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United States ~began stocking articls in precisely
the bright shades that Palerma's cloth pictures cap-
ture. “Bunt” was al the rage for home decoration,
clothing, and advertising alike (6gs. 46, 47). A con-
temporary interior design manual notes, “The popu-
ity of intense and bright colors, which are hardly
toned down atall and stand out clearly as color
accents, derives from the style of our time." The

1968 trade fai for furniture was described by one

red, orange-yellow, sugar-p
‘midnight blue™ Interior design and architecture.
‘magazines like Schaner Wohnen (similar to Better
Homes and Gardens), Baen + Wolnen, and Der Bas ran
advertisements for carpet manufacturers compet-
ing to offer the widest range of color choices. And a
German furniture maker developed a self-adhesive
foil that allowed customers to change the colors of
their cabinets and tables periodically~—in fact Palermo.
used this oil, known s Decefix, for a 1971 vari
on hiscloth pictures (see fig. 109). Colored llus-
trations were il expensive and therefore somewhat
rare in German magazines, but the advertising indus-
ry exploited eye-catching colors wherever
for Volkswagen Beetles and painkillers alike-and,
of course, on the new color television, broadcast
into German living rooms starting in August 1967.
Six Friedrich, at that time the wife of Palermo's
dealer Heiner Friedrich, recalls, “We made photo-
graphs in front of [Palermo's] pictures and probably
also [had) a party” These photographs were in
fact fashion shoots.Six Friedrich, Thordis Moeller,
and another woman remembered by Moeller only
as Evi were captured by the camera of Thurid Moller,
sister of Thordis and a professional fashion photog-
rapher, probably sometime in 1966, The three young.
women model mini-dresses designed by Evi in
frontof a series of no longer extant cloth pictures by
Palermo: except for the flowery knee ormaments,
clothes and pictures made a perfect match of hi-f
colors and erisp color fields (see fig. 46). Party or
ot the women were having a good time.
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HAWKS BOOTS FACTO

David Samola. “Wo knew about Davids buidings, such as his Goossberry Falls State Park
Visitors Gontor” saye Bansan, "and we knew he could give us someing conlrtable (0 work

cementad the raationship was Saimelas sacing the potential of the fiber-composits board
hat 1 buling "We
ealzed i the frs ftaen mites that they had an amazing procuct says Salmela. Skatete can
wihstand sovers woather an it has an ntogral color tat needs no paiting and fite mainte

the company’s sustanable product

“Davi fed the siae-black color the bst, which aso has.

adds Banson,

squarefoot additon. That locaton not only offred “an amazing viow:” says Samola, it aso
separated the offces from the manufacuring below and provided an easy ety pant o the
uphil ide o th s, Using the cancreta debrs on the property, Salmel created two rass-
Govered sarth bams tht fiank the antrance to the offces and guid vistors to the wood-slat

L nat Martha

jokes Salme,
Keoging waste mateialoutofthe landiL”

AS GREEN AS IT GETS

squars oot
Hion—demanded tha the addiion bo, as Salmla says, ° sine, bod, modorn space made
of inexpensive mateia." Th rooftop addition consists of one arge, sitson-ool-Hgh oo,

beams ruing the

Wo hoar a ot baut the “green aconomy” without ahways knowing what it mears. For somo,

resuling n
nd oterir wals,
- e ot oo ek ety
sy, ot Jong with Tony 4 .
et fon e purg sk s e Girdol,bogan usig the scrap from making skateboard parks 1o mandfacture Lol Designs saya Salmela, “and ot them avid hvingto order new fmiture.”
peogle, ther specis, “Wee alite
iferent from other comparies” scinits Greg Benson, and whe it came to expanding their
© facllie, "wo didt wan something radiional.”
prove skeptios wiong. Businesses that value people and fhe lanct  much as comventional
ideas about prot have done vey wel, s exemplfe in two compaes, Lol and Epicurean, Inincsty,“radiona”
T * says Samela, ln,withth goslof
can cao about their ampl overthe oaiog btind
products whie aso buiding econoric vale. tamiated ol
v i, making The surtsce
hey used consisted of a paper-based. be-composits material—Skatelie—tha resisted the ofthast ditance.

0 the height o the b tabls in the study above. That shared pair of windows has two
n the st floor, . emphasizing
- the

windows slong the foor focus your viow down to o forest floo,“nlstinct in the twlght”
of doep shade.

Modorn design is often assaciated with machine praduction and mechanicalforns, but he
‘Scandinavian vrsion of modomism has often sough, instead, to rocamnect us [0 nature
by opening up buldings 1 their suroundings and by using natural materil. You s that

furnishings. In the Chrismers' case, long before they commissianed Saimela to design thir
house, they had purchased a number of vintage Danish modon chairs by the well-known

e s sl s s ihaur  framos, the Mogensen furiure providos the sealing i the dining and Iving areas, and "I
goes p David's dosign” observed Bob Chrismer. Haing frst bought the chars,
ads Al Chriamer, with a smie, “wa had to have David design & homa for tham.”

‘Somatimes, o course, we don It

ings.
David on wers the fourfoot-wide whits overhangs on the roct” admits Bob Chvismer. "Wo

[ " e ihem, and . Theyo wondertl

B Trae— 50100 doss

e 3 L the simploity of the Chrsmers’cabin seem offortess, a5 naural as the mumuring pines that
suround it
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tation from Vogue magazine to put their imaginations to
work on creating fashions for “the woman of the Future.”

units,” machinelike interchangeable parts that could, of
course, be mass produced (fig. 412
Raymond Loewy, who had established his reputation for
railroad car and airplane interiors before boing selocted
to design the Focal Exhibit of the Transportation Zone at
the 1939 fair, mado the explictlink with auganics when
e extended the theme of ransportation to women's ravel
wear and his design for @ garment that could be converted
from casual to formal dinner dress. The larger problem
for designers, ho implied, wasn't coming up with the.
designs for the dress. Rather, the problem lay with the
unsatisfactory physique of women. “But,” he told readers,

I correct that
such clothes wil b in order.” Litle wonder that this same
ssue of Vogue included a piece entiied “To-Morrow’s
Daughter,” which peored into the future and concluded:
“To-morrow’s American Woman may be the result of for-
mulas —the tlt of her eyaes, the curve of hor chin, the
Shade of her hair ordered like crackers from the grocer. She
may bo gentlo, sympathatic, understanding—becauso of
a determinable combination of genes. She may be part of
‘America, the world-power; or of America, the absorbed
state. A litle wistfuly, we play with possibilies.”™ Stream-
ining, in other words, had as much to do with idsology
—in this case, the ideology of creating a race of near-per-
foct human beings —as with style. Or, to put it a bit dif-
ferently, the version of modernism that Hitcheock and
Johnson spun for MoMA-goers as baing primar
aesthetics, and not about ideology, stood at some remove

v o

Introduction

Designing Tomorrow America’s World’s Fairs of the 1930s Yale University Press (8.5"x 10", 210 pages)




Loura Burd Seniavo

Modern Design Goes Public

A Photo Essay

Laura Burd Schiavo

one from an architec, the oth
from an industril

the moment for thei respective profossions. Emboldoned

, now form and

fairs, a prol

Terpot e Grangrprciec th doin for e

world'sfai activty. After al, oxposi-
tions dating back to 1851 and the first such endeavor,

World of Industry of All
Nations, had foatured show.

ornamented designs of previous Amarican expositions.
In

cased invention. How, the architects and designers
dobated,

New the indus.

wial
of the multipicity of fairs during the 1930s. A member
of the New York World's Fair Board of Design, Teague
explained: spaced so

ply, exprossions of
osemiemin e banceet u-mw» Amoricanpaction
ors. Although there was no coordination from fair to far,

far apart that each
Butwe have had a serios of fairs n the past five years;
we have boan able to observa the reactions of the pubic,

proi By
their roles for the expositions, they were each other's
toachers, students, and partners.

“If it does nothing else, [the Century.
of Progress Exposition] is likely to
demonstrate the practical value of
exterior and interior illumination for
decorative purposes, and to show the
practicality of simplified construction

as applied not only to large buildings,
but to small homes as well.”

Popular Mechanics magazine,
May 1933

Fairgrounds

a design that broke from axial symmtry {plate 5). An
informal layout, ho balioved, allowed mora croative expros-
sion by the architects of individual pavilions, best assisted
the flow of people, and most easily accommodated ine
table changes n the number and design of structures. The
oventual serpentine plan bore closast resemblance to
Hood's proposal. It wound along two main areas, the ong,
narrow man-made Northerly sland and a mainland sito
acr0ss a lagoon (plate 6).

Despite a variety of carler proposals for New York and
‘San Francisco, the design committess for both

the plan's basis in a sories of courts roflactod th
the classically trained architects plate 81 Ironically, the
Now York World's Fair, doamed tho most modern by lator
eritics, was the most raditional in plan. The largely con
board of design rejectad a plan for a serpentine

bt for the exposition

18308 world'sfairs in Chicago, New York, and San Fran.
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The discovery of x-rays in 1895 was as important

a contribution to modern medicine as anesthesia and
antibiotics. It is impossible to imagine health care
today without the x-ray image, the fluoro screen, the
mammography scanner, even those contemporary
technologies that took their imaging cues from the
loyal Radiographic &Fluoroscopic machine—such as
ultrasound, nuclear medicine, computed tomography,
magnetic resonance, positron emission tomography,
and so on. However the x-ray didn't earn its key role
without effort . . .and some controversy.
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There could hardly have been a less auspicious time to
start up a new business organization. When the GE
X-Ray Corporation was launched on January 18, 1930,
“Black Monday” and “Black Tuesday”—the second and
third worst days in the history of the U.S. stock market
and, arguably, the most catastrophic—were hardly 3
months in the past.

SI03A S|PPIN |y L

Envision A history of the GE healthcare business Meadow Brook Farm Publishing (10.25" x 11", 210 pages)



WEST OF GENTER

ART AND THE COUNTERGULTURE
EXPERIMENT IN AMERICA, 1965-1977

ELISSA AUTHER AND ADAM LERNER, EDITORS

PART
CULTURAL POLITICS

CONTENTS

ix Foreword Memory as Model
Lucy R. Lippard

il Introduction The Counterculture
Experiment: Consciousness and
Encounters at the Edge of Art

Elissa Auther and Adam Lerner

PART I. COMMUNAL ENCOUNTERS

3 Chapter1 How to Build a Commune:
Drop City’s Influence on the
Southwestern Commune Movement
Erin Elder

23 Chapter2 Collective Movement: Anna
and Lawrence Halprin's Joint Workshops
Eva J. Friedberg

43 Chapter3 The Farm by the Freeway
Jana Blankenship

57 Chapter 4 San Francisco Video
Collectives and the Counterculture
Deanne Pytlinski

PART I1. HANDMADE WORLDS

77 Chapter5 Handmade Genders: Queer
Costuming in San Francisco circa 1970
Julia Bryan-Wilson

95 Chapter6 Libre, Colorado, and the
Hand-Built Home
Amy Azzarito

111 Chapter7 Craft and the Handmade
at Paolo Soleri’s Communal Settlements
Elissa Auther

129 Chapter8 Pond Farm and the Summer
Craft Experience
Jenni Sorkin

141 Chapter9 Expanded Cinema in Los
Angeles: The Single Wing Turquoise Bird
David E. James

163 Chapter 10 Paper Walls: Political Posters
in an Age of Mass Media
Tom Wilson

PART II1. CULTURAL POLITICS

185 Chapter 11 The Print Culture of
Yolanda M. Lopez
Karen Mary Davalos

209 Chapter12 The Countercultural “Indian”
Visualizing Retribalization at the Human
Be-In

Mark Watson

225 Chapter 13 Goddess: Feminist Art and
Spirituality in the 19705
Jennie Klein

241 Chapter 14 The Revolution Will Be
Visualized: Black Panther Artist

Emory Douglas

Colette Gaiter

255 Chapter 15 Out of the Closets, Into
the Woods: The Post-Stonewall Emergence
of Queer Anti-urbanism

Seott Herring

PART IV. ALTERED CONSCIOUSNESS

287 Chapter 16 Naked Pictures:

A

Suzanne Hudson

sel Adams and the Esalen Institute

307 Chapter 17 Techniques of Survival
‘The Harrisons and the Environmental

Counterculture
Amanda Boetzkes

An Ae
Mark Harris

hapter 18 Countercultural Intoxication:
stheties of Transformation

345 Chapter 19 Everywhere Present

Yet Nowhere Vi

ible: Chagyam Trungpa

Rinpoche and Dharma Art at the

Naropa Institute
Bill Scheffel

361 Chapter 20 Signifying the Ineffable:
Rock Poster Art and Psychedelic
Counterculture in San Francisco

Scott B. Montgomery

385 Acknowledgments

387 Contributors

CHAPTER 13

GODDESS: FEMINIST ART AND SPIRITUALITY

INTHE 19708

Jennie Klein

In 1977, Mary Beth Edelson, an artist and feminist activist, set out with
her traveling companion, Anne Healy, to visit the Neolithic Goddess
Cave on Grapceva in Hvar Island, part of the former Yugoslavia. Edelson
was armed with the archeological maps in Marija Gimbutas’s The Gods
and Goddesses of Old Europe, 70003500 BC: Myths, Legends, and Cult Images
as a reference source. Edelson managed to find an elderly tourist guide
in the nearby town of Jelsa, who arranged for his son to take them up the
‘mountain to the Neolithic site. The following day, carrying two Yugoslav
flashlights and a number of candles, Edelson returned to the cave, where
she engaged in a ritual designed to connect her to the power and female
energy of the Neolithic Goddess worshippers. In an article about the ex-
perience that she later published in the Great Goddess issue of the journal
Heresies, Edelson documented both her journey and the indescribable
feclings that she encountered while practicing her rituals in such an an-
cient and sacred setting: I felt one long hand extending across time,
sending a jolt of energy into my body. I began my rituals—the energy
from the rituals seemed to pulsate from the vaulted ceiling to me and
back again.” The photo documentation of Edelson’s ritual, enacted with
no artificial light other than the candles that Edelson had brought with
them, show a nude figure that seems to glow from a spiritual fire that burns
from within, seated in the midst of a fire circle (Figure 13.1). At the
uppermost edge of the photograph the ceiling of the cave is just visible,
as though the ritual took place in a womb-like structure.

Edelson’s journey to Grapceva cave was taken long before Goddess
tourism had turned into a thriving capitalist enterprise complete with
tour guides, cruise ships, and well-marked, easy-to-locate archacological
sites.* In order to journey to Grapceva, Edelson had unsuccessfully ap-
plied for a number of grants. She finally sold her car in order to finance
her pilgrimage/performance/artwork. When she went to the Balkans,
Edelson had been doing ritualistic performances such as See for Yourself
at various sites in the United States, particularly in Los Angeles and
New York, where cultural feminism was strongest. Deeply committed
to feminist spirituality and radical leftist politics, Edelson vi
embrace of feminist spirituality—albeit a feminist spirituality that was
grounded in an overarching, universal worldview—as a catalyst for her
political activism,

Unlike other gender radical movements such as gay rights or even
sm, feminist spirituality has always remained on the margins
of mainstream culture and academic acceptability. To this day, the nature
Goddess/witch figure is depicted as monstrous, abject, and horrific. In
this paper, I return to feminist artwork that references the Goddess in
order to answer the foll tions. First, what is feminist spirituality?

ved her

radical feminis

Second, why was feminist spirituality so appealing to artists, particularly
artists based on the West Coast? Third, what is the relationship between
feminist spirituality and the counterculture movements such as con-

aising? Fourth, why has feminist art that references spirituality

West of Center Art and the Counterculture Experiment, 1965-1977 University of Minnesota Press (7" x 10", 432 pages)
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and/or the Goddess c d to be marginalized in discussions of that
art, even by scholars who are very sympathetic to the artwork?

‘When I first began researching this topic, it struck me that a lacuna
existed in this particular area of feminist art scholarship. Much of the
feminist artwork made in the mid-1970s to late 19805 was informed by
cultural feminism, which emphasized feminist separatism, the value of
female connections, and feminist spirituality/embrace of the Goddess.
Sympathetic art critics such as Lucy R. Lippard, Gloria Orenstein, and
Arlene Raven readily acknowledged t
‘menting it in their published criticism.* Even though there was a renewed
critical interest in the mid- to late“9os in this artwork, documented in
important exhibitions Sexual Politics curated by Amelia Jones
1996, there has been very little mention of the role played by feminist
spirituality and belief in the Goddess for these artists. Nor has feminist
spirituality been addressed in any systematic manner today, in spite of
a recently published biography on Judy Chicago, a number of panels

is influence on feminist art, docu-

such

cODDES

Flgue131

mage caurtes of

st s he s Buing

and events celebrating the thirtieth anniversary of the founding of the
Woman's Building, and two major exhibitions of feminist art in 2007,
Wack! Art of the Feminist Revolution (Los Angeles) and Global Feminisms:
New Directions in Feminist Art (New York). Feminist art historians and
eritics have shied away from mentioning the
spirituality and the Goddess in this art, preferring instead to engage it
in terms of contemporary theory, such as the use and meaning of the
body, the performative articulation of identities, and its relationship to
contemporary feminist activist art. For feminist critics writing sympa-
thetically about ‘705 feminist art in the postmodern ‘90s the Goddes
and the countercultu

/ocation of feminist

liberation of the self and body in the name of

P the phant in the room
of the feminist body of art. I propose to revisit feminist theology as it
was constructed and articulated at the time, in order to understand what

it meant to feminist artists in the 70s and what it might mean to artists

and critics working today.

ARTISTS AND CULTURAL FEMINISM
In the early to late 70s, cultural feminism, with its emphasis on feminist
spiritualities including Goddess worship, was in its ascendancy. In 1973,
Mary Daly published Beyond God the Father, which called for the com-
plete disavowal of all patriarchal systems, including religious
and the creation of a cosmic covenant of sisterhood through the raising
of female consciousness.* Beyond God the Father was quickly joined by

a number of nonacademic publications on feminist spirituality, ecofemi-
nism, and the Godd
Adrienne Rich, Of Woman Born, Susan Griffin, Woman and Nature: The
Roaring Inside Her, and Daly’s follow-up to Beyond God, Gyn/Ecology: Tt
Metaethics of Radical Feminism. It did not take long for feminist artists
onboth the East and West Coasts to embrace the philosophical and cultural
approach of the writers listed above and to in turn engage in a practice
that engendered more debate.

‘Women's spirituality was very appealing to visual artists for several
reasons. First, “proof ” of the existence of ancient matrifocal culture
existed in the form of small, anthropomorphic sculptures, ephemeral cave
paintings, and monumental stone structures from the prehistoric era
that appeared to be female and that cultural f d were priest-
ses and Goddess figures, giving many artists an already existing bank
of nonpatriarchal images to tap into. Betsy Damon’s The 7,000 Year Old
Woman (19 breasted Diana of Eph ted

stes

such as Merlin Stone, When God Was a Woman,

with a Neolithic Goddess site in Turkey where she had lived as a child.
Covered in small bags of colored flour that she ritualistically punctured
in a public ceremony on Wall Street, Damon eventually formed a spiral/
labyrinthine pattern on the ground (Figure 13.2). Damon based The 7,000
Year O1d Woman on a dream that she had had years before. She resolved
to realize the images in her dream. Cheri Gaulke employed a video image

GODDESS
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In 21969 editorial, managing editor Frank Jones stated that Douglas had
“thrown himself with full force into the world liberation movement, and
had done so with consummate skill and highly developed revolutionary

concepts. His combination of ability and ideology makes him a complete

AnotsRihts Society IARS)

2 Jones went on to for the directness
of Emory’s work, many of the ideas of the revolutionary movement
would have escaped the attention and awareness of a large number of
active revolutionary advocates” In concert with the goals of the Pan-
ther Party, Douglas’s body of work played a major role in two forma-
tions that continue to grow—black cultural liberation and the increasing
dominance of images over words in cultural production. His work used a
graphically bold visual style to inspire, instruct, and confront

REVOLUTIONARY ART AS AN ESSENTIAL PART
OF LIBERATION
Douglas visualized working and poor black people as they had never

been seen before in American mass media. His was a revolution of

repre

entation, giving visual expression to the conditions and feelings
of oppression in black communities. As he explained, “Before a correct
visual interpretation of the struggle can be given, we must recognize
that Revolutionary Art is an art that flows from the people. It must be
awhole and living part of the people’s lives and their daily struggle to
survives Many of his images were also hopeful,illustrating the perse-
verance and integrity of black people in the face of adversity. Children
were among his favorite subjects, and their presence in his compositions
meant to suggest a changed future.

The use of the child in the poster titled “We Shall Survive without
a Doubt” s typical of Douglas’s inspirational work (Figure 14.1). The
smiling boy wears glasses that metaphorically see a brighter future.

One of Douglas’s favorite devices was to embed images within images,
like those in the boy’s glasses and in the button on his hat. A woman
instructs a child in one lens, and the other shows the Panthers’ breakfast
program, one of their most notable achievements. Other formal devices
used in the image are bold, black lines that signify strength, confidence,
and purpose. The textures in the boy’s hat are created out of peel-off,
rubdown vinyl sheets, one of the graphic tools of the time that helped
artists fill in large areas quickly. These two methods and processes were
used throughout Douglas’s body of work and represent a central element
of his signature style.

The red rays emanating from the boy’s head are typical of Douglas’s
“beatification” of s Like the gold halos around the heads of
saints in early Renaissance paintings, these rays came to be part of revo-
lutionary iconography in 1960s poster art. In other images by a range of
artists, the heads of Fidel Castro, murdered Black Panthers, and interna-
tional high-profile figures were surrounded by these rays, indicating that
the subjects deserved special respect. In the pages of the Black Panther

was

me subject
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CHAPTER 14
THE REVOLUTION WILL BE VISUALIZED:
BLACK PANTHER ARTIST EMORY DOUGLAS
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THE REVOLUTION WILL BE VISUALIZED

‘The revolution to which Gil Scott-Heron’s Iyrics refer was the mid-to-
late-twentieth-century worldwide fight against Western imperialism,
racism, and capitalist economic domination." Most people in the United
States thought the Western powers were fighting against Communism,
in a continuation of the cold war on new fronts. In 1966, following the
acquittal by an all-white jury of the men accused of killing Samuel
Younge, a black student at Tuskegee Institute, for using a whites-only
restroom in an Alabama filling station, the Student Nonviolent Coor-
dinating Committee (SNCC) issued a statement. Among other points,
SNCC declared: “We maintain that our country’s ery of ‘preserve free-
dom in the world”is a hypocritical mask behind which it squashes the
liberation movements which ... refuse to be bound by the expediencies
of the United States cold war policies”*

On the West Coast the same year, the Black Panther Party for Self
Defense formed in Oakland, California, allying itself with revolutionary
activity in Vietnam, Cuba, Angola, Nicaragua, and other countries around
the globe. Even though there were rio irmi
with the struggle for black liberation in the United States, the r
tance battles never escalated into all-out war as they did elsewhere. The
Panthers were also distinguished from other Third World liberation
movements by virtue of their belief that the most important battle in the
fight against racist oppression was for the minds of the people. The revol-
utionaries in the Black Panther Party believed that if they could change
“the people’s” thinking, developing the tools to actively change their
lives would naturally follow. The slogan “All power to the people” con-
stantly reinforced the idea of ending complicity in racist oppre
through self-actualization.

The Black Panther Party formed in direct response to rampant police
brutality in San Francisco Bay Area black neighborhoods—the same
activity against black people that sparked urban riots in other regions
of the United States. The newspaper they published, the Black Panther,
had appeared once, in 1967, when a young man barely in his twenties, the
artist Emory Douglas, met Panther Party leaders Bobby Seale and Huey
Newton at a meeting in San Francisco. That same year Douglas was named
Minister of Culture for the Panther Party, a post he held until the early
19805. Douglas's visual skills, combined with the Panther leaders’ sharp
verbal rhetoric, resulted in the graphically explosive Black Panther news-
paper that embodied the group’s concept of revolution through self-
empowerment. That fortuitous meeting also started a visual movement
that would help transform black consciousness, extending far beyond
California. Over the course of his tenure as Minister of Culture, Douglas
used revolutionary art to empower African Americans in a post—Civil
Rights Act, everyday-in-the-streets struggle. These years were among
the most volatile of the late twentieth century, as the established
American political, social, and economic ideologies were challenged on
several fronts

s and armed skirmishes associated
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These are the weapons created by Douglas, who explained: “We try to
create an atmosphere for the vast majority of black people—who aren’t
readers but activists. ... through their observation of our work, they
feel they have the right to destroy the enemy”* Douglas’s images meta-
phorically fought back, through cartoons of eviscerated police as pigs

or drawings of armed black revolutionaries. In his cartoons and illustra-
tions, he created images that did not exist but that allowed people to
reimagine what they had known as reality. Douglas's skillful deployment
of semiotics helped him use art as a weapon and a tool.

‘The people in Douglas’s drawings controlled their lives and destinies
in their own homes and communities. His work showed armed women
protecting their families from police, and children studying black history
in all-black schools. Douglas’s art helped black people imagine an alter-
nate reality that was partially realized by Panther Party programs. For
instance, in Shoot to Kill Douglas used his signature style of bold out-
-

14.4). This poster is those by Douglas
meant to be instructional—in this case, illustrating defense against un-
Lawful entry by police or other authorities. Using exaggeration, Douglas
made the intruder a storm trooper, wearing a suit of body armor that
functions like an insect skin. The uniform/costume resembles (and pr
dates) the Star Wars movies’ storm troopers, who were dressed in similar
suits. In this drawing, the room’s isometric perspective makes it easier
to read the story behind objects strewn on the floor. The indexical crum-
bling plaster indicates disrepair and poverty. Spent ammunition and the
barrel of a shotgun illustrate how the storm trooper came to be Iying
on the floor with blood pouring from his center. He was heavily armed,
with a shotgun still clenched in his hand and a pistol falling out of its
holster around his hip. A broken door hinge shows that the
(50 named in Douglas’s text at the top of the poster) forced his way in.
Indicated by just her bare legs and feet under a dress, a black woman,
educated in self-defense by the Panthers, has successfully defended her
overished home against the white storm trooper, who represents all
abusive authority figures in uniform. As the image’s title reads, “Every
door that the fascists attempt to kick down will put them deeper into the
pit of death.” Hyperbole, melodrama, and sensationalism in the form of
strong imagery are essential to Douglas's messages of
Like this example, the anger in his images seems directly relational to
the perceived damage of oppression through a history of white supremacy
in the United States. “Shoot to Kill”the text at the bottom of the poster,
needs to be framed in this context.

Douglas’s cartoons are the most controversial of his work for the
Black Panther. They are disturbing or inspiring, depending on the audience’s
perception. While back- page posters in the newspaper often featured
empathic portraits of the black people Douglas knew in the San Franc
Bay Area, other pages of the paper contained startling cartoons of aggressive

lines and flat areas of color and texture to illustrate an incident of

fascist”
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PETER BLUME American, born Russia (present-day Belarus), 1906-1992
The Rock, 1944-48

Oit on canvas: 146.4 x188.9 cm 56 x 74 in)

Gift of Edgar Kaufmana, Jr 1956.338

When it was ehibited at the Carnegic International i Pitisburgh in 1950, The Rock
¢ painting. Peter Blu

geof a
shattered but enduring rock must have struck a responsive chord in many post-World
War I viewers. Displaying a startling juxtaposition of i

was voted the show’s most pop s dra

s, the work evokes

Surrealist dreamscapes made even more vivid by meticulous brushwork inspired by
ffteenth.

nd sixteenth-century norchern European painting. Although Blume’s
imagry resists casy interpretation, the work suggests a parable of destruction and
igeed rock looms a the center of the composition, stil upright
despite the removal of its base by workers below. On the right, smoke billows around
the charred timbers of a house, an image that might allude to the bombing of

reconstruction. The

London during World War II. On the left, a new building, encased in scaffolding,
rises as laborers in the foreground cart slabs of stone toward it. The new structure
k Lloyd Wright's famous Fallingwater (1935-3;

, in southwestern Pennsyl-

vania, the residence for which Li

Their son Edga

r Kaufmann, Jr., donated The Rock to the Art Institute in 1956.
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TOKUJIN YOSHIOKA Japanese, born 1967
Honey-Pop Armchair, 2001

794x813x
81.3¢m (31x32x32 n.) lunfolded]
Restricted giftof Architecture and Design Society, 2007.11

Tokujin Yoshioka's unfettered cr y
Miyake ner in 1988, His lack of spet
Teft him free to experim ceted mate

rrured by fa

vty was greatly designer Issey

ic fashion training

er’s Honey-Pop

Armchair defies the notion of furniture as merely functional. Both sculptural and

ethereal, the chair, made ible idea of

plays upon the 1 object

and the materiality of its being. Without an underlying frame, the chair is like an

te work of origami, supported entircly by a complex of hexagons

made out of 120 layers of paper glued together. The name Honey-Pop refers not

arance as a giant honeycomb but also to the legacy of Pop Art, which

championed commonplace yet unorthodox materials. The Honey-Pop Armchair

debuted at the 2002 Mil. line fashion,
Yoshioka laid out a thick roll of the layered paper, cutting out seat shapes, which
he opened up like a book to create the chair and reveal its seemingly insubstantial
honeycomb structure. To show its tensile strength, Yoshioka sat on the chair,

demonstrating how the weight of his body actually fixed the paper folds into place.

YANG PU MOVING HIS FAMILY (DETAIL)

Chinese, Yuan dynasty (1279-1368), late 13th century
Handscroll ink and light color on paper; 527 x 2311 cm (20 %, x 91 )
Kate . Buckingham Endowment, 19529

With a lively combination of realism and caricature, this detail of the painting Yang

Pu Moving His Family depicts a group of p rustic scholar and

S transport

his family across a stream. Distinguished by his official government cap, with its long
mers, the otherwise disheveled, bare-legged scholar bids farewell t his neighbors

from the shallow water. Servants valiantly attempt to carry children and the family’s

belongings—scrolls, fu

ure, and dishes—through the water. The scholar depicted
here may represent Yang Pu, a character described in storics of the Southern Song
79). According to folklore, Yang Pu initially dec

d, and then
reluctanly accepted, his appointment to a government position in the capital cty. As
Chines

dynasty (

law forbade civil officials from working in their native districts, many were

required to move to distant cities. Painters and poets frequently depicted the theme

of farewell or “noble parting” exemplified by the story of Yang Pu. The twigs that

protrude from the official caps of the men depicted here may allude to the ancient
Ch

friends with small branches from a willow tree.

HERNAN DIAZ ALONSO American, born Argentina 1969
Sur, Long Island City, New York, 2005

Aerylic and nylon; 7.6x 61 x33 cm (3% 24 x13n)

Department o Architecture and Design Purchase Fund, 2006311

Since its inception in the early 1990s, digital architecture has moved into widening

rs, fusing with other discip

s to enable unexpected formal explor:

and generate new typologics that are changing the way in which structures are acs-
theticized and fabricated. As the field has matured, Hernan Dia P
ficant figure;
al practice

Alonso, pri

architect of the Los Angeles firm Xefirotarch, has emerged as a i

his studio’s grotesqu like forms exemplify just how far d

nima

has evolved. Shown here is the model for Su,the firm’ winning entry for the Museum
of Modern Art/PS.1 Young Architects Program. The piece is composed of an

1 1

acrylic surface that d from

The actual pavilion was constructed of bent aluminum tubing clad with reflecti

fabric sheathing and fiberglass benches and ed Ferrari red. The title

ers to the rhythmic forms of the

forms p
Sur, taken from a popular Argentine tango, re
work. While Dia
especially film and video-

lonso draws freely from a wide

arts disciplines—
combines these influences with digital manipulation

and distortion to explore the limits of beauty and scale. His constructions re-

introduce an experimental notion of figuration to the ped of

ogy and practi

digital architecture.

LI HUAYI American, born China 1948
Landscape, 2002

Ink and color on paper; 182 x 98.3 cm (71 " x 38 Y in)
Comer Foundation Fund, 2004.450

Impressive n scale and refinement, this dramatic ravine evokes the monumental land:
scapes attributed to China’s foremost painters of the tenth and cleventh centurics.
Like those carly masters, Li Huayi captured the continuous momentum and flux of
nature. Stecply curving banks ed

d by windswept trees tower precariously over

the water, whose receding flow is echoed by the cloudlike mist hovering above. This
majestically dynamic image is rendered most remarkable by the artists distinctively
After dei

as of ink spilled onto the paper or worked with a broad brush, Li

rigorous but expressive method of painti 2 the composi

rendered mass and solidity with denser layers and then allowed the paper to dry

before adding details with a small, finely tapered brush.
Trained in Shanghai and San Francisco and now living in the United States, Li

Huayi is one of the most creative and accomplished Chinese painters working t

By the artist’s own account, powerfully fresh landscapes such as this do not reflect

direct observation of nature but rather exist only in his mind.
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TOSA MITSUOKI Japanese, 1617-1691

Flowering Cherry and Autumn Maple with Poem Slips, 1654-81

Pair Jor, gold leal, onsilk; each (61%x100 Yain)
Kate S. Buckingham Collection, 1977.156-57

Japanese aristocrats engaged in the clegant custom of recollecting classical poctry

rtiers. A cherry tree bursts into

op sereen, while its mate displays the brilliant red and gold foliage of
mbs,

of a human presence. Courtiers (whose names are recorded in a
Mitsuoki by inscribing the

Slips of poctry, called tanzakie, waft from the blossomir

row strips with

oetry from twelfth- and thirt

quotations of appropriate scasonal nth-century

anthologies. The screens were either commissioned by or given to Tofukumon'in
(1607-1678), a daughter of the Tokugawa shogun who marricd the emperor Gomizunoo
(1596-1680). In

over imperial prerogatives, this ro

otherwise marked by increasing control of the feudal shogunate

al couple encouraged a renaissance of courtly taste
that nostalgically evoked the past glories of carly-medieval aristoeratic |

BALTHUS (BALTUSZ KLOSSOWSKI DE ROLA) French, 1908-2001
Solitaire, 1943

Oit on canvas: 161.3 x163.5 cm (63 % x 64 %hin)

Joseph Winterbotham Collection, 1964.177

Balthus was born into an educated and artistic, but impoverished, family of Polish

aristocrats who had fled political and economic turmoil to setele in Par

s young
man, he traveled to ltaly to study such Old Masters as Piero della Francesea. Aside
Balthus reccived lieele formal schooling; this permitied

him to develop his own unique artistic vision. In 1933 Balthus began painting the

of young

charged images for which he is best known

igmatic scs

irls lost in reveries that often place the viewer in the position of voyeur.

Balchus spent most of World War 11 in Switzerland, where in 1943 he painted
Solitaire. The striking posture of the girl, deep in thought as she considers the cards

on the table, is one the artist used in a number of earlier works. The insistent verc-

icals of the patterned wallpaper create a counterpoint to the diagonal of the girl’s

backs the mysterious expression of her shadowed face contrases with the strong,

raking light that defines her delicate, long fingers. These det

ails suggest how caref

Balthus orchestrated the painting’s unsetcling emotional tenor.

IKE TAIGA Japanese, 17231776

Group Pilgrimage to the Jizd Nun, 1755/65

Hanging scroll; ink on paper: 54.9 x123.2 cm (215 x 48 Y in.)

Kate 5. Buckingham Endowment; Margaret Gentles Fund; resticted gift of Roger L. Weston,
George and Roberta Man, Harlow and Susan Higinbotham, Charles . Haffner I, and James.
M. and Carol 0. Trapp, 2005168

ke Taiga was a revolutionary known for revitalizing Japanese painting traditions in
the cight ) that

was gaining favor among intell esthetic and

h century: He infused the Chinese-inspired ink painting (nar
ctuals in Kyoto with a purely Japanes:

humor. Group Pilgrimage to the Jizi Nuor s a snapsho of contemporary lfe in Jap:

presented from Taiga’s unique perspective. The prin depices pilgrims making offerings
n believed to

Jiz, who had the power to save s

tothe Jiza n able to communicate with the bodhisattva

Is in the afterlife.

Group Pilgrimage contains an inscription relating the story of the Jiz3 nun. Taiga

aster calligrapher, poct, and seal carver and was well versed in

. from ancien seal script to cursive kana. Here he rendered the inseription in

y much in keeping with the spontancity of the pa

self. Taiga was also renowned for his use of finger painting and other odd techniques.
to whether or not this work is a

Although opinions er painting, it is clear

s likely that this could be a “paper

that Taiga did not use a traditional brush. It see

twist painting,” in which the arist worked with scraps of twisted paper charged

with ink.
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LOUISE LAWLER American, born 1947

Alligator, 1985; Untitled, 1987; Monogram, 1984

Silver dye-bleach prints; 98.4 x 64.8 cm (38 ¥ x 25 % inJ; 9.7 x 70.6 cm (39 Y x 27 %y in);
1003x711 e 139 % x28in.)

giftof L 5. Ritman, 2006.171-72

i
200670

Since the early 1980s, Louise Lawler has photographed works of art installed in auction

Ml s, and private homes in order to

houses, corporate heada

reers, cs, museu

demonstrate how an objects display and contextualization can shape its meaning. The

ion. Her appropri

n of works in situ

ddresses the broader social and that of presentation.
These e
gramming and, by extension, personal vanity
Alligator draws our attention to the Donald Judd sculprure aboxe it
of the arist in its surface. Untitled shows a Jasper Johns painting, visible through the

ly photographs, often displayed as a tripeych, deal with the theme of mono-

Depicting a couch with a Lacoste cmb
nd the reflection

clear glass of a vitrine that exhibits Robert Rauschenberg’s oddly titled Monogram
(1955-59; Mode Muscet, Stockholm). Lastl ogram depicts Johnss White

ropolitan Museum of Art, New York) hanging over a bed with a

Flag (19553
duvet lavishly

mbroidered with the owner’s initials. This sequence shows that Lawler
is constantly making connections between various categories of signs, curatorial
raiscd by redisplaying

THE PHEASANTS, FROM
VERDURES DU VATICAN

1783/89

Designed by Jean-Démosthéne
Dugourc (French, 1749-1825)

Woven and produced by

Camille Pernon et Cie

Silk, warp-float faced 71 satin weave with plain
intertacings of secondary binding warps and
supplementary brocading welts; embroidered
with silk i chain ltambour work] and satin
stitches; 242.5x 44.5 cm (95 ' x 17 Y in.)
Restricted gift of Mrs, Chauncey B. Borland
104512

Perhaps the last great name connected
with the French silk industry in the late

h and carly nineteenth cen-
Dé
Dugourc. A designer of costumes and
decorations for the French

cightee
turies is that of Je

osthéne

st

opera, he was also the superintendent
of buildings and designer of Garde-
Meuble for the Duc d'Orléans. Dugoure
was the most outstanding interior
decorator of his time, and from 1774
0 1790, he produced designs for

the silk manufacturer Camille Pernon

of Lyon. Educated i Italy for a time,
Dugoure was familiar with the antique
morifs that Raphael had revived in
his fresco decorations for the Vatican
Loggic, part of the papal palace in
Rome. I fact, the French designer titled

a group of textile patterns Verdures

du Vatican. The Pheasants, which was
designed for the Spanish royal palace
in Madrid, is part of this serics.

he
borate composit
lavish, symmetrical interplay of birds,

encompasses a

baskers, strings of pearls, garlands,
and ribbons—all realized with the ex-

cellence of workmanship that made

French silks so desirable.

JEFF WALL Canadian, born 1946

The Flooded Grave, 1998-2000

Sitver dye-bleach transparency, aluminum light box; 228.6 x 282 cm (89 7 x 11 .|

Gift of Pamela J. and Michael N. Alper: Claire and Gordon Prussian Fund for Contemporary Art
Harold L. Stuart Endowment; through prior acquisitions of the Mary and Leigh Block Callection,
2001161

Jeff Wall uses state-of-the-art photographic and computer technology to create images

that evoke the composition, scale, and ambitions of the grandest history paintings.

His works frequently have the formal clarity of documentary photography or photo-

owever, he often relies on staged or constructed artifices. Unrivaled in

| complexity, this image is the result of two years of work, during which

the artist fused countless phorographs of both documentary and fabricated scencs

surreal whole. After taki

in two Vancouver cemeteri

over

pictures
the course of several months, Wall built an aquatic system in his studio, crafting
the tank from a plaster cast of an actual grave. With the aid of marine-life specialists,

al to one found off the

the artist cultivated a living, underwater ccosystem ide

coast of Vancouver. In the finished product, the two worlds are married through a

flled grave. The Flooded

technical process that presents the illusion of a wat

Grave therefore challenges the notion of the photograph as the record of a single

moment in time; instead, it is an elaborate fantasy on the subconscious life of the

c.1786

Designed by Jean-Baptiste Huet
(French, 1745-1811)

Design inspired by Jean-Baptiste
Pillement (French, 1728-1808)
Linen, plain weave; copperplate printed;
274x991 cm 1077 x39 )

Gift o Robert Allrton, 1924.499

Copperplate prining reached England
via Ircland and then found its way to
France, w

important pri
lished at Jouy-en-Josas by Christopher-
Philippe Oberkampf in 1760. Jea

Baptiste Huet trained as a painter and

was chief designer at the Jo

y-en-Josas
Manufactory for twent

His chinoiscric scen presents a theme

that fascinated Europeans, particularly
during the eighteenth century.
rooms in palaces and hotels were deco-

rated with furniture, porcelain, metal

lacquerwork, and fabrics, all conceivet

as whimsical, highly westernized ver-

sions of Far Eastern forms, designs,

and morifs. Many a European garden
encompassed a latticed teahouse or
pagoda not unlike those pictured here.
nels such as this, with their large-

scale repeats, would have been used on
chairs and sofas, as well as to cover
vast expanses of wall.
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TRANSFORMING AN ICON'

THE LAST SIGNIFICANT EFFORT WITHIN THE DESIGN COMMUNITY
0 CHANGE THE NEW YORK TAXI WAS THE MUSEUM OF MODERN
ART'S AMBITIOUS EXHIBITION IN 1976, FOR WHICH SEVERAL
PROTOTYPES OF NEW TAXIS WERE CREATED... BUT THE EXHIBITION
HAD LITTLE EFFECT, LARGELY BECAUSE NEITHER THE TAXI
INDUSTRY NOR THE MAJOR AMERICAN AUTOMOTIVE MANUFAC-
TURERS PLAYED AN ACTIVE ROLE. FOR THE CURRENT INITIATIVE,
‘THE DESIGN TRUST SOUGHT TO BUILD A WIDE COALITION OF
PARTICIPANTS...A PREMISE FROM THE OUTSET WAS THE
RECOGNITION THAT THIS EFFORT WOULD NOT SUCCEED IF IT
CONSISTED ONLY OF DESIGNERS TALKING TO OTHER DESIGNERS.
PAUL GOLDBERGER

“ATAXIIS NOT A CAR”

DESIGNING THE TAXI

NOVEMBER 2005
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DESIGN TRUST FOR PUBLIC SPACE

i e and anonymity—
is the quintessential New York City
act. So deeply rooted i ths notion

¥ou want to go day of ngh.

Butlike so many legends encountered
in person, the reality i cisappointin.
Wit their many makeshift adaptations,

would disagree tht they should be
more ergonomic (or passengers and
drivrs), more environmentally sus-
tainable, more accessibl, even more.
elegant.in short, more expressive
of values New Yorkers care about,

THE DESIGN TRUST AND TAXIS
Recognizing the tari's atent potential,
in late 2004, Paul Herzan, Chair of
the Cooper Hewitt National Design
Museum, wrote a short note to Andrea
Woodner, Design Trust founder and

at that time a co-executive director. In
his view, as the icon of all things New
York and the space of enty for millions.
oftourists every year, taxis should look
and functon much beter. He

would the Design Trust consider a
project about taxis?

A PROJECT OF THE

DESIGN TRUST
FOR PUBLIC SPACE

THE
EXHIBIT

TAXIS ARE A PUBLIC SPACE
The Design Trust would not have been
the ight organization to undertake a
car design project. But tais are more
than just a car—collectively they form
asystem that includes passengers,

that taxis and passengers rly on and
that every New Yorker maintains
vith tax dolars.

This civic investment in tax infr-
structure, buttressed by aws that oblige
taxis o service anyona wh hails them,
points 1o an important fact; axis are
an extension of New York Ciy's public
space. Just s Fifth Avenue or Grant
Central Terminal have a distinct public
identity,enjoyed by anyone who has
ever stroled past the Plaza Hotel

tood under the stary ceiing of the
main hall, 5o too does the taxi. Like
al great pubic spaces, New York cabs
both serve the city and stand as an
important part o ts identity.

Once understood as a public space

al stakeholders at the start
project—vas ideally suited to address
a complicated system like taxis. Since
we will not inaugurate a project with-
out the callaboration of the ity agency
or community group best able to
implement any desigs we develop,
the first step was to engage New York's
taxi regulators, the New York City

Taxi & Limousine Commission (TLC).

THE TAXI 07 EXHIBIT

The Taxi 07 Exhibit Design Trust for Public Space (8.5"x 11", 60 pages)

CARS AND

TABLE OF CONTENTS

TRANSFORMING AN ICON
A DESIGN TRUST PROJECT WITHOUT PRECEDENT
TAXI 07 TIMELINE

CARS AND INFRASTUCTURE
HICLES

COMPONENTS

TAXI INFRASTRUCTURE
MODELS

MULTI-MEDIA

INFORMATION

WHO IS THE DRIVER?

WHO IS THE PASSENGER?
EFFICIENCY AND TECHNOLOGY
TAXIS AND SUSTAINABILITY

PRESS
PUBLIC RESPONSE

ACKNOWLEDGEMENTS

INFRA-
STRUCTUR

...ORGANIZED BY THE DESIGN TRUST FOR PUBLIC SPACE,
(THE TAXI 07 EXHIBIT) DEMONSTRATES WHAT THE FUTURE
MAY HOLD FOR THE CITY'S BUMBLEBEE-COLORED TAXI
FLEETS. TAXI 07 IS NOT A STATIC DISPLAY; THE VEHICLES
ACTUALLY WORK, AND IN SOME CASES, MAKE RUNS
THOUGH MIDTOWN.

JERRY GARRETT

‘A DOZEN DON'T MISS MODELS
RK AUT

HOW
THE NEW YORK TIMES: AUTOMOBILES
APRIL, 2007

CNG-FUELED FORD

York Gity Clean Fuel Taxi Prograr,
and pays dealerships $8,000 for each
natural gas tax sold for use a5 2 yellow
medallion cab. Since 1998 the pro-
gram has funded over 300 natural gas.
taxis, and has plans for 300 more

KIA RONDO TAX!
KIA MOTORS AMERICA
WITH SMART DESIGN, ANTENNA

a seris of thoughtul innovations for

both drivers and passengers yields

a better experience for everyone. The.
Rondo crossover vehicle

was an ideal platform for a taxi with

its Spacious interior cabin, versatile

print than the Ford Crown Victoria and
delivers better gas mileage (2021
mpg compared to 17 mpg).

“THE TAXI 07 EXHIBIT



TAXI INFRASTRUCTURE CONT. .~ 8 ey | i ~© " EFFICIENCY AND TECHNOLOGY

INTERACTIVE TAXI STAND
WEISZ + YOES

This “interactive taxi stand,” designed
by the architecture firm Weisz +
Yoes, would be connected to a Global
Positioning System (GPS), enabling it
towirelessly “hail” all cabs in the area.
The design of this taxistand is flexble
and modula, allowing it o be configured
based on avalable space

There are more than 170 millon New
York City taxi tips each year, approxi-
mately 470,000 trps each day. With
an average of 1.4 passengers per trip,
this represents around 240 million
passengers each year, a number that
has remained constant since 1995,
Wihie the curent taxi system serves

About 40% of a drver's time on the

cell-phone hailng system could be

“The small version includes a single
pole with embecded technology; the

Curtently there are only 144 wheelchair
accessible taxis on the road out of over
13,000—about 1% of all vehicles.

theirpresence, better matching supply

ind demand and reducing emissions. -
from cruising cabs.
information, see five maps ofalltaxs A re-designed roof light could also
improve e
“The roof light—argely llegible in ts
curent form—is the primary method
of communicaion between drivers
in theircars and passengers on the
street, A new design could improve.
effciency by addressing this comm-

THESE ISSUES DON'T ONLY
CONCERN DESIGN GEEKS,
POLITICAL ACTIVISTS, URBAN
PLANNERS AND NON-SUICIDAL
CYCLISTS. SINCE MOST

ing the to find fares mre cffciently.

NEW YORKERS DON'T HAVE ncaton e
AUTOMOBILES OF THEIR
B OWN, DEBORAH MARTON
w:r- ‘:E!a mm::r::" ‘ﬂc‘s\zr‘-, B\;sel [EXECUTIVE DIRECTOR, DESIGN
pedestian o passenger,and rmsce TRUST FOR PUBLIC SPACE]
walk to street, by colorfully demarcating OBSERVED, ‘THE TAXI IS BASI-
o e R n CALLY OUR SHARED FAMILY
e\egz‘m time. n the. t‘\xy“s past, the x:x\ CAR." MAYBE IT'S TIME FOR
2 e a pasands s ik A SERIOUS UPGRADE.
A
v e e o asanas and Sk DELGADO
cut down on erratic driving by cabbies “HAILING THE FUTURE"
hustling for fares. THE ARCHITECT'S NEWSPAPER
APRILI, 2007
GESGNTRUSTFORPUBLICSPAGE T T 7 T OESGNTRUSTFORPUBLIC SPGE

“THE TAXI 07 EXHIBIT

PUBLIC RESPONSE

THE TAXI 07 EXHIBIT ATTRACTED .OVER 75% THOUGHT THAT “THE

MORE THAN 100,000 PEOPLE OVER IDEAS WERE CREATIVE AND DO-ABLE”"

12 DAYS, AT TIMES DRAWING AS

MANY AS 1400 PEOPLE IN JUST ONE

HOUR. AS ONE OF THESE VISITORS .THE MAJORITY OF VISITORS FOUND R D
TO THE EXHIBIT SAID, “IT IS FITTING THE EXHIBIT TO BE “INFORMATIVE” son be seen on ur st

THAT NYC BE THE LEADER IN THIS AND “INSPIRATIONA [ —
KIND OF CUTTING-EDGE, USER- ath T 07 Extio can now e s

. an i cob, epaingthe ol tenh
FRIENDLY DESIGN." OF THE THOUSANDS OVER 70% SAID THAT THEY “HAVE A e S e

BETTER UNDERSTANDING OF TAXI DRIVERS e
AND THEIR OCCUPATION AFTER SEEING
THE EXHIBIT"

OF VISITORS TO THE EXHIBIT...

The Design Trust's Taxi 07 Exhibit was a remarkable
success in every respect: the high caliber of designers
-and manufacturers who contributed ta the exhibit,
therastounding number of exhibit visitors and over-
whelming public interest, and the extensive press
attention from all around.the world.

DESIGN TRUST FOR PUBLIC SPACE THE TAXI 07 EXHIBIT

The Taxi 07 Exhibit Design Trust for Public Space (8.5"x 11", 60 pages)



Figure 4. chul, or ld New Synagoge, in
in Europe.

Building After
" Auschwitz

Jewish Architecture
.and the Memory

of the Holocaust

Gavriel

Chapter 1
From the Wilderness to World War I
A Brief History of Jewish Architecture

When I first visited
in May of 1990, the last thi i Jewish architecture. The the
. i i d1 -
i i politi-
d heari its sgni bystander, T becs
preocupied w oncing hi | - Jide thought

o the city's past. Only at the end of my trip did T seck out Prague’s old Jewish quarter. T was drawn

Altmeuschul, which I y aceident (fig. ). Inoted
ildi buit
Onee insi tuary, T
interior, ima, and flicker i s the vaulted

Here was a building, T felt, that radiated an authentic sense of Jewishness.

Itis hard to say what it

partly
lithic sense. The heterogeneity of three thousand years of Jewish history has made sure of this.
oot e )
ity i d ies — th
i Thisis why
when we thi i che Western Wall in J.
h Tedesca in Venice, the Jewish M in Berlin—itis so di what
makes them Jewish.
. Jewishness i
‘The difficulty i i Jewishness of in
i hi Ihi

assessing meaning in architecture In this study, I follow the lead of William Whyte, whose holistic

tion, and

in flux.’ The initi ing a buildi

acrucial role is th , which is d

Building After Auschwitz Jewish Architecture and the Memory of the Holocaust Yale University Press (7.5"

¢ the time as

dto

repr " i Jewish archi
‘World War I interrupted thi but with the end of h

By this point, h
the terms of architectural discourse had radically shifted. In Europe and, to a lesser extent, the
United Statg i i

Jewish archi Jewishstyle
Jewish ar historian Karl
2 wrote in 1928, i e
“active in the realm of modern architecture ... whose Jewi: lend his works a
Jewish note.” Jews differed on how historicism design, howev
i by the i . i A !
tectural historian and social eritic Lewis Mumford and the Austrian Jewi fetorian Max Eisl
Mumford th - i . which he
believed , i i
toa church.” By contrast, Ei inst the d d instead

‘mended building in such a way that “the outer form of our Temples will.... derive from the living.

» hich h

gues, but f

period. While some

j o
Tifereth Israel in Cleveland (1924) and A. M. Edelman’s Wilshire Boulevard Temple in Los Angeles
o s N 5 N .

dam-Zuid (1928), Fritz L e syn-
i d Felix Ascher and Robert Fri Temple in Hamburg
93D) (figs. 12,13). T} i ivergi interwar
ican and Ex Jeway, For Mumford, F
bolized American Jews’ security ity i
Jews'situation in Europe, where “poverty and ‘made the Jew keep his reli-
N X . ip n buildingswhi . .
ter? Eisler, by contrast, believed
i trian architect Josef
llein, Slovakia, in19: he biblical
Inthe end,
Inthe United
States, i ! inE i

24 Beforethe Holocaust

Part One

Jewish Architecture
Before the Holocaust

Figure 12. A M. Edlman, Wikhie Bouleard Tempie Los Angele, 1923, This buing expressed he inervar erd's mbrace
ofdore synagogue designs.

Figure 13. Friz Lanciaer,synagogue, Plauen, Gormany, 1830, This bllding was a rare exampe of nterwar modernst
symagogue archiecture nfluenced by the Internatonsi S,

in ign. Aside i in
» skyscraper in th fal distri
hold sway." progres-
sive ideas but offered a i ion. Postwar ic difficulties, the
h d the onset of 1929 limited

continent. By the time World War IT erupted in 1
had come to a halt.

Secular Jewish Architecture and the Rise of Jewish Architects

s with Jewish relig . Sewish
Although the Hebrew Bibl ity of
" o :

ous secular includi fort d tombs d during the

iy i ‘Egyptian, Phoenician, Hellenistic, and R i tradi-
tions, i istinctive Jewish style.” As Peter Ri
“The di Jewish arch fin this period] lay morein ts .. mixing [of] diverse
i in anything i daism’s i i

e .

The idea that

few maj i itects i first implied in the Hebrew Bible, which portrays the
frst e hitect in history, Bezalel, i L whoi i

i h the Tabernacle: The

From the Wildemess to World War Il 25

x 10", 448 pages)




JOHN MARIN'S WATERCOLORS
A MEDIUM FOR MODERNISM

TO PAINT
I papers must be dampencd, stretched, and mounted to @ Stff.

ties of wash and cighteen small circular depressions (nine on each side) for

sque outofthe tube and mixing t with small amountsof

In one early example, Spring (Montbarbin) (pl. 21), he mounted the paper by
wrapping the edges over the back of a board and gling them into place. To
release the finished sheet, he ran a knife under the edges to separate them
from the board. As a result, the sheet bea

water. not include an area for watercolor cakes.
"he aria’s anlist extant watrcolor dte rom 1985, The works are
e pa

warily landscapes, whic

ted by saturating the paper with water

hic collcted it over e and v appcar gy v, My early
ok e band f e s he e of the vy where the -
st glued rigid
llow sdhesive it cach comne of te srs, dictin 4 levscomberaome
method of attachment. Marin also pinned his papers to boards directly, as
evidenced by mers and along edges; these are often sur-
ounded by utouched il of papr hat show where the sk proteted
the sheet during painting. Tack holes found in the majority of works dated
after 1913 indicate that pinning became the artist's preferred mounting meth-
od ance he began using the old Whatman paper: its greater thickness an

heavier sizing made it less prone to distortion, and it did not require damp-
ening or stretching.” At other moments, however, Marin simply used one

scen in a photograph of the artist working late in life (fig. 25).

ERCOLOR AND TECHNIQUE
Itis unclear what, if any, formal instruction Marin received in watercolor.

dent nature and i
and his willingness to embrace unpredictable outcomes. These liberating

way that pain on paper.
Marin's writings and his surviving art-supply catalogs indicate that he

P
with * products.” Wi 2
tographs, and the paintings themselves revel that the artis used tube
watercolors; it

Inhis
Reich described the brushwork in these early compositions as “suggesting
ber than clincaing orn” and cmphasizing “tansitory efects of lght

t s Rolling Sky, Paris, smm.r\ ) Mills and

of Marin's oil and Sheldon

Martha Tedeschi JOHN MARIN'S LOADED BRUSH
ORCHESTRATING THE MODERN

John pro-
visation and a playing style all his own.' Many of his closest friends shared

. and they his work as
a painter with his keen appreciation {o the lements of muse. Writing (o
the aging artist (see opposite) in December 1949, the photographer Ansel
Adams explained, “You are one of the very few people I eally enjoy playing
S, becan Yo st shapes s s e estagen and B

dwell on the the virtuoso!
ften o have hought of at i el to s, leter 0 (he m\kﬂan
Marjorie and Duncan Phillis, for example, he ruminated,
awareness of color weights—of balance—of rhythm. Not that you have
painted a violin but that you have .. music aboard. Yes I would have it that
the painter who has not music

“A consummate

s not for me. Who has not the thythmic

tive art was frequently likened to music; as one thoughtful critic mused,
“Schopenhauer might have been thinking of Marin when, defining music,

AMERICAN WATERCOLOR

“Why is it one thinks almost inevitably of music before these Marins?*

Herbert J Seligmann, 1921

They perceived that his juxtapositions of strong color could evoke sound,
his forceful, idiosyncratic mark making likewise conjuring the movement
and weight of natural forces. In his review of the landmark exhibition of
American watercolors mounted by the Brooklyn Museum in 1921, photog-
rapher Paul Strand observed, “Marin has added to ... a medium of singing
violins and wood winds, the fanfare of brasses and drums, the sharpness of
flutes and the deeper tonalities of the lower strings." Reviewing the same
exhibition, Herbert Seligman likened the “constant and sustained move-
ment” of a Marin watercolor to“a fugue of Bach,  symphony of Beethoven,’
adding has a polyphony no less than theirs A few years later,
describng the s st BecthovenHeny Mebride wrote

thing, the decp thing that makes Marin's emotion eloquent, is a thing that
neve ca be described. I 1 ther, howeve, o those ith poer 0 fecl
The following year, a Chicago art critic went so far as to assert, “There are
two salient elements which combine to make the art of John Marin; the
one i color, and the other s music Likening the potency of the artist's

he real

the world, and expresses the highest wisdom in a language his reason does
not understand™
‘Marin's friends and contemporaries were often tempted to compare the

il of walk Whimans poctic s be
explained at length the connection to music: “Marin's brush is applied as
a child's and yet there is ‘method in his madness’ . . out of chaos he con-

It

the clangor of the drums and

rope.
dasoli he fact
Nevertheless, the

ot perod tevaa v Baroe penach topalsing v e
ing toward an i a
finally

s and methods e used at this time ndicate that he was sl primarly

At this pont,theartist inroduced pencil dreving o i vterclrs

painting. The works are

d the

ransparent washes,
il sketches extremely faint 50 that the lines would not show through his

bt cityscape that must
b appened e e ey bl wmh» b strowe o det

I rewet bl light Healso

contimued s oot portions of the pape befors g vl These
h

pape I Yokt Viewof e Pt
Building (9l 37, Marin pulled his brush, he
tops of the struct

(sce fiy works from 1910, i (pl.36),

Yet these works show Marin beginning to deviate from convention in
limited way. The artist did not apply a flat wash—a broad, even passage of
color traditionally emphasized as the proper method for painting skies and

ind landiscap i - i
tion. Perhaps not coincidentally, Marin painted most freely in the sky. In
Mills and Footbridge, Meaus, he began with long, dry, blue strokes. Then
he defined the clouds, working wet-into-wet by dripping in dilute washes
of blues, pinks, reds, and yellows that dispersed the pigment and yielded
dark, fathered lincs (sce g, 26). After the washes dried, he punctuated the

s e This pprosch
a strong beh

with a willingness to experiment with unpredictable results. Marin recol-

been making, even before Stieglitz first saw my work, I had already begun
tolet go in complete freedom.””

It has been noted that Marin did not break from academic practice—that
i, the use of traditional compositional design and perspective—until 1910,
when he returned to New York and became closer to Stieglitz and the art
exhibited at his gallery, 201 The artist's shift toward a nonliteral style of
representation was connected with his exploration of new ways 10 handle
watercolor. Indeed, the works he created in and around New York from 1910
t0 1912 demonstrate a tremendous range of painting methods that was
clearly motivated by his search for a new visual language o communicate
his emotional reactions to the intensely vibeant city. A close look at works

the artist created a granular texture by using a heavy blue pigment that

John Marin’s Watercolors A Medium for Modernism The Art Institute of Chicago (11" x 9.75", 192 pages)




Jue wash at upper |

works such as
ne wit i 39, E In West Street, New York (pl. 30), meanwhile, he improvised with his fingers,
allowing soft, feathered patterns ing i blue, red,
and di 20). dered in sketchy graphite and purple wash. These small, expressive dots
‘While fluidity reigned in Marin’s sk i develop 2 i i i ted
short, qui . The carly New

York paintings are lttered with improvisational marks. In Street Scene, for
mple, p

rks ths

)

‘Soon the artist began using expressive and improvisational brushwork
across all zones of his compositions; as he described it, “Buildings—

apl, i . people- approach
i Pt <o
Proren e sty
P e e 52, et e ercol
g e i prislreo
st e T
e st s
esonrararaoun st oo caesscoct
o 10, Mo vttt
et et mscte e drectinct
e oo O o
ety 12K
st The ot 78
ot vivid blue, green, magenta, yellow, and black. Last he outlined and divided  Mexico, and Mountain Forms, New Merico, Marin used black crayon as the
[ it il i only drawing medium. Bound with wax, it does not smear or smudge i
i et cren s contrasting tone were well sited to delineating the bright forms in this  charcoal and is impervious to water: when a colored wash is applied over
fravsteduomtng i iti i crayon, it remains unaffected. It was for this reason that the artist likely
enin o arrarsrs Tooser, ougher character. eutar : .
e o i s “The artst empl um i in Movement No. 23—The Sca ity Inboth cases, he used
o 10X ‘and Pertaining Thereto (pl. 79), where he added pigment subtly and tenta- it
R ; " i .
nor repeated. he d
p | P —
the dircction of the waves; the fine lines 2dd touches of precision to the 8.
fluid, wet-into-wet paint effects that predominate. In other works such
as No. 24—Pertaining to Der Isle—The Road (pl. 78) and West Forty-Second  paign
Stret from Feryboat (pl. 55), Marin drew even more extensively over the  atop. i ith
i il it i their surface tte and more gray, almost like natural charcoa.

watercolor.

" , .
In both of these works, the artist added final touches in black crayon,
which yields a wider, deeper mark. While Marin used colored crayons in

The artist also used
Tine, underlining each seated nude with a heavy, shiny black line to segre-
The effect , emph

drawings such as House with 3
regularly in the Art Institute watercolors that he produced between 127

tinued to use black crayons (as he did colored pencils) into the 19305 and

and 1930. Introduced i . the Art
like colored pencils; it is unclear when they t0 artists* In ing his
Marin’s watercolors, black crayon appears in deep, dense, shiny lines that
i ), he sensitively.
the artist used (see fig. 42). In two works of 1030, Valley of the Hondo, New i ted fabri hite, black ink,
tercolor

range. He created his black marks in a wide variety of ways. While he used

raph
aggerated, diffuse lines at lower left (see fig. 43a). Here he drew through
very wet wash and then tamped the line with a wet stump o similar tool;

i ing on cither side. The artist

echoed the character of the feathery charcoal marks. Finally, using a brush

the iving £ ind weight g8y

John Marin’s Watercolors A Medium for Modernism

The Art Institute of Chicago (11"x 9.75", 192 pages)




tion sounds banal, but that's just the point: it is banal,

already, despite the fact that it would have been impossible as

ecently
as two or three years ago. And the transaction’s very banality camor
volved in it

flages.

e infrastructure of servers and router

“Read/write urbanism’

argon, but it's a pretty neat piece

of jargon. It's Kevin's way of describing what is novel about urban

nder the condition of ambient inform:

users are no longer bound to experience passively the territory

through which they move but have been empowered to inscribe their

yitself..tha

nd responded to by those who come affer.

Can you have urban computing that is not ambient? Sure—but I'd

argue thatit's atra

sitional mode. Take a look, for example, at Stamen
anifty hack th

fory stment in this place
which can eil

ige through, your u

timports trace,
he aggregate-
rly Amsterdam Realtime [2]

a P
sther Polak and
and the wide variety of

and idually i

e polish. Jeroen Kee's

s which followed it, to cite just one tendency

And again, T think this is just how we're going to experience metro-
politan life

moving forward.
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Ms Let's bookmark this idea of “read/write urbanism” and

come back to it later. First, 14 like to dig a bit deeper into

some of the implications of “reading” ambient inform:

ics in ci

Many of the examples you cite have been referred to by others as

ative media”-a form of media art that deploys mobile technologies 12
in mapping bits of media and information to a particular place or lo- 13

T porta Oal e ing is that it makes tra el cation. These projects share a common interest in altering how we

something that abs a locate and orient ourselves within and subsequently navigate

N —the actuality i through ther
plotting reported incidents on a map and returning that knowledge to

TING

COMPW
AND TS

you. But it must be said that its impact is somewhat limited by the fact raditionally, architecture and urban design have served to provide
ofits output being limited to a PC, or at best a smartphone, screen. the cues by which this occurs. Kevin Lynch’s The Image of the City, a
Why? Because geographically-organized data like this cries out empted to di el the city

e through habitual interactions with things like paths,

direct mapping back to the locations

n question. How much formed over ti

more powerful and actionable will things like Crimespotting be districts, edges, landmarks, and nodes. What I find interesting about
hift from material/tangible

squares, rivers, monuments, transportation hubs) to

mbient—when the information about a place comes ambient informatics is that it sugge:

to you when you're in that place? When, instead of shaded circles cues (stre

on a screen, you experience the output as a i

ng tone in your head-

nmaterial /ambient ones through which we form our mental maps.

s a tickle in your shoe or a sudden wash of yellow over the

view through your glasses, as you're actually walking through the Now, location-based services like Google Maps on a mobile phone

w

streets of Oakland? may be great for finding a restaurant nearby, but they operate on the

Given these questions, what do you think architects need to know
about urban computing? Conversely, what do technologists need to

o hsmuncgy

know about

are

AG 1 think that, in one or two important senses, archite
ctually further along in imagining what cities look and fel
b

oM 3 wiso

like under

From where 1

the technologist's traditional concerns frequently

seem stuck at what I think of as the super-home-theater ley
well, your house is going to talk to the car through your
. 50 your windshield will notify you when you've had a package

vel, at

the level of
phor
delivered at home.”

ust this

OK, woo-hoo, right? It's
festyle consumes

360-degree-surround of digitally-

n, a narrative of effortless ease and

enhanced

convenience and security. Whereas architecture has at least had

time to develop a sideband, a eritical discourse to accompany the

as well a time-honored tradition

d of its technical deploy

of rendering the imaginary out ahe;
nCE]

whether we're talking about Sa s on the Friedrichstrasse,

Archigram, or the Metabolists. 2 w4
2 3s
Solet's consider what architects have thus far made of buildings as net-
worked objects, before ramping up to the scale of cities, because there
are some relevant clues to be found there. T think of Peter Testa's his is the drunken-sceming meander of a woman speaking on a i the city, when you can readily visualize basins of attraction and re-
Carbon Tower project [11] in this light, which I've previously called out mobile phone. I k all recognize this behavior. 1 do it myself. I¢s i 1 attractors,
he new archi fes that become a dead giveaway that the person is immersed in a condition of, at best, conditions of enhanced or disrupted pedestrian flow. I think we
L on " ambivalent adjacency. You can't tell me that the woman in this photo that these are things which will increasingly become—be made—
is responding to the spatial circums around her, ¢ explicit, and theyll be the aspects that drive large-scale choice.
In Testa's design, the Carbon Tower is an all-composite, forty-story boundary constraints of the crudest order. She's surely ma just on the basis of proximity, but of preference...of proj
high-rise, knit, braided, and woven from carbon fiber, that dispenses but her choices in doing so are guided by other logics than those that
with all internal bracing. And it's able to do so not merely because of have governed urban form throughout history, the conditions that see that not coming into conflict with what
he mechanical fits textile exoskeleton but because of the undergird our understanding of walls, doors, thoroughfares, intersec architecture has always held to be its sovereign imperative, that of
way th K i d digitally. Testa calls th lateral tions, and such. To me, if anything can rightly be called “schizo- nnot ingly far as, say, May
bracing” sensors and actuators embedded in the building’s structural geography?” i's this. Pawley, in his Terminal Architecture—where he rather gleefully posits
fiber cinch the outer skin in response to wind load and other dyn: aworld y atomized individuals d
forces. You can't have the building at all without the ability The mobile phone is just the beginning. This goes back to your earlier unloved landscape in the networked life-support pods of their aptly-
process, and act upon information. question about information that inflects the larger patterns of activity named “terminals” But I do think formal beauty, certainly, and even
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CONSIDERATION OF DESIGN GOALS

A pragmatic P d be to develop it

he design and
I senses, this i ing, as the

. i . .
several decades is characterized by projects which facilitate groups
of occupiers building their own housing) However, much more can
be done to facilitate the transition. Architects in particular have the
opportunity at this stage to participate in the conversations that take
place with regard to enabling and encouraging good building design

d i i ian-by ittee” i d

solution to thi is always limited
lowest common denominator—the fact that everyone must agree on
all parts of a design process, or, more realistically, on the way such
legitimizing processes are spun and manipulated by various interests.
More important is to concentrate on widening people’s spheres of
responsibility, and hence motivation, commitment and agency with
» it .

A second approach, conceptually the most complex, would be the
formulation of frameworks for spatial design. This might involve on
one hand the development of spatial “operating systems,” which, as in
computer terminology, would be infrastructure that provides a frame-
o e o

It

©vs) i i found in th industry,

h P i devel A
CVS enables code to be archived and held in a structure of changing
parts for the purposes of use and of further work. Pieces of code and
accompanying comments are held in a “tree” of updated versions. As

a checking and committing process. This allows a project to be both
conservative of its quality, in a state of rapid development when nec-
essary, and able to modularize to incorporate many participants, not
unlike the way cities can grow and adapt.

ways that a CVS aids in the constrution of software. This may be so,
N i i "

rded
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is Davi in Digital
Cultural Studies, Goldsmiths, University of London. Prior to this he was
Lector in Media Design at the Piet Zwart Institute in Rotterdam. He is
author of a number of books, including Behind the Blip, essays on the
culture of software (Autonomedia), and Media Ecologies, materialist
energies in art and technoculture (MIT Press), and editor of Software
Studies, alexicon (MIT Press). He is a regular collaborator with the artists
‘group Mongrel (http//www.mongrelorg.uk/). Current projects include
“Digger Barley”, a distribution of barley seeds harvested from sites
i the English Revoluti

spe.org/fuller/.

‘Usman Haque is director of Haque Design + Research (http://www.

ments, interactive installations, digital interface devices and mass-
participation His skills i ign of both physical
spaces and the software and systems that bring them to lfe. He has
been an invited researcher at the Interaction Design Institute Ivrea,

Arts and Sciences, Japan; and has also worked in the USA, UK and
He has occasionally taught in the Interactive Architecture
f L

London based artist and designer who

po
idelyin Ve Canadaand London, Eng-
land. Recent projects include work for Sony Playstation, Goldsmiths
‘University, Margaret Howell, Bamford and John Lewis Department
Stores. Davi i in varying medi

of Tate Gallery Members. (http://wwwdavidcuesta.couk)

of allowing for a sustainable, let alone fully ecological, relationship
between the societies it orders and the life systems of the planet. In

digital culture. FLOSS has shown,in the domain of software, a way in
which systems of property may be manipulated in order to set out
 more pragmatic, useful and productive mode of operations. Forms
of property govern access to, shape the use of, and define the ability
to contribute to the sources and sustention of lfe. As their currently

i - Instead, they
should be expanded upon. This must be done in a way that not only
mitigates against the excesses of capitalism but which actively sub-
ordinates it: carefully, violently, melodically.

All UVS builds must open the category of property up to their own
i i i i Y

is capable of losing

For updates and more information, visit the Urban Versioning System
10 web site at https//uvs propositions.orguk.

Legible Notice Requirement

In order to comply with this quasi-license,

belegi ion: “This build is li the Urban
Versioning System v.0”

Urban Versioning System 1.0 Situated Technologies Pamphlets 2 The Architectural League of New York (6" x 9", 60 pages)




Figue 1.1
Machine At curato by Alre Bar . and Piip Johnson, 1934, Curtey ofthe Museum of Moder Ar, Now York

Radiator, among others, were listed on the walls in the gallery, just as individual artists
might have been for an exhibition of paintings.

Awash in this heady theory, Gropius continued to emphasize the need for a new kind of
artist-tochnician to respond to the increasingly important role of industry in architecture
and product design. In summing up the development of his views from the 1920s to the
1950, Gropius prophesied that “the contemporary architect” would fulfl the *historical
mission" of architecture: “the complate co-ordination of al efforts in building up man's
physical environment.""” In announcing his agenda for transforming the curriculum of
the Harvard Graduate School of Architecture in 1937, he demanded that the architect
be trained to coordinate the application of various forms of scientific and technical know-
ledge; no longer a specialist, the architect would be a kind of professional visionary

Good architecture should be a projection of lfe itself and that implies an infimate knowledge

biological, social technical and artistic problems. But then—even that is not enough. To make

aunity out of al these different branches of human activity, a strong character is required and

thatis where the means of education partly come to an end. Stil, it should be our highest aim
to produce this type of men who are able to visualize an entity rather than let themselves gef
absorbed too early into the narrow channels of specialization. Our century has produced the

expert type in millons; et us make way now for the men of vision

Noyes, who remained unrestricted by the “narrow channels of specialization” throughout
nd,
moreover, he was one who could grasp the dynamics of the modern industrial corpora-

his career, seems to have embodied Gropius's callfor a new kind of architect

tion with a thoroughness and familiarity that continued to elude the older European.
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A\
fin Harwood

Eliot Noyes and “Orgal

Design,” 1940

Noyes was the beneficiary of Gropius's newfound influence upon the American scene
when he was appointed as the first curator of Industrial Design at MoMA i 1940.° It
was in this position that Noyes made his first important efforts at articulating the design
of the liminal space between human beings and machines. Just as importantly, it was
also his first opportunity to collaborate with two designers, Eero Saarinen and Charles
Eames, and with the design editor of New Directions, the architectural crtic and patron
Edgar Kaufmann Jr all of whom would become life-long friends and alies in a joint
effortto redefine corporations through design over the ensuing three decades. Noyes's
first eshibition, the now-famous competiion Organic Design in Home Furnishings, of
the following year (Figure 1.2) fitingly served as his point of entry into, and a kind of
prospectus for, the remainder of his career in architecture and industrial design. On the
inside cover of the intensely polemical catalog documenting the results of the exhibition,
Noyes set the terms of the competition with his definition of “organic design” by drawing
an explicit connection between the qualiy of being “organic” and the “harmonious
organization” of disparate parts in space.

A design may be called organic when there is an h

onious organization of the parts within

the whoe, according to structure, material, and purpose. Within this definition there can be no
vain omamentation or superfuity, but the part of beauty is none the less great—in ideal choice
of material in visual refinement, and in the rational elegance of things intended for use.

This last statement is telling, since the compefition was as much a business deal as a
museum exhibit; folowing Kafmann's plan for Organic Design and the annual exhibitions in
a similar vein that would—Kaufmann hoped—follow, each of the winning designers was.
awarded a production deal with a large-scale manufacturer and a distribution contract

with a major American department store.

lowever,the concluding phrase—
elegance of things intended for se"—also carries within t an implied dynamic relation-
ship between the industriall produced object and its subject (the user). The “purpose”
of the objects exhibited in Organic Design was not simply to be sold, but also to integrate
themselves into a productive whole, a domestic space that includes in it furiture and
the human beings who use that furniture. As John Hay Whitney put it at a luncheon in
June 1941 honoring the winners of the competition,

rational

There

atime in our Puritan background when to want ta be comfortable, to care about,

even to kn

w about, the beauty of one's surroundings was considered soft if not sinful; but

today’s socilogists, psychologists, and those engaged in the physical as wellas the social sciences
agree that efficiency and happiness result from an environment which is both comfortable

and beautifl

Noyes, as a product of this self-same Puritan ethic, sought to redefine comfort on a
scientific basis—it was not indulgence, but necessity. Thus Noyes stressed in Organic

21 Boginnings of the 1BM Design Program

Chapter 1

100 studies of each element. At the end of the hundred studies we tried to get the solution for
that element that suited the thing best, and then

tthat up as a standard below which we could
rot fal i the final scheme. Then we proc

1o break down allogical combinations of these

elements, trying not to erode the qualty that we had gained in the best of the hundred single

elements; and then we took those elements and began to search for the logical combinations

combinations, and several o such stages before we even began to consider a plan.

ftwent on, it was

t of a brutal thing, and at the end of this period ere in the second

stage. Now you have o start; but what do you do? W reo

anized all elements. But this time,
way (we il had about 26, 28,
or 30) and proceeded: we made 100 studies of every element; we took every logical group

of elements and studied these together.... and we went right on down the procedure. And at
the end of that time, before the 2nd competition drawings

with a itle more experience, chose the elements n a different

i, we really wept, it looked
soidiotcally simple we thought we'd sort of blown the whole bit And won the competition, This

s the secret and you can apply it

The production of an organically designed object is thus a fundamentally systematic or
methodical process of reduction and simplification. That is, it is a design *logic,” in which
“elements" are combined in an experimental fashion in an effort to arive at a solution

that saisfies a series of predetermined condifions (the program): comfort, appearance,
ease of manufacture, etc. The proce:
a problem through bruto force (thus Eames's description of it as *brutal),that i, through
iterative repetition and recombination. Each successive combination of elements must

be tested against the a priori conditions and rejected unti the only possible outcomes
remain. The apparent simplicity of the result—the ergonomically sound, or biomorphic,

“Conversation" chair—is revealed through Eames's explication of his and Saarinen's
cret” logic to be in fact only one possible, though ostensibly the most correct, outcome

is akin to the mathematical technique of solving

o

of an exponentially more complex process. Afer al, as Eames wrote in 1958, furniture
was really “architecture in miniature ...  human-scale proving ground for directions in
which [architects] have faith." (This faith, of course, was faith in a utitarian tautology
roundy critiqued in the same year as Eames's theorization of *architecture in miniature”
by the philosopher Hannah Arendt as a “chain whose very end can serve again as a
means in some other context.” Paraphrasing Lessing, she asked: “And what s the use
of use?™)

In the two years following the opening of the exhibition, Noyes worked tirelessly along-
side Eames, Saarinen, and the other winning designers to arrange for the efficient
mass-production of organic furniture.** While this labor cemented their relationship and
provided them all with their most extensive training to date in the exigencies of mass-
produced industrial design, their project was eventually brought to a close by the entry
of the United States into Worid War Il Only a smallfraction of the exhibited furniture
ever made it to mass production. Saarinen and Eames amicably ended their formal part-
nership, as Saarinen left Cranbrook to take p a position as chief of the Special Exhibits

28 Boginnings of the 1BM Design Program

Eliot Noyes, Paul Rand,
and the Beginnings of the
IBM Design Program

as gradually

—that everythi

Division in the Office of Strategic Senvices (OSS) in Washington, D.C., and Eames and
his wife Ray moved to Los Angeles and formed their own design partnership. Each, in
their own way, continued to pursue the design problems formulated so lucidly by Noyes
in the Organic Design compefition.

Saarinen had been recruited by the head of the OSS, Willam J. Donovan, to help a
massive team of designers and theorists of design—which, at one time or another,
included Raymond Loewy, Walter Dorwin Teague, Henry Dreyluss, Norman Bel Geddes,
Buckminster Fuller, Louis Kahn, Bertrand Goldberg, Lewis Mumford, Lee Simonson,
Walt Disney, Oliver Lundquist, Donal McLaughlin, Jo Mielziner, Edna Andrade, Dan Kiley,
Benjamin Thompson, Georg Olden, and many more—work out innovative new systems
of presenting complicated and overwhelming amounts of information through visual
means.43 The end product of their research, the multimedia system known as the ‘war
room," became a paradigmatic form of miltary-industrial representation in the post—
World War Il era.

fqure 1.4 Chares and Ray
Eams, pywood log spn,

1941. Copyright 2011 Eames
Offcs, LG (eamesoffe.com)
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In this book | explore the geographic narratives and their geopolitcal subtexts
generated by the Finnish architect Avar Aalto and his mentors over a ffty-year
period, from the early years of Finnish independence to the end of the Cold W
In 50 doing | ask broader questions: How central s Finland—its history and its
politics—to understanding Aalto's architect

grapt theme inthe
Perhaps more than any other modern architects, Alar Aaltos work and per-
‘sona have been linked to and explained by his country of origin, Finland. An aer-
ialview of a Finnish lake juxtaposed vith an image of Savoy vases (1937) and
aplan of the Finnish Paviion at the 1939-40 New York Worlds Fai, which appear
in Sigfried Giedion's nfluential Space, Time and Architecture, offer a shorthand
argument: they suggest hat the essence of Finland flows, as if naturally into
forms (g . Athough Ito's architect

has gained new readings, the idea of Aalto being a quintessentially Finnish
architect stil dominates!

Giedior's ambiguous statement *Finland is with Aalto wherever he goes™
implies, however, that both the architect's and the author's allusions to Finnish

Inhis
seminal Sources of Modern Eclecticism: Studies on Alvar Aalto (1982), Demetri
Porphyrios points out that Aalto used formal and metaphorical tropes alluding
to Finnish nature and bulding tradition to construct ambiguous cultural and
political meanings. | agree wilh these authors that Aalto's work and actions had
a political dimension.

I started my own inguiry with a few simple questions: What did Aalto himself

and dimension of hi did
e think or say about national, or for that matter, nternational architecture? | dis-
covered that while Aalto certainly was not a typical Finnish architect, he was

3 itcal,

economic future, beleing that his words and works could help shape the couniry's
destiny. Finland and Finnish culture were major themes of Aalto's witings
throughout hs career. His books and artcles include *Finnish Homes' (1922,
*Landscape in Ceniral Finland" (192),“Letter from Finland" (1931, Finland"
(1940),"Post-War Reconstruction: Rehousing Research in Finland (1940),
*Finland as 2 Mod for World Development” (1949), and *Finland Wonderland"
(1950). The articles *Minimum Dweling—a Social and Economic Hurdle" (1927),
“Contemporary Architecture: An Interview vith Alvar Aalto’ (1929),and ‘The
Housing System in the usse” (1932) respond in various ways to international
modernism. Other artices attempt to map a relatonship between inemational
architecture and society and their Finish counterparts These include *Finland
and Scandinavia® (1939) and *An American Town in Finland' (1940). The word
“geography’ appears in the ttle of one of the key texts dealing with the relaton-
bet hitect - of the Housing

Question"(1932). It s my hope thata close reading of these and other texts wil

o8

Nistzsche's dea of dynamically evolving transpersonal and ransnational identity
was in sharp contrast with the notion of insular nationalist thinking. According to
Nietzsche, national dentites, like individual identities, evolved with time. The.
world was a vast, constantly unfolding ecology rather than a statc, closed sys-
tem. A nation had to be open to transnational exchange, ust as an individual had

tobe open some-
thing made, rather than something born or innate, and a national soul as a
dynamic *social structure of the drives and affects”” A German soul, for example,
was ‘manifold, of diverse origins, more put together and superimposed than
actually bult*®

this flid, dynamic spiit. In fact,there was no such thing as innate national culture
to start with
The first expression of this new type of metropolitan architecture started o
appear in Finland the year Aalto entered architecture school, when Frosterus,
now working on his own, won the competiton for the Stockmann Department
Store (1916-35). The buiding was reminiscent of Alfred Messel's Wertheim
i

a product of the vibrant politan lfestyle. The per-
spective drawing for it depicted a building with a strong vertical artculation of
alternating columns and windows and a slightly curving roofine, somewhat in
the style of van de Velde, which added to ts dynarmism (fig. 45) Although Helsinki
was sl a far ery from a continental metropoli, the tramiines on the street signi-
fieda

New Geographies

in Helsinki, between Aleksanterinkatu, Esplanaad Keskuskatu, and Heikinkatu

a sixcstory-high sky-litatrum, surrounded by open sales floors; the effect was
of atemple of capitalism Like van de Velde's, rosterus' approach to tructural
expression was more expressive than Iteral: the focus was on the dynamism of
the lines created by structural members and ofher architectural clements.
The overall effect was dominated by the staccato of marching pilasters and
of bricks Justa few years

later, Frosterus would be dreaming of skyscrapers in downtown Helsinki
(ig.49).

Even the work of Armas Lindgren, Aaltas teacher at the Polytechnic and a
former partner in Gesellus-Lindgren-Saarinen, had by the late 19105 moved

from National
sion, the frademark of metropolitan architecture. The break is evident in Helsinki's
new center, if we compare the railway station, which he had designed ten years
earlier vith Saarinen and Gesellus, with his Kaleva Insurance Company Bilding
(1911-14; ig. 47) and the neighboring Seurahuone Hotel and restaurant,designed

Like
century, which line Bulevard and Esplanadi and introduced continenta flair and
and

by capturing the dynamic tempo of the twentieth-century metropolis. One can

45.Sigurd Frosterus, City 1920, comperition enteyfor the Stockmann Department tare,
Juced " Finnish Arch Helsinki

NEW GEOGRAPHIES

6. Frosterus, skyscraper project for downtown Helsinki, 1922 Muscum of Finnish
Architecture, Helsinki.
- Lindgen, Kal C Buikding, Hlsinki, 191114
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ly J demonstrat twith
th the
how to align itself with and the West:

As you know, the first real, open fighting of the world war has begun in
Finland. It is the Russian terror-system which now shows its will to expand

itself more of a success than the Russian collective system can stand. All
of i i the same
battle to fight, the battle that has begun here."

The ltter Aalto was p
of deemphasizing national Finland’s mofivaions, even when witing o gain
support for  patrotic cause:

1hope that this will confirm to you the idea that the battie is “our common"

of inherited but a battle for the con-
structive will and the constructive knowledge, which exists in all of us and

everywhere in the West. It s a fight of the balanced social progress against
‘which have incapable of construct-

profoundly conservative methods.**

In an attachment sent to dozens of other friends across the world, Aalto focused

, which had in years of existence
proved less successful than northern European social democracies i providing
a better standard oflving to the working class. He described the social model
ofthe Nordic counlries as a hybrid between captalism and sociaism, and
indiidualism and collectivsm, in Mumfordian terms:

Within

d progress has

given living has
shown an uninterrupted rise they have been able to gain an elastic social
system where new and old methods—state socialism

civic life.*

Aalto further shows his politcal savwy by arguing that the war Finland was fighting
was not aterritorial ispute but a war over values. He knew wellthat since the
U.S. and Soviet Union were miltary allies at this point, Americans would support
only humanitarian causes. He continues:

NEW GEOGRAPHIES

When Alar Aalto started to engage in the discussion about urban and national

19305,
tise of the extreme right had diminished the prospects for architects, particularly
modern architects, in western Europe. The situation in Finland was different,
however, Except the early 19305,

marked by ecanomic growth as the country developed from a supplier of raw.
materials o a producer of advanced industrial products. During this period many

role in Finand.

9 ustry oined forces with the pi to
the country, which was hard hit by the Second World War. Economic interest
merged with d
type of eader, who understood industry’s role in ensuring the economic and
social wel-being of the nation? Artturi Imari Virtanen's 1945 Nobel Prize in chem-
istry for his work n animal urition contriouted to making industrial and tech-
nological prowess, along with the country's natural setting and cultural achieve-
ments, ntegral to Finland's national dentity*

o' to Finnish indusiry and closer

duing this period, -
tion . social, and even His profes-
sional activties gréw 1o encompass roles as a businessman (1935-), a warlime
public elations figure (1939-),the head of the Finnish reconsruction office:
the Association of Finnish Architects (sara), and the-
(943-59). 940,

this chapter. Extended
stays in the United States, with its ethnically heterogeneous population and
expansive territory, led him to think differently about the development, power
structures, and spatial governance of his homeland. Exchanges with leading
American architects, critics, and business leaders provided him with a new
framework bet dividuals i

private entities, and the public sector.
‘The year 1935 marks, in many ways, a turming pointfor Aalto, notleast because
in that year he moved his family and office to HelsinkiIn addition to meeting Maire:
Gulichsen, the daughter of Finland's leading industrial families, the Ahistroms,
who became & founding partner and a shareowner of Artek that year, e devel-

oped her husband,
(1902-1954), an economist and a managing drector of her famiy’s business,
A Anistiom C Yo

thetime.

In addition to completing the family's residence, Vila Mairea, in 1938-39, they
on many larg: planning and for the

growing company.

*economic, cutural, and economic affinites,” an organic pan-European commu-
ity of countries would foster emotional synergy among nations and peoples.
‘Coudenhove-Kelergi warned that the ‘abstract structure” of the League of Nations
failed to produce a “response in the sentimental e of mankind, which, starting
from the fanily, passes by degrees through nations and groups of nations, and
culminates in the ideal of world-embracing humanity

Scandinavian modernism sprang dirctly from his poltcal cimate of compet-

™

9
of Aalto's Swedish friends were members of Clarté, an organization established
in 119 by the French author Henri Barbusse to promote peace and pan-European
culture in the wake of World War | (The organization was named after a novel
that he had publshed the same year, in which he gave a fisthand account of his
ofc

in 1921 and included allthe leading intellectuals and writes i the country, as

i Ava
and Gunnar Myrdal, promoters of disarmament and social welfare (and later
Nobel Peace and Economic Prize laureates, respectively); Selma Lagerlsf, the
Nobel Prize-winning novelst; and Aalto’s friend Sven Markelus (1889-1972), a
member of the Acceptera group. Clarté did not take root n Finland, mainly
because the Finnish inteligentsia was skeptical of s eftst leanings. There
werea p leading igure
in pter of Clarté, shared Aaltols pan-European ideals.

Aalto's Clartéan friends taught him that in the same manner that a modern
nation was modern only when it opened itself to transnational nfluence and
exchange, ranscending the mitations posed by an indvicual psyche was a pre-
requisite for an indvidual to be modern. A truly modern subject was seen as
porous and adaptable to new conditions. This, n turn, called for architecture to
facitate this feeling of being partof the world atfrge inalts multitude and cyna-

haos. Aaltos

wasto
d semanti this new cor

astage set for 's antiwar play S.0.S. that offered

inking fitting for this new task (i ). The

play, performed in 1929 at Aalto's Turku Theater, captured the sentiments of the
generation that had come of age during the Great War. Aalto communicated
the horrors of the war by using modern media and representational techniques:

front pages pro the stage flats and frag

walls, depicting awar He
on the floor ina The

message was cl s war,

new social paradigm—solidarity—were needed. The design makes the point

that art and sep-

arate them from it this by provid) P

which fragments of reality—in this case newspaper clippings—break down

51. Ao, stage s for Hagar Olsson'splay $.0.5. atthe Tueku Finnish Theater, 1929
52 Ao, stage st for $.0.5.
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The Russian attack on Finland was more directed against a social develop- Aalto Finnish context: by balancing the interests of the state and the individual and
ment which proved superior to the practically untried doctrines of [the] and Gulichsen joined forces in 1940 to conceive the Kokemaki River Valley by paying particular attention to local conditions and politcs. It was the frst
Soviets than by geographical or terrtorial motives. Because of that the front Regional Pian fo the town of Pori and its surroundings. The plan was to en- instance of smal
in Finland i of i i compass new settlements,infrastructure, product , t
sie 1 as wellas o eg pat functions (fig.82). state, but it did have nafional consequences,
overpowered by tsaristic methods stands on one side and a balanced The plan demonstrates how Aalto ended up applying regionalistideas in the Adlto outined his goals fo the plan i his 194 article*Stateplanning and Our

it on the other side. Cultural Goals” lect the concept of reg
planning with the term stateplanning, defining it as @ tool for cultural develop-
After successfully soliciting a check for $1 milion from the personal funds of ment and making the case that itis a collaborative enterprise: Stateplanning
Laurance S. Rockefeller to aid the Finnish war effort (Aalo's cable to Rockefeller belongs to the realmin between art and labor It s so far-eaching in scale that
had read: SEND LAFAYETTE FIGHTER PLANE CORPS TO HELP US. AALTO),he itis impossble to execute tin any conventional means solel by drawing and
convinced his superiors that the country would benefit from sending him to creating visions. Words outline the pian and only fity to sixty percent i based on
America as a sort of one-man propaganda unit in search of additional American d@ future,
sympathy and aid for his beleaguered lite nation > Iot of social and economic factors and becomes by necessity a hybrid between
) itintentionally as a ¢ Furth
he was certainly interested in getting himself and his family out of harms way— 2
his patriotism did not extend to a willngness for sef-sacrifice. He spent March reaching impact on al aspects of human ffe. Stateplans, declared Aalto, ‘can
to October 1940 visiting his American friends, giving lectures, and wriing artcles tool for ( which hold 3
o gather assistance for the Finnish war effort Results of his further fundrais- y -
ing efforts were meager—the Hoover Foundation managed to contribute only dom.** The plan was, i other words, conceived as a comprehensive social, eco-
$2 millon—probably because the United States was stil maintaining isolationist nomic, and territorial strategy, whose goal was to guarantee that the common
policies and hoping to avoid involverment in the European war.*” a framew and local
Vthough Aalto govern- development. Aalto's g 1 led to further
ment,the time spent in America helped Aaito to develop his thinking on arct ‘commissions for Kymijoki River Area, the main industrial iver route n Finland,
2 d increasing! the sim- and the Imatra Master Plan (1947).
plistc dichotomy between national and interational architectures that had ‘The Second World War offers a backdrop, even an answer, to the question
the early partof of why it became desirable to regulate and coordinate these functions. The
His aticle *Finland" for the July 1940 issue of Architectural Forum outines the Kokemaki River Valley Plan was,for example iniiated soon after the sigring of
alternativ: 79 Ao starts q archi- the Moscow Peace Treaty between the Soviet Union and Finland in the spring
tecture n the context of the international modern movement:In Finland the of 1940, which led more than 400 Jia to the
revalution in architecture is naturally part of the whole international movement, western part of the country. s goal was to meet offcial, regional, and national
but, at the same time it not an isolated needs, The Imara plan was commissioned by another paper giant, Enzo-Gunzeit
Ife. As in other countries vith a more orless provincial culture, modern architec- after changes in the country's easter border caused its argest production
the great facltes in a Soviet Union*
European centers ™ Aalto continues: Even though there i today in Finland, s in were based on national policies that understood that economic actiiy and for-
all countries, a good deal o superfical modernism, the country tsel s cimate, eign prosperity, and by exte
resources, topography and ways of ing afford a mass of material which forms Since. regional
good base for the solution of problems of contemporary archiecture plans,or seutukaava, modeled after Aalto's. Even though regional planing has
it become a normatve practice, it is mportant to emember the original politcal and
architecture’s elationshp to a particular geographic location, i the end, Finland” territorial dimension of Aalto’s regionalism: to guarantee the country's long-term
was aimed at convincing his American audience that the Finns had nothing to economic well-being and securiy. The fact that Finns assoiate national identity
do with the (putativeh) communist-nfested international modern movement. The with cultural and social development rather than with nationalistideology is
best of Finnish modern architecture, by which he probably meant hs own work, 82, Aaleo, Kokemiki Joki Valley Plan, 1941 perhaps the most important legacy of regionalism today.
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