '89” called for “a
mythical, radical and universal
image” while specifying no pro-
gram or material limitations. No
(continued on page 28)

Houston’s Shamrock Hotel comes down.

Luck Runs Out
for the Shamrock

With the demolition last
November of the Shamrock
Hotel, Houston lost a much
loved—and occasionally
maligned—landmark.

When it opened St. Patrick’s
Day in 1949, the 18-story hotel
jarred Houston’s skyline. Its
name was chosen by a contest
run through local newspapers,

(continued on page 28)

Progressive Architecture 2:88

Paul Hester

23



P/A NEWS REPORT

Pencil Points

John Rauch has withdrawn as
a principal of Venturi Rauch &
Scott Brown, Philadelphia.
The architect will continue as
a consultant to the firm.

Carr Lynch Associates, Cam-
bridge, have been named
planning consultants for the
redevelopment of the 26-acre
Prudential Center in Boston’s
Back Bay. A previous plan by
HOK (P/A, March 1986, p. 21)
for 3 million square feet of
new construction, including a
51-story condominium tower,
was scrapped following a
storm of community protest.
Carr Lynch will work with
guidelines now being de-
veloped by a committee of 22
neighborhood and civic
groups selected by the city.

Richard Serra’s “Tilted Arc”
won’t be moved after all.
Members of an advisory com-
mittee of the National Endow-
ment for the Arts that had
been organized to screen
other sites for the 12-foot-
high, 112-foot-long steel
sculpture decided instead that
the work, which was commis-
sioned specifically for its site
in front of a government office
building in lower Manhattan,
could not be relocated without
damaging its artisticintegrity.

The controversial service tax
in Florida has been repealed
just six months after it went
into effect (P/A, Sept. 1987, p.
35). The tax, which applied to
architectural and other serv-
ices, was replaced by a one-
percent increase in the state
sales tax. Three other states
still tax services, including
architecture.

Six architects are in the run-
ning to design the Walt and
Lily Disney Concert Hall, at
The Music Center in Los
Angeles, endowed by a $50
million gift from Lillian B. Dis-
ney. Gotifried Béhm, Co-
logne, Germany; Henry
Nichols Cobb, I.M. Pei &
Partners, New York; Frank
Gehry, Frank O. Gehry & As-
sociates, Venice, Calif.; Hans
Hollein, Vienna; Renzo Piano,
Building Workshop, Genoa,
Italy; and James Stirling,
James Stirling/Michael Wil-
ford and Associates, London,
were chosen by an Architec-
ture Subcommittee chaired by
MOCA Director Richard
Koshalek.
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Interior renovation of Union Station as a station cum shopping mall.

The Malling
of Union Station

After more than a decade of
abuse and disuse, Washington’s
Union Station—once among the
finest of railroad stations in the
United States—is well along the
road to a recovery of sorts. Plans
hatched in 1981 by the federally
chartered Union Station Rede-
velopment Corporation, follow-
ing years of false starts and
botched efforts, called for resto-
ration of Daniel Burnham’s 1907
Beaux-Arts masterpiece as a
combined railroad station, office
building, and commercial shop-
ping mall. Partly as a response to
the continued decline of the
railroads and, one may say, to
the prevailing view that the pri-
vate sector will do better, or at
least cheaper, the station will
probably emerge as more shop-
ping mall than railroad station.

While it is hard to be against
the welcome prospect of the
station’s renewal, its history still
brings pause. In anticipation of
huge crowds that never materi-
alized for the 1976 national bi-
centennial, the station was “con-
verted” to something called a
National Visitor’s Center.
Among other things, its once-
great hall housed an ill-fated
multiprojector slide show (mem-
orable because it never worked)
and a number of rarely fre-
quented (hence rarely staffed)
public information booths. The
entire saga, which, incidentally,
gave rise to a number of well-
publicized lawsuits, was an archi-
tectural and tax-dollar travesty
of major dimensions, taking
place just blocks from the
Capitol. By 1980, Union Station
had become so dilapidated and
damaged by leaking water that it
was deemed a public danger and
closed.

The fine restoration was di-

Restored Union Station Head House.

rected by Harry Weese & Associ-
ates, Chicago, for the Depart-
ment of Transportation; the
retail design and interiors were
headed by architects Benjamin
Thompson & Associates of Bos-
ton. Judging from drawings and
the substantial progress of work
to date, it appears that the station
as a building will again possess a
large measure of its original
grandeur. The commercial as-
pects of the project seem to be
going well, too, on their own
terms: more than half of the
100-plus commercial retail
spaces have been leased, most to
“upscale” retail tenants. A mam-
moth parking structure, which
stood unfinished for years, will
at last be completed above the
tracks behind the main station.
If one overlooks the lingering
construction debris and the vile
condition of the “temporary”
train station to its rear, now in its
13th year of use without much
maintenance, and never very
pleasant to begin with, it is
heartening to visit Union Station
today. You can actually imagine
it as it once was and may yet be
again. Still, when all is said and
done (targeted completion date:
September 1988), a lingering
question will remain in the minds
of those who knew the wonder-
ful place when: Why didn’t they

just leave the poor thing alone?

Thomas Vonier u
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Exploring
Hispanic Traditions

“Hispanic Traditions in Ameri-
can Architecture,” a symposium
held last fall at Columbia Univer-
sity’s Temple Hoyne Buell
Center for the Study of Ameri-
can Architecture, marked the
first attempt in this country to
document nearly 500 years of
Spanish influence in the Western
Hemisphere.

This seminal event, which was
organized by Susana Torre, and
accompanied by two exhibitions,
brought together an impressive
group of historians and practic-
ing architects from nine differ-
ent countries.

A casual chronological se-
quence was followed for the two-
day event, ranging from 16th-
Century colonization in South
and Central America through
the reemergence of Hispanic
traditions in 20th-Century archi-
tecture in the United States.

Spanish urbanism, as Ramon
Gutierrez of Argentina ex-
plained, proved an ingenious
means of spiritual and economic
conquest in the new world.
Spanish architecture, on the
other hand, underwent a purifi-
cation and simplification process,
becoming more formulaic for
religious buildings, but freer for
civic and private constructions.
While the former accommo-
dated the church’s universal
goals, the latter was able to incor-
porate local cultural idiosyn-
crasies.

In considering the influence
of Spanish architecture on
American production, David
Gebhard of the University of
California, Santa Barbara, pre-
sented the seductive and spar-
kling romance of California
Spanish Style during the 1920s
and 1930s. Several participants
argued that this period in Amer-
ican architecture, combined with
concurrent developments in
several Latin American coun-
tries, constituted a significant
international movement.

Finally, the presence of

Balboa Park in San Diego.



Charles Moore, who showed
past and current architecture
influenced by the Spanish Style
in various Sunbelt states, gave a
certain weight to the last session,
dedicated to Hispanic influence
today. But it was Jorge Rigau of
Puerto Rico, who, in his lucid
analysis of Spanish Revival villas
on the island, went beyond the
appearance of Hispanic tradi-
tions to analyze possible didactic
and professional applications
today. While other speakers
were concerned solely with the
face of Hispanic architecture,
Rigau was more concerned with
its essence and intentions.

An illustrated monograph,
certainly the only way for those
who were not present to realize
and understand the importance
of this tradition, awaits publica-
tion. Warren A. James u

The author, a designer with Robert A.M.
Stern Architects, New York, is a frequent
contributor to P/A.

Jeffrey Milstein

Long Island’s Duck about to move.

The Duck
Stops Here

The Big Duck, Long Island’s
roadside landmark whose fate
had been the subject of concern
for roadside architecture buffs,
has been temporarily relocated
to Sears Bellows Pond County
Park in Flanders. The current
owner, Kai Eshigmi, has donated
the Big Duck to Friends of Long
Island’s Heritage, a private or-
ganization whose long-term
goals, he feels, match his own.
The recent move beats a March
deadline when a private de-
veloper takes possession of the
I I-acre wooded site on Route 24
that has been the duck’s home
since 1936 when it was relocated
from its original site in Jericho.
Long Island poultry grower
Martin Mauer built the duck in
1930 to advertise his Long Island
Peking duck farm. The Collins
brothers, Long Island prop de-
signers for New York City thea-
ters, tied a live chicken—not a
duck—to a porch as a model.
The body and one wing were
completed in one day. Pleased
with their progress, the brothers
celebrated the next day, leaving
the masons to copy the second
wing from the first. The result:
two left wings. The hand-sawed

wood frame is covered in con-
crete. No nails were used; glue
and stove-pipe tin ribs hold the
structure together.

The eyes—actual Model-T tail

lights—the small tail plume, and

orange beak have been stopping
local traffic for nearly 47 years.
The duck gained international
fame when featured in Robert
Venturi's book Learning from Las
Vegas (MIT Press, 1972), and is
now considered one of the best
examples of roadside American
Architecture of the 1920s and
1930s.

Eshigmi, a sculptor and
businessman, purchased the
duck (and the Big Duck
trademark) just over five years
ago, then decided to break up
the site, a scheme which would
have allowed him to preserve the
duck on one acre of its natural
habitat while developing the
remaining ten acres. When town
zoning regulations prevented
him from doing that, Eshigmi
sold the land to a private de-
veloper but kept the duck. The
purchaser granted Eshigmi 18
months to find it a new home.

Once news of the transactions
surfaced, Lance Mallamo, Direc-
tor of Suffolk County Division of
Historical Services, and Gerald
Kessler, president of the 10,000-
member Friends organization,
approached Eshigmi to discuss
preservation and long-term-use
programs. One possibility, says
Mallamo, is a museum of road-
side architecture.

The Friends will launch a
fund-raising drive as soon as the
donation agreement is finalized.
Kessler estimates it will cost
$40,000 to $50,000 to repair and
maintain the duck. Although it
was hit by a car in 1963 and has
stood empty for three years, the
duck is “in good shape,” he
confirms.

Those who wish to contribute
to the preservation fund should
contact Gerald Kessler, Friends
of Long Island’s Heritage, 1864
Mutton Town Rd., Mutton
Town, N.Y. 11791 (516) 364-
1050. Jessica Elin =

Wright Buys

The news at the latest auction of
Frank Lloyd Wright decorative
art designs at Christie’s auction
house in New York was not who
bid but who did not. Michigan
collector Thomas S. Monaghan
(P/A, Nov. 1987, pp. 118-123)
declined to bid against Governor
James R. Thompson, enabling
the Illinois governor to “buy
back” five lots of furniture and
drawings from the 1903 Dana
House in Springfield for a mere
$330,000. =

William McDonough's pyramid.

The (Dis)unity
of the Arts

The idea of a unity of the arts—
of artists and architects jointly
conceiving of and working on
projects—remains for both
groups a long cherished goal.
But in those instances where it
has been sought, as it was this
past summer at the Triangle
Artists’ Workshop, that goal has
proven elusive.

Triangle Artists’ Workshop,
founded in 1982 by artists An-
thony Caro and Richard Loder,
convenes about 40 artists for two
weeks each summer at a fish and
game preserve in Pine Plains,
New York. Last summer, the
Triangle Directors invited archi-
tects Frank Gehry of Frank
Gehry & Associates, Los Angeles,
Alison and Peter Smithson of
London and William McDon-
ough of McDonough Nouri &
Associates, New York, to work
with artists in the building of
structures. The collaborations
apparently went well and pro-
duced some very fine large-scale
pieces. But the workshop also
highlighted significant differ-
ences in the way architects and
artists think and work.

The architects themselves
went about their tasks very dif-
ferently from one another. Wil-
liam McDonough imposed an
architectural order on the art.
He gave his structure a program
(astudy for St. Jerome), a precise
orientation (due South), a site
reference (the pyramid shape
reflecting the form of nearby
hills), and a metaphorical justifi-
cation (the masonry base and
fabric roof representing the first
shelter: the mud hut and the
tent). The art, such as Roger
Mack’s playful “ivy” metal sculp-
ture flanking the pyramid’s en-
trance and Susan Roth’s un-
dulating mural that recalls the
earth of the berm behind it, had
to fit the geometry and program

The Smithsons’ concrete pedestal.

of McDonough’s highly con-
trolled, and somewhat control-
ling, frame.

Frank Gehry, on the other
hand, didn’t impose his own
order, but derived one from the
art itself. Sculptors Anthony
Caro and Jon Isherwood both
described Gehry’s contribution
as one of taking the large-scale
wooden pieces that they and
Sheila Girling had begun to con-
struct and arranging the objects
so that they related to one an-
other. The analogy Gehry used
was that of a village, with the
sculpture like so many buildings
along a street. Gehry and his
assistants also built a walk-
through wooden whale for aspir-
ing Jonahs.

The Smithsons saw their role
as enablers, purposefully avoid-
ing any preconceptions or

(continued on page 26)

Frank Gehry's wooden village.
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Arts (continued from page 25)
analogies. Working with an
abandoned 1906 concrete dairy
building, “we wanted to make
the artists conscious of the pos-
sibilities of the space without
influencing them,” said Peter
Smithson. What evolved was
sculpture that either used the
building as a podium or back-
drop or, as in the case of Ian
Redelinghuys’s stairlike piece,
created a way for people to get
from the building to the roof.
The architects, as a group,
also worked in a manner much
different from that of the artists.
“The artists,” said William
McDonough, “accustomed to
moving their work from place to
place, were not used to relating
it to a particular geography and
climate.” That idea was con-
firmed by artist Jon Isherwood.
“We typically look at an object
and the immediate space around
it,” he said. “Frank Gehry
showed our group how the ob-

jects related to each other and

the buildings and landscape
around them.”

Another difference arose in
the communication of ideas.
“We had to make drawings to
explain an idea,” said Peter
Smithson, “but many of the
sculptors couldn’t explain their
thoughts through drawings.
They have learned to work di-
rectly with materials.” Sculptor
Anthony Caro agreed, adding
that “because the architects drew
things up, they looked at things
in a more conceptual, less expe-
riential way.” The architects also
viewed their work as more of a
collaboration and less of an indi-
vidual activity. “The artists,”
noted William McDonough, “did
not always understand how
much architects have to organize
and coordinate the work of many
people.” Added Anthony Caro,
“We're frightened of architects,
yvou know. We don’t know how
they can work with so many com-
plications and so many things to
think about.”

“The one common ground of
the architects and artists,” said
Jon Isherwood, “was dealing
with the pure aspects of design,
moving around forms and
spaces. There, we all spoke the
same language and had the same
feelings.” If a unity of the arts is
possible, it may indeed lie in the
aesthetic experience and in such
universal design elements as
form and space. But the vitality
of the work produced at Tri-
angle, whatever the differences
among the ideas and methods of
the participants, shows that a
degree of conflict and disunity
among the arts can be healthy.
Thomas Fisher u
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The 25th Annual
PCI Awards

Fourteen equal awards of excel-
lence have been presented in the
25th annual Prestressed Con-
crete Institute Design Awards
Program. Four prestressed or
precast concrete bridges and ten
buildings were selected from
over 150 entries.

The winners are: Commis-
sioner of Public Works Adminis-
trative Offices, Charleston, S.C.
(Lucas Stubbs Pascullis Powell &
Penney, Charleston, architect;
Johnson & King, Columbia, S.C.,
structural engineer); 1700
California Street, San Francisco
(Jorge de Quesada, San Fran-

PCI winners: Brandywine Shoal Lighthouse.

Sunshine Skyway Bridge.

Keilhack Residence.

cisco, architect; Raj Desai Associ-
ates, San Francisco, structural
engineer); Stevenson Place, San
Francisco (Kaplan/McLaughlin/
Diaz, San Francisco, architect;
Cygna Consulting Engineers,
San Francisco, structural en-
gineer); Lincoln Plaza, Sac-
ramento (Dreyfuss & Blackford
Architectural Group, architect;
Buehler & Buehler Associates,
Sacramento, structural en-
gineer); Olin Library, Kenyon

College, Gambier, Ohio (Shepley

Bulfinch Richardson & Abbott,
Boston, architect; Linenthal
Eisenberg Anderson, Boston,
structural engineers); Arkansas
Valley Correctional Facility,
Ordway, Colo. (R.N.L. Facilities

T

Olin Library, Kenyon College.

Courtesy of PCI

Corporation, Denver, architect;
S.A. Miro, Denver, structural
engineer); Stanford University
Parking, Stanford, Calif. (The
Watry Design Group, Redwood
City, architect and engineer);
the Hyatt Regency, Greenwich,
Conn. (Kohn Pedersen Fox As-
sociates, New York, architect;
Lev Zetlin Associates, New York,
structural engineer); Olympic
Oval, Calgary (Graham-
McCourt, architect; Simpson,
Lester, Goodrich, Calgary, struc-
tural engineer); residence for
Mr. and Mrs. Hans Keilhack,
Charlotte, N.C. (Gene Leedy,
Winter Haven, Fla., architect);
Sunshine Skyway Bridge,
Tampa Bay (Figg & Muller, Tal-
lahassee, engineer/designer);
Richard P. Braun Bridge, Coon
Rapids and Brooklyn Park,
Minn. (Minnesota Department
of Transportation, St. Paul, ar-
chitect/engineer); Research
Boulevard Bridge, Kettering,
Ohio (Edward Durell Stone,
New York, architect; Lockwood,
Jones & Beals, Dayton, en-
gineer); University Bridge, Mis-
sissippi River at St. Cloud, Minn.
(Howard Needles Tammen &
Bergendoft, Minneapolis, archi-
tect/engineer); Harbor Street
Grade Separation, Pittsburg,
Calif. (CH2M, Emeryville, Calif.,
designer); Lightfoot Mill Road,
Hamilton County, Tenn. (Divi-
sion of Structures, Tennessee
Department of Transportation,
Nashville, structural engineer);
Ten Central Car Park, Kansas
City, Mo. (Patty Berkebile Nel-
son Immenschuh, Kansas City,
architect; Norton & Schmidt,
Kansas City, structural en-
gineer); Tom Bradley Interna-
tional Terminal, Los Angeles
(Pereira Dworsky Sinclair Wil-
liams, Los Angeles, architect;
Brandow & Johnson Associates,
structural engineer); Brandy-
wine Shoal Lighthouse, Dela-
ware Bay, N.]J. (Duffield Associ-
ates, Wilmington, design
engineer; Gredell & Paul, Wil-
mington, construction en-
gineer). |

Film Festival
in Switzerland

The relationship of architecture
to cinema is receiving increasing
attention in Europe. In France,
Bordeaux sponsors a biannual
festival of architectural films,
and two days of films highlighted
the recent Le Corbusier retro-
spective at the Pompidou Centre
in Paris (P/A, Jan. 1988, p. 30).
Last October, it was Switzer-
land’s turn, with the first Inter-
national Festival of Films on
Architecture and Urbanism in

(continued on page 28)



With Ultrum it$
create alasting 1 nnpressmn

From beautiful hand-rubbed wood finishes
to the contemporary lines of our new perforated
metal series, Ultrum offers today’s most exciting
and versatile site amenities collection.

Stylish seating, planters, trash
receptacles, ash urns, Ultrum

has everything to create a lasting impression. -~

In wood, Ultrum continues to blend
distinctive styling with meticulous crafts-
manship. Every piece is selected with exacting
care and hand-finished for use indoors or out.

Ultrum’s perforated metal series offers
exciting shapes and colors.

Our all-welded
construction features heavy
gauge perforated steel sheet
and tubular steel frame.
Each piece is finished with
a durable powder coating
that protects against heavy
wear and weather.
Write for your free
copy of the all new .
Ultrum catalog. Without it,it will be hard to
create a lastmg llTlpI'ESSlOI'l.
For information, contact your
GameTime representative. Or write
GameTime, Inc., Box 121, Fort
Payne, AL 35967. Or call 205/
845-5610, telex 782-534.

-ULTRUM:

© 1987 GameTime, Inc.

Circle No. 322 on Reader Service Card

Progressive Architecture 2:88




28

Film (continued from page 26)

Lausanne (FIFAL). The event demonstrated
more enthusiasm than real accomplishment.
Over 600 films were submitted from 45 coun-
tries; 48 were placed in competition and
some 150 others screened during the three-
day Festival. Two genres dominated: the
poetic and the documentary. The former—
fluid, lyrical, and usually accompanied by
dramatic music—focused on the beauty of
architectural details, but often lost the sense
of a building. The latter, descriptive and
narrative, tended to cover more extended
subjects, such as a city’s architecture or an
architect’s career, and often sacrificed depth
for simplicity. Mario Botta, serving on the
jury, concluded that “the films’ approach to
architecture is more or less naive.”

The best films overcame these obstacles.
The Grand Prize winner, Jacques Barsac’s
three-hour “Le Corbusier,” ransacked the
archives to present the architect’s career with
commentary by Corbu himself. His gravelly
monotone and ironic humor brought home
the man inside the “machine for living.” A
Polish film, “Blok,” staged a series of Kaf-
kaesque vignettes in a shabby apartment
house, pitting black humor against the
alienating aspects of modern urbanism. “Por
Una Tierra Nuestra” employed stirring
polemics to recount the efforts of homeless
Argentines to build their own city from a
Buenos Aires wasteland. The Public’s Prize
was awarded to “Numbers Out of Light,” an
astro-architectural analysis of the Church of
the Holy Cross, in Nin, Yugoslavia, which
demonstrated how its design served to calcu-
late time and seasons.

The small number of winners—most of
which had already won prizes in Bordeaux—
testifies to the difficulty of making successful
films about architecture. Can films reveal
aspects of buildings hidden to other forms of
representation? Botta’s response was pes-
simistic: “The art of presenting space is ex-
tremely difficult. Film creates a fictional
space which has only a passing relation to
that created by architecture.”

Another architect on the jury, Esteve
Bonell Costa from Barcelona, focused on a
different aspect, real duration. Film, he said,
can show the evolution of a building through
time, or re-create the times in which it was
conceived and constructed. Buildings exist
both as objects in space and as systems in
time. The mobility of film might reconcile
this dichotomy by showing how architecture
is revealed through use. A project currently
under way to film the evolution of Le Cor-
busier’s housing project in Pessac over a
five-year period will test this goal.

Unfortunately, there were few oppor-
tunities at the Festival for the audience to
discuss the films and the questions they
raised; one Danish filmmaker complained of
“a festival devoted to consumption, not com-
munication.” Georgel Visdei, Director of the
Festival and President of the Swiss Associa-
tion for Scientific Films (under whose aus-

-pices FIFAL took place), promised that the
Festival, improved by its experience, would
return in 1988. Thomas Matthews u

The author is a journalist based in Bordeaux who writes
frequently for PIA on French architecture.
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Paris (continued from page 23)

site was designated beyond the vague pretext
of “an urban context.” Competition spon-
sors—the Institut d’Architecture Francais,
the Grande Halle de La Villette, the Ville et
Banlieue Association des Maires, and the *
review Vaisseau de Pierres—are now using the
winning entries to support a worldwide
fund-raising campaign to pay for construc-
tion of several entries.

One of ten winners, Harris Dimitropoulos,
is an artist and architect living in Georgia.
His proposal, a towerlike brick cylinder that
stands 2.4 meters high with a diameter of 3.6
meters, is both a monument and an event.
On the 14th of July, in a symbolic reenact-
ment of the storming of the Bastille, the
public will remove all but the cylinder’s base.
The bricks, inscribed with the words Liberté,
Egalité, Fraternité on one side and 200 in
Roman numerals on the other, will become
provocative souvenirs of the event.

Dimitropoulos proposes that his brick
citadel be constructed not only on the Place
de La Bastille but throughout Paris and in
other French cities. At each site, the round
form will “provoke and disturb,” says the
artist. Even after their removal, some mem-
ory of the event and the object will remain.
Claire Downey L]

PortAmerica (continued from page 23)
Washington’s National Airport). Atissue was
the project’s centerpiece, a World Trade
Center tower, which, at its originally pro-
posed height of 52 stories, would have been
the tallest building between Atlanta and Phil-
adelphia. The tower was later scaled down
by ten stories. Now the granite-clad octag-
onal tower is planned to be a mere 22 stories
in height, flanked by six office buildings of
ten stories each.

That’s all right. The real virtues of the
project lie in its overall plan (inspired, its
architects say, by unspecified 19th-Century
American urban plans), which remains es-
sentially unchanged in the “new” design.
That plan boasts an exceptionally well-con-
ceived treatment of the river’s edge and sen-
sitively links various disparate functions,
ranging from full-blown commercial uses to
private residential and community activities.
Thus, even at some thirty stories below its
original ambitions, PortAmerica should be
an interesting and welcome addition to the
Potomac’s shores. Completion of the proj-
ect’s first phase is slated for 1990.

Thomas Vonier =

Shamrock (continued from page 23)

in a fashion typical of the developer, oil
wildcatter Glenn H. McCarthy. For the open-
ing, McCarthy’s friend Eddie Rickenbacker
of Eastern Airlines supplied four planes, and
a train with 26 chartered Pullman cars
brought celebrities from Hollywood. McCar-
thy himself made the cover of Time.

The 778-room, reinforced-concrete-frame
Shamrock was built at a cost of $21 million
and featured a night club over 100 feet
square, a lobby paneled in Brazilian
mahogany from a single huge tree, air-con-
ditioned refuse storage, its own water supply
from two deep wells drilled by McCarthy,
and the world’s largest hotel pool (165 by
142 feet). Its architectural character was,
however, stodgy; the bulky building was
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rendered by Houston architect Wyatt C.
Hedrick in “Modern Romanesque” with a
striped exterior capped with a green pantile
roof.

To many, the audacity of the Shamrock
(later the Shamrock Hilton) became a symbol
of Houston’s “can do” spirit, as McCarthy’s
hunch proved right, and urban development
engulfed his hotel's supposedly remote site.

But to a generation of Modernist critics,
the hotel was an abomination: Frank Lloyd
Wright, receiving the AIA Gold Medal there
shortly after its opening, said its big green
neon sign should instead read “why?”; and
Texas architect O'Neil Ford quipped, “I
always wondered what the inside of a

jukebox looked like.”

Over the years, however, Houstonians
came to love it. Yet, a dismal occupancy rate
resulting from the declining oil market gave
the Hilton chain the excuse to sell the 23-acre
property. In December 1985, it was sold to
the Texas Medical Center for the bargain
price of $14.9 million, barely the value of the
land alone. Hilton continued to operate the
Shamrock through the end of June 1986.

When remarks by TMC President indi-
cated an intention to demolish the hotel,
local neighborhood groups resisted and even
staged a “Save the Rock” parade and rally
with 3000 people on St. Patrick’s Day 1986.
Yet, this past fall the end came, and with no
announced plans for future development in
any form, the Shamrock was demolished in
November. The parking structure was con-
verted to TMC use. Peter C. Papademetriou M

National Trust
Expands its Agenda

Billed as “Landmarks of Democracy,” the
41st annual convention of the National Trust
for Historic Preservation often went beyond
the show-and-tell slide shows or how-to-use-
tax-shelters talks of conventions past.

Perhaps it was the outsiders in town for
concurrent Main Street U.S.A., and
ICOMOS (International Council on Monu-
ments and Sites) meetings who lowered the
average age and raised the average attend-
ance of the convention audience. The Trust’s
broader and livelier agenda may, however,
signify a maturing of the preservation move-
ment in America.

In the last four years, the 197,000-member
organization has grown at the rate of 10,000
new members a year. While speakers still
spoke of new brick pavers in Salt Lake City,
they also heard lectures pushing new fron-
tiers like landscape architecture and rural
l)r(‘st’r\'l"l()l].

Architects and architecture, however, were
honored only in their absence if at all. A
walking tour of new Washington in-fill devel-
opments, for instance, featured an array of
fascinating structures labeled by the tour
guide with the name of, say, developer Oliver
Carr rather than the designer.

Nonetheless, if the Trust skimped on the
specific credits of who designed what where,
the overall conference managed to touch the
larger issues of preservation that define ar-
chitecture—from the single structure to the
larger site, from the techniques of restora-
tion to city zoning. Jane Holtz Kay L]

THE NEW TRADITION



It may look like an ordinary
double-pane window, but
there’s more to this glass
than meets the eye.

What you can’t see is
the revolutionary, transpar-
ent coating which acts like
a see-through computer
designed to know the dif-
ference between heat and
light. And that means you
can specify a window that
won't just last for years, it’ll
actually earn its keep.

THE ANDERSEN'
HIGH-PERFORMANCE
WINDOW.

[T'S PROGRAMMED
FOR COMFORT.

The technology behind
this remarkable window is
fairly complicated, but the
results are easy to process.

* In the winter, it keeps homes
warmer. In the summer, it
keeps them cooler.

How? The secret is a
series of microscopically
thin layers of metallic coating

- = .- : bonded to an inner airspace
\ ’: . surface of the glass. And
I\ | while you can hardly see it,

this programmed surface
actually recognizes radiant
heat and restricts its flow
through the glass. It even

87122 © 1987 Andersen Corp
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filters out ultraviolet rays
that fade fabrics. And all the
while, 1t’s practically mvisible.

It works 365 days a
year, day and night, no matter
where your customers live
or which direction their win-
dows face.

Perhaps more important,
Andersen High-Performance
windows are 42% more
energy efficient than double-
pane windows during the
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ROGRAMMED

WHERE YOUNRNWANT IT

heating months, and 22%
more efficient in the searing
summer sun. And, as you

would expect from Andersen,
they look beautiful year around.

THE HIGH-PERFORMANCE
SUN WINDOW.
[T CONVERTS HOT SUN
INTO COOL DAYLIGHT

By adding a High-
Andersen has taken the Performance coating to soft,
High-Performance window  bronze tinted glass, we’ve
one step further for hotter developed a window that
climates and homeswithafull reduces the sun’s heat up
western or southern exposure. to 2%z times better than an

ordinary window. And while
glare and fabric-fading rays
are virtually eliminated,
there’s still plenty of visible
light for people and plants to
flourish. What’s more, High-
Performance Sun windows
look handsome from the
outside, yet colors aren’t
distorted when looking from
the mside.

HOW TO BECOME PART
OF THE PROGRAM.

If you're not already
specifying Andersen High-
Performance windows, con-
tact your Andersen
distributor, see
Sweet’s File 08610/
AND, or write
Andersen Corp., Box
12, Bayport, MIN 55003.
We'll show you how
* to make the world a
more comfortable place.
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Finally, a CAD system created expressly for
architects and building design professionals.

PARKING THEATASR

il \_ RETAIL ]
T = t=
B

o me e em e

FIRST FLOOR. PLAN
1 ©

iy Jd

Presentations. Ordinary CAD is a generic product.
ARRIS has been created specifically for architects and
building design professionals. It allows your clients to
visualize your projects from any perspective. With
sharp, colorful 3-D images that can be transferred
easily onto slides.

Plus. Ordinary CAD was designed and intended for
one person, one project. ARRIS is a multi-user, multi-
task UNIX-based system. It was designed for the way
architects and building designers really work, and to
allow for future growth. It gives you the competitive
edge, and will keep you competitive for years to come.

The leading edge. Every designer wantsit. But as the times
change, so do the tools. And today ordinary Computer
Aided Design & Drafting is simply not enough.

ARRIS™ has arrived.

Imagine leaving a meeting with a client, making a change
in your proposed design — with revised graphics and data
—and returning to the same meeting just minutes later?

ARRIS has arrived.

Imagine a CAD system that will not only move a door,
window or wall, but will automatically and accurately
adjust everything affected. And generate a revised cost-
estimate based on the changes.

ARRIS has arrived.

Imagine truly relational CAD — a single database that
incorporates 2D design data and accurate and realistic 3D
modeling and rendering. It includes the most advanced
techniques available to allow you and your client to view
your project from any perspective. Any angle. Any time of
day or night. And allows you to “walk through” every room
and every corridor, as if the building actually existed.

ARRIS is a product of Sigma Design and is available in the U.S. and Canada. Computer images created by Jenkins-Peer Architects as part of Lakefront Shoppes at University Place project




leadm g edge
in bulldmg design

is not a straight one.

ARRIS has arrived.

These are some of the extraordinary advantages that
make ARRIS the leading edge in architecture and
building design. And this same software, that was
developed and refined over 10 years of high-end usage,
is now available on work stations and PC's—and at

PC prices.

For more information, we have developed a kit that will
tell you all you need to know about this revolutionary
new competitive edge. We call it “"PRODUCTION.
PRESENTATIONS. PLUS" And it includes full
color slides that will show you just how dramatic
your next presentation can be with ARRIS.

This “P*plus Kit" is yours free. Simply use
the reply-paid card, or the coupon on the
right or write Joyce Bender, Sigma
Design, Inc., 61 Inverness Drive East,
Englewood, Colorado 80112. For
even faster service, please call
1-800-356-4568 (M A and Canadian
residents call 1-617-429-8908).
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ARRIS

FREE “P’plus Kit”
[J Yes, please send me your “Production. Pre-
sentations. Plus” Kit that shows me everything
| need to know about this extraordinary CAD
system. | understand that there is no obligation.

Name

Title

Company

Address

City State Zip

Please telephone me at

] We already use an ordinary CAD System

1 We are currently considering adding CAD
Mail to: ARRIS P.O. Box 236, Holliston, MA 01746, or
call 1-800-356-4568 (MA and Canadian residents call
1-617-429-8908).

CAD That Gives You The Competitive Edge
r

-
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“Forbo Linoleum Lets Me Create
Beautlful Mosalcs For The Floor.

),

Lightly marbleized
Forbo sheet linoleun
in 11 different colors
provides the perfect
medium for Barbara
Astman’s art floor in
the Olym &c Speed
Skating Oval. The
University of Calgary
also used Forbo
off-white linoleum til
in the halls, where a
decorative inlay of th
XV Winter Olympic
logo is installed.

-

“An historic building like the Olympic Oval
demands a bold and heroic entrance—to
enhance the excitement of the Winter Games,
to create a legacy for the people of Calgary
long after the games have ended.

“Forbo Linoleum comes in such a beautiful
spectrum of colors, is wonderfully durable,
and lets me create and implement designs as
elegant as a Byzantine floor at a quarter of
the cost.”

Artist/designer Barbara Astman is a native of
New York now living in Toronto. For a .
detailed case history and full color
literature contact Forbo North America,
today.

2 Artist/Designer .

Toronto, Canada g 8

RICA

Jup of companies




I P ~ Three urban projects, designed

Il I O g re SS for downtown sites from Ulm,
West Germany, to Minneapolis,
illustrate a range of approaches

to context, from contrast to ac-
commodation.

© Wolfgang HoyWESTO

39333% 539
2329333973

Exhibition-Assembly Hall,
Munsterplatz, Ulm, West Ger-
many. Architect: Richard Meier &
Associates, New York. Located in
Ulm’s Cathedral Square, this
40,000-square-foot stone and
stucco building will function as a

\ % public exhibition hall and a
\ & meeting place for the City As-
s e e HALL— S ~sembly and other groups. The
L ~ . square itself will be redesigned
;"’E_J"‘-"‘/f MY as two related elements: a secular
L A_s_i entryway into the Cathedral and

a more pedestrian plaza formed
by a double row of newly planted
sycamore trees. A 35,000- )
square-foot addition to the ,;;»ﬂ
neighboring Deutsche Bank™ &
Headquarters is also propase
to the southeast of the assem
hall. Construction begins-Spi
1989.

2

s
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POULSEN LIGHTING...

a history of excellence and innovation.

Poulsen Lighting Inc.
5407 N.W. 163rd Street
Miami, Florida 33014-6130
Telephone (305) 625-1009
Faximile (305) 625-1213

Skot Series
Post Mounted
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Design Better Swimming Pools With

=FLYTE

QUALITY DECK EQUIPMENT

Write for Detailed Literature or See Use in Sweets 13.4b/Kd

KDI Paragon Inc.

SINCE 1956 MFRS. OF DISTINCTIVE POOL EQUIPMENT
P.O. Box 2586, 12 Paulding St., Pleasantville, N.Y. 10570 M 914/769-6221
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IN PROGRESS

0'/100m)|

75 State Street, Boston. Archi-
tects: Graham Gund Associates,
Cambridge, and Skidmore, Owings
& Merrill, Chicago. This 715,000-
square-foot mixed-use complex
will be clad in five different types
of granite—with polished or
flame finishes—supported on
steel trusses. The 31-story, set-
back office tower rests atop
40,000 square feet of street-level
retail space rendered in red and
gray-beige granite. The main
entrance leads to a six-story
courtyard atrium and grand hall
clad in five different marbles,

wood, and bronze. A skylight of
fritted glass reflects the evening
uplighting. Acting as symbolic
gateways, two smaller, stepped-
back towers atop the base mimic
the office tower. Chevrons
wrapped in 35,000 square feet
of gold leaf decorate the top of
the towers and the octagonal
penthouse level. The project’s
elaborate ornamentation is
intended to complement sur-
rounding older buildings with-
out copying their styles. Comple-
tion is scheduled for Fall 1988.



l AV_ VJA\\})A?

el s

CLOLL

[0 ,F?F[’
00|00 oo
00) |00 oo
00| |0 0 o0
000 o oo

NINTH STREET

GROUND FLOOR PLAN LA SALLE AVENUE

EIGHTH STREET

100'/30m

SUSPENDED PLASTER CEILING TILES

STEN NTEN RN

LA

ABOVE VIEW. INC.

241 EAST ERIE STREET ® MILWAUKEE, WI 53202 ® 414-271-4477
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LaSalle Plaza, Minneapolis.
Architects: Ellerbe Associates, Min-
neapolis. Plans for this $130 mil-
lion mixed-use, full-block project
integrate two historic structures
—the 1915 Collegiate-Gothic-
style YMCA on the southeast
corner and, diagonally opposite,
the 1919 Italian-Renaissance-
style State Theatre. A two-story,
70,000-square-foot retail arcade

connects the various elements: a
28-story, 600,000-square-foot
office tower, the 45,000-square-
foot MacPhail Center for the
Arts, 24,000 square feet of
stacked cinemas, and a new
100,000-square-foot YMCA,
which replaces the existing facil-
ity, and a public plaza. Construc-
tion of the brick-and-limestone
structure begins soon.

Now
You Can
Design
Bigger
Profits

The design of projects is your area of
expertise. Keeping those designs profit-
able is ours. Project profitability is no
accident; it is the result of careful atten-
tion to budgets, schedules, and cash flow.
AEMAS, the accounting and job costing
software from Data-Basics, is the tool you
need fo handle the business end of your
projects. Over 600 companies use Data-
Basics' soffware to improve their bottom
lines. Call us today and put our expertise
to work for you.

DATA-BASICS, INC.

West Coast Office: Corporate Office:
Newport Beach, Cdlifornia TI000 Cedar Rd., Cleveland, Ohio 44106
(14) 250-7017 (216) 721-3400

Software Systems for Management
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Oil And Scotchgard

Protector
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Marquesa Lana

Scotchgarc

s S 850 Prqtector

' 0il- based stams penetrate carpet made from
Olefin yarn systems without flourochemical
treatment as shown above
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" LCNSmoothee =

LCN CLOSERS HAVE NO EQUAL.

The more you look, the 4014, and 4015) have been designs have proven them-
harder it is to find a door closer  IN continuous operation for selves through years of
“equal” to the LCN Smootheer  over a year They've already successful performance.

For materials, design, manu-  quadrupled the 1.5 million When you want
facturing and performance, cycles ANSI value

no one else comes close. requires of archi- | and
Three off-the-shelf tectural grade quality,
Smoothee closers (Series 4013, closers, and . ; specify and
. B they're still < ' ¥ insistonlCN
going strong! P . Closers...period.
ETLTesting For general information,
Laboratories, Inc., official see Sweet’s Section 8. Or,in

BHMA [ANSI) testing labora-  US.A., contact LCN Closers,

tory for door closers, is witness-  PO. Box 100, Princeton, IL 61356.

INg this record-breaking test. In Canada, Ingersoll-Rand
LCN Smoothees perform  Door Hardware, Mississauga,

better because they're made  Ontario LE5-1E4; (416) 278-6128.

better We use cast iron cylin- -

ders and forged steel pistons @!g"/{:

and arms. Our manu-

facturing facilities are L J

continually improved to

maintain the leading LCN CLOSERS

edge in the industry.
The Test Goes On! As aresult, LCN Part of worldwide Ingersoll-Rand
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Exhibitions

Through February 26

Rem Koolhaas/Office of Met-
ropolitan Architecture. Max

Protetch Gallery, New York.

Through February 28

Long Island Modern: The First
Generation of Modernist Archi-
tecture on Long Island, 1925—
1960. Octagon Museum, Wash-
ington, D.C. (See P/A, Nov.
1987, p. 25.)

Through February 28

The Art that is Life: The Arts
and Crafts Movement in
America 1875—1920. The De-
troit Institute of Fine Arts, De-
troit. (See P/A, May 1987, p. 32.)

Through March 5

What Could Have Been: Unbuilt
Architecture of the 80’s. Archi-
Center, Chicago.

Through March 6

Otto Wagner: Drawings. Mu-
seum of Art, University of Ore-
gon, Eugene, Ore.

Through March 6

Vienna/New York, the Work of
Joseph Urban, 1872—1933.
Cooper-Hewitt, New York. (See
P/A, Jan. 1988, p. 28).

Through March 24

Frank Lloyd Wright and the
Johnson Wax Buildings: Creat-
ing a Corporate Cathedral. Los
Angeles Municipal Art Gallery,
Los Angeles. Also, April 23—
June 19, Walker Art Center,
Minneapolis, Minn. (See P/A,
April 1986, p. 27.)

Through May 1

Architectural Elements of the
Pacific Islands. Brooklyn Mu-
seum, Brooklyn, N.Y.

P/A Calendar

Chiat-Day building with Claes Oldenburg’s binoculars, from The Architecture of Frank Gehry, MoCA, Feb. 16.

Through August 31

Sheet Metal Craftsmanship:
Progress in Building. National
Building Museum, Washington,
D.C.

February 16—May 18

The Architecture of Frank
Gehry. Museum of Contempo-
rary Art, Los Angeles. (See P/A,
Nov. 1986, p. 26.)

February 23—May 15
Versailles: The View from Swe-
den, Drawings from the
Nationalmuseum and the Royal
Palace, Stockholm. Cooper-
Hewitt, New York.

February 24—April 6

Firing the Imagination: Artists
& Architects Use Clay. Urban
Center, Municipal Art Society,
New York.

Competitions

February 27

Submission deadline, Hypoth-
eses: Architectural League of
New York, Young Architects’
Forum. Contact Anne Riesel-
bach, Architectural League of
New York, 457 Madison Av-
enue, New York, N.Y. 10022
(212) 753-1722.

March 1

Entry deadline, AIA Photog-
raphy Competition. Contact St.
Louis Chapter, AIA, 911 Wash-
ington Blvd., Suite 225, St.
Louis, Mo. 63101-1203 (314)
621-3484.

March 1

Registration deadline, 1988 Du
Pont-Hypalon Architects Con-
test. Submission binders due

April 18. Contact Diane
O’Leary, Du Pont-Hypalon con-
test, Du Pont Co., Suite 300, 150
Monument Rd., Bala Cynwyd,
Pa. 19004 (302) 774-0551.

March 1

Submission deadline, Expres-
sions At Work, for resilient oor-
ing installations, sponsored by
Tarkett. Contact Competition
Coordinator, Gray & Rogers,
1234 Market Street, Philadel-
phia, Pa. 19107.

March 4

Submission deadline, Sixth An-
nual Du Pont Carpet Fibers An-
tron Design Award. Contact
External Affairs Department,
Du Pont Company, Wilmington,
Del. 19898 or Sue Bloomberg,
Burston-Marsteller (212) 614-
5031.

March 15

Entry deadline, AIA 1988
Health Facilities Review. Submis-
sions due April 15. Contact Mike
Cohn, Architecture for Health
Committee, AIA, 1735 New
York Ave., N.-W., Washington,
D.C. 20006 (202) 626-7366.

March 22

Submission deadline, City-Gates
Arts Competition. Contact Pub-
lic Arts Administration, City of
San Diego, Conference Building,
Room 10, Balboa Park, San
Diego, Calif. 92101 (619) 696-
1608.

March 31

Entry deadline, Pittsburgh Cor-
ning Corporation competition
recognizing designs using glass
block. Contact James H. Cole-
man, Manager Marketing and
Communications, Pittsburgh

San Diego Histc

Corning Corp., 800 Presque Isle
Dr., Pittsburgh, Pa. 15239 (412)
327-6100.

Conferences

March 1-3

Restaurant Hotel International
Design Exposition and Confer-
ence, Merchandise Mart,
Chicago. Contact National Ex-
positions, 49 W. 38th St., Suite
12A, New York, N.Y. 10018
(212) 391-9111.

March 8—-12

Fourth International Making
Cities Livable Conference,
Charleston, S.C. Contact Phoebe
Miller, Center for Urban Well
Being, City of Charleston, P.O.
Box 304, Charleston, S.C. 29402
(803) 724-7400.

March 12-15

WorldStore '88 Conference and
Exhibition, Atlanta, addressing
retail store planning, interior
design, and visual display. Con-
tact National Expositions, 49 W.
38th St., Suite 12A, New York,
N.Y. 10018 (212) 391-9111.

March 23-25

WESTWEEK®, Pacific Design
Center, Los Angeles. Contact
Communications Dept., PDC,
8687 Melrose Blvd., Los
Angeles, Calif. 90069 (213) 657-
0800.

March 24-27

Preserving Wright's Heritage:
1988 Frank Lloyd Wright Sym-
posium & Festival, Domino’s
Farms and the University of
Michigan Campus, Ann Arbor,
Mich. Contact University of
Michigan Extension Service,
Conference and Institutes, 200
Hill Street, Ann Arbor, Mich.
48104 (313) 764-5305.

April 13-15

Lighting World International,
Los Angeles Convention Center.
Contact National Expositions
Co., 49 West 38th Street, Suite
12A. New York, N.Y. 10018
(212) 391-9111.

Progressive Architecture 2:88
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The hardwood floor you design yourself.

Hartco Pattern-Plus offers
architects and designers un-
paralleled freedom in floor-
ing design.

With the Pattern-Plus sys-
tem of factory-finished hard-
wood flooring units you can
create almost any pattern
your mind can conceive.
Four modular lengths (9",
18", 27", 36"), one width (4145"),
three colors —to mix, match,
combine in a dazzling vari-
ety of designs. Everything
from simple strip or plank
effects to parquets, herring-
bones, even one-of-a-kind
patternsto fit a specific space.

And Pattern-Plusis made
tough enough to take it—
even in high-traffic commer-
cial installations. In a state-
of-the-art process, acrylic
and stain are forced under
pressure all the way through
the oak to make it harder
than hardwood. It resists
stains, spills, scarring. Color
won't wear away.

Pattern-Plus has tongues
and grooves engineered and
precisely machined to lock
together to provide a beauti-
fulfloor installation.

And all this at a price com-
parable to top quality vinyl or
carpet.

Pattern-Plus hardwood
flooring. Designed for de-
signing. Custom floors with-
out premium prices.

For samples of Pattern-
Plus and a catalog that

[ shows applications of all
| l | l H HJ ' l I [ Hartco® flooring products
I I call your Hartco distributor.
| l l l | I | | IH I Or contact Hartco,P. O. Box
L — 1001, Oneida, TN 37841-1001.

L | (615)569-8526.

A o s evemm— T
Quality
Wood

Hartco Flooring

|

I
I
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Pattern-Plus hasfourlengths, one width, three colors. Mix
or match to create thousands of designs.

Phoenix Ballroom, The Orangery Restaurant, Knoxville, TN

. : . ) Drogressive Architecture 28,
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THE DESIGNER'S ELEMENT.
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P/A PRACTICE

Speciflcations (continued from p. 51)
The supplementary general con-
ditions are careful to call for
guarantees of not less than one
year, but the consultant’s section
specifically asks for (only) one
year, thereby limiting what
might have otherwise been ap-
propriate to the situation, avail-
able from the manufacturer, or
standard under the state’s fraud
statute; temporary electricity is
specified to be the electrical sub-
contractor’s responsibility when
it has already been established
that the general contractor will
provide it; the procedure for
shop drawing submittal and ap-
proval established in Division 1
is not followed in the contributed
sections, each of which has its
own preferred (and different)

system. Most such issues are
handled in Part 1 of the sections
where coordination arrange-
ments are generally found.

The fourth area to be exam-
ined is the use of materials. In
addition to checking that three
manufacturers are specified for
each item where required by law
for public work, there is still the
more significant professional
concern that the material
specified is the right material for
the intended use. Verifying this
requires substantial knowledge,
not only about the building and
its construction, but also about
the materials themselves and
what they do best or not well at
all. CSI's SpecData sheets, which
form the basis for many en-
lightened manufacturers’ prod-

uct data submissions, are most
useful in this respect, in that
they require a listing of the limi-
tations of the materials as well as
their positive characteristics.

A good test of the specifier’s
grasp of such issues is the section
on sealants, which may deal with
a number of situations in the
building, from nonmoving to
expansion-type joints. The seal-
ant specified for floors and decks
should be different from that
used on walls; the sealant around
window frames may not be the
same one used at expansion

joints. Checking the materials

specified in such major cate-

gories is important in satisfying
one’s self that the level of knowl-
edge and judgment behind the
project manual in question has

COLORFUL COVES

Now your color choice is wider than ever with Roppe rubber
cove base. Twenty-five in all, highlighted by new Mauve,
Smoke and Slate. And they all feature famous Roppe quality.
The exclusive satin finish resists scuffing, gouging, burns and
chemicals. Roppe cove base is easy to install; easy to clean.
And it won't shrink, with maximum stability for a lasting attrac-
tive appearance. Accent your interiors with durable, beautiful
Roppe cove base and matching molded corners. For your
nearest distributor, write Roppe Rubber Corporation, 1602 N.
Union Street, Box X, Fostoria, Ohio 44830. Or call toll-free.

Progressive Architecture 2:88

1-800-537-9527

In Ohio 419/435-8546
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been adequate to the task.

Of course, if the project is to
be bid, the bidding arrange-
ments have to be looked at also.
Public work should certainly
conform to the statutes that reg-
ulate it; some jurisdictions have
even prescribed bid forms that
must be used. Research into
other public projects bid under
the same circumstances will
prove helpful here.

Private work also presents
problems in making clear the
rules under which bids are to be
submitted. Do the documents
tell bidders exactly where and
when to turn in their proposals?
Does the bid form have spaces
for all the required answers (ad-
denda, allowances, alternates,
unit prices) and a place for the
date and a signature? How do
bidders get extra copies of docu-
ments and what deposits and
bonds are required?

Even though checking a proj-
ect manual for adequacy in all
these areas requires concentra-
tion and knowledge, it is still
somewhat easier and less time-
consuming than actually prepar-
ing the document. But it’s a dif-
ferent process, too, just as
analyzing a structure is different
in approach from designing one.
Both are functions that archi-
tects are sometimes required to
perform and both have their
own methods as well as attendant
professional responsibilities.
Except in the case of principals
checking work done under their
supervision, reviewing a project
manual by others should not be
viewed as guaranteeing its
adequacy or correctness. That
professional responsibility for
the most part still properly be-
longs to those who originally
created the document.

Walter Rosenfeld L

The author is an architect and specifica-
tions consultant in Newton, Mass.
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The Coal Tar Bitumen Built-Up Roof.

When we started back in 1915, it was already
commonly known as the best way to keep a roof
from leaking. With a track record dating back
to Civil War times.

So what was new?

Actually, the only thing
noteworthy about using coal
tar on aroof back in 1915,
was the fact that Koppers
had entered the roofing
business. To stay.

And Koppers
would perfect a
systemn tor apply-
ing a built-up roof.

To stay.

A system
that is still head
and shoulders
above the rest.
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Koppers Coal Tar Bitumen Koppers Coal Tar Bitumen
The operative word here is Built-Up Roofing And
Waterproofing Systems

“Koppers”’

Over the years, we've perfected
a blend of highly refined coal tar to
produce a superior roofing and
waterproofing bitumen. Superior to
all others.

Its tight, cohesive molecular
structure gives Koppers Coal Tar
Bitumen some very special
properties.

Properties that allow it to sur-
vive torrential downpours, heavy
snows, ice, freeze-thaw cycles that
would make other roofing materials
shudder. Temperatures that dip far

below zero, then soar beyond 90°
_ Fahrenheit.
. "= And Koppers Coal Tar
‘=~ Bitumen actually has the
% ability to heal itself, with
é ¢ “cold flow” properties that

¥ R " automatically repair hairline

' cracks before they cause damage.

Every bit as important as the
bitumen, is the system. We engineer
aroof a layer at a time. To build up a
membrane that is waterproof.
Weatherproof. Foolproof. A mem-
brane, that if installed properly, will
remain serviceable and maintainable
for decades. Without major repairs.

Low initial care and a simple
preventive maintenance program can
add years of roof life. That translates
into major dollar savings over the life
of the roof.

It’s simple. The ultimate roof
will actually cost less over the long
haul.

Koppers Coal Tar Bitumen BUR
Systems are engineered for level or
low-sloped roofs. They are the solu-
tion where quality and long service
life are important. In both new or re-
roof situations.

If you're concerned with energy
savings, and an insulated roof system
is part of the plan, Koppers has
engineered a system that tops them
all. A roof that will retain an 8.3
R-value for at least 20 years. Koppers
Rx Phenolic Insulation. Topped off
with a Koppers Coal Tar Bitumen
BUR System, of course. :

Remember. The operative word
here is “Koppers”’

KOPPERS



LOOK A 30 YEARS
O WEAR AND TEAR

Insufferable heat. Wind. Corro-
sion. From salt. From jet exhaust.

Thirty-five years of it. On the roof
of the New Orleans Airport. A roof that
was put on the right way. By the right
contractor. Using a Koppers Coal Tar
Bitumen Built-Up Roofing System.

Doesn’t look too bad, does it?

T20-8802

A Koppers BUR System, properly
installed and properly maintained, gives
you the most cost-effective, weather-
tight system available. We have the track
record to prove it.

A Koppers 4-ply built-up roof also
gives you a critical mass thickness of
280 mils, versus a single-ply, 60 mils
rubber roof.

AND MOISTURE AND
LORROSION AND

MAINTENANGE.

Why not ask a Koppers represen-
tative to show you how to cut your roof:
ing and waterproofing costs, and go fir:
class at the same time.

Call 800-558-2706. Or write:
Koppers Company, Inc., 1050 Koppers
Building, Pittsburgh, PA. 15219.

KOPPERS
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Progressive Architecture

Portland on Stage

A new performing arts complexin Portland,
Oregon, designed by three known firms in
joint venture, responds to numerous
programmatic and neighborhood
influences, creating a lively if eclectic
environment for entertainment.

At night, the corner of Broadway and Main comes alive.
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P/A Awards Update
Center for the Performing Arts, Portland, Oregon

WHILE it has always taken pride in its arts scene, until last August
Portland had lacked a real center for the performing arts. By passing
a $19 million city bond issue in 1981, citizens had made it clear that
they wanted that situation rectified. The architectural joint venture
selected to carry out the project included three firms known for a
combined experience with various kinds of theater and performance
hall design: Broome, Oringdulph, O Toole, Rudolf, Boles & Associ-
ates (BOOR/A), Portland; The ELS Design Group (now ELS/Elbasani
& Logan), Berkeley, California; and Barton Myers Associates, To-
ronto (now Los Angeles). Since each of the three firms has been
justly proud of its design accomplishments, each had a design leader
who became a team member in directing the project: Robert
Oringdulph, Donn Logan, and Barton Myers, respectively. In collab-
oration, they worked out a design approach that they felt would
respond to the numerous neighborhood cues, some positive and
others inhibiting. The ensuing design won an Award in 1984 in the
P/A Awards program (P/A, Jan. 1984, p. 92).

First on the list of opportunity/challenges was the complete resto-
ration of Rapp & Rapp’s Paramount Theatre, built as a movie and
vaudeville palace in 1929—appropriately enough on Broadway. In
Portland’s somewhat seedy downtown theater district, the old theater
had been saved from demolition in 1971 by a public outcry and the
city’s subsequent designation of it as a historic landmark. By 1974,
when it was listed on the National Register of Historic Places, the
hall was leased for rock concerts and closed-circuit TV events. It was
to become the Arlene Schnitzer Concert Hall, home of the Oregon
Symphony.

One of the next challenges was to build a new set of facilities to
include two theaters and support areas on the block adjoining the
older theater. The new theaters face Schnitzer Hall across a new
one-block brick-paved Main Street mall. The site containing the new
part of the center is L-shaped, sharing one quarter of the block with
the historic First Congregational Church. The church and the west
facades of the new theater and the Schnitzer address the sedate,
underpopulated park blocks along Park Avenue.

Work on the design was begun in April 1982 when the architectural
team was selected, to be joined by acoustician R. Lawrence Kir-
kegaard of Chicago and theater consultants Theatre Projects, Ltd.,
of London. The renovation work on the Paramount started in Sep-
tember 1983, and the facility was opened in September 1984. Con-
struction of the new portion began in April 1985 and it opened in
August, 1987.

Schnitzer Hall
Under the leadership of Donn Logan of ELS and Robert Oringdulph
of BOOR/A, and with substantial contributions by Portlanders Ar-
lene and Harold Schnitzer, the old Paramount has been carefully
restored for use by the symphony and for a variety of performances,
including classical, jazz, rock, folk, and gospel music, as well as dance,
theater, travel films, and conferences. The $10-million renovation
included the repair, recasting, or replacing of most of the interior
splendor, and the cleaning and general salvaging of the Rococo Re-
vival building, bringing it up to acceptable code and comfort levels.
Seating for the orchestra and balcony levels is 2776, viewing a 94’
x 32" stage with a 54’ x 32" traditional proscenium. Orchestra accom-
modations allow for 15 musicians, and dressing rooms can host 90
performers. The stage has been equipped with a portable and adjust-
able acoustical shell. Original lobby chandeliers have been repaired
and refitted with new crystal. New wool carpeting designed in Port-
land was loomed in New Zealand, and the old dark gold, green, and
rose color scheme has been replaced by “warm neutrals and teal” in
the lobby and auditorium.

The Main Street Mall

Because the city has been reluctant to close Main Street entirely
between Park Avenue and Broadway, the mall is still a somewhat
tenuous celebration. Open for traffic by day, the street is paved in
a herringbone pattern brick that recalls both Schnitzer Hall and the
new theaters, and provides the intended visual link between the two.
Closed at one end at 6:30 p.m. the mall becomes a more realistic, but

Progressive Architecture 2:88

From Broadway (top), the glassy
stair tower makes the corner tran-
sition from the more open and
playful Main Street mall fagade to
the more stern east side. Projec-
tions help to ease this theater
district face, but the building takes
on a different personality here
and on the south side which, be-
cause it is the backstage areaq, is
more restricted. On the west,
along Park Avenue (above), both
the renovated Paramount and the
new facility enjoy a parklike set-
ting quite different from Broad-
way’s. In contrast, the mall fagade
(facing page) is a lively extension
of the theater it introduces. The
gates that close Mdin street at 6:30
are highlighted by two spirited
light towers designed by BOOR/A.

Pediment on the intermediate
theater (foreground) is freestand-
ing and pierced to reveal a drum
above the lobby on which is
mounted a glass dome (page 62).
The cornice of the smaller theater
(background) engages the roof of
the unfinished rehearsal hall.
Balconies project from lobby
areas so that people can get fresh
air during intermissions.
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The architects’ referential inten-
tionis evident in the view from the
blocks along Park Avenue
(above), where cues from the Con-
gregational Church are picked up
and abstracted. As on the mall
side, the lobby entrance on the
west facade (facing page, lower
photo) is accented by a column-
supported balcony. Glazed four-
square openings over each en-
trance will serve the rehearsal
hall when it is finished. Part of the
theater district signage, the mar-
quee over the Broadway entrance
to the existing theater (facing
page, top), has been preserved,
and it frames the entrance to the
Main Street mall.

SECTION A-A
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still tentative, link. It is still open to the west and unavailable for
planting that in any way suggests a garden.

The closure on the east end is highlighted by two festive gate
towers in painted and stainless steel. These delightful neon-accented,
Deco-ish structures, designed by BOOR/A, stand 27 feet high, and
include street lights and traffic signals. The towers and gates add an
upbeat note to the mall and the theater entrances at night—when
the new complex is definitely at its best
to be for entertainment.

announcing the “in” place

The New Theaters

With their main lobby entrance off Main Street, the new theaters
are appropriately oriented to the north, and the building housing
them is the most animated on that side. The pedimented facades,
honestly expressed as structurally unattached elements, reflect the
roof shapes of the adjacent church. Brick colors of the accented
planes that some local critics have called walls ‘with measles’ were
chosen to blend with the renovated Paramount and the nearby
Heathman Hotel. Transparent corner and center stair projections
and entrance glazing combine, again, with night interior lighting and
rows of 7-watt bulbs on the stairs, to dematerialize the facade into a
sparkling curtain containing or inviting enthusiastic crowds. The
whole effect is theatrical and fun, even if the rows-of-bulbs school
has been overdone everywhere; the effect does not particularly flatter
the jogs of the stairs at the corners.

On the Broadway side, visitors get to see mostly the business end
of the complex, and if the building was intended to appeal to the
aspirations of the theater district, the effort was lost. It conveys only
business southward beyond the corner. The same is true of the Madi-
son Street side, in an increasingly severe vocabulary. Toward the

park blocks on the west, the building begins to regain its exuberance,
but is kept restrained out of respect to tree-lined Park Avenue. From
the pedimented west entry to the corner tower, the facade does seem
in spirit to edge toward the Main Street mall.

Just inside the main entrance, a five-level foyer and intermission
atrium takes center stage. The literal high point in the space is five
levels up, an inspired glass dome by artist James Carpenter. Its float-
ing blue slices are installed by means of an ingenious mounting
system designed to allow the glass freedom to move, even under
seismic disturbance (see next month’s P/A Technics article on Car-
penter). A terrazzo floor anchors the space, which is ringed by a
series of circulation tiers, the accepted way of seeing and being seen
at theater intermissions. The rotunda faces of these viewing posts,
as well as the theater walls outside their diameter, are surfaced in
cherry wood panels. Given the ceremony of the lobby space, however,
the panels ringing the rotunda do not lend much enthusiasm to the
celebration.

Inside the Intermediate Theater, however, another mood properly
sets in. Seating 916 in an Edwardian-style space, the theater features
orchestra and balcony seating, the farthest of which is an intimate

g = -—— - - [
2 INGSTAD THEATRE a R - $

3 TAURANT | [“ k _. /J

4 X OFFIC . . o Z

5 T -—I

6

7 «

8 12

9

10 D

1

12 3

13 1

14 B

—
g f
[ L
n
10
FIRST FLOOR PLAN SECOND FLOOR PLAN FOURTH FLOOR PLAN AN p—L—— 07120

Progressive Architecture 2:88 61



62

P/A Awards Update
Center for the Performing Arts

65 feet from the stage. There is an orchestra pit for 35 musicians
which can be raised to form 40 additional seats, or to extend the
stage 12 feet beyond the 54’ x 32’ proscenium arch. Like Schnitzer
Hall, it has a portable acoustic shell for adjustment to orchestra,
chamber music, or choral arrangements. Side balconies and voluptu-
ous boxes faced in cherry proceed forward to the proscenium; a
fanciful steel frame outlines a “room within a room” over the audi-
ence, with a domed “sky” of blue, studded with brass “stars.” Brass
balcony railings accent a blue and blue-green color palette.

In the Winningstad Showcase Theatre, a “black box” theater is
rendered in red. Dolores and Norman Winningstad, long supporters
of cultural growth in Portland, are the major sponsors of this facility.
With a maximum capacity of 368, the theater is patterned after a
Shakespearean courtyard model, and is designed flexibly to accom-
modate drama, dinner theater, dance, chamber music, recitals, in-
door markets, and many other activities. It has two balconies (8 and
16 feet above the stage) allowing rows of movable and fixed seating,
dressing facilities for 28 performers, and an orchestra pit for 18
musicians. The 45’ x 25" stage is augmented by the orchestra floor
and forestage lift that can be raised to levels below and at stage,
allowing for thrust, traverse, arena, and freeform staging. As re-
quired, seating can be completely removed. The bold red color of
the wall surface of stained cedar lattice with acoustic red backdrop
walls has, as could be expected, critics; but the mood of the space is
really unique, and with lights down, little different from any other
flexible theater.

The Complex
Without doubt, the combination of three design-oriented firms in

joint venture to design the new center contributed to the eclectic end

result. However, since there is really no single “Portland style,” and
because the city exudes a friendly openness, this eclecticism seems
somehow in keeping. The problems posed by the Center’s complex
program, and the struggle to keep the new building sympathetic to
its neighbors, obviously made the design challenge much more
difficult. Any public building makes a prime target for critics at large;
a building for any of the arts, by definition, is most frequented by a
public with a highly developed artistic sensitivity. Playing to such an
audience is a difficult role at best, but it would seem that the archi-
tectural team for the Portland Center for the Performing Arts knew
their lines. The complex comes off as having the kind of vivacious
urbanity worthy of a cultural citadel; it should carry off almost any
kind of performance. Jim Murphy L]
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Above the atrium in the lobby for
the intermediate theater (top), a

ring of the dome (facing page
and, together with the plush wood
dome of coated glass by James balcony faces, join in lending a
Carpenter crowns tiers of bal- Victorian air to the hall.
conies, traditional focal points for

intermissions. Another dome, this

one implied, tops the theater itself

(above), under a blue ceiling with

brass “stars.” Columns with coni-

cal capitals leaf out into fanciful

steel and mesh brackets under the
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Project: Portland Center for the
Performing Arts, Portland, Oreg.
Architects: Broome, Oringdulph,
O’Toole, Rudolf, Boles & Associates,
Portland, Oreg.; ELS Design
Group, Berkeley, Calif.; Barton
Myers Associates, Toronto and Los
Angeles (BOOR/A: Robert E.
Onringdulph, Dennis J. O'Toole,
Stanley G. Boles. ELS: Donn Logan,
Kurt Schindler, Guillermo Rossello.
BMA: Barton Myers, Thomas
Payne, Chris Couse). Frank Berg,
site architect for the joint venture.
Original theater architects: Rapp
& Rapp, Chicago (1929).

Client: City of Portland, Performing
Arts Center; Patrick Harrington,
director.

Site: An existing theater (now a
concert hall) occupies 30,000 square
feet of a block in downtown Portland;;
the new part of the center occupies
about the same area on an adjacent
block.

Program: restoration of the 1928
Paramount Theatre into the 2776-
seat Arlene Schnitzer Concert Hall,
and provision for two new theaters;
the smaller Winningstad Showcase
Theatre seats 368, the larger Inter-
mediate Theatre seats 916. Support
facilities, lobby areas, box office,
administration offices, members’
lounge, restaurant, and unfinished

rehearsal hall compose the remainder
of the 127,000-sq-ft new structure.
Structural system: cast-in-place
concrete, with steel and structural
glazing systems at major openings.
Major materials: brick, steel, glass,
exterior; brick, glass, steel and brass
railings, terrazzo and carpeting, and
a variety of fabrics and woods (see
Building Materials, p. 156).
Mechanical system: gas-fired
boiler, awr distributed through four
major air handlers.

Consultants: CH2M Hill, struc-
tural; C.W. Timmer Associates,
mechanical; R. Lawrence Kirke-
gaard & Associates (Chicago),
acoustical; Theatre Projects, Ltd.
(London), theater consultant; Tina
Beebe, color; McArthur/Gardner,
landscape.

General contractor: Hoffman Con-
struction Company.

Costs: $17,500,000, including
sitework, landscaping, interior

Sfinashes and furnishings.

Photos: Timothy Hursley, except as
noted.
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Dramatically red, the Winningstad
Theater (facing page, top) pro-
vides a versatile space for various
kinds of performances. Carefully
restored lobbies (facing page,
bottom) and theater (below) of the
Schnitzer Concert Hall comprise
the public spaces of the largest
facility in the center complex. The
hall seats an audience of 2776.
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Banfield Light Rail, Portland, Oregon

A'lrack
Record

After its first eighteen
months of service,
Portland, Oregon’s
light rail transit
system, with urban
design, overpasses,
and station design by
Zimmer Gunsul
Frasca, continues to
surpass all
expectations.

Progressive Architecture 2:88
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Diagram (below) of the 15-mile light
rail corridor and the stops between
downtown Portland and Gresham.
The inbound segment of the down-
town loop follows Morrison Street
(facing page) from 1st Avenue west
to the turnaround at 11th, returning
down Yamhill, passing Pioneer
Courthouse Square (columns, right
background) on both legs. Brick
pattern at the intersections is part of
the urban design by ZGF.

GATEWAY

GRESHAM

N

PORTLAND is a paradox. In the face of an econ-
omy that is something short of robust, and despite
the reputation of being more conservative in most
things than its northern neighbor, Seattle, Portland
continues to improve its lot in life. Its well-deserved
reputation of livability and optimism is reinforced,
it seems, at every turn. A prime example is the
one-and-a-half-year-old light rail system serving
downtown and the I15-mile corridor east to
Gresham.

Winner of an Award in the P/A Awards program
in 1984, the Banfield Light Rail Project was guided
through many layers of design by the Zimmer Gun-
sul Frasca Partnership (ZGF) under the direction
of principal Gregory Baldwin. The project is part
of the overall transportation system in the area,
the Tri-County Metropolitan Transportation Dis-
trict of Oregon, or Tri-Met. Called the Metropoli-
tan Area Express (MAX), the part of the rail system
completed is the first segment of an intended re-
gional network.

Along the route, the system would pass through
three jurisdictions—Portland, Multnomah
County, and Gresham—and a number of quite
varied environments. It was decided that the route
would be connected to areas of indicated develop-
ment, such as the Old Town and Skidmore Foun-
tain sectors, the proposed Oregon Convention
Center (another ZGF project), and Lloyd Center,
on its way to the corridor to Gresham. One segment
of the path would take advantage of the existing
right-of-way paralleling the Banfield Freeway, the
source of the name of the project.

Overall goals and strategies were established and
market analyses were done as part of the process

that generated urban design and project develop-
ment standards. Finally, specific design particulars
were evolved to address each of the many environ-
ments along the route. The complexity and scope
of this project, therefore, is certainly beyond the
normal architectural/urban design commission; it
involved everything from policy decisions and re-
gional planning to street hardware design, with all
the steps in between.

While the obvious initial emphasis was to be an
improved and expanded transit system, other goals
were set for the project. It was also hoped that
MAX would become a “focus for regional develop-
ment on a neighborhood-by-neighborhood basis.”
While this is not an unusual side benefit to be
wished for from a transit system, the designers
were aware that in some of the neighborhoods
along the intended corridor, development was not
desirable and intrusion by the system had to be
held to a minimum. To achieve this balance be-
tween growth and neighborhood preservation, the
ZGF team deemed it “critical that every element
associated with station operation be designed from
a local perspective to fit with that which is or should
be.” Through extensive discussions in, and careful
review of, the communities involved in this first leg
of the system, the architects arrived at an approach
and developed appropriate and somewhat stand-
ardized design elements. These include simple
structures that embody a “civic” character, and are
easy to maintain, durable, and inexpensive to con-
struct.

In the downtown loop, a system of paving colors
and textures was worked out for the route MAX
would travel (drawing, p. 68), with red and dark
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gray brick accenting the stone block of the trackbed
and the asphalt road paving. For the downtown
shelters, black steel frames, glazed canopies, and
brass accents form the vocabulary, with black and
brass trash receptacles, steel tree grates, and black
and brass traditional lampposts.

As the line moves across the Willamette to the
Lloyd Center and beyond, the steel and glass shel-
ters change to a gray-blue, but retain the same
design. Along the Banfield Freeway, overpass
bridges of concrete are made more monumental
and formal with cast-in rustication, articulated
stepped side rails on the stairs, and towerlike ele-

ments enclosing elevators. Here, the gray-blue of

the shelter supports is combined with a light green
on the box-ribbed roofs, and light green ornamen-
tal guardrails on the stairs and overpasses. Extra
screening between the stairs and the freeway was
added as an obvious and clumsy afterthought,
without benefit of the architects’ eye.

From this point east, small semienclosed struc-
tures are added to the shelters, reinforcing the
civic/transit character of the stations in a very posi-
tive way. These little punctuations are constructed
of two colors of glazed brick, the colors changing
in some locations, but laid up in the same pattern.
Again, the gray-blue/green combination is used,
with a darker green accent for the four-square win-
dows. Pediments of varying shapes, and often in-
cluding circular lights, are also employed to give a
particular flavor to each of the masonry enclosures.

Bottom Lines

From opening day on, MAX has surprised its plan-
ners. From the standpoint of transit alone, it has
confounded its early detractors by refusing to con-
form to their pessimistic estimates of 5000 riders
per day; instead of either that figure or the cau-
tiously optimistic one Tri-Met officials put forth
(between 10,000 and 12,000), MAX began with an
amazing 3-day weekend total of more than 200,000
free riders for its debut. Between then and its first
anniversary, the system has posted an average
weekday paid ridership of 19,900. A one-day rec-
ord was set last June 6, with 70,000 paid riders to
the Grand Floral Parade and other events con-
nected with the city’s Rose Festival. Its total rider-
ship for that first year was 7,230,000, making the
early pessimism a relatively distant memory. Tri-
Met has even found it necessary to permanently
add services, proof that MAX has more than
satisfied the most primary of goals.

According to a Tri-Met ridership survey this past
summer, the predicted sources of ridership have
turned out not to be balanced in quite the antici-
pated way, however. Viewed by some at the
beginning as primarily oriented to the working
commuter, MAX has surprised observers. On
weekdays, 28 percent of the boarders take light rail
to and from work, with the rest riding it for shop-
ping, entertainment, or personal business. On
weekends, the agency estimates that 22 percent of
the riders are sightseeing, 20 percent are shoppers.
The Tri-Met survey also shows that for weekly
ridership, 25 percent of its patrons have incomes
of less than $10,000, while incomes of over $40,000
are listed for 18 percent of the weekday riders and
22 percent of the weekend fares.

For ZGF's Baldwin, these and other Tri-Met and
economic figures carry important implications for
architects/urban designers/regional planners. In
downtown Portland, Tri-Met reports that in the
first month MAX was in operation, many retailers
posted an 18 percent increase over the previous
year, with Christmas season sales up 50 percent.
Traffic for businesses along the light rail route is
reported to be up, and occupancy rates for office

)
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Along the downtown loop (below),
station shelters are of black steel,
with glazed canopies and brass trim
on leaning rails, black trash recep-
tacles, and traditional streetlight
posts. The architects’ layout for
intersections and stations (drawing,
bottom) carefully details the pattern
with brick in two colors, stone, and
asphalt for the street, the sidewalk,
and the crosswalks.




Leaving the downtown area via the
Steel Bridge (below), MAX crosses
the Willamette River for the corridor
east, toward Gresham, where shel-
ters change from the black color
scheme to blue-gray. Some of the
effects MAX has had on the corridor
are evident in the before-and-after
photos of the Skidmore Fountain
area (bottom); while the neighbor-
hood was on its way up before MAX,
an increased pride and popularity
has been shown since light rail

began, with activity in the outdoor
market and flea market more vigor-
ous than ever before, and buildings
leasing more readily. Similar leas-
ing gains and increasing pride in
buildings shows up all along the
downtown loop (facing page).
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properties were up for the first quarter of this year
to 84 percent. Building owners list MAX as being
responsible for making buildings along the route
easier to lease. Business at the eastern end of the
line in Gresham has been similarly affected, ac-
cording to the transit agency. New customers,
higher sales, weekend openings, and increased
commercial building activity are cited there.
While Tri-Met’s Ron Higbee, project director for
the light rail system project, is extremely enthusias-
tic about its results, the agency does not delude
itself into thinking that some of the recent expan-
sion activity would not have happened without
MAX. But it is apparent that the system has pro-
vided a focus, as intended, and a shot in the arm
in addition. Portland’s popular Pioneer Court-
house Square (P/A, Aug. 1985, p. 93), for instance,
was geared to the eventuality of the light rail system
when it was built. The late Portland architect Wil-
lard Martin anticipated the rail loop along both
sides of his “living room” for the city, and the south
side of the square provides a row of clear shelter
roofs to accommodate waiting riders. Local entre-

preneur/businessman/developer William Naito of

H. Naito Properties would have certainly con-
tinued with his own efforts to revive areas like Old
Town, Chinatown, and Japan Town; but his color-
ful enthusiasm-cum-boosterism on Portland’s be-
half has been stepped up by the development cli-
mate for which he gives MAX major credit.

Since being responsible for the Portland project,
Gregory Baldwin has been asked to consult in such
diverse places as Texas and Colorado. In a talk he
gave to a Colorado AIA audience, he notes several
questionable assumptions that have shaped transit
planning for many years. Among them: the tradi-
tional base of transit has been technology; the “one-
seat” ride—one source from beginning to end, as
opposed to transferring, the need for “sensitivity
to fare structure and travel time,” and the “assump-
tion that successful transit must be commuter
biased.” But, Baldwin observes, a system can be
attractive to a majority of noncommuter trips, even
in a Western auto-oriented city, and it can handle
ridership in excess of its theoretical capacity.

There are certain things he feels may be the
cause of the “new and peculiar lessons” cited above.
He is convinced now, more than at the beginning
of the project, that surface transit, in addition to
being less expensive than underground or elevated

systems, is far more accessible and is capable of

attracting a majority of noncommuter riders. He
further feels that because of its barrier-free na-
ture—both in the recent sense, but also in that no
stairs or barriers exist in most heavily commercial
areas—can initiate unusually broad support for
abutting businesses. Baldwin also urges as “essen-
tial” the investment of private sector time and re-
sources during the planning and construction
phases of the system.

Given the fact that the investment dollar value
of development in the area of the light rail project,
directly attributable to MAX or not, is already over
five times the cost of the $210 million system itself,
the “friendly” aspects of the new system seem to
have confirmed some of the assumptions ZGF
started out with. Baldwin sums up the parameters
of any project similar to Banfield: “a) it has to be
conceived as more than a transit project; b) the
quality of the experience has a greater impact on
patronage than trip time or fares (within limits);
¢) it has to have a strong institutional context of
development goals, policies and plans . . . but not
necessarily regulations.” From the perspectives of
Ron Higbee, Bill Naito, and the roughly 20,000
weekday riders of MAX, the strategies appear to
have succeeded in Portland. Jim Murphy u
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At the Lloyd Center/11th Avenue
station (below), the same shelters
serve the line, in softer blue-gray out
of deference to the more parklike
surroundings. Farther east, along
the Banfield Freeway (bottom), the
stations and overpasses mark more
pronounced transfer hubs from
Tri-Met buses to MAX. The same
shelters combine with rusticated
concrete structures and pedimented
elevator towers for handicapped
passengers. The unfortunate fencing

on the freeway side was put up as an
afterthought, without consulting the
architects, who did the overpass
ironwork. Even farther east, the
shelters combine with varied brick
enclosures (facing page, top photos)
to express individual communities.
The steel-framed Ruby Junction
maintenance facility (facing page,
bottom photos), removed from the
main line, is a clean and refined
technical area.



Project: Banfield Light Rail Project,
Portland, Multnomah County, and
Gresham, Oreg.

Architects: Zimmer Gunsul Frasca
Partnership, Portland (Gregory S.
Baldwin, principal in charge and
principal planner; Robert G. Pack-
ard and Brainard Joy Gannett, proj-
ect managers: Ronald R. Stewant,
job captain; Karl R. Sonnenberg,
senior designer; Gary Molyneaux,
planner; Brooks Gunsul, Thomas
Geiser, Ronald P. Gronowski, Lee F.

Kilbourn, technical team.

Client team: Tri-Met, Oregon De-
partment of Transportation, City of
Portland, City of Gresham,
Multnomah County, Metropolitan
Service District; Ron Higbee, project

director, Banfield Light Rail Project.

Program: While providing im-
proved transit service, the 15-mile
rail project was intended to become a
focus for regional development in the
areas of its intended route.
Consultants: Roger Shiels, as-

sociated architect and coordination
consultant; Shiels and Obletz, project
manager; Ecodesign, Inc., Project
for Public Spaces, Inc., E.M. Rose
& Associates, The TRANSPO
Group, CH2M Hill, Economic Re-
search Associates, planning and
urban design; KPFF Consulting
Engineers, structural; Mitchell Nel-
son Group, Fred Glick Associates,
Bruce A. Johnson, landscape; Wilsey
& Ham, Cooper Consultants, Inc.,
civil; Bechtel Engineering, Lowis T.

Klauder & Associates, PAE Consult-
ing Engineers, trackway and elec-
trification.
General contractors: Railco-Multi
Corporation; R.A. Hatch Company;
Donald M. Drake; Herzog Construc-
tion Corporation; Marion Construc-
tion; Bombardier (vehicle manufac-
turers); Siemens (electrification).
210 million.
Photos: Strode Eckert Photographic,
except as noted.
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Cesar Pelli &
Associates rephrase
a formal theme
developed in an
earlier project at Rice
University.
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CESAR PELLI & Associates’ Ley Student Center
at Rice University in Houston is the firm’s second
architectural project on that campus. Following on
the heels of a great success at Herring Hall (P/A,
April 1985, pp. 86—97), the Ley Center was at once
a smaller and tougher problem. The architects’ en-
viable opportunity to reexplore and expand no-
tions of architectural organization and ornamenta-
tion first broached in Herring Hall was constrained
here by existing conditions and a limited budget.

Pelli’s design is an addition to the 1958 Rice
Memorial Center, a half-hearted interpretation of
Ralph Adams Cram’s Tuscan Italianate architec-
ture, which dominates on campus. In plan, Ley
Center remains faithful to notions of spatial or-
ganization that guided the 1910 campus plan by
Cram, Goodhue & Ferguson, which Pelli adapted
in recent campus master plan proposals. The archi-
tects sought to reinforce the edge of an inner cam-
pus street, articulate a quadrangle given definition
on the opposite side by Herring Hall, and clarify
a syncopated spatial sequence of alternating build-
ings and open space.

The extension itself, which permits the consoli-
dation of facilities serving a student population that
has doubled in 20 years, is a collection of six com-
ponents: a zone of two private dining rooms added
to the existing cafeteria; an east/west corridor
“spine,” which extends beyond the building as a
porte cochere; a group of one-story lounges off
this spine which serve multiple activities and may
be combined; a two-story “bar” to the north con-
taining workrooms and student advising on the
first floor with student activity offices above; an
octagonal multipurpose room used for lectures, re-

citals, receptions, and dramatic performances; and
a pair of courtyards comprising an interior garden
and a service court with steel gates.

Visual themes explored by the architects in Her-
ring Hall are restated here. The half-columns at
the porte cochére are obvious repeats, as is the use
of decorative masonry. As at Herring Hall, a mod-
ern structure is made to look traditional, although
the sleight of hand is revealed. The garden arcade
“piers,” for example, which do not actually support
the cantilevered roof, are articulated as “solid,”
while the brick veneer, pulled back at its edges,
exposes the piers as nonstructural cutouts.

Other elements are less successful. The transi-
tion from existing building to new spine is barely
articulated. The mass of the gable roof seems vis-
ually to weigh down upon its columns, while the
fat fascia, designed to conceal gutters, is jarringly
thin where it turns at the gable end. Vertical win-
dows along the gallery, while cleverly evoking the
rhythm of pilasters, are ungainly proportioned.

The success of Herring Hall was hard to follow,
and the Ley Student Center inevitably suffers by
comparison. The biggest problem proved to be the
gap between diverse user needs and the restricted
budget set by the University at the time of contract
bid. Revisions too often resulted in expensive
change orders. An entire bay was eliminated dur-
ing construction; finishes in some sections were
downplayed; and custom seating designed for the
garden was eliminated.

The project remains, however, a case study in
the evolution of a consistent approach to form and
detail that is at once modern and faithful to its
eclectic context. Peter C. Papademetriou u
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Distant view (above) shows relation-
ship between Ley Student Center at
left and Herring Hall at extreme
right, with quadrangle between.
Existing Grand Hall and Campanile
of the Rice Memorial Chapel are
seen to rear of Ley Center. Ceramic
medallion featuring owl image over
entry is by artist Polly Myhrum.
Shown below: the south corner of
the Rice Memorial Chapel (Harwin
C. Moore, architect), directly across
from Herring Hall and adjacent to
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the 1958 addition renovated by
Pelli, illustrates the more liberal
architectural detailing and orna-
ment typical of campus buildings
after Cram. Site plan at right shows
new quadrangle shaped by Ley
Center and Herring Hall.

SITE PLAN WITH PUBLIC SPACES
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FIRST FLOOR PLAN

Project: Ley Student Center, Rice
Unaiversity, Houston, Texas.
Architects: Cesar Pelli & Associ-
ates, New Haven, Conn.

Client: Rice University (Josephine
Abercrombie, chair, Trustees Com-
mittee on Buildings and Grounds).
Program: 23,500-square-foot addi-
tion and 56,000-square-foot renova-
tion of existing student center com-
prising public lounges, multipurpose
room, offices for student activities,
garden, and expanded cafeteria,
kitchen, and bookstore.

Structural system: steel frame.
Major materials: brick, limestone,
glazed brick, tile, clay roof tiles, and
sheet metal (exterior); quarry tile,
carpet, wood flooring, painted gyp-
sum wallboard and wood wall
[fimishes (interior; see Building Mate-
rials, p. 156).

Mechanical system: chilled water
and steam from central plant; single
and multizone air-handling units.
Consultants: Cesar Pelli & Associ-
ates, landscape, interiors; Walter P.

Moore & Associates, structural;

Burns DeLatte McCoy, mechanical;

Stephan Mesh and Diana Juul,
lighting.

General contractor: W.S.Bellows
Construction.

Cost: $3,850,000.

Photos: Paul Hester.

Progressive Architecture 2:88

75



76

Toscana Ristorante
New York

Savoring the Lissence

Piero Sartogo and Nathalie
Grenon combine the finest
design ingredients to create an
elegant Manhattan restaurant.

WHEN the Bitici brothers of New York (formerly
of Tuscany) planned to move their well-loved and
highly rated Manhattan restaurant Toscana to a
new east side location (in the “bustle” of Johnson
Burgee’s “lipstick building” on Third Avenue),
they looked for a designer that would give them
certain special qualities. They wanted someone
who could produce an environment to please the
eye as their food pleases the palate. Just as the best
cuisine releases and highlights the essence of its
basic ingredients, the restaurant’s environment,
they felt, must go to the essence of design, far
beyond the superficial aspects of decoration. They
thought, for example, of Philip Johnson’s Four
Seasons restaurant in the nearby Seagram Build-
ing—elegant, mystical . . . and architectural.

Reviewing a number of possibilities, they chose
a pair of architects whose credentials (including
design collaboration in the Italian Trade Center in
New York, P/A, Aug. 1981, pp. 94-99) confirmed
that they could produce such an environment. The
two—Piero Sartogo and Nathalie Grenon of Rome
and New York—were, moreover, well capable of
providing the Italian point of view.

The architects began by considering the awk-
ward shape of the given space, generous in the
rear but long and narrow in the front. Placing the
bar and café section in the front and the dining
area and private party room behind, they used
curving walls not so much to refer to the early
Modernist piano shape, which is certainly evoked,
but to provide an abstract connecting device. The
motif created by the opposition of curves and or-
thogonal lines is carried as a theme throughout the
restaurant, in the shape of the dropped ceiling, the

Progressive Architecture 2:88

Curves are used as a theme through-
out the restaurant. Sinuous walls
unify the front bar/café area (facing
page) with the main dining room
beyond, and the piano shape—the
restaurant’s logo—is found in de-
tails such as the plan of the front
door (above), the door handles,
ashtrays, and wood and leather
custom-designed chairs. While
specific details, such as beveled
door frames, refer to the region of
Tuscany, the well-crafted use of
sensuous materials embodies the
spirit of Italy. The latter is
exemplified by the copper door and
brass handles, the pearwood walls
and bar, the Carrara marble floor,
the Tirreno marble tables, and

the brass and Murano glass lamp
standards.
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Toscana Ristorante

inset light fixture, the wood-and-marble floor pat-
tern, the custom-designed chairs, ashtrays, door
handles, and even door section.

To reflect regional architectural influences, the
typical narrow windows of early Renaissance Tus-
cany are given a contemporary interpretation in
the beveled apertures that frame the unusually
deep entrance doors, the doors to the prominent
wine cellar, and the trompe-l'oeil window that gives
a romantic (even kitschy) suggestion of the blue
sky beyond.

But the Italian design instinct does not stop at
abstract forms. Sensuality and vital materiality
must be present as well. At Toscana, pearwood
sheathes the curved walls and alternates with ebony
to band the sinuous bar, the flitches carefully cho-
sen by Sergio Bitici himself who, instructed on the
fine points of wood grain by Sartogo, shopped for
the material as his brother the chef might purchase
the best ingredients at the daily produce market.
Marble, “that noble and vital Italian material,” as
Grenon calls it, is used for tables, on the bar coun-
ters, for the trompe-l'oeil window, and for the
floor. In the floor, maple strips between the marble
tiles create a linear pattern that, in the center of
the dining area, is reversed to become predomi-
nantly wood, to echo the piano shape in the ceiling
and to be used, when occasion demands, as a dance
floor.

For walls not covered in pearwood, simple
painted sheetrock did not suffice. Instead these
surfaces are finished in encausto, a fresco-like tech-
nique employing egg-tempera pigment applied di-
rectly to a wet plaster base, resulting in a subtle
play of color that imparts a sense of depth to the
planes.

Most sensuous of all the materials is, surprisingly
enough, glass—Murano glass used in various ways
for light fixtures. In the piano-shaped ceiling hol-
low above the main dining room, glass “waves” in
the typical blue Murano color are suspended be-
neath an illuminated ceiling that gives the sugges-
tion of a natural skylight. For wall sconces and
standing lamps, opaque and clear glass are com-
bined to form a smokelike pattern which is ex-
tended, with magical effects, in the reflections on
the wall. To create these fixtures, the techniques
for glass-blowing were extended to their limits,
huge (five-foot-square) molds being needed to
achieve a sufficiently thin material, each square
producing two fixtures.

A satisfactory acoustical environment, muted
without being dead, has been achieved—despite
the many hard materials—by varied ceiling
heights, judiciously placed carpeting, the curved
wood wall, and a suspended acoustical tile ceiling
system that, reinforcing the linear pattern of the
floor, is integrated into the overall design.

The Biticis knew that to create the finest cuisine,
intelligence, instinct, experience, and a true under-
standing of the essential ingredients are manda-
tory. For design, they suspected that the same qual-
ities were necessary, and they were right.

Susan Doubilet u
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Toscana Ristorante

Project: Toscana Ristorante, New
York.

Interior architects: Piero Sartogo
Associates, Rome and New York
(Piero Sartogo, Nathalie Grenon,
design architects). Emery Roth &
Sons, construction documents and
supervision.

Building architects: John Burgee
Associates with Philip Johnson.
Client: Sergio Bitici.

Program: restaurant with private
party room; bar and café section:
4700 sq ft on ground floor of office
building. Service area, 2500 sq ft, in
basement.

Major materials: marble, pear-
wood, encausto (see Building Mate-
rials, p. 156).

Consultants: Cosentini Associates,
mechanical; Foscarini-Murano,
lighting; Vignelli Associates,
graphics; Dynamic Food Service
Equipment Inc., kitchen consultant.
Contractors: Herbert Construction
Company Inc., general contractor;
Pat Morris, marble installation;
Sommerville, woodwork.

Costs: 33 million.

Photos: Mark Darley, except as
noted.
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Two possibilities for bringing natu-
ral light into the main dining room
were thwarted, but were replaced
with ingenious devices. A permit
for a window in the back wall was
expected but not received; instead,
a trompe I'oeil window sculpture
(right) was devised by sculptor
Roberto Gnozzi of white Carrara
with blue “sky” painted in. And a
skylight over the space was ulti-
mately rejected because of potential
maintenance problems; instead, the
dropped ceiling is hollowed outina
piano shape and lighted to give the
effect of a skylight, with blue
Murano glass waves floating over
the surface (facing page). When
turned on to its full potential, the
“skylight” floods the space with
light, leaving the edges rather dark
in contrast.
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Clos Pegase Winery
Calistoga, Calif.

An Unfinished Harvest

Winner of a highly publicized
competition, Michael Graves’s
design for a winery is both a
powerful building and an
intriguing fragment of a larger,
unrealized composition.

In 1984, the San Francisco Museum of Modern Art, in
cooperation with vineyard owner and art collector Jan
Shrem, sponsored a design competition for a winery,
sculpture garden, and residence in the Napa Valley. The
winery was to be integrated with an existing vineyard on
the valley floor, next to a wooded hill, where the house
would stand. The sculpture garden, which was to be open
to the public, was to tie the house and winery together on
the hill. To consummate the union of art and architecture
in the noble enterprise of winemaking, an architect and
an artist were to collaborate on the design. In September
1984, the jury reviewed the five finalists, chosen from 90
entries, and awarded the commission to the team headed
by architect Michael Graves and painter Edward Schmidt
(PIA, Dec. 1984, pp. 20-21).

STRONGLY colored, boldly modeled, monumen-
tally scaled, the Clos Pegase winery presents itself
with authority. While the winery as built is a signifi-
cant work in its own right, it is also worth discussing
as a part of a design, for a larger, richer complex
of buildings and landscape that was Michael
Graves's response to the competition’s program.
Michael Graves’s vision of the Napa Valley as the
new Tuscany has been severely edited, as a glance
at the competition model (see page 85) shows. The
competition design program, released in July 1984,
specifically requested that the public sculpture gar-
den tie the house and winery together on the side
of the hill; it also suggested an open-air theater (“if
feasible”), and “water features” that would tie the
winery to the garden. However, Graves’s sculpture
terrace (which he located at the bottom of the hill)
is missing, as are his amphitheater, the zigzag path
up the hill, the water course connecting house to
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The winery’s public entrance
(right) is located on its south side,
separated from the road by afield
and vineyards. The central por-
tico, with its giant Tuscan column,
encloses an atrium that separates
the office wing to the east from the
visitors’ wing to the west. In the
center of each wing is a rotunda,
the drums of which are visible
above the tall side doorways. The
chimneys at each end of the build-
ing are for the fireplaces in the
owner’s office (east) and the din-
ing room (west).
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Clos Pegase Winery

winery, and other features. The winery’s open,
stepped rotunda, which would have been planted
with cypresses and lined on the inside with Edward
Schmidt’s murals of winemaking (the focus of the
required artist/architect collaboration) has been
axed, disrupting the formal and symbolic link to

the fermentation shed. Even the sculpture of

Pegasus, symbol of the winery, which was to have
crowned the entrance, was shelved. How come?
The competition jury found the Graves/Schmidt
site development plan “a brilliant and powerful
piece of work,” and the most responsive of the five
finalists’ schemes to the stated design require-
ments. Further statements released by the San
Francisco Museum of Modern Art indicated that
the competition’s sponsors, including client Shrem,
were well pleased with the results. Yet behind these
happy scenes, another scenario was unfolding.
Even before the competition had concluded, Jan
Shrem had submitted preliminary plans to the
Napa County planning commission for a winery
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and residence, designed by Valley Architects (who
had nothing to do with the competition). There
was no provision for a sculpture garden; perhaps
Shrem, aware that his property was zoned for ag-
ricultural use only, knew that including it would
only exacerbate local tensions over congestion in
the area. The preliminary program for the compe-
tition, published in May 1984, had stated: “The
Napa Valley enjoys an influx of a talented, cul-
tured, cosmopolitan group of leaders brimming
with energy, who can develop the valley into a
center for the arts.” In fact, local residents were
not enjoying the influx of people, never mind who
they were.

Predictably, the commission and residents took
a dim view of the winning scheme. Although a
conditional use permit was granted in Octo<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>