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Lwe a confession. For five years, | resisted doing this issue. “Education” regularly 2
brged on lists of possible themes, and just as regularly, I dodged and ducked B

isually by distracting our otherwise astute editorial board members with other
pting theme ideas. Why? I found most conversations about architectural
cation to be tiresome — the same old debates framed with the same old arguments,

iting passions only among the same old players.

hetimes procrastination pays off. The world of architectural education has shifted,
the atmosphere has cleared. Whether that means thar fresh air has blown through
only that a new synthetic has been sprayed over the old mustiness remains to be

1. But the signs are encouraging. 16

t, many schools have wrung out the excesses of theory that so often provoked

h outrage and derision among practitioners only a decade ago. Theory seems to 19
e found its place, lending a welcome intellectual grounding to the profession

le coexisting far more comfortably with the practical and technical aspects of

Iding. As several of our contributors note, many architects who were once known 24
y for their “paper architecture” are now designing “real” buildings that force them

fontend with the realities of codes, budgets, public review, materials, even leaks

liability. Academics themselves are questioning the wholesale appropriation of 26
oretical systems from other disciplines: the summer 2003 conference of the

ociation of Collegiate Schools of Architecture was devoted to this very topic.

sther change can be seen in the students themselves. For whatever reasons — 35
hinkable tuitions and debr, the broad consumer culture, youthful idealism
Hents roday are not the modest novitiates they once were. They are far more 39
ereive, as demonstrated by the heightened visibility of the American Institute
Architecture Students (AIAS) and the emergence of ArchVoices (see page 39),

tour-year old think-tank and website for architectural interns. “
E profession, too, has changed, demonstrating greater leadership and invention in
ipproach to architectural education. Under the leadership of Boston architect
er Stefhian FAIA, the National Council of Architectural Registration Boards

_ARB) recently established the NCARB Prize for Creative Integration of Practice

Educarion in the Academy. Local firms are demonstrating initiative, too,

uding Cambridge Seven, which has a formal internship program with Rice and a 46
gram for German architectural exchange students sponsored by the University of
thigan, and Shepley Bulfinch Richardson and Abbott, where the Design Fellow-

» program offers students greater exposure to design work and to the firm’s

icipals than typical internships provide. Even more innovative is the Moshe Safdie 48
Associates Research Fellowship, which provides a one-year stipend to selected 51
Pmu' students and young architects and offers designers the opportunity to
research in an office setting — thus moving the profession closer to the model a1
'teaching offices” that parallel teaching hospitals.

52

the profession evolves, so will the schools. Bur the reverse has always been true,
. What is the real change in architectural education? Perhaps it’s confidence

ater confidence among educarors, students, and the schools themselves.

'-llk‘lh J. ]’ALH&H FAIA
tor
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Your fine issue on Peabody Terrace
[July/August 2003] nicely crystallizes the
debate over our continuing need to
understand what constitutes an appropriat
contemporary response to the context of o
city and region. Although not without its
Pmlxl;‘m\. a strong case can still be made t
Modernism is the best thing that has
happened to the Boston area in the last
hundred years. Drawing upon a strong nat
progressive tradition and working with an
enlightened local intelligentsia, architectur
Modernists from Aalto to Sert and their
like-minded colleagues in research and
academia catalyzed a new synthesis thar

enabled 21st-century Boston — heginning]

transformation of an academic enclave and
its cultural hinterland into the cosmopolita
center that it has become roday.

There has always been, however, a deep

mistrust of the appearance of Modernism 4
something foreign and indifferent to the

physical (and cultural, ro some) realities of]
New England. In the same way that it is
the idea of Peabody Terrace that so appeals

to architects (as Lee Cott notes in “Why
Architects Love Peabody Terrace”), it is

precisely this idea — seen as representing 2

alien implant secking to alter established
patterns of living — thar has fueled the
hostility to Modernism outside the archited
tural community.

['here is an irony in the underlying nostalg
that fuels your roundrable participants’
celebration of the energy and spirit thar
]n'ﬂug}u (‘.unhridgc Modernism 1o its Pc;lL
the 1960s, for nostalgia is also ar the

foundation of much of the traditionalist

;ll"L’\UH]L‘!H ilgi\il'l.\{ lIIL' |1.1Tll I(?;it' l‘r'. J\?“IIL’”

However, memory can be a usetful rool to

revive and focus interest on important cult
issues that might otherwise be lost to histo
I'herefore, in acknowledging the significan
of memory to both sides of our cultural
debate, we can perhaps begin to use it
intelligently, in open dialogue, to foster
mutual understanding of these heretofore

irreconcilable positions.

David N. Fixler AIA

President, DOCOMOMO/US —
New England

I‘rin(ip.lL Einhorn Yaftee Prescour,
Architecture and Engineering, PC
Boston



e roundtable discussion of Peabody Terrace
alking About a Revolution: Cambridge in the
s,” July/August 2003] recalled my earliest

rs in architecture, From the Midwest, the
iversity of Chicago, and the Yale School of
chitecture, 1 arrived in the Boston area and

C in 1939, under the influence of Mies,

rbu, and Louis Kahn. The Custom House
wer identified the Financial District and the
dential steel frame was rising in the Back Bay.

e Harvard Square architectural community
s alive and full of ideals, creativity, and self-
ticism, even into evenings at the Casablanca,
er work on Fridays. As proposed designs and
struction began to emerge along the Charles
ver (Harvard, MIT, BU), we all felt that we
re achieving a 20th-century response to a
anging city and culture, always respecting and
preciating, but not imitating the past. Work-
with Ben Thompson, in the later '60s, we
luded Peabody Terrace as influences in

derstanding the forms, materials, and details
propriate to “our age.” As we developed three
es of elderly and subsidized housing for the
mbridge Housing Authority, we

nowledged community issues raised earlier,

d even went high-rise on Gore Street.

e riverscape continues to change and the
wntown grows higher, but [ fear the search for

“right” has been lost in the pressure to be
cepted.” Let us hope that reminders, such as
ur Peabody Terrace issue, will give our active
d younger designers pause, and a new imipetus
seek and achieve the earlier heighs.

homas Green FAIA
ston

We were delighted o sce the July/August issue
of ArchitectureBoston devoted 1o Peabody Terrace.
As noted in the Ediror’s Letter, the “invention,
clarity and social spirit that made Peabody
Terrace a landmark in American archirecture”
has, by its very familiarity to two generations of
Bostonians and Cantabridgians, made its
innovative character less striking. The
commentary and insight of your roundtable
participants [“Talking About a Revolution:
Cambridge in the "60s"] were informed and
appealing antidotes to this perception. We think
it significant as well that members of the Los
Angeles Chapter of the Society of Architectural
Historians have selected Peabody Terrace as a
“must see” on their forthcoming study tour of
Modernist structures in the Boston area.

We are the organizers of the exhibition “Josep
Lluis Sert: The Architect of Urban Design,
1953-1969," which will open on Ocrober 7,
2003 at the Harvard Design School. Peabody
Terrace will be among the Sert commissions and
projects highlighted, not only in the exhibirion,
but in the complementary symposium (Ocrober
26-27) organized by Hashim Sarkis of the GSD’s
Department of Urban Design. The exhibition

and the symposium are open to the public and
will, we hope, provide a fresh look at Sert’s work
as both a designer and an educaror.

A companion exhibition, “Josep Lluis Sert:
Architect to the Arts 11" opens in mid-September
at the Carpenter Center's Sert Gallery. Drawn
from the collections of the GSD's Sert Archive
and the Fogg Museum, this exhibition will offer
a potentially revelatory insight into Sert’s work,
perhaps less familiar to local audiences.
Beginning with the Pavilion of the Spanish
Republic ar the Paris International Exposition of
1937 (perhaps best known as the inaugural site
for the exhibition of Picasso’s “Guernica”), and
including the Fondation Maeght in St.-Paul-de-
Vence and Barcelona’s Fundacio Miré, these
commissions are expressive not only of
archirecrural design bue of Sert’s long-established
friendships and collaborations with a number of
significant figures in 20th-century art. Paintings
and sculpture from Sert’s personal collection,
ival material, will be included in this

with arc
exhibition.

Mary E Daniels, Librarian, Special Collections
Inés Zalduendo, Project Archivist

Frances Loeb Library

Harvard University Graduate School of Design
Cambridge, Massachusers

After reading with interest all the words about
Peabody Terrace [July/August 2003}, 1 am left
with the opinion that if only archirects like it
and the public hates it; it is an architectural
failure.

Who are archirects designing for anyway?

The praise of their colleagues or the people who
live in and around their buildings?

Hugh Stubbins FAIA
Cambridge, Massachusetts

uojsogainiaanyaly
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Declaring Victory

Practicing and

Brian Healy AIA is the principal of Brian Healy
Architects in Boston. He teaches architectural design
at MIT and Yale University. He has also taught at

the University of Pennsylvania, University of Virginia,
University of Michigan, Penn State, University of
Florida, Dartmouth, New Jersey Institute of Techno-
logy, and Rhode Island School of Design. He is
president-elect of the Boston Society of Architects.

Andrea Leers FAIA is a principal of Leers Weinzapfel
Associates in Boston. She is adjunct professor of
architecture and urban design at the Harvard Graduate
School of Design. She has taught at MIT, University of
Virginia, University of Pennsylvania, Tokyo Institute of
Technology, and Yale, where she was a member of the
faculty for 10 years.

Kyna Leski is a principal of 3S1X0, which she founded
with Chris Bardt in Providence, Rhode Island. She

has been a professor at Rhode Island School of Design
since 1988.

Teaching

Elizaheth Padjen FAIA is editor of
ArchitectureBostan.

Wellington Reiter AlA is the principal of Urban Instrt
ments and was recently named dean of the College
of Architecture and Environmental Design at Arizona
State University. He has taught at MIT and Rhode
Island School of Design

Peter Wiederspahn AlA is the principal of
Wiederspahn Architecture in Somerville, Massachu-
setts. He is an associate professor at Northeastern
University and has taught at Pennsylvania State
University, the Harvard Graduate School of Design,
and Dartmouth College

J. Meejin Yoon is the principal of Meejin Yoon
Architecture and Design in Cambridge, Massachuse
and New York City. She teaches at MIT and was
previously on the faculty at the University of Toronto.




izabeth Padjen: Any discussion of
thitectural education risks retracing the same old
buments about practice versus theory, the
bfession versus academia. But there are signs that
poest that the same old battle isn’t being fought
ymore. Or that interest in fighting it is waning.
at happens if we say, “The war is over”? Let
neone declare victory and let’s just go on from
re and see what we've got. At the very least, it
anges the language of the discussion in ways that
ild be quite interesting. Since you all have

bined practicing and teaching throughout your
eers, let’s start with that basic premise and see if
1 agree with it

ian Healy: | know I dontalways pay
ention, but ro miss a whole war is kind of
turbing. I don't understand the premise thar there
s a war let alone a major disagreement. It seems
me that teaching and practice have always been
ked. The idea that they would be in conflict

the point of calling it a war is something I don't
derstand.

drea Leers: Butthere was a period in the
Ds in which a neglected area of theory came back
o curricula in a very strong way. Along with this
s the notion that somehow there were architects
o were “proper” academics and theoreticians, and
at they were different from architects who were
ilding and designing. Not coincidentally, this was
o the period when tenure, which architecture
ools had mostly abandoned, came back into the
ools. All of this contributed to a debate between
hctice and teaching that was pretty contentious for
hile. T think that has passed. Many of those same
ople who saw themselves mainly as theoreticians
from Peter Eisenman to Jorge Silvetti — really

nted o build and did.

DeCordova Museum
ind Sculpture Park
Visitor Station

Lincoln, Massachusetts

Architect;
Urban Inst
Newton, N

assdci

Peter Wiederspahn: I think the surge of
theory that you are ralking about was a desire for
validation — for architecture to validate itself in the
academy just as other disciplines were validating
themselves through scholarship — the rise of literary
criticism, for example. That strategy was faulty in
thar instead of trying to find an analogy to whar the
other disciplines were doing, we looked directly at
the other disciplines and appropriated their language.
The surge of theory was healthy in one respect,
because we started talking about the ideas that
underlie architecture and a new kind of culture
emerged within the education of the architect that
moved beyond just the pragmartics of building. On
the other hand, there was something suspect about
some of the specific references that people were
looking at. I'm optimistic. I think in the last five
years or so we've come to a comfortable spot on the
sine curve between the extremes of ideas-for-
ideas-sake and the postwar focus on technique.

Brian Healy: I wonder if that overlaps with
the idea that some of the proponents of theory are
now trying to apply their lessons to the real world.
Theory becomes far more conservative when you
have to deal with the reality of how materials go
together. And there are very few people today who
would stand up proudly and say they have no
intention of building. The discussions about how
you construct something are much more common
today than they were 10 years ago, when people
would look at you askance if you brought up such
things. So maybe I missed the war, but I've certainly
been exposed ro the disconnections berween the
camps.

Kyna Leski: On the one hand, the idea of a
war berween theory and practice strikes me as a false
dichotomy, but on the other hand, the language is
very familiar. John Hejduk was my teacher during
the '80s at Cooper Union, the so-called “paper
architecrure” school. I remember when Hejduk came
back from a review at the GSD [Harvard Graduate
School of Design]. He said, “It’s a war! They are
stepping on crocuses up there at Harvard. I'm
declaring war — an all-out war!” The paper architects
did look to the other arts and disciplines as Peter
said. Bur I don't think that Hejduk did this in order
to validate or bring scholarship to his architectural
ideas. Hejduk dedicated his life to fighting a
soulessness that he saw in built architecrure. And one
of the ways he did this was through feasting on other
arts and disciplines. When I went to the Hejduk
show at the Whitney Museum, his friend and my

uojsogainioapyaly
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teacher, the poet David Shapiro, was there. His
first question to me was, “Are you building?”
Neither Heyduk nor Shapiro was against building
but against the soul-selling that’s part of the
practice of building. Other teachers T had at
Cooper were Rick Scofidio, Elizabeth Diller,
Bernard Tschumi, and Raimund Abraham. A lot
those people who were paper architects then are

now building.

Wellington Reiter: Iagree with Andre
recollection, because that was my experience at
the GSD. I must say [ have a great admiration fo
those folks who had sort of a big-bang theory

about architectural practice — which was o

speculate for a considerable amount of time and
build very little and then explode onto the scene

with a monumental project. Libeskind is perhaps

the most dramatic example, sequestering himself

up at Cranbrook just drawing and thinking and

then the first f|1imc; that comes out of that process

is his museum in Berlin. That is pretty remarkabl
Thart is not the standard way to build a career an
it is certainly not the AlA-sanctioned route. It’s 2
high-risk strategy, bur when the complerels
unbuildable somehow becomes tangible, there’s a
lot of interest in it. It’s clear that chings have |
shifted, that building has become a measure, and
that it gives teachers a kind of currency. But [ am
not sure that I would agree that we are ata
comfortable spot now. [ see what I would call the
current fetishization of new materials as being a
major distraction. I wonder if the theory of the
"80s has been replaced by a false sense of building
and of working with real stuff. I really do believe
there is something not quite right going on. It
another way for architecture students and teacher
to distract themselves from the really nasty stuft
out there in the world that vou have to deal with

in order to have any impact.

Brian Healy: Iagree with you — there is
something abour this obsession with materiality
that has the glaze of practice but isn't really about
practice — how something is actually built or
financed or fabricated. Burt teaching still informs
practice and practice informs education. Being ar
educator and being a practitioner both require a |
of time to understand and master. I decided to
work for 10 years before teaching. 1 always thoug
it was silly when people graduared and then turn,

around and started instructing — as if theyd
actually acquired anything beyond the preconcep

tions of their teachers.



ellington Reiter: You bring up a real
ue — how long it takes to learn how to do any
this well. I think we can all agree that to achieve
t just conhdence but also skill as builders and as
nkers takes the accumuladion of yvears. You can't
ed that up. I know that I graduated with
nificantly less aptitude than I have now. A whole
continues to happen after you leave school.

eejin Yoon: We were talking abour the
hdemics who invested 10 or 15 years in a kind of
per architecture and then began to practice.
bwever, it would be interesting to speculate on
ether the reverse is happening. Are a lot of
hctitioners now returning to academia? This
bcussion cannot be separated from economics.
any theoretical “paper” architects were involved
their design research in a non-building capacity
ause there was little opportunity to build. As
ose things begin to shift — as we continue

ough another economic dip — maybe more
ople will turn toward theoretical practices. Most
my undergraduate professors were post-
actitioners — they had practiced, built some
portant buildings, and were quite mature in

eir careers. My graduate experience was at the
BD in the mid-"90s, where the visiting critics
re all practitioners. I thought my internship after
ool would focus on the pragmatics of building,
t it was a continued education with a focus on
ign ideas.

eter Wiederspahn: Northeastern has
o0-op program — students have to land a job
d practice for a year and a half while they're in
ool. I think that many people see it as a danger
that we are introducing people too early to the
agmatic side of educarion. Bur we tend to have
bre trust or optimism in the experiences that the
dents get. Boston is an ideal place for this kind
program because there are so many good
sign firms here, and we are also able to include in
e design studios a plethora of voices — the
mmunity groups, politicians, and other profes-
bns that have an inevitable impact on what we

oduce as architects.

izabeth Padjen: [tseems to me that
preheastern students are to some degree self-
ecting — they already see the value of that
mbined approach when they arrive on your
orstep. Schools of architecture define the image
the profession for the students, and in turn, the
ulty define the image of the institution. |

wonder whart students are expecting when they
arrive. What is their image of the profession? And
what are they encountering when they leave that is
so different that accounts for the frustration and
the dropouts?

Andrea Leers: We are sitting here as
teachers and practitioners as though we are in
charge of things. Burt frankly, it is our students’
hopes and expectations and what they desire to
learn thar really color and shape the educational
process and, later, the working process. I am always
struck by the fact that no matter whart the faculty
thinks, the students come in as a body with an
interest in certain things they've read about, heard
abour, or seen. In the past 10 years, students have
come wanting to try out ideas that are highly
imaginative and to find out how to realize them.
And that is a change since the late '80s.

Elizabeth Padjen: Students ar that
point would have come in with more interest in
pure theory?

Andrea Leers: Yes, or perhaps purely
personal, formal explorations. I remember sitting
with Rafael Moneo during a review at Harvard at
the time when I was teaching at Yale. He was
scratching his head, puzzled by the formal
similarity of the projects, and he said, “Do you
think it’s in the water? Whart do you think?” I said,
“I don't know what to tell you, Rafael, burt it looks
the same art Yale.” All the projects on the walls that
year had a common idea — they were all 400-foot

long walls. I guess what I am saying is that students

come in with their minds full of things they want
to study. And they are usually in advance of the
curriculum.

Wellington Reiter: Students are now
definitely more educated and insightful consumers,
and in some cases, very demanding consumers. |
have also served as the professional advisor for the
Career Discovery Program at the GSD which gives
you a window on precisely what potential students

are all about. And that window has gotten bigger to

include a lot of mid-career professionals — people
in their 30s, 40s and beyond — finishing up with
careers in investment banking who now want to

take a crack ar architecture. Those individuals come

with a very clear vision of what it is to be a
professional, bur at the same time they come
because they know they are going to be in a studio
situation for six weeks. And the studio experience
really skims off the cream of what archirects do.

uojsogaimaanyaly
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[ want them to see the full spectrum of possibilities.
Nevertheless, Career Discovery is built around studic
Schools are built around studio. I think that’s

interesting, but I am not sure it’s the only way.

Brian Healy: Theaspiration of most students
straightforward. 1 have never met anyone who went
into architecrure who didn't think it would be a grea
\\'.l-\' o \PL'HL{ a “i‘L’ -]nd il‘l‘l]"ﬂ)\’( [h'\' W ;1}' [h(_' \\“[]d

works.

Meejin Yoon: A prevalent comment when

I was in architecture school was that an architectural
education was a good education whether you becam
an architect or not. And for a lot of my classmates,
the goal was simply to get an architectural education

Brian Healy: Idon't know if students sull
aspire to have their own practice to the extent

that they used to. While | suspect thatr Megjin’s
observations are probably accurate, my experience is
that students have much more diverse expectations o
what they will do with their education and their live:
[f only 50 percent of young architects are taking thei

registration exams and getting licensed, how does th:
chanege the culture for interns? It may be thar a lot of
£ ;

them don'’t aspire to have their own othce any more.

Wellington Reiter: [ wasthinking the
opposite.

Meejin Yoon: Me, too. When I applied to
firms after graduate school, my most important
criterion was that the principal of the firm both raug
and practiced. I think that was why I had a really
positive internship experience — it was a continuatid
of my architectural education. I think more and mor
students are seeking out these kinds of firms for their
internship. My sense is that they would prefer not to
work for firms thar are solely production-oriented, by
are looking for the firms that will extend their
architectural education and continue to push their
design exploration.

Kyna Leski: Interns today feel that the
possibility of realizing something is closer, more with
their grasp — much more so than when I was an
intern. They see internship as not just building

something with your hands and getting your hands 9
the marterials, but also knowing everything that is

involved in having a practice. It’s precisely because
they believe that someday they can have their own
practice. When I was a student, we were plugged int
much larger, more powerful organizations that could

never possibly be our own. |



ter Wiederspahn: Maybe Brian’s

lier observation that 50 percent of graduates

n't gerting their license has to do with the desire
hang out the shingle. Perhaps the 50 percent who
pursue registration want their own practices. The
er 50 percent perhaps are people who are

tent in large firms or aren’t even going to stay in
hitecture. They are going to go into web design
graphic design or construction management.

izabeth Padjen: Arthe same time, |

e the sense that some of those people not taking
exam are either put off by the exam — the cost
the lack of supportive structures for preparing
it — or are inventing other ways to practice.
ple are forming fluid collaborations around
petitions or projects that might not be pure

hitecture in the traditional sense.

ellington Reiter: Idon'tthink you can
ess enough what the dot-com era at the end of
'90s did to cause everyone to think entrepre-
urially across disciplines. There was a point
und 1998 or 1999 when, if you didn't have a
siness plan in your pocket, you were really out of
What young architects learned was not to work
a big firm, but to get out there and build a
siness.

drea Leers: Taking the long view, I don't
ow that there is a big change in the numbers of
ple who study architecture and then want to go
create their own practice. There have always
n a lot of people who do that. I haven't known
body who ;1spired to go right to a big firm like
M. What is different is that, partly through the
hnical means that are now available and partly
cause we have come through the "90s at an
trepreneurial time, people are willing to
onceive how they want to practice. I think it is
nature of the new practices that is different, not
number or the desire.

ian Healy: And itis interesting that many
ople start practices with an eye on trying to keep
oot in academia. But it’s a tough strategy to
low. It is very rare to find a young educator who
a thriving practice, because most would choose
focus on their practice at that point. So they start
education and they try to practice and they do
all projects like renovations or additions and
ild up a practice from there.

Meejin Yoon: Itseems that educational
institutions now have a real desire to hire people
who are committed to practice. I think there was a
period when schools hired a lot of young faculty
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members because they were trained in digital
technology. A lot of schools needed people to teach
things that senior faculty did not have exposure to
and could not teach. But I think right now there are
more opportunities to teach for younger architects
who are practicing — there seems to be a desire to
hire young,

Kyna Leski: It depends on the school. It
has to do with the make-up of the existing faculty,
which needs to be counterbalanced by the next
hires. It can be quite complex.

Brian Healy: Thereis pressure to be a |
practitioner — I don’t know any educator who

doesn't claim to be a practitioner as well. But it is

impolite to ask how active the practice actually is.

Meejin Yoon: Bur has that pressure been
consistent over the last 25 years or is this
increasing pressure for all educators to practice
something new?

Brian Healy: Looking back over the 12 years
of my teaching career, I'd have to say people are far

more interested in the translation of ideas into built
form than they used to be.

Wellington Reiter: And doesall of this
assumed new interest in building mean that as a
group we are actually more effective as teachers than
we were before, when the schools were more
engaged in theory? Then there really was a disjunc-
tion berween theory and practice. If we now have a
supposed interest in the engagement of those ideas
with built form, are we collectively becoming more
effective in shaping the larger built environment?

Andrea Leers: Nor necessarily.

Wellington Reiter: [agree | would say
we just have more one- and two-person practices,
because we have more people who want to go into
practice earlier. | wonder if we aren't getting lost in
the woodwork once again. We've turned a corner,
and we are now in a different area where the focus is
on practice and fabrication. But one could make a
claim that what we have now is a larger collection of
boutique firms out there serving a very small sliver
of the population. And | wonder if thar coincides
with the disengagement from larger urban,

economic, and ecological issues.
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Kyna Leski: We talk about wanting to

build, how exciting it is. But there is an art to

teaching that we haven't talked about. Some of tl
best teachers at RISD practice only minimally.

Elizabeth Padjen: Ledsralk a bir abou
that and the culture of the schools. How do they
nurture good teachers? Do they try? If we assum
is a good thing to have people who are teaching
and practicing in a seamless kind of way, we the
have to think about the plight of junior faculty.
And the plight of junior faculty is that they want

to establish practices but can't because they have
teaching loads and committee loads. My sense

from this discussion is thar the schools seem to b
charmed by the notion of having younger faculty]
members with younger firms that balance out son
of the older, more established faculty members.
But how do they make that work?

Meejin Yoon: Iagree with Brian’s comme
that to start both your teaching career and your
practice simultaneously is insanely difficult. I had
intended to work for 10 years before even thinkis
abour teaching, but it just didn't work out that
way. But as much as junior faculty feel that
pressure and as exceedingly difficult as it may be,

is really exciting. I couldn’t give up one right no

— I would rather struggle and build them both

slowly than give up one a nd focus on the other.

Brian Healy: That’s right. What happens

the intersection of education and architecture an

design is intoxicating. Some people think they'll
cross over from one to the other late in their
careers, or after they retire. But sometimes the be
teachers are the ones who have very small practic
and as they get older, they realize that teaching is
their primary strength.

Peter Wiederspahn: Ichink thereisa
strategy for people who are interested in doing
both. Academia provides a kind of cushion that
allows you to accept only the work that you want
You are not supporting a practice. You don't have
to take on every project to pay the bills and hope
that some are going to provide interesting design
opportunities. It’s a symbiotic relationship — or ;
least, I choose to make it symbiotic. The practice
informs the education and vice versa. But it can |
a very hard sell for young faculty in a university i
they are trying to build a tenure case, because
universities understand scholarship and that is th
measuring stick.



ellington Reiter: Ifthere wasevera

cipline where the tenure clock doesn’t make any sense,

s architecture. It is illogical, and it forces young faculty

pursue the big-bang approach to architecture, trying

win a competition out of nowhere. If you have a

ary, you have the ability to pursue competitions. But it
es it hard to build a practice in a more thoughtful

d deliberate way. I haven't seen an architecture school
that benefits from tenure.

eejin Yoon: I would like to build upon Kyna’s
int. We are part of a profession of education. And

at is missing in the tenure process is the idea of

ching. If we have a profession of education then the

hin focus for a young teacher, in my opinion, should be
better teaching. The tenure process has very little to
with your ability to contribute to someone’s education
d has more to do with professional standing.

ellington Reiter: Teaching architecture is
ually remarkable when you think about it. In what

er walk of life, would you be given a job and a

tract and a timetable and a place to do your work —
baning to teach — but the primary determinant as to
ether you will be kept on has to do with your ability
run a separate business on the side? It is extraordinary.
he professional standing that you try to gain through
ilding is about criteria that have nothing to with
ching.

drea Leers: Yes, but medical, law, and

iness schools share that, too. It’s a core aspect of a
ofessional school. I think one of the hardest things we
face — and I know I have tremendous respect for
ople who do it better than I do — is being a good
hcher as well as being a good architect. That is rare. 1
ow a lot of wonderful designers who can't teach. |

ow a lot of wonderful teachers who do not build,
uld not build. I think that the skills that it takes to do
th really well are very rare.

izabeth Padjen: Lets talk more from the
int of view of the students. I'm intrigued by the
estion of what makes a good teacher. And how do you
ow if you are a good teacher? Or how do you learn

w to teach?

eejin Yoon: I wasalways very puzzled by this.
en | was hired for my first teaching position at the
iversity of Toronto, | was given a four-course load
cluding a 300-student introduction-to-architecture
ure course. | remember wondering how it was
pssible that somebody would trust me with such a
sponsibility. I always wondered whether there was a
urse [ should take, like “How to Teach.” People seem

to assume that if you went through the education system,
you should be prepared to teach. But I do think that it

is very possible to measure your progress as a teacher via
the progress of the student.
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Brian Healy: Its reflected in the quality of the
work produced by the student. It seems to me that you
do know. For me, it is based on a sense of empathy. It’s
not about the instructor but about the student. And that
may be the hardest thing to understand for a lot of
architects who come in with 30 years of experience or
the big name. They think it is about them. It is not. It is
the student’s classroom. It is the student’s studio. And
you can directly sense from the excitement, enthusiasm,
development, and production of the student just how
good a job you are doing as an educator.

Andrea Leers: Some good advice was given to
me once about different ways of teaching — teaching by
example, teaching by explication, and different ways of
conveying information. What's important to be an
effective teacher is to learn what your mode of teaching
is, and to understand how to best convey what it is that
you want to convey. And those people who aren’t good at
it fall away very quickly. In my experience, you learn
what your voice is, what your strength is, and that what
you can teach is what you care most passionately about.
Then you learn through the experience of teaching many
studios what produces effective learning. If you have been
clear about your intentions for the learning experience,
and the students want to learn that thing — it is not
always a match — then you can measure how effective
you have been. You can see it — students respond. And
they are also very vocal.

Peter Wiederspahn: Architectural education,
like the relationship with a client, is a reciprocal
relationship. Architects often say great buildings require
great clients — the clients push the architects to do
better work and allow them to do better work. One of
the great secrets of being an educator is the constant
education that the educator goes through. The students
actually push the professor almost as much as the
professor pushes the students to gain new knowledge, to
move into areas that are unknown territory. You develop
a bond with the students. That is one of the great
excitements for me about educating. It is not something
the university can measure. And unlike most other
disciplines in the university, you have a direct one-on-one
contact with students on a constant basis. It is really a
fantastic environment. And an enormous privilege.
EEN




MASONWORKS
* LANDSCAPES

DESIGN » CONSTRUCTION » MAINTENANCE = IRRIGATION

®

Specialized in all types of

* Mansory

* Imported Furopean Stones

* Furopean and Irish Style Gardens
* |awn Sprinkles

e Jite Development — Excavation
* Spring and Fall Clean Up

s

1-866-60 MASON (62766) = 11/ 1 Sy kF IO 1 B [T X7

We ‘W oW S W e R e [T

fﬁu@ strszssms |



From concept to
design career

CONSTRUC
GENERAL

BOSTON ARCHITECTURAL CENTER
320 Newbury Street = Boston MA 02115

www.the-bac.edu = 617-585-0100

Architect: Keefe Assoctates, Inc E"& ‘% ~ -
; 3 i o
RICHARD WHITE SONS. INC. 2

STREET. AUBURNDALE, MA 82466 = T 6173329500+ WS W BRSONS LCOM

e Dreams to scale...
and your client to

our new showroom
to experience
residential and
corporate elec

in real applications.

Your Resource for
High-quality
Architectural
Electronics™
Since 1973.

TJX Companies, Inc.
9/11 Memorial Garden

GPI

- A models
Audio Video Design -k i s
877-999-1900 79 Prospect St Somerville MA 02

www.avdesigns.com 617.62 www.gpimodels.com



A Delivery
from the Assembly
Line

by Kirin Joya Makker

Back and forth. On and on. The endless debate between the
academy and practitioners concerning the purpose and character
of architectural education in this country is a numbing
enterprise at best, a cantankerous exchange at worst. In the
midst of this ritual bonding with no amicable resolution in
sight, few participants have paused to ask a basic question:

what do the approximately 25,000 architecture students

think of all of this?

As the past editor of CRiT, the journal of the American Institurte
of Architecture Students (AIAS), I know thart the profession is
genuinely committed to improving architectural education. As a
recent graduate, however, I share the concern of many students
about the nature of this debate. We certainly understand (in this
economy, perhaps even more than our elders), the necessity of
academic preparation that will secure employment. Bur the very
language of the debate is a cause for alarm — language that
describes us in terms of products that are bought by architecture
offices, language that rings of assembly-line capitalism. This,
understandably, does not sit well with students, who find
themselves in the peculiar situation of being simultancously the
products and the consumers of the education system.

Think about the language used in offices to describe student
interns. An entry-level employee is typically assigned a position
on the “ production staff.” Phrases like “CAD jockey” and
“CAD monkey” were probably invented by interns themselves,
but they reflect the speed and efficiency — uninterrupted by
thoughtful pauses on the nature of one’s work — that are the
primary indicators of value. Some firms even call their
“production” areas the “CAD pit,” a term that conjures a
Dickensian scene, dismal and deadening.

This language is born in the kind of chatter that is best
described as light banter; it is meant to poke fun at our
situation, using humor and self-deprecation to make us feel a
little better about how we spend much of our time. But this
language spreads among students and, unfortunately, it breeds
fear among them.

As students approach graduation and the search for employ-
ment, their great worry is that they will become a commodity.
Beyond the anxiety of simply finding a job, many students’
worst fear is that they won't be valued for their creativity and
imagination, abilities that they have just spent a great deal of
time and money developing. “Students know that practitioner
are accusing the academy of not preparing students and stude
worry about this,” observes Larry Fabroni, 2002-2003 preside
of the AIAS. “But they also worry that the way the architectur
profession practices is not capitalizing on what they've learned
school. How will they apply this creative, big-idea-driven desi
process to the real world?”

This cardinal fear most likely derives from the disconnect that
students experience between their earlier ideals as applicants ¢
architecture schools and the life they come to anticipate after
graduation. My own informal survey of student motivations fi
pursuing a career in architecture reveals broadly shared
experiences. At some point students become opinionated abou
the built environment; they want to participate in shaping it a
perhaps improving it through what they have sensed is beautif
or effective architecture. They are interested in a carcer that
offers opportunities to work creatively day to day but is not th
life of an artist. (The public commonly views architecture as
union of art and science, creativity and order, and many of
those applying to architecture school share these assumptions.)
They like to draw or to craft or to build, either digitally or no
digitally. They want to be in a career that challenges their
creative spirit, that might reward them for being imaginative.



hese ideals are often considered romantic and fanciful

cause they reflect an ethic of aesthetic and social purpose.

t these very ideals are the source of the energy and

thusiasm that instill a kind of pride and invincibility among
Chitecture students, keeping them in school despite the
etimes detrimental effects of studio culture on their lives.

fortunately, some students find that architecture school
fles their creative energy; they steadily lose momentum. In

t, the majority of students I have talked to feel a dampening
their spirit as they approach graduation, regardless of the

el of support from their schools and teachers. Quite simply,
y believe practitioners will not offer them the life they

ught their degree would yield. Thirty percent of my profes-
nal-practice class did not envision pursuing a traditional
ernship path in a firm. Is there a correlation between the
ople who give up on practice and the shrinking of opportuni-
s to do what they want in firms? [s the profession losing some
its most broad-minded and idealistic contributors? Are we
o losing creativity?

dents will always be disappointed when they feel their ideals
ve been compromised, and motivations and ideals inevitably
ift with experience. Burt the profession can learn from its
ungest, arguably most enthusiastic members. How would the
, tired theory-versus-practice debate stand up if the values
red by so many students were central to the profession?
il

n Joya Makker was the 2001-03 editor of the AIAS publication CRIT. She graduated
ecember 2002 with an M.Arch. from the University of Maryland. She divides her

e between Autocadding for architecture firms, teaching drawing, and freelance
ting. She lives in Millers Falls, Massachusetts.
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equired Reading
An educational timeline
by Nathalie Westervelt

Once there was no formal archirecrural education in this country.
Prior to the Civil War, American architects, unless they studied abroad,
learned by serving as apprentices to practicing architects, as was the
tradition in England. No standards governed the requirements that led
to the title “architect.”

This deficiency was soon addressed by organizations such as the
American Institute of Architects and the Boston Society of Architects
and by the establishment of architecture programs in universities. By
1912, the Association of Collegiate Schools of Architecture was
established and those education programs thar wished to join were
required to maintain its educational standards. Today we have the
National Architectural Accrediting Board.

A useful case study in the history of architecrural education is MI'T,
home of the first department of architecture in the United Srates.
William Barton Rogers, a geologist and teacher at the University of
Virginia, received a charter to open the school in 1861; the first
students arrived in 1867, after the Civil War. At that time, the program
was patterned after the Ecole des Beaux Arts in Paris, which, as
historian Spiro Kostof has noted, espoused the belief that “architecture
is an Art” encompassing “universal principles that could be rationally
perceived, expressed and taught.” It was particularly appealing because
it offered a theoretical approach to design as well as a relentless drive
towards representational perfection.

These goals hold true in architectural education today, yet over the
vears, the responsibilities of the architect have expanded and contracted
in response to changing social attitudes. This is most apparent in the
changes in the MIT curriculum and in the “mission statements in the
MIT Course Bulletin, which reveal a progression from the practical to
the theoretical, from the monumental to the societal, and from
“stereotomy” (cutting solid volumes into various shapes) and water-
color to compurter rendering. Although the specific offerings have
changed, the core disciplines have not: engineering; professional
practice (including urban planning); representational skills; design;
and history, theory, and criticism.

What follows is a selective timeline representing required courses in
the MIT Depariment of Architecrure.

“[The Department of Architecture]
is arranged to meet the needs of
those who are commencing their
professional studies, as well

as of the experienced
draughtsmen who desire to make
up deficiencies in their training,
or to qualify themselves for
undertaking

the responsibilities of

practice.”

Bulletin 1900

Materials

Heating and Ventilation
General Statics
Building Stones
Strength of Materials

Specifications and Working
Drawings

Business Law
Business Relations

Principles of Public Health
and Sanitation

Shades and Shadows
Perspective
Freehand Drawing
Stereotomy

Pen and Ink

Elementary Design

Design

— ——

Ancient and Romanesque
History

Gothic and Renaissance
Architecture

History of Construction
European Civilization and Art

|
ﬁm ate betwee |
the general and the special case.”
Bulletin 1915 l

Constructive Design |, Il
Heating and Ventilation
Applied Mechanics 1, |l

Business Law

Professional Relations

Principles of Public Health
and Sanitation

Freehand Drawing
Perspective

Elementary Design. Elements
of Architecture

Design and Theory of
Architecture

Design Thesis

History of Ornament
Architectural History
European Civilization and Art



Required Reading

“The teaching of [Course IV - "... prerequisites for the study

Architecture and Course IVA - of architecture are sympathy for
Architectural Engineering] has human institutions. .. esthetic
steadily developed under the perception, and the ability to
conviction that the ever- utilize effectively the methods
widening field of professional : of science.”

opportunity offered ample scope ~ Bulletin 1960

for each. It consequently has Y

seemed fundamentally unsound

to train students in one course

with the impression that they

were qualified to assume the

obligations of the other.”

Bulletin 1930

Building Construction
Construction Design
Structural Analysis
Structural Drawing

Structural Design

Professional Relations
Office Practice
Estimating

Planning Principles
Town Planning

Shades and Shadows
Perspective

Freehand Drawing

; ! 18th Century Art
Biaiki ) ‘ Policy Alternatives for the
RS o Shag Light snd Golor Development of the Building History and Theory of
Colar Theory and Application Freehand Drawing Industry Caricature

Modeling

r— Thesis Research Systems and Industrialization 18th Century
. b - i and eriticism: g : Modern Architecture in E
- History, theory and
= Introduction to Information i) {4t Bashiud

Architectural Histary
European Civilization and Art
Philosophy of Architecture
History of Renaissance Art
Theory of Architecture

The Department of i.lrbaudi;s

and Planning began in 1932. It
was the second such department

in the United States. The first was

estahlished at Harvard in 1925.

Statics and Dynamics
Strength of Materials
Materials

Site Planning and Construction

Heating and Ventilation
Structural Analysis

Architectural Acoustics

llumination

Urban Sociology

City Planning and Principles

Sanitation
Land Economics
Building Economics

Architectural Form and
Structure

Applied Mechanics
Structural Analysis
Heating and Ventilation

Materials:
Masonry and Details

Materials:
Wood, Plastics, Fabrics

Structure of the City

City Planning Principles

Graphical Processes

Basic Machine Drawing

"Representational skillst | Graphics Laboratory

Freehand Drawing and Color

Architectural Design

Form and Design

~ Architectural Design

Thesis Research

(" History, theory and criticism: | Introduction to Art and

Architectural History

...and electives

Architecture

Modern Art and Architecture

...and electives

Studies was founded in 1967.

Environmental Design I11

Structural Design and
Application

Synthesis of the Behavior of
Structural Systems

Industrialization of Structural
Systems

Special Problems
in Building Technology

Introduction to Industrialization
of Building

Seminar in Industrialization in
Building

Project Organization and
Control

Legal Regulation and
the Building Process

The Construction of Buildings

Special Topics in the
Industrialization of Building

Urban Settlement Design in
Developing Countries

Processing

Geometry and Computation in
Architecture

Design Information:
Structures and Models

Environmental Light and Ce
Advanced Visual Design

Approaches to
Visual Communication

Special Projects
in Graphic Communication

Environmental Art
Presentations

Projects in Environmental 4

Special Problems
in Environmental Art

Advanced Creative Seeing
Architectural Design

Aesthetics In Science and
Technology

Machine Intelligence in De|

Advanced Topics
in Environmental Precede

Advanced Study in

Gesture and Expression
in Western Art

Origins of Contemporary
Architecture in the

Dada and Surrealist Image
in the Arts

Advanced Study in 20th
Century Art

Advanced Studies
in lconography and Symbo




blems with 20th Century
itecture and Philosophy

ning in Architecture

ial Problems
chitectural Acoustics

r Architecture and
grated
Systems

ial Problems
vironmental Controls

cial Problems
ructural Design

lysis of Urban Design
puter-Aided Urban Design

inar in Urban Communal
ce

Architecture of American
ialist Communities

cture and the Development
@ City in East Asia:
a-China-Japan

Hnization in Developing
ntries: People, Dwellings,
2

tal Zone Management

ning and Design
ealth Facilities

ial Problems
chitecture and Social
nge

janced Photography
bter-Apprentice Workshop
tographic Representation

Center for Real Estate
elopment was founded

Graduate Workshop in
Photography

Special Advanced Projects
in Photography

Special Problems in Video
Advanced Filmmaking
Problems in Film Editing
Film and its Technology

Special Problems in
Filmmaking

Advanced Design

Special Problems
in Architectural Design

Form in Architecture

Physical Considerations
in Architecture

Criticism of Architecture

Studies Toward a Theory of
Architecture

Studies Toward a Theory
of Environmental Design and
Form

Studies in Environmental
Symbolism

History of the Architectural
Profession

History of Urban Form

Special Studies in the History,
Theory and Criticism of Art

Special Studies in the History,
Theory and Criticism

of Architecture and Urban
Form

Special Topics in Film History
and Criticism

“More than 100 undergraduates
and 400 graduate students from
throughout the world are
trained to deal with clients

and projects at every level and
scale of society and virtually

in every comner of the globe.”

Bulletin 1990

1990

Engineering:
Environmental Technology
Basic Structural Theory
3-D Computer Graphics

Fundamentals of Energy
in Buildings

What is a Building?

Professional practice:

Introduction to Urban Design
and Development

Introduction to Public Policy,
Analysis
and Government Action

The Urban Neighborhood

Representational skills:
Fundamentals of Visual Design
Creative Seeing

Introduction to Three-
Dimensional Design

Introduction to
Architectural Design I

History, theory and criticism:

Introduction to the History
and Theory of Architecture

19th-Century Art
20th-Century Art

...and electives

“The Department of

Ak atie 55 Ssmbssid. of
four semi-autonomous
discipline groups:
Architectural Design;
Building Technology;

History, Theory, and Criticism
Visual Arts...

Engineering:

BT I: Materials
and Construction

BT Il: Structures
BT llI: Structures |1

BT IV: Energy
in Building Design

Professional practice:

Professional Practice

Design:

Level | Studio
Level |l Studio
Thesis

History, theory and criticism:

Dialogues in Art,
Architecture and Urbanism

Contempaorary Architecture
and Critical Debate

Architecture 1750 to Present

Architecture in History and
Present

...and nine electives

0f the nine electives, one is
urban studies, one is
computation, one is visual arts,
three are concentration,

and three are unrestricted.”
Bulletin 2003

tin the

1. program at MIT
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~ Building the Best in New England

Union Masonry Craftworkers & Contractors
The Best Hands in the Business

Every construction project requires teamwork. Not only among the architects, developers, and
trades, but especially between the contractors, craftworkers and consultants. Team IMl is the union
of these three partners.

Our goal is to ensure that you always have enough of the world class union craftworkers ond{
contractors you need to complete your project - no matter how big, how elaborate or how
visionary it may be. Our promise is that we do every job with a sense of pride and
accomplishment unmatched in the masonry industry.

IMI provides training to the masonry industry and design assistance to the architectural
community.

team

For further information contact:

The International Masonry Institute f
2 Park Plaza, Suite 315 225 Grandview Drive
Boston, MA 02116 Glastonbury, CT 06033
] Tel: 800-IMI-0988 Tel: 800-IMI-0988
CONTRACTORS 8 consu TN Fax: 617-426-9737 Fax: 860-659-5884

www.imiweb.org www.imiweb.org
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Farmerly Charrette ProGraphics

¢ Large Format Bond
Printing

« CAD Plotting

» Copying Services

» Scanning & Archiving
» Color Presentation
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ARC/Architectural Resources Cambridge Inc
140 Mount Auburn Street Cambridge MA 02138

T 617 547 2200 www.arcusa.com

EMD PHARMACEUTICALS
Cetr Cutture MANUFACTURING FAciLiTy

PLANNING ARCHITECTURE INTERIORS

Bringing Our

e W Architectural

" - Heritage Back
to Life...

MUCKLE & ASSOCIATES, Inc

www.muckleinc.com

...could all be focused on your ad.
Right here. Right now.

It's not too late to place an ad
in the next issue of ArchitectureBoston.
For information, call 1 800 996 3863 or
send an email to rvendola@architects.org
www.architectureboston.com
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!v_\' Eduard E Sekler

Among the nine Muses, those daughters of Memory, none deals
with architecture. But among the many followers of Clio, the
Muse of history, architecture appears early as a topic of concern.
Accordingly the history of architecture can look back at origins it
a distant past. For centuries, an understanding of history was
taken for granted as being of paramount importance in the
education of an architect. Today, however, it seems thart architects
in every generation must decide anew how to react to the wealth

of material that architectural history has to offer. As a conse-
quence, teachers of architectural history must decide in which
direction their presentation should be oriented at a given

moment in order to be of the greatest value to student architects.

If one asks distinguished architects which qualities they consider
important for a successful architectural career, the replies are
remarkably similar. What matters, they respond, is to be always
on top of all relevant technical, cultural, and societal information
and to have the capacity to recognize problems clearly in order to
analyze them in such a manner thar they become amenable to a
solution. Further, the architect should have sufficient willpower,
character, and perseverance to see a project through to its
successful completion. And finally, the successful architect must
possess that certain something that is summed up as
“architectural ralent” and described in such terms as “a good eye |
and a creative spadial and social imagination” or “an intuitive
feeling for form and the ability to visualize three-dimensionally.”
One of the characreristics of architectural talent is also the
capacity to “think architecturally,” which, as the philosopher

Jacques Derrida has noted, is not the same as thinking about

architecture. “Architectural thinking” is comparable to the
phenomenon Rudolf Arnheim has described as “visual thinking.”

Among the qualifications mentioned above, only “architectural
talent” is profession-specific. Its nurture and development has
always received special attention in the education of architects.
Consequently, the question for teachers of architectural history is
narrowed down to defining the way in which their instruction
can make a relevant contribution in support of architectural
talent. Obviously the mere transmittal of information here is not
enough. Rather, a selection, analysis, and interpretation of the




istoric material is needed that takes cognizance of the chief
nterest of the students, i.e. design.

[t is crue that the study of architectural history may simply
ontribute to a higher level of general education, one that
Sharpens the awareness of individuals about their place in the
process of continuous change around them and thus creates a
btronger mindfulness of connections in time and place. But this
broadest educational function of architectural history could be
equally well performed by various other branches of historical
ktudy that are not focused on architecture.

By contrast, architectural history, when it serves a pedagogic goal,

ust focus on two closely linked pursuits directly related to the
hctivity of making architecture: fostering the capacity to think
prchitecturally and to generate architectural concepts, spaces, and
orms; and acquiring criteria for the evaluation of fundamental
heoretical assumptions.

Experience has shown how the actual or virtual confrontation of
student architects with the built heritage of the past can become
h source of lasting inspiration. But no virtual experience of an
istoric building can equal the powerful real experience of the
same building’s aura when it can be circumambulared, entered,
ouched, and smelled. On such occasions, unforgettable visual
mages, spatial experiences, and the discovery of fruitful
prchitectural concepts can enrich a student’s mental storehouse
here they may remain effective even after they are no longer
onsciously remembered.

his explains why excursions to historic sites and buildings
Should be an integral part of coursework: students, guided by
heir teacher, can not only hone their capacity to sketch, bur also
est their skill in observing, describing, analyzing, interpreting,
and evaluating a building. All of which will happen more readily
if the teacher succeeds in engaging the student emotionally as

ell as intellectually, by offering, for example, interpretations that
are both critical and poetic — not only valid, but also exciting
hind inspiring. Yet even thoroughly studied and interpreted
ndividual examples should not remain isolated in the students’

inds, but should become embedded in the larger historic
ramework. Often phenomena are inexplicable unless one knows
heir antecedents. This is the reason why one of the greatest
hallenges in architectural education is how to reconcile a limited
kelection of historic examples with a satisfactory presentation of
he broad panorama of history.

[t is my conviction that architectural theories, regardless of their
derivation from other realms of discourse, must be grounded in
architectural history. Theory, as the term is used here, implies a
otal view and assessment which includes the recognition of
pperative principles and a set of basic assumptions and value
udgments together with a working terminology that has been
larified with the greatest possible precision. An architectural
heory needs to be validated with reference to the “facticity” of
hrchitecture — its physical, tactile presence. This facticity, for
example, distinguishes architecture from a text, if the term “rext”

is used in its generally accepred manner. The philosopher Nelson
Goodman has gone to some length in discussing how and why,
in his words, “buildings are not texts.” He explains: “With some
interesting exceptions, architectural works do not denote — that
is do not describe, recount, depict or portray. They mean, if at
all, in other ways....” It is one thing to refer to a building
metaphorically as a text and another to deal with it as if it really
were a text,

A transferal of procedures from the area of literary criticism or
linguistics to architectural criticism can have truly mystifying
results. Analogous quick transferals from theories in areas of
recent scientific research usually are equally dangerous, though
they may stimulate interesting discussions.

If architectural theory and history must remain grounded in
architecture’s facticity, this brings us back to the actual building
as the focus of teaching. It is the building seen in its intricate
connection to all factors — including the non-architectural ones
— that influenced its genesis. If the actual building is the focus,
its preservation should be of paramount concern to the
architectural historian and, by implication, to the teaching of
architectural history. This is not to say that the technical derail of
historic preservation should be included in courses of
architectural history, but that one aspect of major importance to
architectural designers should be explored: the juxtaposition of
new and historic buildings. This could happen ideally in
collaborarion with a design instructor who is willing to assign the
insertion of a new building into a historic setting. It is precisely
on such an occasion thar students will become strongly aware of
the relevance of historical study for their future careers. Context
is not a surface matter burt a realization of the depth of time.

The 20th century has seen great advances in the study and
teaching of architectural history and a widening of its horizon.
The 21st century, I assume, will continue to explore further the
new areas of interest and interdisciplinary collaboration,
employing the powerful new tools the age of digitization is
offering. All of this promises to have positive consequences for
the teaching of architectural history. Clio should have every
reason to be proud of her devotees. MM

Eduard F. Sekler is Professor of Architecture Emeritus and Osgood Hooker Professor of
Visual Art Emeritus at the Harvard Graduate School of Design. In 2004, he will celebrate
50 years of teaching architectural history at the GSD. He is an architect and, as a
UNESCO consultant, he has been internationally recognized for his pioneering

preservation work in the Kathmandu Valley of Nepal. His numerous publications include
Josef Hoffmann: The Architectural Work.

Further reading:

Journal of the St of Architectural Histarians

(XXVIA1, 1967, and ant issues LX1/3,4, 2002 and LXI1/1, 2003)

Anthom r Modernism: Architecture
Landscape Architecture and City Planning

(W.W. Norton & Company, 2002)

Alofsin, The Struggle

at Harvard

Rudolf Armheim, Visual Thinking
(University of California Press, 1969)

k, editor, The Education of the Architect
{MIT Press, 1997)
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The Architecture of Education:




With the anniversary of the September 11 atracks

and the design competition for a memorial for

the World Trade Center site, our thoughts

once again on memorials and their meaning,
their .l!!i'i(}.' to offer solace and to honor those

we have lost.

7 |1Emln§;r,,}|\lh of visitors to the
New England Holocaust Memorial remind us of
another aspect of memorials: they acquire new
]HII'EN )S€ as [iln:_‘ E"l'i‘ﬁ on, bcf{n!ui l!!rl]‘il?[_\'. lx.}'u!]d
the expression of grief. As time goes on and
survivors pass away, memorials can serve as a kind

of architecture of education — to teach new
story vet again in the all-too-human hope that

others might learn from our experiences.

— Elizabeth Padjen FAIA
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generations, to convey the depth of loss, to tell the
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Nancy Royal is a freelance

photographer in Boston. Her
initiation into photography
was at the School of the
Museum of Fine Arts in
Boston with Hans Li as her
mentor. Her work has been
exhibited at Harvard
University, Symphony Hall in
Boston, and the Boston
Architectural Center.

New England
Holocaust Memorial
Boston

Architect:
Stanley Saitowitz
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If You Thought You Knew Modular Space...
|

Think Again!

CONGURRENT CONSTRUCTION ADUARTAGE

Traditional Construction
2} DESIGN LM_, ERING.
- | —1

Concurrent Construction”

l HKISHED
BUKDING

TIME SAVINGS

'\ DESIGH

Timeline

FINISHED
BUILDING

WIiilTi::. Scotsman
partners with architects
from coast to coast to create
award-winning modular
designs in a fraction of the
time needed for conventional
construction. Our Concurrent
Construction™ process can
trim precious months from
your schedule because the
critical steps proceed
simultaneously, including
site preparation, foundation,
utilities and off-site manu-

facturing of the

complete modular structure
Whether you need a health
care building, administrative
offices or classrooms — and
time is of the essence.
Williams Scotsman is
the name architects
choose maore than any
other.
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lwiLLiamsiy
[SCOTSMAN |

www.willscot.com

beauty
function




Integrity Windows and Doors -
Discover what we're made of...

Integrity Windows and Doors are made by Marvin,

a company that is recognized worldwide for

its brand reputation. Integrity products are

built to your specification and delivered

complete in two weeks or less.

The newest innovation in building materials...

ur windows and doors feature Ultrex, a pultruded fiberglass material that;

¢ Won't warp, rot or twist

¢ lsnon

¢ Moves at virtually the same rate as glass

& Surpa

-conductive

sses steel in

tensile strength tests

Fiberglass filaments

Ultrex dimensional stability

give Impermeable factory finish is
available in white or pebble gray.
Or you can paint over the finish to

coordinate with any color scheme

Solid wood offers a naturally
beautitul crafted interior.

Filaments are combined with liquid

polyester resin, then hardened
in the shape of window
component profiles.

Ask About
ENEHGY STAR

On your next project don't leave anything
to chance, make Integrity your choice

for windows and doors.

The difference is what we're made of.

@Qintegrity

Wood is milled to a
smooth, ready-to-finish
surface with handsome,

classic detail

from MARVIN

Windows and Doors

Built to perform

In Connecticut:

Herrington's Showplace

Lakeville, CT - 8604352561

Sarrlord & Hawley, Inc.

Unionville, Manchester, CT - 8004337941
The arvin Showcase at

Branford Building Supplies

Branford, CT + 2034882518

Marvin Windows and Doors Showcase
By Woodbury Supply

Corner of Routes 6 & 64, Woodbury, CT
8005257794

In Maine:

EBS Buiding Supplies
Marvin Windows and Doors Showcase
Ellsworth, ME « 8002447134

Harmd< Windows Featuring Marvin Windows
ortland, ME « 2078740852

In Massachusetts:

A& A Windows, Inc.

Malden, MA - 7813229282

Cape Cod Lumber

Marvin Windows and Doors Showcase
Mansfield, MA - 8006988225
Chandler Architectural Products, Inc.
West S!’.:ﬂr;:_‘]wine!d MA - 413 733“”

JB. Sash & Door Co.

Marvin Windows and Doors Showcase
Chelsez, MA « 8006489339

Littleton Lumber

Littleton, MA » 8006984343
Macl.eod & Moynihan Window & Door
Watertown, MA « 6179231480

Marvin Window and Door Showcase by GLC
Danvers, MA « 9787620007

Sanford & Hawley, Inc. |
West Springtield, MA + 8004337941

In New Hampshire:

Marvin Windows and Doors Showcase
by Millwork masters, Itd.

Keene, Nashua, NH * 8003523670
Qakes Brothers

Marvin Windows and Doors Showcase
West Lebanon, NH - 866.214.3131

Selectwood
Marvin Windows and Doors Showcase
Portsmouth, NH - 800922 5655

I New York
Ed Herrington, Inc.
Hillsdale, NY * 8004531311

Harbrook Fine Windows & Doors
Albany, NY + 5184370016

InRhode st
Humphi

Marvin Wndowand Door Showcase
Middletown, Rl - 8004234235

In Vermont:

Qakes Brothers

Marvin Windows and Doors Showcase
Bradiord, VT « 8004555280

rk Miles

Marvin Windows and Doors Showcase
Manchester Center, VT - 802.3621952
Windows & Doors By Brownell
Marvin Windows ancr Doors
Williston, VT - 8028624800
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Harness the Power of Connectivity.

Your Designs...Our Technical Expertise.

If you're looking to make a statement for your
client, the professionals at HB Communications
can provide a seamless blend of integrated
A/V technology designed and installed for
practicality and effortless operation.

P Boardrooms
» Conference Rooms

¥ Training Rooms

» Classrooms
} Auditoriums
» Houses of Worship

b Entertainment Display

Visit our web site to view a gallery of
our most prestigious installations.

B

Narth Haven Connecticut | Waltham Massachusetts

e, 8
9 DeAngelo Drive, Bedford, MA 01730-2200
phone: 781.271.9006 fax: 781.271.9045

Architect: Robert Olson + Associates www.cefloyd.com

1.800.243.4414 www.hbcommunications.com

Dynamic Display | Control Systems | Collaboration Tools

—_—
2%\ WE DO COMMERCIAL!
L]
Dedicated to providing product and design soloutions that meet every challenge
e ———

PROJECT SPECIALTIES ARCHITECTURAL SERVICES
i = New Construction * Factory Trips
— i“.l” i3 « Renovation * Box Lunch Presentations
= Historic Restoration e Aia/Ceu’s
¢ Health Care * Cd-Rom
* Retail ¢ Cad Support
* Education ¢ Project Consultation

PELLA® WINDOWS & DOORS INC, BOSTON
45 FONDI ROAD * HAVERHILL, MA 01830

TEL: 978-521-7100 = FAX: 978-373-8084

TOLLFREE: 800-866-9886 X134

Vice President of Sales: Jack Needham * jneedham@pellaboston.com

“ICOMMERCIAL
Pl M TSI @ N
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Windows &
Doors

Kolbe & Kolbe

Cooper
Aairwertls

Custom
wirdews ¥ Adeors

N ngwe-__- i

Bcrgn‘lcyer

Institutional | Housing | Food Service | Corporate Interiors | Commercial | Retail

Accounting,

proz)ldlng Audil'ing &
Superior Solutions~ to the oy '
Architectural Community [l

Employee
Benefits

Human
Resources

Lender &
i x Investor Services

Personal
Financial Planning

Turnaround &
Interim

Management
Consulting

Valuation &

E
: Litigation Services

CAMBRIDGE

NEW BEDFORD

“WRAF | AS. SN

SSACHUSETTS AVE., CAMBRIDGELMA 0213 888.761.8835




The environmental benefits of

recycled materials, the durability
of masonry, and the versatility of
architectural polished block
come together in the new
Gemstone Collection from Clayton
Block. Engineered for use in virtually

any indoor or outdoor application, Gemstone
o &\ Collection units have a rich, terrazzo-like finish and
' are available in a variety of shapes and sizes. You

can always count on Clayton Block technology
for cost-effective masonry solutions that transform

your creative ideas into perfect projects!

Available in both arctic and warm-tone
units—with Emerald, Sapphire,

Topaz or Opal highlights—in
two distinct finishes.

New Jersey Chapter

For inmre e aNaR; Locations throughout

click or call Clayton today. New Jersey to serve you G'L AYTO

1-800-479-7118

www.claytonco.com
P.O. Box 3015 + Lakewood, NJ 08701



rin Rae Hoffer AlA is executive
ice-president of the Boston
rchitectural Center. She is
onducting research with

r. Muriel Waldvogel and Sativa
aposnek (supported by a

rant from the Boston Society

f Architects) on the career
xpectations of emerging
kesign professionals.

Great Expectations:
The Design Career Threshold

by Erin Rae Hoffer BAC

“I am instructed to communicate to him,” said Mr.
Jaggers, throwing his finger at me sideways, “that he
will come into a handsome property. Further, that it is the
desire of the present possessor of that property, that he
he immediately removed from his present sphere of life
and from this place, and be brought up as a gentleman —
in a word, as a young fellow of great expectations.”

— Charles Dickens, Great Expectations

Every year, thousands of individuals launch
careers in design by entering one of 113 nationally
accredited institutions of architectural education
in the United States. Not unlike Pip, who arrives
in London with great expectations for his life

as a gentleman in Charles Dickens’ novel, these
men and women cross the threshold of cheir new
profession brimming with aspirations. But as
students quickly encounter the realities of academics
and practice, many are forced to reassess their
aspirations and reinvent a vision of their career
future or leave the profession completely

as a resulr.

To better understand and address the causes of
professional attrition, the Boston Architectural
Center is conducting research into the career
expectations and backgrounds of a population of
over 200 entering and first-year students in archi-
tecture and interior design. Some have observed the
profession first-hand, but a larger number of class
entrants credit their own research into career
options as the dominant source of their interest.
This is an important factor in understanding career
expectations, since the image of the design
professional thar a student intends ro become is
shaped by the myths and realities perpetuated by
history, media, popular anecdotes, and public

relations.
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Preliminary findings suggest students are confident
of their professional choices before beginning their
academic programs, with 71 percent of them
stating that they have a “very strong commitment”
to a design career. Their expectations for the career
itself are similarly high. When asked to predict
their personal satisfaction 10 years after graduarion,
beginning students responded by predicting they
will be “satishied” to “highly satisfied” by varied
aspects of their career such as enjoyment of day-
to-day activities, degree of independence, amount
of creativity, growth opportunities, influence, col-
leagues and clients, work-family balance, consistent
values, mission, job security, and compensation.
Entering students realize that design provides
opportunities to exercise creativity and indepen-
dence, to serve a mission of improving the built
environment, but not necessarily to have job
security, lucrative compensation or an easy work-
family balance.

After exposure to design education, however,
students begin immediately to adjust their
expectations. Predicted career satisfaction scores
drop within the first year in several areas. But what
is particularly fascinating is that these predictions
seem to depend upon the nature of the educational
program. First-year students enrolled in a work-
study program (consisting of both academic work
and practice in an office setting) lower their
expectations of future satisfaction by 4-8 percent.
But first-year students enrolled in exclusively
academic programs (without a practice component)
show even higher levels of disillusionment: they
lower their expectations of future satisfaction by
12-18 percent. Most notably, they lower their
predicted compensation levels by 22 percent.



These findings offer a twist on conventional
thinking. The broadly accepted implication that
familiaricy breeds reduced expectations among all
students is supported by the results of a recent
parallel study conducted with individuals 20 years
after graduarion. The same questions elicited
assessments that were 23-27 percent lower than
those of today’s entering students. This decline in
satisfaction assessments could be characrerized as a
healthy shift from a conceptual ideal to a complex
and well-informed view of the profession. The

fact that average responses remain in the “satisfied”
end of the spectrum suggests that design careers are
ultimately satisfying to those who remain within
the field, but the apparent decline in the level

of enthusiasm raises concerns about the sources of
professional attrition and the opportunities to
address them.

And yet it is the rapid disillusionment of students
enrolled in academic programs where they are
isolared from the everyday practice of their chosen
field that should be a focus of concern and greater
study. A landmark study by educators Ernest L.
Boyer and Lee D. Mitgang in 1996 looked deeply
into the state of design education and found that
survey respondents believed the greatest weakness
of architectural education was the lack of inte-
gration with professional practice. Academic
programs have traditionally maintained a
separation from practice to protect and grow
students” “theoretical” awareness; even institutions
that have launched practice-based initiatives often
keep the core academic experience distinct from
practice. Preliminary analysis by the Boston
Architectural Center suggests that students who
are exposed to practice concurrent with their

academic study are able to retain higher expecta-
tions for career satisfaction, at least during the
early stages of their careers. Does the theory/
practice divide truly serve the development of
emerging designers by isolating them from the
realities of their profession?

Researchers Chris Argyris of Harvard Business
School and Donald A. Schén of MIT’s depart
of urban studies and planning have found
significant differences in the “espoused theory
of design professionals, which describes how
practitioners would like others to think abour ¢
work, and “theories-in-use,” which describe the
actual theories that are implicit in their activities
and behaviors. This “theory gap” contributes to
reduced effectiveness experienced by professionals
as they progress through the field, and contributes
to a separation of the profession from its societal
context. Dana Cuff, a professor at UCLA and
author of Architecture: The Story of Practice, asserts
that, “The primary purveyor of professional
knowledge, both tacit and explicit, aesthetic and
technical, is the academy.” Clearly, academic

institutions must bear primary responsibility for
leading the effort to increase the congruence
between expectations and reality.

Cuff observes that, although young architects
perceive clearly the gap berween career expectations
and their realization, those who remain commirtted
to the field continue their socialization into the

profession by developing new expectations as they
observe senior practitioners at work. Wilson
Pollock, principal of ADD Inc¢ in Cambridge,
Massachusertrs, observes, “When | was in the school
phase of my life, I never imagined that I would
develop a firm. When we were a 10-person firm, |
couldn’t imagine growing to 20, and later to 40,



Student career-path exercise,
The Boston Architectural Center

esolving the gap between expectations and
experience, Pollock adds, “All generalizations are
false. As you go through life, you're presented with
choices. I could have decided I wanted to design
everything I touched. Instead I decided to share
and form an organization and a culture that
allowed people at all levels to participate in
design.”

The expectations of designers throughout their
careers are changed by many factors — mentors,
firms, professional organizations, celebrity role
models, the public, even the media — bur
academic institutions bear primary responsibility
for the intellectual and social “care and feeding” of
aspiring professionals during the critical foundation
years. The gap between expectations and reality

isolates practitioners from their social contexts,
'p“{ ffects the relevance of architecture to the social
P enda, and drives important contributors from
e

? the field entirely. Ultimately, it leaves the

profession vulnerable to incursion from allied

fields. The profession — practitioners and
academics alike — must illuminate and shape
expectations that are both realistic and malleable,
that will also leave open possibilities for greatness.
EEE
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For more information:

Chris Argyris and D. A. Schin,
Theory in Practice
{Jossey-Bass,1974)

Ernest L. Boyer and Lee D.
Mitgang, Building Community:
A New Future for Architectural
Education and Practice,
(Carnegie Foundation for the
Advancement of Teaching, 1996)

Dana Cuff, Architecture:
The Story of Practice
(MIT Press, 1991)

Thomas Dutton, Voices

in Architectural Education:
Cultural Politics and Pedagogy
{Bergin & Garvey, 1991)

Aaron Koch, Katherine
Schwennsen FAIA, Thomas
Dutton, Deanna Smith,
“Redesign of Studio Culture”
(Report of the AIAS Studio
Culture Task Force, 2002)

Andrew Saint,
Images of the Architect
(Yale University Press, 1983)

Ashraf M. A. Salama,

New Trends in Architectural
Education: Designing the Design
Studio, 1995 (downloadable from:
http://farchnet.org/library/
documents/one-document.tcl
7document_id=6330)
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John Cary, Jr., Assoc. AIA,
talks with Jeft Stein AIA

DC. AIA il

i ArchVoices, a nong

JOHN CARY R ASE utive director _ 2 .
WIN SARY, 4 ikl EFF sTEIN: A web search using keywords like

“architecture,” “education,” and “internship,” inevitably

erkeley, where he i brings a searcher to ArchVoices.org, a website with almost

14,000 subscribers and the major online forum for current

- b EIN A : itic for & ' ! and future interns in the practice of architecture. In the

' Spaias i g ik report, Building Community: A New Future for Architecture

torial hoar \rchitectureBost Education and Practice that came out in 1996, Ernest Boyer
and Lee Mitgang wrote this about internships: “Internships

before and after graduation are the most essential link

‘ connecting students to the world of practice. Yet, by all
| accounts internship is perhaps the most troubled phase of the
. continuing education of architects.” Was it this report or the
e - troubled condition of internship
think tark o0 architectus on . i . .
Tt ——" puuls 2003 gl Summit on Architectural intemstip that led you to start ArchVoices?
it een more - 4
1B About Archiless el ARcHVD e €3
L L o T JOHN CARY: [ was just
- B no longer, i
& 5 particutarly ; s . .
oy I B graduating from high school
N T when that book came out,

Whitney Young was the executive =
director of the Nationat Urban Leaghi
“The majority of IDP and one of the big four civil rights.
interrs (64%) felt the Ieaders of the 1960's, siong with
program Martin Luther King Jr., Roy Wilking,
'ﬂ'{;:" o sgrificantly | yng Jymes Farmer. In the summee
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Hearing Voices

JEFF STEIN: In the book, Reflections on Architectural Practices
in the 90s, Mack Scogin wrote, “Perhaps the most critical
question is how is one to conduct oneself as an architect?” That
apparently isn't taught in school. It only begins to happen in
internship.

JoHn cARrY: I certainly think that is the case. But most
people have this idea that we start thinking like architects at a
very early age before we even go to architecture school. But it is
actually the profession that defines when one can call oneself an
architect.

JEFF STEIN: In fact, that has been one of the issues at the
Internship Summits, both the one that ArchVoices grew out of
in 1999 and the more recent one in 2002. What should
architecrural interns be called, and is licensure the threshold one
must cross before one can call oneself an architect?

JoHn cary: Well, it really depends who you talk to. The
state regulation boards as well as NCARB [National Council of
Architectural Registration Boards] are very protective of the
title of “architect.” It is employers who have created names like
“graduate architect” or “junior architect” or have simply
discarded the whole architect terminology and call individuals
“project managers” or other titles.

JEFF STEIN: Designers.

Joun cARY: Yes, designers as well. The AIA Compensation
Survey used to list young professionals as Intern I, Intern 1I,
Intern III, and Architect 1. And you only achieved Architect |
after you were licensed. In its 2002 report, the AIA realized that
threshold no longer exists and that there is certainly no
distinction between those who are licensed three years out of
school or those who are simply three years out of school. So it
has adopred the term “non-registered architect.” This basically
shows that internship essentially ends after three years whether
or not you become licensed. There are actually more unlicensed
professionals working in architecture firms at this point than
there are licensed professionals — 52 percent.

JEFF STEIN: So how did ArchVoices grow and what are
you trying to do with ic?

JoHN carvy: After the 1999 Summit, a small group of young
people were concerned about what would come next. There was
no real commitment to any follow-up efforts by the collateral
organizations. ArchVoices started as an e-mail exchange among
a few friends and acquaintances, initiated by Casius Pealer —
he was at that time based in the West Indies literally living in a
banana field while he was serving in the US Peace Corps.

We soon realized that young professionals were dying to have an
outlet or a forum to discuss issues. We decided to focus on
providing resources, editorials, and opinions through our
newsletter and that has remained one of our core competencies.

JEFF STEIN: What made you imagine that you couldn’t do all
of that through one of the existing collateral organizations?

JOHN cary: Well, we have aways been very involved with the
collateral organizations. In fact, at the time that ArchVoices was
founded, I was the 1999-2000 AIAS [American Institute of
Architecture Students] National Vice President. But we realized
that these organizations, just like our own organization, have
limitations. We thought it was important to have an
independent voice. We started to collaborate in pretty formal
and significant ways with the collaterals, but there was certainly
a time when we were looked at with some adversity because
people didn’t know what direction we were moving in or what
we ultimately aspired to be. I think it has become clear that we |
are in fact aspiring to be a think-tank, meaning that we are
uniting research and opinions and statistics and ideas. We are at
the point where we are quite valued by the collateral organiza-
tions. There are obviously individual exceptions.

JEFF STEIN: One of the interesting aspects about your web-
site is the archive that you have developed abourt other
organizations like NCARB and about the evolution of the whole
idea of internship.



There are actually

more unlicensed professionals
working in architecture firms at this point

oHN cAaRY: One of our goals from the beginning has
een to provide a context for these discussion.

EFF STEIN: Your use of the word “context” is an
mportant one. The Latin root of that word means literally
‘to weave together.” It has to do with coherence and creating
omething that is able to hold together over time. And it
eems to me that this is pretty much the goal of internship

to provide a context for one’s behavior as an architect

OoHN cARY: Very much so. I think an even greater issue,
owever, is that internship is many different things to many
ifferent people, including employers, mentors, and the
nterns themselves.

EFF sTEIN: That is one of the troubling aspects of this.
nternship for the intern might be a very different thing than
tis for that intern’s employer.

oHN caRry: That's not surprising. Firms are profit-driven,

ey are concerned with the bottom line, they have deadlines
o meet, and clients to please. And the program that we

se to define internship, the Intern Development Program
[IDP], somehow takes a backseat to a lot of these other
issues. Unfortunately, the IDP hasn’t reacted to this reality.
It has remained unchanged for nearly 25 years.

MEFF STEIN: But the practice of architecture has changed
in significant ways. The computerization of the profession
and of education has been a huge change. And there’s also
been a change in attitude on the part of employers toward
their interns — the notion of mentorship, a leftover from the
old apprenticeship model , seems to have dissolved. That
model doesn’t work quite so well when interns are the ones

ith all of the computer skills, and the people who used to
be the mentors are the ones who need the skills of their
interns.

than there are

licensed professionals.

JoHN cary: Well, there is certainly some thinking that
there is a generational gap among those people who are using
the computers and those who are not. But it is definitely not
as simple as saying older principals can’t use the compurter
and young interns can. | know a lot of graduates who despise
the computer probably even more than their employers.
They have grown to resent it because they often spend a
whole lot of time doing CAD [computer-aided design].

JEFF STEIN: Does ArchVoices take any positions on how
IDP works and how it might change and on the need to
change ic?

JOHN cARY: We certainly do. We've advocated for many
of the recommendations made by the national organizations
themselves that have stalled for one reason or another. For
example, something called the “Collateral Internship Task
Force Final Report” made nine recommendations in 2001,
ranging from the need to integrate practice and education to
strengthening reciprocity between states and other countries
to much more specific and controversial recommendations.
The final recommendation is the real sticking point and that
is the idea that graduates of architecture schools be called
“architects” upon graduation. A more recent recommenda-
tion stemming from the 2002 Internship Summit is that IDP
should be less of an intern development program and more
of a proféssional development program. We think thart is a
significant distinction. The interesting thing is that IDP was
originally a voluntary program. It is now required.

JEFF sTEIN: Yes. And I've read that it might revert to a
voluntary program.

JoHN cARY: The reality is that it is already becoming
voluntary because a lot of people are not entering it, or not
completing it, or not taking it seriously, or worse, falsifying
their records. NCARB is slowly dealing with that.

JEFF STEIN: Whart are some of the limitations of
ArchVoices?
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JOHN cARY: There are a lot of limitations. The first is that it
is essentially a volunreer effort and it is working under the
goodwill of just a few people who are commitred to this
exchange among young professionals about issues affecting

E ) §
them. There are really very few funding opportunities to support
this kind of an effort.
They may support us morally and mentally, but putting money

The national organizations are resistant.

into this would be an official stamp of approval and some of
them are just too conservative to really rake a stance. So funding
is a problem. But energy is not. We have committed people all
over the country and the world. Initiatives like our recent essay
competition demonstrate that people do want to be heard and
do want to offer their suggestions and opinions. That is
incredibly fulfilling and that is what motivates us from week

to week.

JEFF STEIN

The essay competition was a fascinating aspect
of ArchVoices.

JOHN cArY: That was by far the most rewarding and
fulfilling for us. It just took off in ways we never expected and it
involved so many new people. I think I have a pretty good tap
on the pulac of interns and young pmfc\slmm]& and I knew
only a couple of the people who entered. People took it as an

opportunity to share their thoughts.

JEFF sTEIN: [ notice that the issues of diversity and of

women in the profession of architecture play quite a role in the
writing and opinions in ArchVoices. Is internship a place where
some changes could be made that would be more supportive of

diversity within the profession?

JoHN cARY: | think it happens at a number of places. At this
point roughly 45 percent of all candidates for professional

degrees are women.

JEFF sTEIN: And only about 10 percent of registered

d I'Ch itects are women.

joun cARY: Right. And in between, roughly 30 percent of
interns are women, so we have already lost 15 percent upon
graduation. Then after internship you lose another 20 percent.
As Kathryn Anthony points out in her book, Designing for
Diversity, internship and registration fall at a time when many
women are starting families and have other responsibilities. As a
think tank on education and internship, ArchVoices considers
minority and women issues as crucial parts of the whole

discussion.

EFF sTEIN: What is ArchVoices doing entrepreneurially so
r]mL we can be sure that it will continue to survive and grow?

JOHN cARY: We continue to submit grant applications.
Recently we received a grant from the Graham Foundation, and
we also have a very strong relation with a relatively new
foundartion called the Enkeboll Foundation for the Arts and
Architecture. We continue to rely on the goodwill of AIA
components like the Boston Society of Architects and AlA
Minnesora as well as firms and schools. The one thing I want
to clarify is that it doesn’t take much money to do what we are
doing. That is yer another reason why [ think the collateral
organizations are not fulfilling their missions in this arena. We
have some people who ask why we aren’t part of the AIA, that
this is something that the AlA should be doing. We totally
agree, but it is not doing it.

i In the end, what do you think is the usefulness

of internship?

Joun cary: | think internship is a place that has real
potential to expose the connections between educartion and
practice, meaning between schools and firms, and 1 don't think
it is thought of in that way at all. People, mainly the registration
boards and NCARB, think of it as a very individual process
leading to registration. It can be much more than that. I think it
should be about developing the entire profession more than |

about developing individuals. m m ™



rchitectureBoston recently asked interns and principals from six prominent firms:

If you were establishing

new school of architecture,

what are three elective
courses you would
add to the curriculum?

Philosophy
Reading cultural artifacts
How to make (something)
Christine Gaspar, Intern
Schwartz/Silver Architects
Boston

Studio art

Human and social interaction

(psychology, anthropology, or public relations)
Business (especially negotiation skills)
Warren Schwartz FAIA, Founding Principal
Schwartz/Silver Architects

Boston

3D computer modeling and animation
Perspective sketching

Budgeting

Amy L. Cheng, Intern

Shepley Bulfinch Richardson and Abbott
Boston

Entrepreneurship and firm management
Environmentally sustainable design
Negotiation, listening, and collaboration
Elise E Woodward AlA, Principal
Shepley Buifinch Richardson and Abbott
Boston

Digital photography and imaging

 Project management hasics

A survey of domestic American architecture
Joey Favaloro, Intern

Cambridge Seven Associates

Cambridge, Massachusetts

Photography

Building technology (with engineers)
Communication (starting with listening
and moving on to negotiating, illustrating,
sharing, clarifying)

Peter Kuttner FAIA, President

Cambridge Seven Associates

Cambridge, Massachusetts

¢ Municipal politics
@5 Chemistry
) Migratory behavior of sub-Saharan predatory
mammals (There are lots of things
worth learning that have nothing to do with
architecture.)
Tim Coaper, Intern
Tsoi/Kobus & Assaciates
Cambridge, Massachusetts
¢ The art of entitlement: civic responsibility
in modern urhan environments
¢» Draw more: drawing by hand
©» Color and materials
Richard L. Kobus AlA, FACHA, Senior Principal
Tsoi/Kobus & Associates
Cambridge, Massachusetts

¢» Making architecture happen (developing
construction details of a studio project)

@) Passive air play (passive temperature
control systems)

) Plumhing, drainage, and the cistern
(how water flows, what we do with it,
what we could do with it)

Penapa “Noy” Hildebrand, Intern
Perry Dean Rogers!Partners
Boston

@ Current cultural issues

 Public policy and management of space

¢ Digital media versus the hand-drawn idea
Martha Pilgreen AlA, President
Perry Dean Rogers!Partners
Boston

¢} Sculpture/painting

> Weh site design

& Music
Nicole Kuhar, Assoc. AlA, Intern
Steffian Bradley Architects
Boston

¢} Physiology

> Poetry and music

) Business practice

Peter Steffian FAIA, Chairman of the Board
Steffian Bradley Architects

Boston



On the last day of high school, a teacher sits with

two students. She proceeds to tell them that to

become professionals, their formal education is half

complete. They will need anywhere from 10 to

15 additional years of structured and sometimes
painfully intense higher education and formal
training. They are told thart success within their
profession is contingent on achievement at the
highest level. One must be as facile with theory as
with practical problem-solving. One must be

of upstanding moral character and hold true the
principles of public welfare and safery. One must
care deeply about people: how they live, how they
teel, how they experience the world. The teacher
proceeds to hand an architect’s scale to one and a
physician’s stethoscope to the other. The students
embark on their respective journeys that will bring
both great challenges and grear rewards.

The two reunite many years later to find that much
of what their teacher described held true. But
they realize that they are the products of different
processes of preparation. The architect has been
challenged to navigate berween distinct centers of
education and practice. Upon graduating from
architecture school, he yearned for the rangible
expressions of his ideas buc still remained years
from making significant contributions to real
buildings for real clients. He rejoiced in the title
“architect” upon passing his registration exam
atter several years of his internship development
program.

The doctor had a different experience. Upon
graduating from medical school, she was a “doctor”
sworn to the Hippocratic oath. She had raken and
passed two of three parts of her general licensing
exam. She had — under close supervision —
delivered babies, performed surgery, and rtreared
cancer. During her subsequent residency, she
refined her ability to leverage her immense
academic knowledge in a practical setting. She
became proficient in process and procedures. Her
hands, eyes, ears, nose, and intuition were sophisti-
cated tools of diagnosis and treatment. And she
was on her way to making and trusting her own
professional judgments.

Her career preparation was not marked by
academic achievement but symbiotic to it.
Residents and fellows actually receive both salaries
and diplomas from their insticutions. These
institutions — teaching hospirals — are centers of
medical education and training. They are home 1o
a sophisticated system of teaching, supervision, and

Architecture
and Medicine

practical training. “Classes” are conducted in the
form of rounds, hands-on experience, and full
immersion in the practical arena. There is no end
and no beginning to the cycle of instruction.
Medical students, residents, and “attendings”
(senior faculty) work-learn in these environments
as both students and teachers. All are required, to
some degree, to give lectures, present research or
journal articles, and participate in clinical
instruction, In fact, the etymology of the word
docror is “to teach.” In teaching hospitals, everyone
learns because everyone teaches.

For emerging doctors, the distinction berween
learning and working is nor lessened; it is dissolved.
This is in direct contrast to architecrural education,
and for several reasons this model does not easily
transfer. Doctors literally perform their art with

their own hands. Architects make representations of

architecture and direct its execution by others.
Docrors deliver care — patient-by-patient, case-by-
case — in an intensely intimate environment.
Archirects work with a significant range of scale —
from urban design to detail design.

The architect and the doctor, who later married,
are now immersed in their work, each finding
satisfaction and fruscration in their chosen fields.
Despite vast differences in their training, they have
discovered they have much in common. After years
of education and training, they find themselves
prepared yet still learning. They are both inculcated
with the ideals of professionalism. And they both
approach professional practice with a profound
sense of responsibility and respect. Even so, he still
gets bad colds in the winter, and she complains
that the kitchen needs redesigning. = ®
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Architecture

and Law

Let me be frank: I was miserable in architecture
school. For three years I felt inadequate and
confused.

When I decided to change careers some time later,
[ approached law school with trepidation. If I had
found architecture school difficule and brural,

wouldn't law school — notorious for terrorizing
students — be even worse? Bur it wasn't. | loved

law school: it restored my confidence and made me
feel thar possibilities were opening up, not closing

down.

loday the wounds of architecture school have
healed (somewhar). It’s clear to me now that I'm
better suited to be a lawyer than an architect. But |
also believe that there are some objective ways in
which law schools serve their students better than

do architecture schools.

The design studio was architecture school’s greartest
strength. The studio was all about learning by
doing. We were forced to tackle all the complexities
of a project — site, program, technology — and
meld them into a coherent design. We learned to
identify and choose among different concepts, and
to develop those concepts in detail. By comparison,
law school relied on a more passive format. Our
professors posed questions to large classes, often
with a hundred or more students. There were a
couple of moot-court exercises in the first year, in
W hf(i! we biic!-td ;U]d .iiglltd 4 case h\_‘f\ll'c,' a pdnn‘l
of judges; otherwise, our grades were based solely

on P\IPL‘I\ JI](I €xams

[he value of my design-studio experience, though,
must be weighed against the harsh and often
destructive criticism to which students were

subjected, and the way that we were often pushed

45

to design in the manner of our teachers. I found

the Socratic questioning of my law-school teachers

u0}S0gaINIaYIY

fairer and more productive than most of my
architecture-school crits. Law professors generally
encouraged debate among competing viewpoints.
Rigorous teaching was not seen as incompatible

with preserving the students’ dignity.

The two schools also differed in their approach to
the professional’s role. From the very first day of
law school, it was drummed into our heads that a
lawyer is an advocate. Our job was to concentrate
our skills and efforts toward achieving our client’s
goals. Architects are advocates, too. They realize
their artistic visions in the service of someone else’s
needs; their visions are built with someone else’s
money. But in architecture school, the client was
virtually invisible. Our designs were criticized in
terms of artistry, or technology, but rarely
according to how well they satisfied the client’s

P IC )gmm §

Finally, architecture school promoted a narrow view
of practice. The focus on the design studio never
changed over the course of three years. Yes, design
is hard; it takes dedication and patience and skill,
and the studio is the best way for students and
teachers to test and refine those qualities. But by
teaching that design is the only thing that counts,
both in school and in the profession, architecture
school risked culling out students with other
valuable skills to offer.

In contrast, after the first year, law students were
encouraged to explore different aspects of practice
- often by putting their newly learned skills to

work outside the classroom. Students who were
interested in courtroom litigation worked as legal
defenders, in prisons or housing courts. Students
aiming at academia spent much of their time
writing and editing law-review articles. Students
with specific interests could specialize in civil-rights
law, or environmental law, or mergers and
acquisitions. Many of my classmates have never

even practiced law.

Despite these reservations, I'm glad I went to
architecture school. It raught me how physical
design shapes the world and shapes our lives. It
taught me to synthesize information, to map out
alternatives, to develop concepts with patience and
rigor. These lessons have stuck with me ever since.
Architecture school made me a better lawyer.
EEE



September/October 2003

Periodical roundup

by Gretchen Schneider, Assoc. ATA

In this issue, “Covering the Issues” looks at academic
journals...

The Rhode Island School of Design Department of
Architecture’s annual WORK in progress (Issue 6,
Spring 2002; Issue 7, Spring 2003) is about as
straightforward a showcase of school work as one could
hope for. Simple, clear text and graphics place the
emphasis where it should be: on projects and the ideas
behind them. Like RISD itself, each article in this slim
volume focuses on the process of exquisitely making
something real. Occasional phrases such as “tectonic
investigation” and “cogent articulations” seem intended
to remind us this place intellectually holds its own. But
then an author complains abour unplugged extension
cords, reassuring us that the wicked-smart RISD crowd

also POSSCSSCs a great sense Ui- humor.

CRiT magazine, representing the category of “student-
led idea journals,” is published biannually by the
American Institute of Architecture Students. Elegantly
assembled, CR/T showcases design projects and articles
by students of all levels and faculty of all ranks from
colleges and universities across the country. Sound
egalitarian? It is... which sometimes works and some-
times doesn't. In the “urban issue” (Fall 2002), for
instance, diverse geography belies strangely homogeneous
views, as conservative New Urbanist-like perspectives
take over in annoyingly teacherly tones. (Isn' it the next
generation’s job to be radical and o challenge the
current status quo?) “Place” (Spring 2003), however,
is excellent. Asking open-ended questions about
what “place” is and how we make it, this issue
features places both virtual and physical.

Places and Harvard Design Magazine represent
the academy’s intersection with the “real” world.
Places is editorially based ar Pratt Institute and
the University of California/Berkeley, and
published by the Design History Foundation.
HDM is from, well, Harvard. Contributors

to both are established experts in many

ditterent fields, and most are faculty members. In
separate ways, these journals each intelligently conside
the design of the entire built environment — meaning

all that surrounds us, not just buildings. Both also

address architecrure’s broader culwural, physical, and
intellectual contexts with an eye toward effecting real
change. Reading Harvard Design Magazine is sort

of like watching James Bond: the sophisticated 007
entangles in the global debates of the day (whether
Cold War spies or feminist politics) as his techno
gadgets foreshadow our future. (These wristwatch
camera phones weren't so far off, after all.) Likewise,
HDAM s sophisticated themed issucs tackle timely con-
cerns — whether environmental destruction (Spring/
Summer 2003) or rampant consumerism (Fall 2002/
Winter 2003) — while incorporating discussions of
futuristic research that someday might not sound so
far-fetched. Imagine, for instance, lighting and heating

only the air around our bodies — where we truly need
it — rather than the enormous mosty-empty volume
of a room. Places is more immediately applicable,
featuring success stories such as San José's downtown
redevelopment (Winter 2003) and public open spaces
in Central Park, Bugnl.i. and (:hiu;lgn (Summer 2003),
Places is smart enough to include contributions by
politicians and community activists — the people who

help our design rubber meet the architectural road.

Lest you be led astray by such practical points of view,
academic bookshelves are also full of scholarly journals
geared towards discourse for discourse’s sake. And it
matters little whether or not we mere mortals
understand. Relative newcomer Grey Room (from MI'T]
Press) is a favorite in this category. (When I hit the
phrase “sensory modalities” within the first few hundre
words, | knew that this would be a good one.) Cheeky
commentary aside, Grey Room is dedicated to “archi-
tecture, art, media, and politics™; the articles in recent
issues 09 and 10 vary wildly — burt delightfully. Some
are obtuse, don't-leave-home-without-your-dictionary
sorts, while others shed new light on the McCarthy
hearings or describe tongue-in-cheek how Mies van des
Rohe’s National Gallery literally swear (fom |
condensation) in its Berlin Wall context. And then |
there’s the author who takes readers from 19th-century
courting rituals to Louis Sullivan’s architectural
ornament to modern bridge construction. You have no

idea how he pulls it off, but it’s a fantastic ride.

Although it's not an academic journal, @rcCA. the
quarterly journal of the AIA/California Council, has
published an issue that is a must-read for anyone who
cares about architectural education: “Common
Knowledge™ (Spring 2003). Perhaps most revealing are
the descriptions submitted by nine California
architecture schools of coursework geared ro address

realities of architecrural practice. MM
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Books

Private Jokes, Public Places
by Oren Safdie
Playwrights Canada Press, 2001

Reviewed by
Gretchen Schneider, Assoc. AlA

"private
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public

places

I'he scene opens at Margaret’s final
review. She’s presenting her dL'sign
project to an assembled jury of
experts, at an unnamed elite
American architecture graduare

school.

For those who wonder what it’s like

inside the belly of the beast, this is it.

For those who remember, ir'll send

chills up your spine. For those who

work in the academic world (as | do),

ouch! Who said that the sharp knife

would hurt less?

Private Jokes, Public Places is the
smart, provocative play by Oren
Safdie thar offers an insider’s view to
architectural academia on the most
intense and imporrant day of the
entire school year while revealing
how absurd the scene can be. There
are four characters: our heroine,
Margaret, a bright, talented, and
hilldl\u\rhng Korean-American
architecture student; William, her
studio professor with limited “real”
experience and a questionable close
relationship with Margaret; Erhardt,
a German architect; and Colin, a
British architectural theorist. Erhardt
and Colin, both presumably
established and experienced, are
serving as guest critics to discuss and

critique the students’ projects.

Of course whar they do discuss and

critique is anything but Margarer'’s

work, despite her best efforts to wurn

the talk toward her design. With
i”“l}_“'\\i“dl—\{ L![Jl;ll‘l'\. arcanc
archibabble, and biting verbal
repartee alternately hilarious and
infuriating, Erhardr and Colin lead
increasingly personal attacks on
Margarer, her race, gender, religion,

outfit, and her conviction thar the

Modern Movement failed. If anyone
questions why architectural education
has been the target nf\lgnrnui
criticism this past decade, this is it
Private Jokes, Public Places paints a
damning portrait of the hyper-
theoretical, quasi-intellectual,
arrogant rambling that passes as
architectural discourse at more than
one clite design school. Safdie has

recreated talkitecture at its finest.

Safdie expertly captures the cadence,
vocabulary, tone, and terror of an
architecture jury experience as only
an insider could. Indeed, having
studied ar Columbia University’s
Graduate School of Architecrure and
as the offspring of architectural giant
Moshe, §

intimately the world of which he

afdie the younger knows

speaks.

Growing more stubborn, clear-
headed, and articulare as the
inquisition progresses, Margaret's
character represents frustrations and
ambitions thar many students will
find familiar. Margaret argues that
good architecture must transcend
fashion. She criticizes the specracle of
school where the ridiculous is
rewarded and meaning is abandoned
in favor of glitzy eye-candy computer
graphics. Finally, with a nod o
”UW&!L! R{'\lrl\ n i]"t‘ i';'??fP-’t‘!In'ﬂiﬂ{’c:('.’wi
Margaret becomes the monologued
voice of passionate ideals, albeit of
the revised, anti-modern sort. This
time, our heroine cries our for an
architecture of places chat “regular”
people might find comfortable.

How radical.

Performed to critical acclaim in
California and New York, Private
fokes, Public Places has sent audiences
(or ar least critics) home howling
with laughter. School’s not really that
bad, righe? Or is it...

Gretchen Scheider, Assoc. AlA,
maintains a practice in Boston and
teaches the architecture studios
at Smith Callege.
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The Struggle for Modernism:
Architecture, Landscape
Architecture and

City Planning at Harvard

by Anthany Alofsin
W.W. Norton & Company, 2002

Reviewed by
Robert Taylor AIA

I'he core strength of a design school,
or an architecture firm, springs from
in-house talent and culture more
than famous ﬁ;l!f\'}‘c.ld\ or !1}'—!\\
stars. Harvard’s Graduare School of
Design (GSD), dominant by size and
influence, exemplifies this. Around
1950, it was considered the world’s
best, a verdict later reversed by Klaus
I {L‘rdvg in The Decorated Diagram
and, more popularly, by Tom Wolfe
in From Baubaus to Our House, who
accuse Harvard of design education’s
greatest mistakes. Flip through
Herdeg’s pur(fn“n of evidence and
you might concede that point.
Anthony Alofsin’s excellent history of
design education at Harvard portrays
GSD culeure with depeh and detail
missing from those rants, illustrared
with a counterportfolio of brilliant
student work and a chronicle of

curricular and faculty struggles.

-'\{I]t:\l“l\ hi\[()[) ll(,'[‘l(i‘\ I}k' )L'(]f\
1895 o 1995, focusing on the GSD
at its peak of influence, when postwar
!:I'.idll.l[(\ Paul Rudniph. .M. Pei,
Philip Johnson, and others had their
theses published worldwide in 1950
in [Architecture d Aujoterd hrui, and
landscape grads Dan Kiley, Garrert
Eckbo, and Hideo Sasaki emerged to
dominate their field. GSD reachers,
too, dispersed everywhere to rework
design education along Harvard lines:
William Holimes Perkins made the
Penn architecture department a
powerhouse of the '60s, Robert
Geddes built Princeton’s program,

and Sam Hurst became dean of

architecture at Auburn and later th

l‘niwr\il_\ of Southern California.

Legend holds Walter Gropius as th
Sun King of this mythic era, bur
Alofsin presents the facts o instate
Joseph Hudnut as the story's key
figure. A leading educator and
E1ri!E‘i|l!L'i]l ol i\!(‘l{k'fﬂ\.)}“ W Il'\ n
appointed dean of design in 1936,
Hudnuc consolidated three depart-
ments into the GSD), envisioning a
modern curriculum based in sociall
[Ll('\ﬂll[ (IL“’I“_‘\” Pr(lbi('“l\ J”(i
collaboration among disciplines.
Hudnut — who hired Gropius as
chairman of the architecture
department — oversaw the success
the GSD and also its unraveling.
Hudnur increasingly resisted Gropi
'\_‘”.UE'I\ o "\I'“P I']i"\'fﬂ[‘\' .U]d lirl\\']”g
from the curriculum, stack the
department with sycophants, and
i'g‘iillLl' Ll\'\}:-_f” o ;‘\flllj\."\tlx‘i!L'\-‘. }i
coined the phrase “post-modern’” ir
1945 essay decrying the absence of
\P\Tli. Llli“lrt‘. ‘l“ll L'UH)““H in
international functionalism. In 195
he forced the retirement of Gropiu
here seen as a brilliant ornery grum
Bv 1953, the GSD was co

lapsing
fl'(ll]‘; lnlL‘fﬂid rancor \Vi]k‘“ l{.lr\ ArC
President Nathan Pusey personally
intervened, naming Josep Lluis Ser
as successor to both Hudnur and
Gropius. Sert restaffed the school
with Corbusier sympathizers to
humanize modern design educario
and another remarkable but unstal

pu’ind l\q:.m 1ts run.

Alofsin’s text and footnores constin
heartfelt appreciation for GSD
mainstays, like librarian Katherine
McNamara (35 years) and historia
Eduard Sekler (50 years). Unsung
lifers and youthful optimists popul
this portrait of an im]\*lllx‘l but ev
evolving culture of design educatio
the endeavor of many to define an
transmit EL'Jlllrll‘l(‘ \.Ihlf" “TV

Modernism.

Robert Taylor AlA is a principal of
Taylor & Burns in Boston.



rst House

Christian Bjone
iley-Academy, 2002

bviewed by
hbert J. Miklos FAIA

ristian Bjone’s First House
ronicles the early residential
mmissions of the first generation
archirects trained at Harvard
ring the Gropius years, 1937—
P52. These idealistic young
chitects attempted to ranslate the
als of “European Modernism” to

American situation — work
at gained the less-than-Hatrering
bel of the “Harvard Shoebox.”
one has selected eight architects
represent the group: Edward
rrabee Barnes, Ulrich Frazen,
hn Johansen, Philip Johnson,
ndis Gores, Eliot Noyes, LM.
i, and Paul Rudolph. Along with
eir youthful instrucror Marcel
euer, these designers would later
come the leading voices of

erican Modernism during the
bst-World War 11 era.

one organizes the book as
ortfolios” including several
jects by each architect and
hturing their “first house.” The
prefolios are documented in
hotographs (including informal
ily shots) and drawings from
e period; each is preceded by a
ort description highlighting the
signer's theorerical or philo-
hical interests and their impact
h the basic rypology of the box.

fortunately, the author’s
minentary does not provide fresh
sights, but simply recapirulates

eworn theories abour the trans-
ion of socially engaged, idealistic
ropean Modernism (“Modern-

as ideology”) into a
edominantly formal and
agmatic American Modernism
IModernism as style”). Bjone's
eideggerian notion thar
odernism was passed like a torch
bm enlightened exiled European
hcher/practitioners to wealthy
it naive American Harvard

dents is historically inaccurate
d ignores the larger influences in
e development of American
odernism, including the work
late 19th-century and early

20th-century American practi-
tioners. Bjone also falls short of
offering connections between these

early works and the mature work of

the architects represented.

Bjone attempts to provide insights
into the spirit and impact of the
“moment” in a section called
“Spreading the Word Far and
Wide.” There, he examines the
influence of photographer Ezra
Stoller, writer Peter Blake, and
historian Vincent Scully through
magazine articles and books as
well as their own experimental first
houses. Peter Blake’s Pinwheel
house and Bridgehampton house
truly caprure the energy and

innovative thinking of the moment.

Vincent Scully’s unremarkable
house and irrelevant comments
should have been omirted.

In the end, the value of Firse House
is in providing a black-and-white
snapshot that gathers in one place

the various formal investigations of

carly Modernism in suburban

New York and New England.

In the afterword, Philip Johnson
writes, “1 hate this book for all that
it has missed...but I love this book
for what it has found.” From my
own perspective, the work
represented is so interesting and
provocative that I would
recommend the book, despite its
theoretical shortcomings. [ will
caution the potential reader,
however, that at $75.00 you may
find it priced at twice your
expectation.

Robert J. Miklos FAIA is a principal
and studio director at Ann Beha
Architects in Boston.

Building Codes lllustrated:
A Guide to Understanding
the International Building
Code

by Francis D.K. Ching and
Steven R. Winkel FAIA

Reviewed by
A. Vernon Woodworth AIA

The first edition of the
International Building Code (IBC)
was published in 2000, signaling
the end of the three previously
competing model codes, the
Uniform Building Code, the
National Building Code, and the
Southern Building Code.
Jurisdictions across the country
ew York Ciry) are

(most recently, N
now rapidly adopting the IBC.
Because the IBC purports to take
the best from the three former
model codes, and because it is part
of a coordinated family of codes
covering everything from zoning to
plumbing, architects should
celebrate this development. But
codes are rarely a source of
celebration in our profession, and
learning a new code can be a
daunting proposition indeed.

Building Codes llustrated was
written to make the IBC user-
friendly. Steven Winkel participated
in the development of the IBC and
knows how important codes are to
the profession. He is careful to
explain the history and role of
codes and does not assume prior
knowledge of the subject. While
the bulk of the book is formarted
along the familiar “common code
formar” (such thar chaprers
correspond to the topic format of a
building code), this is much more
than a traditional commentary
volume, which seeks only to
explain each code section. Winkel
provides the overview and explains
the meaning of the code without
parsing each provision. His intent
is to lead the designer through the
code as a companion to the design

process.

To this end, the graphics provided
by Francis Ching are as much the
means of communication as the
text. Ching has not lovingly hand-
lettered this volume as with his
previous books (including

Architectural Graphics and Building

Construction Hlustrated), and the
illustrations are not hand-drawn.
But the care to illustrate each
concept in a manner that speaks
directly to architects is as much a
part of this book as his earlier
works.

This volume is the entry point to a

new era in codes, for students,

practitioners, and builders. Because

fundamental changes have been

introduced, such as the formula for

computing height and area

limitations, we are going to need all
:

the help we can get. This book can
help break you into the new code,
but it cannot replace it. The

}]thhl)[& }'IR\"C bilSL’d Ihfi[ \’ﬂlllnlC on

IBC 2000 while IBC 2003 is
already out, and local jurisdictions
will modify the IBC for various
reasons. But if for you a picture is
worth a thousand words, this book
will do for you whar no building
code can ever do.

A. Vernon Woodworth AlA is a member

of the Sullivan Code Group in Boston
and is chair of the Boston Society
of Architects Codes Committee.

As a service to our readers, the
BSA typically adds books reviewed
in these pages to the BSA online
bookstore at: www.architects.org
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Our staff are screened by a
registered, practicing architect
who personally interviews each
candidate including portfolio
review, hands-on CAD testing
and reference checks. All staff
are fully insured for liability and
workers comp,and we cover all
payroll taxes and benefits.
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To learn more, visit our web site
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or call 978-371-0530.
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American Institute of Architecture Students
www.aiasnatl.org

If the last student organization you belonged to was the
glee club, it’s time to take a look at what an organization
of pre-professionals can do. Everyone interested in
architectural education should check our the AIAS report
on studio culrure.

Association of Collegiate Schools of Architecture
www.acsa-arch.org

The ACSA is a combination of science fair and reachers’
room for architectural educarors dedicated to improving
the world of architectural academia — its conferences
offer a place to talk about what they teach and how they
teach. A terrific resource for aspiring students, the “Info
for Students” page includes a history of architectural
education that professionals will find fascinating, too.

Theban Mapping Project
www.thebanmappingproject.com

Yin Yu Tang: A Chinese House

www.pem.org/yinyutang

These two remarkable sites (both designed by Second
Story of Portland, Oregon) represent astounding achieve-
ment in Web design that will open your eyes to the
future of teaching the past.

ArchVoices

www.archvoices.org

OK, OK. So ArchitectureBoston has talked a lot about
ArchVoices. Take a look at this website/cthink-tank/
newsletter dedicated to the issues of architectural interns
and you will, too.

Ecole des Beaux-Arts

www.ensba.fr

Yup, the mother of all architecture schools is still here.
Renamed Ecole Nationale Supérieure des Beaux-Arts —
or “Ensba” — its focus is decidedly on art, beau or
otherwise.

Bauhaus

www.bauhaus-dessau.de

Yet another architecture school that eventually became
better known as a style than as an institution. Now run by
the Bauhaus Dessau Foundation (its mission “to preserve
the heritage of the historical Bauhaus™ may quality as

the very definition of irony), it’s a lot more energetic than
you might imagine.

We're always look rintriguing websites able the
Y ]

gnnection 1o architec Wdarchitects org




Other Voices by Julia Gilbert

Oxford, England

b

For years I have been a grumpy resident of
Oxford: too much traffic, too many tourists,

too many students. Early last year as I lay
in bed indulging my morning addiction to
BBC Radio 4 (our equivalent of NPR), 1
heard nominations solicited for the ugliest
street in Britain, and I idly thought: I ought
to nominate Cornmarket.

Cornmarker is the central shopping street
in Oxford, one block long. When I was first
here, a brand-new graduate student at what
[ took to be the world’s greatest university,
I was told it was a “pedestrian precinct.” In
my innocence, I thought this meant it was
safe to cross — no cars, of course. No cars,
unless you counted taxis and delivery vans
and the whopping great double-decker
buses that bore down on me as I dashed
from one side to the other. When Margaret
Thatcher deregulated the public transpor-
tation industry, there was a famous bus war.
No point in getting on one, because they
couldn’t move, but if you were so inclined,
you could walk from one end of Corn-
market to the other on their roofs. These
days the buses are banned, too, but there
are still delivery vehicles, high-speed police
chases, and ambulance dashes swerving
around traffic barriers of the latest
infrastructure-improvement project with
holes deep and wide enough to bury

any dissenting academic. Oh, but bicycles
are banned.

I didn’t nominate Cornmarket; someone
else did. It came in first runner-up.
Apparently it is only the second ugliest
street in Britain, | happily noted that my
grumpiness was almost ofhcially Well
Founded.

Unlike Cambridge, Britain’s other great
college town, Oxford is no longer
fundamentally a medieval city. Its favored
position on the River Thames means that
it has always attracted as much industry —
automobile in the 20th century — as
scholarship, though in the run-down hous-
ing projects at the edge of the city these
days there is probably more joy riding than
test driving. There remain extraordinarily
beautiful buildings — from the serene
quadrangles of the oldest colleges to the
elegant Victorian ironwork of the Narural
History Museum and the hard angles and
glass of the new institute that houses
American studies — but it sometimes feels
as if every fine thing stands next to some-
thing jarring or ugly or corrupt. And what
is indeed beautiful is either so full of people
trying to admire it (the tourists) or use

it (the students) that there is no hope of
simply standing back and looking,

So, sometimes, as I round the corner from
Cornmarket onto Broad Streer, I want to
reject grumpiness, however well-founded,
and remember instead my first view of the
city. I arrived 24 years ago, a Marshall

Scholar from Harvard (whose “river houses”

are heavily influenced by the collegiate
structure of Oxford). Finding no elevators

or porters in the train station, I heaved

two enormous suitcases up one flight of
stairs, over the bridge that spanned the
tracks, down the next flight, and, streetsidg
hailed a taxi. We drove through the town
and up Broad Street. On my left, the corn
of St. John's College, then Balliol and
Trinity. On my right, the massive stone
heads of Roman emperors guarding the
Old Ashmolean, now the Museum of the
History Science, and behind it a glimpse
of the cupola of the Sheldonian Theatre,
the work of the young Christopher Wren.

At last my own college, Hertford, where I

learned what I should have suspected from
my Latin — that the “porters” that every
college still boasts are there to hang about
the doorway, not to assist with luggage.
At Hertford all the finest architecture is
carly 20th century, but | was to occupy an
undistinguished 18th-century bit up in

the eaves.

My corner of the college had been gutted
and redone completely on the inside,
though the outside, like so much of Oxforc
was unchanged and (legally at least)
unchangeable. Apparently no one thought
in redoing the whole interior, that it was
worth indulging in central heating, and my
tiny room boasted simply a narrow bed,
wardrobe, and washbasin — simple
furniture indeed and a world cold and sto
enough to keep me wholly focused on

the medieval monk who was the subject o

my research.

But I had something more — a view of thy
very sky-edge of Oxford. All grumpiness
dissolves as I, years later, recall the cold
Sunday twilights of my first winter when
the chapel bells of some 30 colleges rang
changes for an hour, the call to evensong.

I Hung open the window and welcomed th
chimes sounding across dozens of rooftops
and spires. AHE

Julia Gibert works for the Rhodes Trust in Oxford.
She is the author of the novel Outward and Visible Sign
(Viking).



Products: EFCO Series 590 Steel Replica Windows,
Series 5600 Curioin Woll System, and
Series D518 DuraStile” Doors

Building: Union Train Siafion, Worcester, MA
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Erector; Cheviot Corp
Agent: Wharion Associdles
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LET EFCO° CUSTOMIZE SOLUTIONS FOR A
HISTORIC APPEARANCE WITH MODERN EFFICIENCY.

At EFCO, we understand the unique challenges of historic replication.

In fact, we have a long history of working with codes and committees

to assure success from initial review to final installation. Wi
TR = |
EFCO is a leading manufacturer with a vast range of ‘ L ﬂ
HF‘;! Head
products as well as the ability to completely customize Ll T::
your solufions. We can reproduce fenestration that ;ﬂﬁ? |
maintains historic infegrity while providing updated thermal [ 111 el |
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efficiency and smooth operation. T HR &
To minimize tear-out labor and debris, choose an EFCO . }‘ .

Trim-All" Window Replacement Sysfem fo fit over existing "' il
wood or steel window frames. Any EFCO product can be —
specified with unlimited custom paint colors—and a selection
of finishes and claddings—to match existing architecture and
keep your project beautiful for years fo come.

Bring a new perspective fo your historical project. Contact your

EFCO representative, FENESTRA Inc., at 207-761-4455 or e-mail
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fenestra@maine.rr.com. You can also call EFCO direct at

1-800-221-4169 or visit us on the Web af www.efcocorp.com.
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