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ABSTRACT

This dissertation is an historical inquiry into the concomitant transformations of
architectural discourse and the discipline of architecture in America. It proceeds on the
theoretical assumption that the documents produced and used in architecture not only
reflect but constitute architecture as an institutional practice. The study begins with an
outline of the academic discipline established, during the late nineteenth century, along
the ideals of artistic autonomy and methods of the Ecole des Beaux Arts. It was an
internalized discipline, centered on the self-referential discursive practice of the portfolio,
and the integrated conceptual framework of composition, planning and the parti.

During the latter half of the 1910s, with the changing conditions of architectural
production, the traditional status of architecture began to be cast into doubt. In the
aftermath of this crisis, what had once been an efficacious disciplinary formation was
fragmented into the formal concerns of composition and the concept of functional
planning as a rational intervention into social institutions. By the late twenties,
ideological formations that made a fundamental break with the traditional claim to
autonomy had emerged. The study examines two divergent strains of rationalist
ideology: first, the new editorial policies of the architectural journals which projected in
different ways, a rational discipline that would be integrated with the demands of mass
production and consumer society; secondly, the Veblenian strategy of Frederick
Ackerman, who attempted to isolate a domain of architectural discourse uncontaminated
by the exigencies of capitalism.

Two important transformations of architectural discourse that ensued during the
thirties will be examined: the first was the shift in the status of the discourse of reference,
constituted by the emergence of new types of reference manuals; secondly, the
transformation of the architectural journal which saw the demise of the traditional status
of the portfolio and its reorganization along studies of planning. At the center of these
transformations was what I have called the discourse of the diagram. Through this new
discursive formation, planning emerged as an integral discipline of architecture; it allowed
the architect to intervene into the institutional program, while maintaining an independent
method that was rational, free of formal preconceptions, and yet would produce singular
results for each project. What had been a closed and tightly organized discipline was
now opened and dispersed. Along with its promise of social amelioration, it carried the
constant burden of formal invention.

Thesis Supervisor: Stanford Anderson
Title: Head, Department of Architecture; Professor of History and Architecture
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I. Introduction

Article II. The objects of this Institute are, to unite in fellowship the Architects
of this continent, and to combine their efforts so as to promote the artistic,
scientific and practical efficiency of the profession.

Article IlIl. The means of accomplishing this end shall be: regular meetings of
the members, for the discussion of subjects of professional importance; the
reading of essays; lectures upon topics of general interest; a school of
education of Architects; exhibitions of architectural drawings; a library; a

collection of designs and models; and any other means calculated to promote
the objectives of the institute.

Constitution of The American Institute of Architects as ammended 1867

A fundamental characteristic of the institution of architecture is that it is constituted by
discourse. As the 1867 charter of the American Institute of Architects ( A.LLA.) succintly
illustrates, a wide range of discourses was essential in the formation of the institutional
settings and practices that made up what society, and in this case, what the A.LA.
considered to be architecture. Architecture's status in society-- what it does, how it
functions and the way it is perceived-- is delineated by the various drawings, historical
and theoretical texts, manuals, specifications and contracts that are produced within the
architectural community. Needless to say, the most important part of its participation in
social production, the act of architectural design itself, involves the reading and
production of documents. Without inflating discourse to the point where it encompasses
all aspects of architecture, it is possible to characterize the institution of architecture as a
discursive practice. It is a proposition that architecture's status in society, and the
disciplinary skills and knowledge of the architect, are conditioned and mediated by a
specific set of discourses. Based on this constitutive relation between discourse and

institution, the notion of a "discursive formation" of the architectural profession and



discipline can be defined.! To inquire into discourse is, by definition, to examine it in its
social and productive relations.

This dissertation is a study of the changes in the discursive formation of the
architectural discipline in America. While taking as its broader period the half century
between the World Columbian Exposition and the early 1940s, it focuses on the two
decades between the World Wars. It was in these inter-War years that a discipline based
on the ideals and methods of academism, specifically adopted from the French Ecole des
Beaux-Arts, was disrupted, transformed and eventually dissolved. A wide range of
architects and critics concurred that this "crisis" was caused by the encroachment of
industrial and consumer capitalism into the mechanisms of architectural production.
Rather than distancing architecture from these realities, as was the strategy of academism,
a new discipline engaged in the problems and opportunities of modern society, yet
formulated as part of the legitimate function of the architect, had to be cultivated. The
new discipline was to be a rational construct whose "promise” was that through the
professional architect's design of say a school or a housing project, the proper
institutional function of the buildings would be realized. This study examines the

transformations of architectural discourse entailed in this shift from a profession and

1 My use of the term "discursive formation" is related to but differs from the concept elaborated by
Michel Foucault in the Archeology of Knowledge, 1969, translated New York; Pantheon, 1971, in that
the latter is not limited by the disciplinary boundaries established by society. The larger Foucauldian
project attempts to discover "regularities” among a wide range of social institutions: "Whenever one can
describe, between a number of statements, such a system of dispersion, whenever, between objects, types
of statements, concepts, or thematic choices, one can define a regularity ( an order, correlations, positions
and functionings, transformations ) we will say, for the sake of convenience, that we are dealing with a
discursive formation" ( p. 38 ). Later in his book, Foucault goes on to link this analysis of discursive
formations with the notion of the episteme, which he describes as being "something like a world-view, a
slice of history common to all branches of knowledge, which imposes on each one the same norms and
postulates, a general stage of reason, a certain structure of thought that the men of a particular period
cannot escape” ( p. 191 ). My project is much smaller in scale. It is concerned with the way certain
forms of discourse, within specific historical conditions are grouped, stabilized and encoded into
architectural practice and thus become a convention through which society and the discipline identifies its
role in society. Though this formation of architectural discourse may constitute a larger discursive
formation that is dispersed throughout various disciplines, it is not my intention to search for these larger
regularities. The focus throughout the study, is on the way architecture is constituted.



discipline that was based on its autonomy from society to one defined by its ameliorative
intervention into its institutions.

The two key words that shape the theoretical basis of this study, readily evident in
its subtitle, are discipline and discourse. The concept of the discipline of architecture, in
conjunction with that of the profession, form a framework which identifies two distinct
aspects of the institution.2 In approaching architecture as an institution, this work is
concerned, on the one hand, with its relation with other social institutions, and on the
other, with architecture as a conventional system of knowledge and practices. The
profession, then refers primarily to the former. It denotes the historic organization of
experts developed during the nineteenth century, and more importantly, refers to those
aspects of the institution that make it possible for individuals to participate in architecture
as a recognizable and legitimate social practice. As much as architects are enabled by
their participation within a larger social construct, they are also constrained by these
external relations. The discipline, on the other hand, is also formed within its social
boundaries and resources, but sustains a relatively autonomous field of practice. Itis the
body of knowledge and skills, to borrow professor Stanford Anderson's definition, that
"cannot be reduced to the constructs of other fields." It is constituted by the drawings,
writings, and buildings that are identified as products of architecture. At the same time,
the discipline "can be known without tracing every work realized by the profession” and
is the "possession of a wider set of actors than is the profession." This is a definition
that I believe is consistent with Michel Foucault's argument that disciplines are organized
in opposition to the notion of individual authorship. According to Foucault, "disciplines

are defined by groups of objects, methods, their corpus of propositions considered to be

2 My distinction between the discipline and profession of architecture is indebted to Stanford Anderson,
"On Criticism," Places 4, No. 1, 1987. Though there are slight differences in the way each category is
defined, what is commonly underscored is the semi-autonomous nature of the architectural discipline.

3 1bid., p. 7.



true, the interplay of rules and definitions, of techniques and tools," which constitute an
"anonymous system."4 The history of the discipline is then to be approached as a
history of epistemological systems, of modes of knowledge. It should be emphasized,
however, that I am not advocating the pursuit of either a purely external history of the
profession or an internal one of the discipline; even though they may be tenable, both
approaches would be severely limited. The history of the profession and discipline do
not run parallel, but are interlocked in the construction of the architectural institution.
Even when the focus is on the discipline, as is the case of this study, the limits and
possibilities provided by the profession should be, and inevitably are part of the inquiry.

There are, of course, other ways to frame the institutional domains of architecture.
First of all, there are the different kinds of institutional spaces in which architectural
practice occurs: the architect's office, publishing houses, architectural libraries, the studio
or atelier, the construction site, etc. Another way of framing the institution is to examine
the nature of architectural patronage and the kinds of projects that are involved. A third
category is the drawings, texts, and buildings that are used and produced in these
institutional sites. It is in this last category of material objects that discourse, the second
concept operative throughout the study, belongs. Discourse, simply put, is language and
signs in use. I have chosen it instead of other possible terms such as representation or
image, because of the social and productive use of signs necessarily entailed in
architectural documents. One of the limitations of past studies of architectural
representation is that the concept has generally been confined to the questions of
communication and symbolization in drawings or the building itself. ( The prime
examples of this can be found in writings concerned with architectural semiology, which
had drawn much attention during the 1970s. ) Within the productive relations of

architecture and its adjacent institutions, documents are not only read, but are acted upon

4 Foucault,"Discourse on Language,” in Archeology of Knowledge, p. 222.



as material artifacts, often involving transformations from one mode of representation to
another. To approach architectural representations as discourse is to examine them not
only as reflections of consciousness or objective conditions but to inquire into their
functions within specific institutional relations. The study of discourse thus encompasses
the concerns of a sociology of texts as well as the study into their internal contruction.

In basing my study on the integral relation between discourse and institution, I have
employed a few terms that require explanation. The first is the idea of a discursive field
of architecture. It is a kind of bibliography which prescribes the content and boundary of
knowledge considered proper to the profession and discipline; an abstract compilation of
texts from the libraries of architects, their offices and the schools of architecture. The
boundary of a discursive field is always difficult to delineate, particularly in a discipline
that regards a wide range of texts produced outside of the profession to be part of its
intellectual make-up. Since the field is usually larger than what the architectural discipline
considers its products, it is clearly not a homogeneous array of texts. For example, in
order to be accepted in certain social circles or to attain some kind of patronage, the
architect may feel the need to be acquainted with a certain set of texts, which in fact may
not be essential to his disciplinary skills. On the other hand, there may be a certain body
of knowledge basic to his cometence which, at the same time, is regarded as external to
the formation of the discipline, and thus marginal to his social definition. It would then
seem that a hierarchy within the field, on which to base a loose distinction between core
and marginal texts could be established. Within the discursive field, I use the term genre
to distinguish the different types of texts that are used. Genre is of course a term widely
used in art and literature. I believe it is a fruitful application because first of all, it
establishes a sense of hierarchy, and secondly, it is a category defined by its internal logic
as well as a set of intersecting social conventions. A genre is distinguished by its

organizing concepts and by its mode of discourse-- the system of verbal and pictorial
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representations through which discourses are materially organized. For example, in the
following chapters, I will discuss the portfolio as a genre characterized by a particular
mode of representation-- the full page architectural plate-- and a specific function in
architectural production-- a document to be studied, emulated and transformed in the
design process. The portfolio then denotes both a genre and mode of discourse. The
formation of a genre, however, like the discursive field, is not necessarily self sustaining
and coherent. Certain concepts, objects and modes of discourse may characterize a genre
but may not be exclusive to it. Furthermore, the historical development of the discursive
modes may not be consistent with the original intentions and conceptual foundations.
Though the development of new genres, the explicit and implicit ideological formulations
of architecture, and the new modes of discourse do not form a neat correspondence, the
possiblity of knowledge and practice lies in the architect's assumption that there is some
coherence among these categories. The central point is that the configuration of the
discursive field is always historical. The discursive field, consciously and
unconsciously, forms an institutional site for the intervention of authors who are in this
case mostly architects; working within or developing new genres, organizing concepts
and objects into theories, and bringing certain modes of discourse into play. The
discursive formation of the discipline is then formulated within the complex relations of
the discursive field, the genres, its concepts, and modes of discourse.

This study focuses on three genres. The first, as I have just mentioned, is the
portfolio. The second is rather a set of genres that may be grouped under the notion of
reference, namely catalogues and manuals concerned with construction and planning.
The third genre, and the primary source in my inquiry, is the architectural periodical. The
professional journal is a particularly interesting genre because in most cases it brings
several modes of discourse, that may constitute a separate genre such as the portfolio or

reference manual, into a single bounded text. In addition, because of its serial nature, the
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larger transformations of the discursive field can often be read in the periodical.
Admittedly, the study does not deal with the discursive field as a whole. There is a large
portion of books and publications that are extremely important to the discursive formation
of architecture that I have excluded. Furthermore, the technical systems involved in the
construction of buildings, another essential institutional field in architecture, have also
been left out. Like the discursive field, the changing systems of construction and
materials of a given historical period provide alternatives, resources and limitations to the
interventions of the architect.

The dissertation is then just one study, of many that are needed to construct a "field
of regularity for various positions of subjectivity" in modern architecture.> It is a kind of

history that Michel Foucault has called the study of "practical systems":

Here we are taking as a homogeneous domain of reference not the
representations that men give of themselves, not the conditions that determine
them without their knowledge, but rather what they do and the way they do it.
That is, the forms of rationality that organize their ways of doing things ( this
might be called the technological aspect ) and the freedom with which they act
within these practical systems, reacting to what others do, modifying the rules
of the game, up to a certain point ( this might be called the strategic side of
these practices ). The homogeneity of these historico-critical analyses is thus
ensured by this realm of practices, with their technological side and their
strategic side.

The dissertation, however, does not claim to have identified or adopted some
Foucauldian methodology, nor do I believe it can be characterized as Foucauldian.
Nevertheless, there are two suppositions of this study, for which Foucault was recently

the most eloquent theorist. The first is the acceptance of the objective nature of

5 Foucault, Archeology of Knowledge, p. 55.

6 "What is Enlightenment,” in Paul Rabinow, ed., The Foucault Reader, New York; Pantheon, 1984,
p. 48. ( An unpublished paper by Foucault )
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discourse, which effectively shifts the production of knowledge away from subjective
foundations. This is not a position, as it has often been misunderstood, that does away
with the problems of intention, ideology and individual interventions. Rather, it involves
the constant inquiry into the role of subjectivity, or to use Foucault's expression, the
"function of the author,” as much as it seeks to define the role of texts, in the constitution
of knowledge.” The second supposition is that institutions, viewed in long durations, are
fundamentally unstable. Foucault's work challenges the kind of analysis of institutions
which views them either as a continuous development of reason, exemplified by histories
of a progressively enlightened practice based on scientific knowledge and humanitarian
impulses, or determined by an insoluble and totalizing crisis, often aligned with a Marxist
placement of the advent of capitalism as the "end of the golden age."8 It is a proposition
that denies the naturalness of architecture, of some absolute realm on which architecture
bases its existence.

The nature of a history of discursive regularities may be clarified by contrasting it
with what may be called "developmental” histories particularly evident in the histories of

modern architecture.® By the latter I mean a history of selected architects, monuments

7 Foucault's notion of author as a function of discourse is best elaborated in "What is an Author," in
Donald F. Bouchard, ed., Language. Counter-Memory, Practice, Ithaca; Comell Univ. Press, 1977.
Another instance of this approach is Karl Popper's category of "world three objects": "objective structures
which are the products, not necessarily intentional, of minds...but which once produced, exist
independently of them." As Popper points out, this is not a position that eliminates subjectivity: "The
first ( world of material things ) and third world cannot interact save through the intervention of the
second world, the world of subjective and personal experiences," and that, "it is possible to accept the
reality or ( as it may be called ) the autonomy of the third world, as at the same time to admit that the
third world originates as a product of human activity. " ( Objective Knowledge, Oxford; Clarendon Press,
1982, pp. 153-90.) See Robert D'Amico, "What is Discourse?,” Humanities in Society 5, Summer &
Fall 1982, and Historicism and Knowledge, London; Routledge, Chapman & Hall, 1989, pp. 96-118, for
a comparison between Foucault's concept of discourse and Popper's objective structures.

8 Among Foucault's own work, I have in mind Discipline and Punish, in which he describes the birth of
the prison as neither a benevolent transformation of the penal system based on an enlightened
understanding of criminal behavior, merely part of the totalizing logic of the capitalist mode of
production.

9 Foucault uses the term devenir which Alan Sheridan has translated as "development,” to denote the
kind of anaysis that makes history a "discourse of the continuous” and human consciousness "the original
subject of all historical development.” ( Archeology of Knowledge, pp. 3-17.)
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and texts that is programmatically woven together and driven by a prefigured "necessity."
An extreme example of a positive form of this teleology is Nikolaus Pevsner's Pioneers
of the Modern Movement ( 1936 ). The modern for Pevsner, is the result of an evolution
towards a congruence between the subject and the objective condition of modernity,
which he identifies as a mechanistic civilization. This synthesis results in those
monuments that are the genuine reflection of the age.10 The reverse of Pevsner's
narrative can be seen in the "negative dialectics" of Manfredo Tafuri's Architecture and
Utopia. In the latter text, the trajectory of capitalism drives architecture to a series of
projects, which cannot but be compensations for the loss of "those tasks which capitalist

development has taken away from architecture."!! In both cases, the notion of

10 For a similar view of Pevsner's historiography, see Stanford Anderson's review of Pevsner's The
Sources of Modern Architecture and Design, Art Bulletin 53, June 1971: "In this as in most of his other
writings, Pevsner seeks to identify what he calls ‘A Style for the Age." For Pevsner, the Age is at times
the hard reality which man must comprehend. As it happens, the Age called 'modem’ is not only a quite
intractable given which is itself, according to Pevsner, a hard, mechanistic mass civilization resulting
from the full development of the Industrial Revolution. As incontrovertible as Pevsner feels that hard
civilizational structure to be, man can, nevertheless, ameliorate the rawness of that situation. The job of
the artist is to discover the style of the age. The will of even this hard, uncompromising time must be
given its form." ( p. 274 )

11 Manfredo Tafuri, Architecture and Utopia. Design and Capitalist Development, 1973, translated
Cambridge, MA; MIT Press, 1976, p. ix. Admittedly, in the context of the present study, I am unable to
do justice to Pevsner's and Tafuri's important texts, particularly to the latter, whose complexities often
defy categorization. There are however, two disturbing aspects of Tafuri's early projects such as Theories
and Histories of Architecture and Architecture and Utopia, which should be pointed out. First of all, we
must consider Tafuri's claims that his subject is the institution of architecture. Tafuri thus seems to
share Peter Biirger's thesis in the Theory of the Avant Garde that modernism and the avant-garde is a
formation that has to be understood vis-a-vis institutional formations. The way that he provides the
reader with an understanding of the institution, is to expand from subjective interventions towards larger
institutional regularities. For Tafuri, it would seem that the practice of the avant-garde penetrates and
reveals the larger formations of architectural practice. Unfortunately, the larger institutional framework
within which these self-proclaimed agents of radical change operate, remains unexplicated. Secondly,
Tafuri seems to project some quintessence, that is Architecture with a capital "A," as a foil to his thesis
of architecture's ( that is the institution's ) uselessness in capitalist society. In the paragraph that follows
the passage that I quoted from Architecture in Utopia, Tafuri goes on to say that "Paradoxically, the new
tasks given to architecture are something besides or beyond architecture. In recognizing this situation,
which I mean to corroborate historically, I am expressing no regret, because when the role of a discipline
ceases to exist, to try to stop the course of things is only regressive utopia, and of the worst kind. No
prophecy, because the process is actually taking place daily before our eyes. And for those wishing
striking proof, it is enough to observe the percentage of architects really exercising that profession.” ( p.
ix- x, my emphases ) In the first sentence of this passage, there are two ways in which Tafuri uses the
term "architecture.” In the first instance it is employed to denote the institution, while in the latter it is a
kind of universal formation, an idealized pre-capitalist formation of architecture. The nature of the latter,

14



contradiction becomes the basis of a history of resolutions. For Pevsner the resolution is
manifested in the stylistic coherence of buildings. For Tafuri, all attempts at resolutions,
as much as they reflect a certain truth of capitalist society, are ultimately false; he thus
formulates his history as an ideological critique of those attempts at negation and
synthesis. The primary material in this kind of narrative are the buildings, projects and
drawings, seen as representations; in the case of Pevsner, of resolutions in cultural
forms, or in the case of Tafuri, false resolutions at the level of ideology. As Frederic
Jameson points out in his comment on the latter, a key feature of dialectical
historiography is "the restructuring of the history of an art in terms of a series of
situations, dilemmas, contradictions, in terms of which individual works, styles, and
form can be seen as so many responses or determinate symbolic acts."12 One of the
unfortunate effects of developmental history is the concentration on those kinds of
architectural representations that are produced specifically for their symbolic function-- on
polemical drawings and avant-garde gestures-- rather than documents produced in the
regular processes of architectural practice. More significantly, in selecting the documents
that form the predetermined line of development, this narrative must distinguish between
genuine and false representations of consciousness, experience and objective conditions.
The modern is then sewn together by the threads of those representations that are deemed
true to its conditions; true, in Tafuri's case, because they represent false consciousness.
Within the framework of developmental historiography, as a concept and a period,
modernism in American architecture during the 1920s and thirties has presented an
enigma to historians. The absence of an identifiable avant-garde, of buildings that

conform to established formal canons, and the apparent paucity of critical and polemical

however, is never clarified for the reader. This causes much confusion in understanding what I regard as
his more pertinent analysis of the "ineffectiveness of ideology" in architectural production.

12 Frederic Jameson, "Architecture and the Critique of Ideology," in Joan Ockman, et al., eds.,
Architecture, Criticism, Ideology, Princeton; Princeton Architectural Press, 1985, p. 59.
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literature have contributed to the difficulty in writing the story of modern architecture in
America. As Henry-Russell Hitchcock wrote, "the story is not an easy one to tell
because it seems-- at least to most scholars in the 1960s-- to lack plot."!3 The heroic plot
of modernism in Europe could not be scripted for America; it was supposedly
transplanted over the Atlantic during the 1930s. The twenties, in particular, becomes a

dark age in the development of modern architecture.

For American architecture, then, the 20s were timorous, not turbulent;
elephantine, not elegant; prosperous, not perceptive. American architectural
genius had burned for a moment in Sullivan and Richardson; it was kept alive
in Wright; after these years of complacency, stimulated by a small wave of
great immigrants, it grew on the power of American technology and the
expanding American need. But for all this, the "20s were not, save in the
technological sense, even a preparation, unless a time of reaction and
lassitude, of smugness and mediocrity, is needed by a national culture as a
kind of sleep in preparation for a vigorous effort on the morrow. 14

As this passage from John Burchard and Albert Bush-Brown's survey of American
architecture illustrates, in the absence of the modernist and heroic subject, the authors
turn to an objective "preparation” of technical development. On the one hand, there is the
history based on the architect as the authorial subject of modern architecture, a history of
the victors and the losers. On the other hand, there is the image of America as the locus
of "modernization without modernism"-- a "naive" modernity of grain elevators,

engineers and Fords.!> In an attempt to rectify the exclusive nature of this subjective and

13 Henry-Russell Hitchcock, Architecture: Nineteenth and Twentieth Centuries, London;
Harmondsworth, 1968, p. 393.

14 John Burchard and Albert Bush-Brown, The Architecture of Ameri

Boston, 1961, p. 302.

15 One of the more complex examples of this mode of viewing America is the section on "The
American Development” in Sigfried Giedion, Space, Time and Architecture, Cambridge, MA; Harvard
Univ., 1968 ( 5th ed. ), pp. 336-368.
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developmental framework, to rescue some viable notion of modernism, one may begin to
add and distinguish different forms of modernisms by bringing in a plurality of actors as
modernist subjects who would be inserted into the stream of architectural history. One
may also widen the sphere of the objects of experience, such as that of mass culture or
some notion of the vernacular. The discussion, however, often remains within the
framework of either a transcendent subject or an autonomous unfolding of the
architectural object. If one is to accept the historicity of both the subject and object
seriously, this would entail a departure from the representational basis of developmental
history. In other words, the duality of appearance and reality, of true and false
representations must be rejected. Representation includes, not only the reflected image
on the mirror, but the mirror itself.

The present study attempts neither to recover some hidden avant-garde, nor to
present modernity as a purely objective condition. It constitutes some first steps towards
understanding the formation of modem architecture in America as a regularized
institutional and discursive practice. I propose that modernity in architecture is not just a
set of monuments, ideas, and modes of expression, but an institutionally delineated field
which participates in the larger social and material structures of society. In this narrative
of modernity as regularity, modernism loses its privileged position. The seemingly clear
distinction between modernism and modernity assumed in much of the histories of our
recent past, I believe, should be suspended and reexamined. I would argue that to
understand modernism, or even begin to formulate a notion of an architectural avant-
garde, there must first be an understanding of the field of institutional regularity that is the

discipline and profession of architecture.
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II. The Discursive Practice of Academic Professionalism

1) The Dichotomy of "Mass Architecture" and Academism

The development of the institution of architecture, unlike pre-industrial craft
organizations, is fundamentally linked with discourse. During the late nineteenth
century, as the profession of architecture emerged in America as an entity separate from
older trades such as carpentry and land surveying, a variety of discourses began to
proliferate. Drawings became increasingly complex and voluminous, and there was the
growth of historical and theoretical writings. Furthermore, the social and productive
relations among the architect, client, contractor and the building trades were codified into
discursive forms such as contracts and specifications. In the United States, the historical
formation of architectural discourse was particularly complex because the social and
material conditions in which the profession was trying to form its identity, were
themselves undergoing radical changes. During the mid-nineteenth century, coinciding
with the development of new materials and changes in the organization of the building
industry, there was a fundamental change in the way printed matter was produced and
distributed. New mechanical processes, the building of a vast railroad network, and
favorable legislation on postal rates provided the basis for an explosion of printed matter
which was to be absorbed by a mass reading audience. This new audience, an educated
urban middle class eager for cultural identity, formed the consumers of these mass
circulation discourses whose concerns, in many cases, overlapped with those of the
architect. Thus, from the beginning of its development, the adolescent profession had to
struggle to define its raison d'etre and the identity of its discipline within and against a

flood of competing discourses on architecture, building, decoration, and domestic issues.
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After initial difficulties during the early decades of the nineteenth century, the
identity of the architectural profession was consolidated during the post-Bellum period
and crystalized in the World's Columbian Exposition of 1893. The movement towards
professionalization was led by architects trained at the Ecoles des Beaux-Arts and at
schools in the United States under its influence. The establishment of an educational
system, architectural journals and licensing laws had all been led by Beaux-Arts trained
architects. And perhaps most importantly, their training at a prestigious European
institution brought the aura of cultivated professionalism to the architect. One of the
central characteristics of American architecture between 1890 and 1920 was the
identification of the discipline of architecture with its pedagogical methods and
philosophy. Through individual activities and agencies such as the American Academy in
Rome and the Beaux-Arts Society of Architects, later renamed the Beaux-Arts Institute of
Design, an inseperable link was formed between professional practice and architectural
education. By the turn of the century, the Ecoles des Beaux-Arts came to signify a
clearly defined philosophy and method of architectural design. In 1901, an English
observer could look back at the two decades of American architecture and attribute its
"Renaissance" to the "influence of a definite system by which all the young architects
[were] trained."16 It is in this sense that the institutional formation that defined the social
status, knowledge, and skills of architecture, during this period and until the early
decades of this century, may be called "academic professionalism."

This chapter is a broad survey which examines, on the one hand, the emergence
and transformation of a mass culture of architecture, and on the other, a professional
ideology and discipline that was formed in part as an antithesis to this form of mass

culture. By claiming "mass architecture” as a topic of my study, I realize that T have

16 C H. Reilly, "The Modern Renaissance in American Architecture,” Journal of the Royal Institute of
British Architects ( 3rd Series ), June 25, 1901, p. 630.
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entered an area that has not been clearly charted. The new building types of the
nineteenth century, such as department stores and railroad stations, introduced new
modes of architectural and social experiences that constituted what may rightly be called
mass culture. A study conceived along these lines would entail an inquiry into divergent
class experiences and their relations within a highly developed capitalist and industrial
society. Though this is an important line of inquiry, it would be concerned with the
experience, within a mass society, of buildings produced essentially within the domain of
"high" architectural practice. Subsequently, granted that consciousness is always
imbedded within material conditions and concrete experiences, this kind of study will
properly aim at understanding transformations of subjectivity. My interest in mass
architecture in this dissertation does not lie with subjective experience, but with a specific
type of building institution that emerged in dialectic relation with other systems of cultural
production. It is characterized by its internal disciplinary logic, its mode of appropriation
within society, and its specific audience; which are all functions of the particular historical
conditions of mass industrial society.!? My specific focus will be on the antithetical
relation between the discursive formations of mass architecture and academic
professionalism; a dichotomy that would be maintained until its disruption in the 1910s
and 1920s.

During the mid-nineteenth century, the emergence of a mass culture of architecture
in America was marked by the wide circulation of a new set of books, magazines and
catalogues, whose concerns included a variety of domestic and architectural matters.

These discourses were not confined to the internal use of the building industry but drew

17 While the buildings produced by the profession constitute an important part of the modern
environment ( one may in fact argue, as Walter Benjamin has, that architecture has always been an object
of mass experience ), an inquiry into the subjective experience of the social body would require a wholly
different method of inquiry. Though my theoretical observations have not been fully pursued here, 1
believe such conceptual distinctions in the formulation of a concept of mass architecture is necessary, and
will ultimately be fruitful in our understanding of modernism and modemity in architecture.
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their audience from a growing middle class. The discursive form of this mass
architecture followed two distinct nineteenth century genres. The first genre was the
"advice" book. This genre consisted of books and magazines aimed at educating a
primarily female audience on a wide range of literary, scientific, and artistic subjects.®
Topics related to architecture-- ranging from household management, interior decoration,
gardening, to problems of sanitation and plumbing-- were central to the advice book
which cultivated middle class conceptions of the ideal domestic environment [ fig. 1 ].
Within this genre, the House Pattern Book was the most "architectural” among the advice
books, addressing architects and builders as well as lay audiences.1?

The second genre was the catalogue. In the mid-nineteenth century, industrial and
commercial catalogues were already being widely used as a medium for advertising and
distributing mass produced goods. The catalogue, along with advertisements, were by
then the dominant discursive modes of a nascent consumer society-- the critical links
between industrialized production and mass consumption. The standardization of

building components had also become commonplace and the industrial catalogue was

18 There is an abundance of material on the subject. See David P. Handlin, The American Home,
Architecture and Society. 1815-1915, New York; Little, Brown, 1979; Gwendolyn Wright, Moralism and
the Model Home. Domestic Architecture and Cultural Conflict in Chicago. 1873-1913, Chicago;
Chicago Univ. Press, 1980; Clifford Edward Clark, The American Family Home, 1800-1960, Chapel
Hill, Univ. Of North Carolina, 1986; and Marilyn F. Motz and Pat Browne, Making the American
Home, Middle-Class Women and Domestic Material Culture. 1840-1940, Bowling Green; Bowling Green
State Univ. Popular Press, 1988. I have also referred to following articles: Martha C. McClaugherty,
"Household Art, Creating the Artistic Home, 1868-1893," Winterthur Portfolio 18, Spring 1983; Judith
Fryer, "Women and Space: The Flowering of Desire," Prospects 9, 1984; and Simon J. Bronner,
"Manner Books and Suburban Houses, The Structure of Tradition and Aesthetics,” Win

18, Spring 1984.

19 The best discussions of Pattern Books can be found in Dell Upton, "Pattern Books and
Professionalism, Aspects of the Transformation of Domestic Architecture in America, 1800-1860,"
Winterthur Portfolio 19, Summer/Autumn, 1984; Vincent Scully, The Stick Style and the Shingle
Style, New Haven; Yale Univ. Press, 1971; and Michael A. Tomlan, "Popular and Professional
American Architectural Literature in the Late Nineteenth Century,” Ph.D Dissertation, Cornell Univ.,
1983. See also William B. O'Neal, "Pattern Books in American Architecture, 1730-1930," in Mario di
Valmarana, ed., Building by the Book, ( 3 vols ) Charlottesville; Univ. Press of Virginia, 1986; Henry
Russell Hitchcock, American Archi 1 Books: A List of Books, Portfoli

Archil Rel j lished in Ameri fore 1895, 3rd ed., Minneapolis; Univ. of
Minnesota, 1962; and Gwendolyn Wright, Ibid.

21



used by architects, builders, and in many cases, directly by owners, to select and specify
materials and components [ fig. 2 .20 These catalogues dealt mainly with building parts:
prefabricated ornaments, structural elements of buildings such as columns, or mechanical
devices and standardized industrial components. During the late 1870s, however,
another form of catalogue architecture appeared with the "Plan Books" of Palliser,
Palliser and Company and Robert Shoppell.2! This marked the beginning of what is
called the "stock-plan" or "mail-order architecture” business in America. This was a
system where the prospective house owner would first acquire a catalogue-- typically
illustrated with standard plans, perspectives and elevations-- at a very low price ( 25 cents
for a copy of Shoppell's Modern Houses in 1887 ). The owner would select one or
several design items and order them through mail; whereupon a full set of construction
blueprints, specifications and contracts would be delivered at a price that was often lower
than one-fifth of an architect's fee for the design of a comparable house [ fig. 3 ]. The
Plan Book could also function as advice genre, as discussions of architectural styles,
renovation and furnishing often accompanied the main catalogue of plans and building
elements [ fig. 4 ].

It has generally been accepted that the catalogue and Pattern Book superseded the
Builder's Guide which had been widely consulted during the first half of the nineteenth
century.?2 In the Builder's Guide, the main graphic material consisted of plates of the

classical orders and other structural and ornamental details: there were few plans and

20 There is very little secondary literature on the building catalogues of the nineteenth century. A helpful
study of several manufacturing firms that published catalogues is Diana S. Waite, Architectural Elements,
Princeton, Pyne Press, 1972.

21 See James L. Garvin, "Mail Order House Plans and American Victorian Architecture,” Winterthur
Portfolio 16, Winter 1981; and Chapter VI, "George Palliser and the Development of Mail-Order
Architecture,” in Michael A. Tomlan, Ibid. for a history of Palliser and Shoppell. Though not a
scholarly essay, Patricia Poore, "Pattern Book Architecture,” Old House Journal 12, Dec. 1980 is also
helpful.

22 The most popular Builder's Guides were authored by Asher Benjamin and Minard Lafever. See Dell
Upton, Ibid.; Vincent Scully, Ibid.; and Henry Russell Hitchcock, Ibid., for similar views.
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elevations, and even less verbal text [ fig. 5 ]. The Pattern Book, on the other hand, like
most advice books, was mostly verbal text with accompanying plans and perspectival
views of detached houses in a rural setting [ fig. 6 ]. The transition from the Builder's
Guide to the Pattern Book has been viewed by architectural historians as not only a
parallel phenomenon of the decline of the Greek Revival and the rise of the picturesque
styles, but additionally, as a basic reorientation of architectural thinking.23 The Builder's
Guides and Pattern Books have thus been studied within the framework of a continuum
of changing architectural tastes. There is, however, a fundamental break between the
discursive practices of the Builder's Guide and the Pattern Book. The former was
primarily a pre-industrial form of building discourse used during a period when the
carpenter, housewright and architect were often interchangeable concepts. It assumed
that the carpenter or architect would be an independent designer, builder and supervisor
of a unified process.

The emergence of the Pattern Book and catalogue signaled a basic reorganization of
the building process towards a more complex and fragmented industry. Most Pattern
Book houses built after the civil war were based on balloon frame construction
embellished with pre-fabricated details from catalogues. This building process allowed a
division of unskilled labour into what was increasingly part of a speculative project. The
decline of the local carpenter's role as planner and organizer paralleled the emergence of
and competition between the architect, mass builder/speculator, and in certain cases the
engineer.?# For the prospective middle class consumer, a cultural and economic medium

of architectural patronage was provided by the Pattern Book and catalogue. On the one

23 vincent Scully, Ibid, p.xxv-lix; Hitchcock, Ibid., p. iii. See also Talbot Hamlin, The Greek Revival
Architecture in America, New York; Oxford Univ. Press, 1944, for an opposite evaluation of the
picturesque within the same framework of stylistic change.

24 gee Bob Reckman, "Carpentry: The Craft and Trade" in Andrew Zimbalist, ed., Case Studies on the
Labor Process, New York; Monthly Review Press, 1979; and also Robert A. Christie, Empire in Wood,
A History of the Carpenter's Union, Ithaca; Cornell Univ., 1956.
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hand the Pattern Book, as with most advice books, provided and enculcated the middle
class with an authoritative cultural and architectural program. In its infinite and repetitive
varieties, the Victorian idea of moral and social reform, within the uncertainties and
decadence of industrial capitalism, was the thematic constant of these discourses. The
Pattern Book participated fully in the cultivation of this moral program, emphasizing the
physical environment as a medium of reform. On the other hand, the catalogue provided
a mode of architectural service, realized through the act of consumption. In the
catalogue, which Daniel Boorstin has called a "characteristically American kind of
book,"25 a form of mass architectural patronage, coherent with populist notions of an
industrial democracy was achieved. Thus the mail-order stock plan business, which had
been considered a logical development of the Pattern Book, successfully exploited two
sets of contradictory practices and ideologies; first of all, the passive and contemplative
mode of reading of the advice books was joined with the catalogue, a visual medium that
required a participatory act of consumption; secondly, a pre-figured and authoritative
social program of domesticity was combined with a democratic logic of choice and
assemblage imbedded in the discursive mode of the catalogue. Simply put, the advice
genre, in particular the Pattern Book, provided the Plan Book with a built-in moral and
aesthetic program. The advice book and catalogue were thus interdependent and
inextricably linked in forming a mass culture of architecture.

Following nineteenth century ideals of professionalism, "autonomy" was the basic
ideology in the profession's definition of its relation to a mass industrial society.
According to the historian Burton J. Bledstein, the Mid- Victorian professional identified
himself as a "self-governing individual exercising his trained judgment in an open

society" and thus "strove to achieve a level of autonomous individualism, a position of

25 Daniel Boorstin, The Americans; The Democratic Experience, New York; Vintage, 1974, p. 128.
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unchallenged authority heretofore unknown in American life."?6 The ideology of
autonomy operated at various inter-related levels. And at each level, a body of discourses
developed in tandem with the institutionalization of the social relations of architecture.?’
The first was at the level of professional jurisdiction. As the movement to
professionalize architecture intensified during the 1860s, the strategy of academic
professionalism was to present architecture as a cultural production that was detached
from the complex of political and economical relations in capitalist society. Accordingly,
the profession rejected mass architecture as the "other" within this modern society.
Architects claimed superiority over popular builders in their ethics, skill and credentials of
artistic culture, and argued for exclusive jurisdiction over the building process. The new
mass builders and the older building trades attacked the academic profession for their
elitism while still claiming the title of architect. Thus, during much of the nineteenth
century, the term architect was problematic and unstable. It could be and was used to
gain authority in various activities such as land surveying, speculative building,
carpentry, design, and of course, the production of cultural texts. The title was important
for authors of Pattern Books and Plan Books because, despite their appeal to populist
democracy, these mass discourses also relied on cultural authority. This created great
controversy and consternation, and the architectural profession promptly disclaimed
Pattern Book writers as popular builders unfit to hold the title of architect. For several

decades, the proper substance and boundary of the activities of the architect was involved

26 Burton J. Bledstein, Th 1ture of Professionalism, The Middle Class Development of
Higher Education in America, New York; W.W. Norton, 1976, p.87-88.

27 The term "ideology of autonomy" can also be found, though used differently, in Sibel B. Dostoglu,
"Lincoln Cathedral Versus the Bicycle Shed," Journal of Architectural Education 36, Summer 1983. The
author used the term in conjunction with the notion of "cultural capital, or the sum of knowledge, theory,
skills, languages...[which] constitute the basis for the claims to the superiority of professional expertise”
in defining what she argues were the "tools of legitimation" in the professionalization of architecture.
This is an adoption of Alvin Gouldner's studies on the emergence of the professional intellectual in
modern society. I prefer not to use the term cultural capital because this concept tends to ignore the
semi-autonomous nature of the architectural discipline.
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in intensely competing cultural programs.28 It was therefore necessary for the academic
profession to distinguish architecture's role from the traditional trades as well as from the
new mass builders, and furthermore, establish an exclusive and legal jurisdiction over the
boundaries of the terms "architecture” and "architect.” In the first standard contract
developed by the A.LLA. in 1868, it was taken for granted that the architect would oversee
construction, or the job of "superintendance.” By 1884, a revised contract began to
distinguish superintendance from supervision and architects have, until very recently,
been forbidden from engaging directly in construction.2? Another document that gained
wide usage during the same years was the specification. Though the history of its
development is unclear, the specification seems to have gained wide usage as the scale of
commercial and industrial buildings and the complexity of the technology involved began
to grow.30 The specification, along with the contract, defined the jurisdiction of the
architect over the tradesman in the field, and in part, marked the transformation of the
latter into a construction labourer. With the instigation of architectural licensing laws,
first passed in 1897 in Illinois, many of the jurisdictional disputes with the builder,
craftsman, engineer, and contractor, found a legal compromise. A basic effect of the
licensing law was the delineation of the specific domain of the term "architect.” One of

the key functions of these discourses was to distance the architect from the material

28 George Palliser and Robert Shoppell had presented themselves as architects. In the case of Shoppell,
he freely admitted that his business catered to a public reluctant to pay architects’ fees. He would,
however, add carefully that to the extent that his business cultivated public taste, it would create more
frequent employment for the architect. The controversy over the professional identity of Pattern Book
writers is best dealt in Gwendolyn Wright, Ibid., pp.46-55. See also Chapter 3 of Clifford Edward Clark,
Ibid. for further discussions that expand on Wright's theme.

29 The change in the standard contracts was brought to my attention by Richard Michael Levy, "The
Professionalization of American Architects and Civil Engineers, 1865-1917," Ph.D Dissertation, Univ.
of California, Berkeley, 1980. The "design-build system” in which the architectural office assumes
responsibility for both design and construction was allowed by the AIA on a temporary and experimental
basis in 1978. The design-build system continues to be a controversial issue within the profession and in
its relation with contractors and the building industry. See American Institute of Architects, Design-
Build/Contracting Monitoring Task Force Report, Washington D.C.; AIA, May 1981.

30 See David B. Emerson, "The Growth of the Specification," Pencil Points 11, February 1930,

pp. 149-151
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process of building and thereby assign a cultural value to his role in society. This implied
a detachment from class and business interests and demonstrated the ethical superiority of
professionalism.

The second level at which the ideology of autonomy operated concerned the status
of the architectural object and its relation with society. Academic professionalism defined
architecture's role in terms of a mode of representation that expressed the social
aspirations and aesthetic ideals of America. The academic profession understood that
they were practicing in an industrial society of varied classes, tastes and culture. It
further assumed that this diversity was not a permanent diffusion of social values and that
a clear cultural hierarchy could still be established. The role of the architect was not to
present the plurality and materiality of everyday life, but rather to transcend the divisions
and antagonisms of American society. It was in antithesis to the mundane and often
squalid realities enmeshed in capitalist society that architecture's role of social and cultural
representation was defined. I have named this mode of architectural representation, for
the purposes of my argument, that of "transcendant representation.” More specifically,
this was the idea that architects could bring a historical, yet ideal and constant value to
building.

For the moment, an example of this elevated notion of architectural representation
should be briefly examined. The most conspicuous monuments of academic architecture,
though certainly not the most successful, can be found in the numerous expositions of the
late nineteenth century: from the Philadelphia Centennial, through the World's Columbian
Exposition of 1893, to the Panama-Pacific Exposition of 1915. The Columbian
Exposition is particularly significant as an exemplary cultural text that marked what
Lawrence Levine has characterized as the emergence of cultural hierarchy in America.
The physical and social structure of the Exposition-- the division between the classical

Grand Basin and the carnival atmosphere of the Midway Plaisance-- can be seen as an
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emblem of the representational logic of academic professionalism and its placement of
mass architecture as its antithesis [ figs. 7 & 8 ]. As Alan Trachtenberg observed, the
physical structure of the exposition was a proclamation that "reality must be sought in the
ideality of high art. The Court of Honor provided the center around which the rest of
White City was organized in hierarchical degree."3! The culture of academic
professionalism that realized the center, with its unified language, was reaffirmed by the
Midway Plaisance; the space of overt consumption and eclectic pavilions decorated in the
many styles of the world. The stylistic reproductions of the Midway were symbolic of a
horizontal and undisciplined use of historical images, characteristic of mass architecture.
In contrast, the uniqueness of the Basin's architecture was derived from a layered and
vertical continuity of the classical tradition, requiring the interpretive practice of the
architect. The unified style provided an element of constant experience for the new types
of functions that were housed within the central Basin; a principle that could be extended
to other institutions of modern society such as the public library or railroad station. Thus
the center represented what America should be; its realization possible only through the
disciplined intervention of architecture. Henry van Brunt, fully cognizant of his role in
the Fair, commented before the opening that "the high function of architecture is not only
to adorn this triumph of materialism, but to condone, explain and supplement it."32 This
"high function" of adorned, supplemented and transcendant representation found further

patronage in the City Beautiful movement that was so profoundly influenced by the image

31 Alan Trachtenberg, The Incorporation of America, New York; Hill & Wang, 1982, p. 213. My
interpretation of the Columbian Exposition as a physical realization of the dichotomy between academic
professionalism and mass architecture is indebted to professor Trachtenberg's study and to Lawrence
Levine, Highbrow/Lowbrow, The Emergence of Cultural Hierarchy in America, Cambridge, MA; Harvard
Univ. Press, 1988. See also Edward Wolner, "The Court of Honor at the 1893 World's Fair: An
Architecture of Pathos," Central, Papers on Architecture, Winter, 1987, which situates the Court of
Honor at the divide between "Jeffersonian, agrarian and entrepreneurial” age and an emerging era which
was "Hamiltonian, urban and monopolistic.” ( p. 60 )

32 Henry van Brunt, "Architecture at the World's Columbian Exposition," The Century Magazine 44,
1892 reprinted in Coles and Reed, eds., Archi re in America: AB f Styles, New York;
Appleton-Century-Crofts, 1961, p. 158.
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of the White City. The worldly aspirations of an imperial America and the search for an
internal civic order provided the perfect political and cultural context for the values held
by architects to be projected into the reform of the city. In other words, the pursuit of
beauty and an unified architectural style matched the ideological need of American
businessmen, politicians and the professional middle class. According to Charles Moore,
the biographer of both Daniel Burnham and Charles Follen McKim, architects had found
receptive clients who no longer thought that they "spoke a foreign language."3 The
ability of architects to provide major civic institutions such as museums and libraries with
ennobling forms, and furthermore, envision and create images of a unified urban culture
was what separated high architecture from the unmediated representations of mass
builders. It is then not surprising that in the two decades between the Columbian
Exposition and the beginning of the First World War, architecture reached the height of
its prestige. As Elihu Root, Secretary of State in Theodore Roosevelt's cabinet remarked
in 1905, "the architects now for the first time are beginning to have the nation with
them."34

The third level, which is the main concern of the dissertation, is the body of
knowledge and skills through which the discipline of architecture is formulated. The
boundary and substance of the discipline, however, is always difficult to delineate. This
is particularly true for nineteenth century architecture when, on the one hand, the
jurisdiction of the "architect" covered a large and shifting field of practice, and on the
other, a wide range of texts were considered to be part of his intellectual make-up.
Nevertheless, at the risk of over-simplification, a rough sample of genres that constituted

the discursive field of architecture during the late nineteenth to early twentieth century can

33 Charles Moore, Daniel Burnham. Architect, Planner of Cities, Vol I, Boston; Houghton Mifflin,
1921, p. 90.

34 Quoted from Root's speech given Jan. 11, 1905 in Washington on the occasion of the 39th
Convention of the AIA, in Henry Saylor, The AIA's First Hundred Years, Washington D.C.; The
Octagon, 1956, p. 136.
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be drawn. The list contains history texts, pre-nineteenth century treatises, encyclopedias
and dictionaries, the journal, the sketch book, Builder's Guides, construction manuals,
the specification, and the industrial catalogue.3> Within this discursive field, a system of
exclusion and differentiation was necessary in distinguishing the center and boundary of
professional knowledge. Thus, in formulating a viable definition of academic
professionalism, a system of hierarchies and a distinction between core, marginal and
antithetical texts was established. An example of a marginal genre would be the
construction manual; the most widely used example during the late nineteenth century
being Frank E. Kidder's Architect's and Builder's Pocket-book. This manual was also
used by a wide range of groups that included carpenters, mechanics, civil engineers and
other lay persons and thus, despite its great popularity among architects and students, it
was not considered essential to the profession's self-definition. In addition, these
manuals came in duodecimo or smaller formats. They were specifically designed for
easy reference; to be used intermittently during the design process or carried in the pocket
of someone working on site. For the academic profession to distance itself from the
construction process, it was quite logical that these manuals were placed at the outer
fringes of architectural knowledge.

Another marginal genre was the building trades catalogue. Even towards the end of
the nineteenth century, when the architectural profession relied heavily on standardized
building components, the catalogue was not considered integral to the discipline. As

architects began to grapple with what was called the "catalogue problem," it was regarded

35 The list was generated from the analysis of the following: "The Best Twenty Books for an Architect's
Library," American Architect 21, Feb. 12, 1887; Edward R. Smith, "A List of Standard Architectural
Books for Offices and Public Libraries," Brickbuilder 17, July, Aug., Sept., 1909; "The Current Index of
Architectural Literature,” JAIA 3, Jan., 1915; Lawrence Kocher, "The Architect's Library," Architectural
Record 56 & 57, 1924 & 1925; Charles B. Wood, III, "A Survey and Bibliography of Writings on
English and American Books Published before 1895," Winterthur Portfolio 2, 1965; and by the same
author, "The Architectural Book in Nineteenth Century America,” in Mario di Valmarana, ed., Ibid.;
Michael J. Crosbie, "From Cookbooks to Menus': The Transformation of Architecture Books in
Nineteenth Century America," Material Culture 17, Spring 1985; and Henry-Russell Hitchcock, Ibid.
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as merely a means that did not affect the integrity of architectural design. The
profession's position concerning the catalogue can be found in "Sweet's" Indexed
Catalogue of Building Construction, a compilation of trade catalogues by Architectural
Record begun in 1906 [ fig. 9 1. The trade catalogues that were sent to the architect's
office came in various sizes and formats; from pocket size to folios, and leaflets to hard
cover books often several hundred pages thick. The "catalogue problem"” as it was
defined at the time, was the sheer quantity and variation of information that was often
unwanted and disorganized. As a "logical way of escape from this muddle," the guiding
principle of Sweet's was to be the "reference idea." In the introduction to the first edition
of Sweet's, Thomas Nolan, at the time professor of architecture at the University of
Pennsylvania, repeatedly emphasized that the catalogue was not "reading material” but
information for reference, belonging in the "same category of the dictionary, or the
telephone book." In other words, though the information in the catalogue is necessary to
architectural design, the content itself is not regarded as a constitutive part of the
discipline. The issue is then one of organizing the information in a "concise and
systematic way."36 There was no indication that this proliferation of catalogues could
somehow affect the nature of architectural practice. Instead, the notion of a "scientific
standard catalogue and index of building materials" was established to reinforce the
ethical dimensions of professional practice. From the producer's stand point, the
catalogue was a form of advertising. Based on this perception, it was made clear that
architects would not be susceptible to the manufacturer's advertising techniques and
would follow ethical and strictly architectural standards in the selection of materials and
components. Inspite of its indispensible role in the architectural process, architects did

not feel it necessary to rethink the nature of their discipline within this industrialized

36 Thomas Nolan, "Introduction,” "Sweet's" Indexed Catalogue of Building Construction, New York;
The Architectural Record Co., 1906 edition.
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system of production. In the first decade of this century, there was little doubt among
architects that they were the subjects of a design process guided by an internal discipline,
clearly distinguishable from a body of knowledge classified under the category of
reference.

For academic professionalism, the Pattern book and the Plan Books were
discourses antithetical to its discipline. As I have already mentioned, for Pattern Books,
and for other types of advice books, the physical environment was important primarily as
a medium of social reform. The internal principles of architecture were not the central
concern; or rather in the case of Downing, the principles of architectural design should
not be sought internally but in architecture’s relation with social and natural conditions. It
is true that historians such as Vincent Scully have convincingly demonstrated the
relevance and depth of the architectural thinking contained in the Pattern Books of
Alexander Jackson Downing and his followers.3’ However, authors like Downing and
Calvert Vaux were exceptions in their attempt to formulate new principles of design. In
the catalogue and Plan Books, architecture retained its value as a commodity for
consumption. This ran against a central concept of nineteenth century professionalism
shared by architects; that the practice and product of the profession existed outside the
capitalist market. For academic professionalism, neither culture nor architecture could be
perceived as a commodity. "Architecture,” claimed Barr Ferree in the first issue of
Architectural Record, "is not an article of manufacture that can be produced on demand.
It is one of the things not affected by supply and demand."3® Therefore, despite the
legitimate observation by Vincent Scully that Downing's Pattern Books were origins of

an important line of architectural thinking that flowered in the work of Frank Lloyd

37 1 am of course refering to his ground breaking study, The Shingl le an ick Style, which
had the subtitle of "Architectural Theory and Design from Downing to the Origins of Wright," first
gublished in 1955.

8 Barr Ferree, "An 'American Style' of Architecture,” Architectural Record 1, July-Sept., 1891, p. 39.
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Wright, the Pattern Book and Plan Book as genres and discursive forms were never an
integral part of the discursive field of a profession dominated by academic principles.
The commodification of architecture, and the logic of choice, assemblage, and a pre-
figured program clearly ran against the professional and disciplinary ideals of academic
professionalism. The undisciplined use of historical styles based on crude mechanical
reproductions, and the fragmented nature of the designs as well as building process were
rejected as an antithesis to the unified discipline represented by the principles of the Ecole
des Beaux-Arts. A central pedagogical goal of the Beaux-Arts, as it was formulated in
the latter half of the nineteenth century, was to train students in devising a design that fit
and integrated the complex programs of modern building types into a unified
composition. The essence of Beaux-Arts teaching, so aptly summarized by A.D.F.
Hamlin, was in "thinking of the building as an artistic unity...an object of artistic design
in plan, composition and detail." 39

In terms of defining architecture as an autonomous discipline, the core of the
discursive field was comprised of large format folios, the historical and theoretical
genres, and the professional journals. In particular, the emergence of the architectural
journal, a crucial medium in formulating the nature of the discipline, paralleled the
stabilization of the architectural profession.40 Unlike builder's magazines that flourished
throughout most of the nineteenth century, an architectural periodical that aspired to the
elevated notions of professionalism was financially difficult to maintain. By the turn of
the century, however, through the intervention of large publishers, a few journals were

established: American Architect and Building News, Architectural Record, Architectural

39 A.D.F. Hamlin, "The Influence of the Ecole des Beaux Arts on Our Architectural Education,”
Architectural Record 23, April, 1908, pp. 241-247. It should also be noted that in the same article
Hamlin, an early graduate of the Ecole, expressed concem that the design methods of the Beaux Arts were
not able to adapt to new building types and technologies.

40 See Mary Woods, "The First American Architectural Journals: The Profession’s Voice,” JSAH 48,
June 1989 for an overview of early journals and particularly the role of the American Architect and
Building News and its relation to the stabilization of the architectural profession.
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Review, Brickbuilder in the north-east, and Inland Architect in the mid-west. These
journals became the major source through which the profession could familiarize itself
with the most recent buildings and architectural issues. Before the establishment of the
journals, the availability of architectural books had been sparse and irregular. The
absence of institutional control over the access and distribution of discourse made it
difficult to form a community of shared knowledge and interests. One of the most
important tasks in forming a viable educational system was the establishment of an
architectural library replete with the proper books and journals that contained portfolios of
historical and contemporary monuments. The small community of trained architects were
well aware that the establishment of a professional journal would be crucial in the
formation of the discipline. The profession was in agreement with Charles Follen
McKim, entrusted with editing H.H. Richardson's New York Sketch Book of
Architecture, in his belief that the journal's role would be one of supplying "brother
professionals" with the "means of keeping themselves and each other informed in regard

to what is going on in their special world."4!

41 "Editorial,” New York Sketchbook of Architecture 1, Jan. 1874. reprinted in Leland Roth, ed.,
America Builds, New York; Harper Row, 1983, p. 232. New York Sketch Book of Architecture (1874-
1876 ) and the Boston based Architectural Sketch Book (1873-1876 ) existed primarily as vehicles for
publishing illustrations of contemporary work. The plates for the latter were selected and supplied by a
group of Boston architects and draftsmen who formed the "Portfolio Club" which met on a regular basis
for mutual criticism. See Eileen M. Michels, "A Developmental Study of the Drawings Published in
American Architect and in Inland Architect through 1895," Ph.D Dissertation, Univ. of Minnesota, 1971.
and Mary Woods, Ibid.
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2) The Discursive Practice of the Portfolio

Unlike the disjunct and fragmented display of architectural elements in the catalogue, the
modern portfolio, mostly utilizing gravure or collotype techniques, displayed beautifully
illustrated full page or double page reproductions of buildings. As I just mentioned in the
previous section, the portfolio was an essential part of the architectural journal. In fact,
certain periodicals such as the short lived Architectural Reprint and Brickbuilder, which
would later become Architectural Forum, were specifically intended to function almost
entirely as a portfolio. Architectural Reprint, which was first published out of
Washington, D.C. in 1901, provided edited versions of foreign books, selecting "such

material as will be of especial use in the drafting room."

The Reprint gives its subscribers rare and expensive books at nominal cost.
The text, excepting where necessary to explain plates, will be eliminated.
When the work of The Architectural Reprint is complete it will constitute at a
nominal cost a full library of the world's best architectural books.42

In most cases, the portfolio was part of a well ordered format, in which there were
generally three distinct sections in each issue: the portfolio, letter press and advertising.
It was an organization characterized by the clear separation between different modes of
discourse. In the case of American Architect, the journal began with the letter press,
containing articles on topics ranging from aesthetic issues to more practical matters of
construction and planning [ fig. 10 ]. The portfolio was almost always placed in a
separate section from the letter press, or in certain cases inserted between articles which
had no connection with the illustrated building or detail [ figs. 11 ]. Whether the
reproduction was a drawing or a photograph, each plate had to stand for itself without the

aid of verbal text, through its quality as a designed artifact and a reproduction. The

42 " Announcement,” Architectural Reprint 2, April 1902.
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accompanying verbal description of the illustration was kept to a minimum and often
grouped into a separate section. Advertising was not regarded to be part of the main text,
and was therefore grouped together and paged separately. In its January 1884 issue,
American Architect began a separate section for advertising, organizing its format and
providing an advertisers listing. Advertisements were generally presented in two kinds
of format: the full page illustration, in which the object was usually presented as part of a
complete environment, and the classified format [ figs. 12 & 13 ]. The former would
occasionally be placed within the main text, blending into the magazine in part by
emulating the format of the portfolio, while the latter was placed either in the first pages
of the issue, before the table of contents, or at the end of the journal.43 This "segregated"
organization of the journal would be the dominant format of the architectural periodical
until the end of the 1920s [ tables 1 & 2 ].

The ability to use the portfolio in the analysis and production of design was a key
part of academic training. Though not all reproductions were meant to be used in an
analytical fashion, the "plates" in many folios and periodicals were intended to be
separated from the binding and filed separately to be studied. The codified problems of
the analytique, esquisse and projet rendu, developed within the Beaux-Arts system and
adopted in its variant forms into American schools, required the ability to analyse and
transcribe architectural drawings. Hence, drawing and draftsmenship constituted a
crucial part of the academic discipline, particularly in the developmental stages of design.
In the United States, the term used to denote the graphic and visual skills required in
"training the eye and hand," was "indication."44 Indication was the skill of drawing at
different levels of abstraction, whether the object to be analysed or designed was the scale

of a sculptural column, an elevation, or the plan of a large building [ figs. 14 to 17 ].

43 The strict division between advertising and main text as a general practice in publications is discussed
in Robert Craig, "Ideological Aspects of Publication design,” Design Issues 6, Spring 1990.

44 David Varon, Indication in Architectural Design, New York; William T. Comstock, 1916, p. 19.
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Cultivating the ability to move from simple lines to detailed form, a process that may be
called "figuration,” and the complementary skill of drawing simple lines with a generative
idea in mind, the ability of "abstraction," were essential to academic pedagogy. Drawing
was an intricate discipline of seeing and interpreting. One had to be able to read into and
draw out architectural ideas. A line could be "sensitive, even tentative, feeling its way
and clinging on to the idea, as it were, in order to suggest it in all its multifarious
complexity."4>

Figs. 14 and 17 were selected from an American text published in 1916 titled
Indication in Architectural Design. The book, written and illustrated by David Varon, a
former student in Julien Guadet's atelier in Paris, was devoted entirely to the discussion
and demonstration of indication. In the case of a plan, such as fig. 17, an effective
drawing revealed its basic idea-- the parti-- while at the same time facilitating and
stimulating the further development of sections, elevations and details. It shows the
various levels in which the plan of the Bath of Caracalla could be indicated. Following
Guadet's suggestion that its plan be carefully studied, Varon, using his own sketches of
its plan, carefully demonstrated the process of indication; a process essential to what he
called the "natural method of studying architectural design."

The nature of this method may best be understood by following Varon's own
description of the process. The lengthy passage below is an example of the practice of
indication through which the Palazzo Farnese was analyzed by the author ( fig. 18 is

Plate XXIV refered to by Varon ).

Naturally the start must be made with the plan. In order the better to
understand the grouping of the masses, and their relation, the student must
disregard small details and, no matter how elaborate the plans he consults may
be, his first sketch will be like Figure 1, Plate XXIV, which shows what is

45 Reginald Blomfield, Architectural Drawing and Draughtsmen, New York; Cassell and Co., 1912, p. 8.
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called the block plan, where only the courts and circulations are indicated in
white, while the rest is hatched. He will observe that the rear parts are thicker
than the sides; and that the circulations vestibules are likewise more generous
in the former than in the latter. He can easily read the plan at least in so far as
concerns the relationship of the parts to one another and to the whole. He
remarks at a glance the thickness of the front wing, which with its
monumental access constitutes the most important part of the structure,
involving the reception halls and galleries, while the sides are assigned to
functions of comparatively lesser importance. He also notes that the
circulations on either side are proportionate to the thickness of the structure.
The next step for our analytical student is to consider the same plan
more in detatil. The first story being the most important, he sketches it,
( Figure 2 ) still on a rather small scale, where he can not do more than
indicate the component parts, yet, thanks to the delicate sense of touch which
has developed, he can present a fair idea of this plan in spite of the
simplification and the smallness of the scale. For instance, the piers of the
court are merely indicated by dots which, however, are heavier than those
representing the columns of the front vestibule. The student, being struck by
these interesting piers, sketches the plan of one in detail, as in Figure G. The
same process of detailing is used in case of all parts offering a peculiar
interest... The advantages of this process over that of tracing from the
reference book is manifest, and should not have to be insisted upon. It is the
best means of discovering the principal qualities of a plan, and also of
acquiring in a measure through one's own efforts the science of composition.
For though there be general principles of design, these can not be grasped
thoroughly unless their actual exemplifications have been studied.46

Here one sees the emphasis on the difference between merely tracing an architectural
plate, or "cribbing," as it was called at the time, and the process of reading and
transcribing. This simultaneously analytic and synthetic procedure could be applied to all

stages of design, and was a practice essential to the progressive development of a project.

46 varon, Ibid., pp. 27-28. ( my emphasis )
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There were basically two ways in which reading and transcribing was practiced.
The first, as demonstrated in figs. 14 to 18, was in the layers of precedent formed
through careful studies of the plans and elements of similar projects. The second method
of application was in the associations of the plan with different aspects of the design: its
construction, spatial enclosure, and the facade. The academic dessin techniques of
entourage, poche and mosaique were intended as graphic methods integral to making the

plan more legible to an architectural audience [ fig. 19 ].

By the French teaching, the plan is an assemblage of symbolic indications,
and when rendered in accordance with their rules of shades, tones, values,
etc., is as perfectly understood by their judges as would be a musical score to
the leader of an orchestra, and establishes between them and the student a
perfect medium of communication. The student, if he is a master of the art,
can at will suggest to the judges gayness, sadness, light and air, or the
absence of both-- a beautiful view or a dense forest.4’

Like the notational system of music, architectural representation was based on the
acceptance of a set of conventions: the interpretations of a building's "character," the
thickness of the sections ( irrespective of whether or not the masonry was structural ),
and the stylistic norms of classicism. Itis thus not surprising that a contemporary review
of Varon's book, which was essentially a manual on architectural representation, could

consider it a "practical treatise in the theory of architecture."48

47 3, Stewart Barney,"The Ecole des Beaux Arts, Its Influence on Our Architecture,” Architectural Record
22, Nov. 1907, p. 337. ( my emphasis ) For similar notions of the Beaux-Arts plan, see Alan
Colquhoun, "The Beaux-Arts Plan," in Essays in Architectural Criticism, Cambridge, MA; MIT Press,
1981. and Richard A. Moore, "The Beaux-Arts Tradition and American Architecture," Catalogue of
Exhibition by the National Institute for Architectural Education, New York, 1975. Another interesting
article is the account of Joseph Esherick's experience as a student at the University of Pennsylvania in

" Architectural Education in the Thirties and Seventies: A Personal View," in Spiro Kostof, ed., The
Architect, New York; Oxford Univ. Press, 1977. Esherick writes that the "intensive study of the plan as
essentially a diagram of spaces was important, and I still tend to 'read’ a building from the plan and in my
mind construct from it a conception of the spaces.” ( p. 263 )

48 Richard F. Bach, "Three Books for Draftsmen,” Architectural Record 42, Dec. 1917, p. 584.
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It was often stated, with both derogatory and positive intentions, that the student of
the Ecole des Beaux-Arts was taught to plan with his "eyes."4? Architectural design was
perceived as a visual practice, in which the plan and sections were the central
representations of an overlapping process of hermeneutics and transcription. A good
plan then could be characterized as having the dual qualities of depth and transparency.
Julien Guadet has provided one of the most eloquent statements concerning the nature of

the Beaux-Arts plan:

Yes, there are beautiful plans and I find this a legitimate expression-- but in
the sense that good books are good because we read them or a musical score
is good because of its content and not because of the arabesque look of the
calligraphy with which it is written.5

In this passage, Guadet compares the architectural plan with the musical score, an
analogy already encountered in the previous quotation on the communicative function of
the Beaux-Arts plan. Indeed, architectural documents are, to use Nelson Goodman's
term, allographic.5! In architectural discourse, however, a distinction can be made
between documents such as contracts, specifications and working drawings, on the one
hand, and the portfolio, on the other. While the former work within representational

conventions shared with the building industry, the latter is not intended for a

49 One of the most interesting debates concerning the merits of the Beaux-Arts system can be found in a
series of articles by J. Stewart Barney, A.D.F. Hamlin and Paul Philippe Cret in Architectural Record 22,
1907.

50 The quote is from Chapter Three of Volume I of Elements et theorie de I'architecture, Paris; Lib. de la
Construction Modeme, 1901-1904. I have used the English translation from Leland Roth, ed., America
Builds, New York; Harper and Row, 1983, p. 332.

31 In his Languages of Art, Indianapolis; Hackett, 1976, Goodman introduces the distinction between
autographic and allographic works of art. A work of art is autographic "if and only if the distinction
between forgery and of it is significant; or better, if and only if even the most exact duplication of it does
not thereby count as genuine.” ( p. 113 ) Painting is autographic, while musical composition and
architecture are considered allographic, in that all performances that comply with the notation can be
considered genuine. Presentation drawings for the client and the modern phenomena of the architectural
exhibition and publication intended for a lay audience introduce another set of complicated issues that are
beyond the scope of this study.
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"performance" in a different medium. It functions as a productive agent of essentially the
same medium of two-dimensional drawings which circulate within the architectural
profession. The drawings in academic design were intended as a self-referential and
productive system of representations. At the center of this system were the plan and
section: to use an axiomatic phrase by Paul Philippe Cret, "the sections are the diagram of
the whole composition and should be its sources.">2

In the portfolio, orthographic systems of drawing were clearly the privileged mode
of representation. Even after photography began to be widely used in the late 1880s, it
aspired to the conditions of veracity and correspondence. Hél€ne Lipstadt has correctly
pointed out in her study of Cesar Daly's Revue Générale de 1'Architecture, that modem
reproduction in fact did not deprecate the aura of architecture, but rather had the power to
imbue buildings with artistic qualities identifiable by the professional as well as
layman.53 The portfolio's function had been intensified, rather than diffused, by its
mechanical reproduction. To quote from a widely used portfolio, its basic purpose was
"by means of photographs and measured drawings to place before Architects an
absolutely reliable and correct reproduction of all that pertains to the practice of
Architecture, so that an Architect, or for that matter anyone, could reproduce a given
subject from a chimney-stack to a door knob.">4 As part of the portfolio then,
photography functioned and continued the representational modes of architectural
drawings [ fig. 20 ]. The architectural plates, whether they were photographs or
drawings, thus framed its object in a way that it was identifiable as an element of

architecture ( the classical orders, entrance ways, vestibules, etc. ), which included the

52 paul P. Cret, "Design," in Book of the School, Department of Architecture, University of
Pennsylvania, 1874-1934, Philadelphia; Univ. of Pennsylvania, 1934, p. 29.

53 Héléne Lipstadt, "The Building and the Book in Cesar Daly's Revue Générale de I'Architecture,” in
Beatriz Colomina, ed., Architectureproduction, New Jersey; Princeton Univ. Press, 1988, p. 25.

54 Marvyn E. Macartney, Th ical Exemplar of Archi ing M Drawin
Photographs of Examples of Architectural Details, London; The Architectural Review, 1907, p. 2.
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largest single element, the building as a whole.”> For an architectural illustration to be
used in the transcribing process, this self-referential system was clearly a privileged, if
not a necessary mode of architectural illustration. It was important and a common
practice for the portfolio section of a periodical to provide accurately scaled and measured
drawings, which naturally tended to be orthographic.

If contracts, construction documents, and presentation drawings defined
architecture in relation to the exterior world, the discursive forms of the essay and
portfolio structured the internal epistemology of the "special world" of architecture, i.e. a
body of knowledge exclusive to the discipline of architecture. The specific institutional
site of this internalized world of academism would be the atelier and the library. Though
the spirit of the nineteenth century atelier may still be found, in diffused form, in the
architectural studio, the role of the library seems radically altered. As the following
account of architectural training at Columbia University during the turn of century
reveals, the discursive practice of the portfolio had formed an inseperable link between

design and the architectural library.

[T]he most engrossing part of the freehand course consists in the tracing,
copying, analysing and designing incidental to the study of architectural
history. This work continues throughout the four years, with a parallel
course in ornament under Professor Hamlin. The thoroughness of the
attention given to it and the magnificent library equipment that makes this
thoroughness possible, may, we think, be designated as the chief
characteristic of the school. If draughtsmenship be the portal, so to speak, to
the Temple of Architecture, then the library for historical research may be
considered as the inner cella or holy of holies.>®

55 For a similar interpretation of the representational strategies of architectural photography during its
early development in America, see Cervin Robinson and Joel Herschman, Architecture Transformed. A

History of the Photography of Buildings from 1839 to the Present, Cambridge, MA; MIT Press, 1987,

. 58.
15)6 Percy C. Stuart, "Architectural Schools in the United States--Columbia University," Architectural

Record 10, July 1900, p. 6. The article also gives an interesting account of how popular portfolios had
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As fig. 21 of the atelier and library at the Massachusetts Institute of Technology during
the 1880s show, the two were literally interlocked in forming the institutional site of
academic education. Thus, in the portfolio and its repository, the library, an
autonomous, constant and internal history of architectural monuments was formed.
Needless to say, the historical essay and the numerous treatises on classical architecture
continued to be studied, transformed and referred to. Along with the portfolio, they
constituted the core of a discursive field in which architecture was understood and
operative in its own internal history. As one architectural historian of the nineteenth
century has noted, "the monument was regarded as a recollection of the past and a
reminder of the future; and in that sense it was also the residuum of the historical
continuity of architectural meaning."57 The portfolio, as the repository of past
monuments and the source of future designs to be sketched along its pages, reproduced

this continuity.

to be separated from the book and reserved in the library when a design project required reference to certain
building types.

57 This is from Goerd Peschken's study of Karl Friedrich Schinkel and was quoted by Dalibor

Vesely," Architecture and the Conflict of Representation”, AA Files 8, Jan. 1985, p. 30.
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3) The Conceptual Framework of the Academic Discipline:
Composition, Planning and the Parti

By the turn of the century, to American architects, the Ecole des Beaux-Arts represented a
specific method and philosophy of architectural design. Increasingly large numbers went
to Paris to study the "modern French methods" and returned eager to apply and spread
what was perceived as the essential lesson of the Beaux-Arts system: the discipline of
architectural design. In the vocabulary of American academism, a distinction between
two basic concerns of design-- that of composition and planning-- could be made.>8
While planning received little critical attention, pedagogical texts concerning composition
authored by American architects appeared frequently. In 1898 John Beverly Robinson
contributed a series of articles on composition in Architectural Record, published a year
later as Principles of Architectural Composition. The book was used in Robinson's
lectures at Columbia University, and in 1908, was published again in revised form. In
1903, John Van Pelt published A Discussion of Composition which was based on his

lectures at Cornell University.3 Robinson and Van Pelt, who had both attended the

58 The literature on academic design often refers to design as "composition and planning.” Furthermore,
architectural schools like Columbia and Berkeley could offer separate courses on composition and
planning. At Columbia, William Boring taught separate courses on the "Principles of Composition” and
"Principles of Planning." Composition could also refer to a drawing skill as in "composition and
rendering," an elective course at MIT. See "Massachusetts Institute of Technology, Department of
Architecture Course of Instruction,” Architectural Record 21, June 1907, p. 444, and "The Course in
Architecture,” Technology Architectural R 1, May 1907, pp. 3-5, for an annotated list of course
offerings at MIT.

59 Both Robinson's and Van Pelt's books were revised and published respectively under the titles
Architectural Composition ( 1908 ) and The Essenti f Composition as Appli (1913).
Along with books on composition, various text books on drawing, construction, and style were produced
during the turn of the century. One of the most widely used American text books was William Robert
Ware's American Vignola published in 1902. Before American Vignola, students had to rely on a French
edition of Vignola, Traite elementaire pratique d'architecture, which was not as readily accessible as
Ware's text book. It provided a specific and simplified explication of the design rules of classical
architecture and quickly became the standard school text through which the orders were studied during the
first year.



Ecole in Paris, thus began a line of discourse on composition that would extend into the
1930s in America and England.®°

In the French academic tradition, composition had a much longer and complex
history of shifting connotations. According to David Van Zanten, during the latter half of
the nineteenth century, distribution and disposition were subsumed by composition. It
was thus an extremely inclusive term which came to signify "the essential act of
architectural design."8! Composition denoted a process, as well as the final design of
the building, in which aesthetic, historical and practical issues were drawn together. The
literary culmination of the discipline of composition is widely considered to be Julien
Guadet's Eléments et théorie de l'architecture, the four volume compilation of his lectures
published between 1901 and 1904. Guadet's EIéments can be understood, on the one
hand, as a study of what was regarded as the basic elements of architecture--walls,
porticoes, orders and columns, vaults, vestibules, stairways etc.-- and on the other hand,
a discussion of the practical and historical aspects of building types. Guadet had thus

identified the two basic components of academic discipline-- the individual architectural

60 The proliferation of composition books written in English was first brought to my attention by Colin
Rowe, "Character and Composition; or Some Vicissitudes of Architectural Vocabulary in the Nineteenth
Century," Oppositions 2 1974, reprinted in The Mathematics of the 1 Villa and Other Ess
Cambridge, MA; MIT Press, 1976. David Van Zanten and Richard A. Moore have also noted the
numerous composition books published in America and England during the first three decades of this
century, but do not discuss them in any depth. Among the numerous books related to the issue of
composition, the only one that attempted to adopt the format of Julien Guadet's Eléments et théorie de
l'architecture, is Robert Atkinson and Hope Bagenal's Theory and Elements of Architecture published in
1926.

61 David Van Zanten, " Architectural Composmon at the Ecole des Beaux-Arts from Charles Permer to
Charles Garnier," in Arthur Drexler, The Architecture of the Ecole des Beaux-Arts, Cambridge, MA

1977, p.112. Therefore in the terminology of the Ecole, what Americans called design would be more
closely translated as composition rather than dessin, which denoted a theory of art and a body of
representational methods. French academic theory in the nineteenth century constitutes an extremely
complex and dense field that cannot possibly be dealt with in any specific manner in this study. I have
thus relied heavily on professor Van Zanten's views of the historical changes in the theories and practice
of the Ecole des Beaux Arts. I would like to note that inspite of the rapidly changing conditions of
building in the latter half of the nineteenth century, academic theory in France proved to be extremely
resilient, much more so than in the United States. This is due in part to what many historians believe to
be the inclusive and pragmatic nature of the process of composition. As its complex history
demonstrates, French academic theory had the ability to absorb the criticism of its opponents and
reintegrate them into its system, all the while maintaining an ideology of unity in architectural design.
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element and the building type. Though Guadet stressed the importance of composition,
he did not engage in an extensive discussion of the term. Terse statements of principles
were scattered in what was essentially a study of specific and practical problems of the
construction and organization of buildings. ( Just three short chapters of Book Two in
Volume One are devoted to a general discussion of composition and architectural
principles. ) Van Zanten has accurately pointed out that Guadet's Eléments was more a

book on building types, than a theory of composition:

Architectural composition was merely a way of checking and refining these
types; a way of phrasing them architecturally with clarity and elegance.
Architectural composition's task was not primarily to generate new types out
of nothing. Thus knowledge of the type was far more important than
knowledge of the technique.%2

For Guadet, composition denoted less a theory than the practice of design; something
that "cannot be taught; one learns it through multiple trials, by example, through advice,
and by one's own experience building on that of others."63

Like Guadet's Eléments et théorie de 'architecture , the American texts on
composition had the dual function of theoretical treatise and pedagogical text. However,
as the subtitle to Robinson's book--"An Attempt to Order and Phrase Ideas which
hitherto have been only Felt by the Instinctive Taste of Designers"-- suggests, Van Pelt
and Robinson sought to make explicit the basic ideas of architectural design, particularly
the notion of composition [ fig. 22 ]. Contrary to the perception that the American

discussion of composition was uniquely a reflection of Beaux-Arts conceptions,

62 David Van Zanten,"Le System des Beaux Arts," Architectural Design 48, Nov./Dec., 1978. Volumes
II and III were devoted entirely to the examination of building types, beginning from habitations, through
various public institutions, and finally religious buildings, to which the whole of Volume IIT was
dedicated.

63 Guadet, Eléments. in Leland Roth, ed., America Builds, p. 327.
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Robinson and Van Pelt's writings indicate an assemblage of influences. The vague but
nonetheless powerful ethic of Ruskin pervaded both texts, in particular A Discussion of
Composition. Van Pelt distinguished two levels of "laws" that govern the arts, one
"artistic" and the other "technical." Relying heavily on The Seven Lamps of Architecture,
Van Pelt elaborated the first laws-- sincerity and truth, character, frankness and
decisiveness, simplicity and finally, carefulness and thoughfulness-- which made
composition an artistic endeavor. The technical principles of composition-- balance,
contrast, character, style, color and scale-- were merely the means through which the
loftier purposes of art were to be achieved.®* In the case of Robinson, there was an
attempt to assimilate certain picturesque elements of Victorian architecture into a more
formal idea of composition. Robinson was engaged specifically in a debate between the
notion of architecture as a "representative art," akin to painting and literature, and as a
"pure art," which would align architecture with music. Robinson was decidedly on the

side of the latter.

As music is the art of sound, so architecture is the art of form. Not
representative form, not garlands and metopes and inhabited niches, but walls
and roofs and columns...We must therefore think of true architecture, not as
the development of economic planning, not as the expression of construction,
not as adherence to historic or contemporary precedent, but as the
fundamental art of inventing and constructing objects that please by their
intrinsic form and color, addressing itself to buildings in the largest sense of
the word, whether inhabited or built only to be looked at, as triumphal arches,
mausoleums, domes, towers and spires.6

64 john Van Pelt, A Di ion of Composition, New York; Macmillan Co., 1902, pp. 1-39.

65 John B. Robinson, Archi 1 Composition, New York; D. Van Nostrand, 1908, pp. 12-14. On
the opposite spectrum of the debate were representational theories of architecture exemplified by the series
on comparative aesthetics by George L. Raymond, particular the last volume Painting, Sculpture and
Archi re as R ntativ , New York; Knickerbocker Press, 1895 ( 2nd ed., 1909 ). Typical of
Raymond's position would be the statement that architectural form "represent[ed] both the material
method of the construction and the mental purpose of the design.” (p. 320)
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Van Pelt, on the other hand, brings in the contemporary theories of Titchener and
Helmholtz in an effort to provide an optical and psychological, as opposed to what the
author called a judgmental basis of architectural composition. Van Pelt gave examples of
illusionistic effects illustrated in Helmholtz's Die Physiologischen Optik, to argue for
certain adjustments in the indication of architectural elements such as balustrades and
designs where triple divisions occur [ fig. 23 ]. Though these applications of perceptual
theories were at best tenuous, the direction in which he wished to take the discussion on

composition was clear.%6

The principle here involved is a wide-reaching one, and we should do wrong
not to recognize, master and turn to account so important a factor in design.
In so doing-- in making our lines crooked, perhaps, that they may appear
straight-- although a deception is involved, we are really more honest than we
know. For we are thus asserting the great truth, namely, what is needful in
art is that which will satisfy human perceptions, not mathematically
determined conglomerations of lines or forms.67

One of the "tricks" that Van Pelt suggested in grasping the basic composition of a design
was to put one's eyes out of focus when viewing an architectural object; the "blurred
shapes" would then be the "fundamental elements"” that had to be composed.®® For Van
Pelt, composition as an artistic achievement had to be based on composition as a visual
experience, through which "all the faculties of the observer” were brought into play.®
Within this tiered conception of composition, style was considered more a technical
and secondary matter which did not appeal directly to the achievement of art. However,

as a constitutive part of the elements of architecture, it formed a set of essential

66 See particularly chapter on "Optical Effects” in Van Pelt, Ibid., pp. 120-153.
67 Ibid., p. 120.

68 Ibid., p. 71-72.

69 Ibid., p. 97.
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conventions. William Robert Ware's American Vignola, a standard textbook published
in two volumes in 1902 and 1906, demonstrates the way in which the classical style was
employed as a controlling element in design, rather than one of several alternative
conventions of ornamentation [ fig. 24 ]. One of the best characterizations of the
constitutive role of style was provided by Ware's associate at Columbia University,
A.D.F. Hamlin-- another central figure in the promotion of the Beaux-Arts curriculum in

American schools.

Design in architecture, is a form of expression. It is a language, of which the
words and letters are the structural and decorative features and details; the
thoughts to be expressed are the ideas and conceptions in the designer's
mind...But in order to express these he must have suitable means of
expression. He cannot invent a new language out of hand any more than he
can invent a new language or a new alphabet. Even if he could, the new
language or alphabet could never serve his purpose as the old ones can, not
only because no one but he could understand it, but also because it takes long
periods to perfect a language as a means of expression...The historic styles
are the perfected languages of architectural expression, the forms and details
of these styles its words and letters. To master one such style thoroughly, so
that the designer can think his architectural thoughts out freely in terms of that
style is a valuable achievement.”

It is clear, however, that the academic discipline centered on the architectural plan. Even
the harshest critics of the Ecole, such as Ralph Adams Cram, admitted to the strength of
this aspect of the discipline, which "lay not in its theory of style, but in its logical
planning and its insistence on unity and integrity in every architectural scheme."”! In

Hamlin's article just quoted, he went on to stress, in the same vein as Van Pelt and

70 A.D.F. Hamlin, "American Schools of Architecture. 1. Columbia University," Architectural Record
21, May 1907, p. 328-329.
71 Ralph Adams Cram, My Life in Architecture, Boston; Little, Brown and Company, 1936, p. 37.
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Robinson, that the "fundamentals of design [were] independent of the historic styles." In
terms of the exterior these fundamentals were "proportion, massing, fenestration,
distribution of light and shade, scale, expression.” In line with the characteristic
perception of academic design around the turn of the century, Hamlin concluded that the
"foundation of all design" consists of planning.”2

The key word for both Cram and Hamlin is planning. In their statements just
quoted, it was employed in a synthetic manner, close to the connotations of the French
composition. Planning, however, was primarily an Anglo-saxon term that began to gain
wide usage in architectural discourse in America during the late nineteenth century. There
was another more restricted sense of the term, associated primarily with the practical
matters of the program. In this restricted usage, planning was considered to be based
less on general principles than a practice contingent upon the varying requirements of
each building type.”? Itis in fact difficult to find a French equivalent. Etude seems to be
the closest term that had the connotation of planning as a passive acquisition of
information concerning the program. Thus in a chapter on planning at the end of Van
Pelt's A Di ion of Composition, the short text of forty pages was divided into
sections that discussed different building types. Van Pelt claimed that it was based in
large part on the teachings of Guadet, and accordingly followed the sequence of Volumes
II and I1I of Eléments. Already in the early years of this century, however, Guadet's
discussion of building types were considered by many to be irrelevant to American

conditions. In 1907, A.D.F. Hamlin wrote:

72 Hamlin, "American Schools of Architecture,” p. 329.

73 One of the few books in which planning was discussed in terms of its general principles was Percy L.
Marks, The Principles of Planning, An Analytical Treatise for f Archi n rs, London;
B.T. Batsford, 1901. One of the interesting consequences of placing planning at the center of discussion
is the use of the term design "in the limited significance of the art qualities displayed in the elevations.”
(p.92.)
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[ Guadet's ] discourses on the fundamental principles are stimulating and
suggestive; but for American students what he has to say of the planning of
theatres and libraries, hospitals and schools and churches, is either so far
removed from American ideas and practice or so far behind them as to be a
detriment rather than an advantage to the American.™

This passage reflects the widely held belief that the complexities and scale of American
building required a different type of discourse on planning that dealt with its technical and
organizational problems.

1 have labeled the books which responded to the technical and practical problems of
large scale building "planning manuals." These began to proliferate in America during
the same period that the discussion on composition emerged. Such manuals were usually
organized along institutional building types such as schools, offices and hospitals, and
were published for both architects as well as institutional practitioners. They were
generally concerned with technical problems and matters of institutional organization, and
excluded discussions on the historical development of the building type, so central to
Guadet's Eléments.”> Here, planning was vaguely allied to a process in which the

practical requirements of design were resolved. The process itself, however, was never

74 A.D.F. Hamlin, "The Influence of the Ecole des Beaux-Arts on our Architectural Education,”
Architectural Record 23, April 1908, p. 245. There are other numerous accounts that indicate that
Guadet's discussion of building types was incompatible with the American situation. Joan Draper reports
of John Galen Howard's lectures on Guadet's Eléments at Berkeley where Howard "could never quite twist
the French building types to fit American patterns, thus limiting the value of Guadet's principles for
American students.” See Joan Draper,"The Ecole des Beaux-Arts and the Architectural Profession in the
United States: The Case of John Galen Howard," in Spiro Kostof, The Architect, New York; Oxford
University Press, 1977, p. 233.
75 Two examples published during the turn of the century were William H. Birkmire, The Planning and
Construction of High Office Buildings, New York; John Wiley and Sons, 1898, and The Planning and
Construction of American Theatres, New York; John Wiley and Sons, 1896. Examples of manuals on
hospitals published before the end of World War I include Albert Ochsner and Meyer Sturm, The
ization ction ment of Hospitals, Chicago; Cleveland Press, 1907; John

Homsby and Rxchard Schmidt, Thg Modern Hospital, Igg Inspiration: Its Architecture: Its Equipment: Its
Operation, Philadelphia, W.B. Saunders, 1913; and Edward F. Stevens, The American Hospital of the

Twentieth Century, New York; Architectural Record Pub. Co., 1918. An institutional journal, The
Modern Hospital, published by the American Hospital Assocation, was widely referred to as a source of
information on hospital planning.
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made explicit. In the context of the manuals, planning involved a specialized form of
knowledge: the acoustics of a theatre, the provision of sunlight and sanitation in a
hospital, the ventilation of schools, the mechanical systems and structural engineering of
tall buildings, etc. An architect could be involved in a manual but its principal author was
generally an engineer, an experienced practitioner within the institution, or the emergent
"management expert." In addition to the manuals, information concerning planning
could be culled from various publications of institutional societies, such as the American
Association of Museums and the American Hospital Association. In the case of the
hospital, the secondary role of the architect was particularly evident because of the
uncertain nature of pathology and theories of disease transmission.”® Planning was
contingent upon a progressive accumulation of knowledge in disciplines external to
architecture. Planning manuals were therefore regarded as books for reference. As far as
planning knowledge was concerned, the important matter for the architect was less its
epistemological structure, organized by engineering disciplines or the institution to be
planned, but knowledge as pieces of information, as data.

Peter Collins has pointed out that it was with the French Prix de Rome
competitions during the mid-eighteenth century that the idea of the program, as a list of
design requirements, was first evolved. Whatever the historical accuracy of this
observation, it is clear that the academic system had institutionalized a specific form of

discourse into the design process.”’ The typical Beaux-Arts program was extremely

76 During the nineteenth century and until the early years of this century, plans for hospitals were
basically drawn up by physicians with some aid from experienced architects. Until the first years of the
twentieth century, Hospital Plans, published in 1875 by Johns Hopkins, along with Henry Burdett's
Hospitals and Asylums of the World were the main texts of reference. By the 1920s, the periodicals and
manuals on hospitals listed in the above note could be consulted. New concepts of spatial organization
and the invention of new building type were attributed to the institutional profession rather than to
architects. See John D. Thompson and Grace Goldin, The Hospital: A Social Archi i ,
New Haven; Yale Univ. Press, 1975, and Paul Starr, The Social Transformation of American Medicine,
New York; Basic Books, 1982.

77 peter Collins, Changing Ideals in Modern Architecture, Kingston; McGill-Queens Univ. Press,
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vague in its indication of size and required facilities. Though programs provided in
American schools tended to be less grandiose, the discursive form was basically identical
to that of the Ecole. As in the program for the first Paris Prize, drawn up by the Beaux-
Arts Institute of Design in 1904, the only quantified requirement provided were the
dimensions of the imaginary site and the seating capacity of a "large” lecture room,
leaving the appropriate size of the adjectives, "large,” "small" and "ample"” to the
interpretation of the student and the jury [ table 1]. Emphasis was placed on suggestive
phrases of the building's character and its physical organization; such as the opening
passage that described the purpose of the "colonial institute” and the statement that the
institute "consist of three distinct groups of buildings, not necessarily disconnected.” In
the development of the American Beaux-Arts system, planning as the act of interpreting
and satisfying the requirements of the program had always been a basic part of the
architect's education. This brief glimpse at the Beaux-Arts program indicates that the
academic concept of planning required more than meeting the quantitative and technical
aspects of the program, which were, in the first place, its secondary components. This,
nevertheless, did not mean that the program was within the jurisdiction of the architect.
Guadet, for instance, wrote that the architect should be a consultant to the client, but also
stressed that he was "the servant of a programme which does not emanate from him."78
Throughout most of the early twentieth century, even though the modern programs were
considered to be more complex, requiring careful study, the academic approach to the
program was basically passive.

Planning thus had an extremely wide range of connotations in academic discourse.

It could be used to denote the act of design, as encountered in the statements of A.D.F.

pp. 219-220. Collins argues that the background to the French programme was the emergence of new
building types such as hospitals and administrative halls in the eighteenth century, and in the next
century, banks, offices, hotels, and railway stations.

78 Quoted in Collins, Ibid., p. 229. See Chapter on "Les devoirs de l'architecte,” in Volume IV of
Eléments,
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Hamlin and Cram, as well as the acquisition of technical knowledge associated with
reference texts. In either case, planning was almost never defined in the manner that
composition was in academic discourse. One of the more specific uses of planning
involved the notion of the manipulation of the architectural plan discussed in the previous
section. It approached the French terms distribuer, "to apportion between several” and
disposer, "to arrange, to put things in a certain order.” In the academic discipline,
underlying this act of dividing and arranging was the basic plan shape, or "parti type" and
"plan type," as it was often referred to by American architects. It was in the parti that the
aesthetic and visual concerns of composition, on the one hand, and the practical problems
of the program, on the other, were synthesized. It was thus a concept that could not be
subsumed in either composition or planning. According to Ernest Flagg, the parti was
"the logical solution of the problem, and as every true architect must have two natures,
the practical and the artistic, the parti must be the logical solution of the problem from his
dual standpoint as constructor and artist."”®

There were two inter-related components of academic pedagogy central in
cultivating this discipline. The first was the mastery of the basic elements of architecture.
This stage of training was referred to as the "analytique": an exercise in designing a small
architectural element, either constituting part of a building, as in the case of a door,
balcony or loggia, or a structure by itself, such as a small pavilion or ceremonial arch
[ figs. 15 & 16 ]. AsI have already mentioned, within the design process, the problem
of style was part of the larger issue of the study of elements, and their proper
combination [ disposition ] into an overall design. The second was the ability to produce
the initial sketch for the parti-- the esquisse-- for the analytique or the larger, so-called

Class B and A problems. The esquisse had to be produced in a very short time, without

79 Ernest Flagg, "The Ecole des Beaux-Arts, Third Paper," Architectural Record 4, July-Sept. 1894,
p- 39.
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reference to portfolio documents and in seclusion from other students [ fig. 25 ]. Most
importantly, the student was not allowed to depart from the sketch, working with the
original parti, and in the case of larger projects, developing it into a rendered design that
satisfied the requirements of the program. In the French concours system, departing
from the original sketch would make the design hors de concours, with no credit toward
advancement. It was difficult to produce an esquisse that could be submitted to the
concours, but even more arduous a task to produce one that could be worked out in a
rendered project. Most American schools did not follow the competition method of
accruing credits towards a diploma and maintained programs with a fixed design
curriculum. Nevertheless, the discipline of committing oneself to the original parti was
maintained within the framework of the design course. Furthermore, compensating for
the absence of competitions within the curriculum, most schools participated in the
competitions sponsored by the Beaux-Arts Institute of Design, which adhered strictly to
the Ecole's concours system [ fig. 26 ]. This commitment to the esquisse was
considered the key "mental discipline" of the design process.0 The ability to produce the
esquisse was based on a long and meticulous training, but the moment of creation was to
be short and intuitive. According to Guadet, the creation of the parti consisted not of "a

deliberate piling-up of logically derived elements" but through a "bold and fleeting idea™

[this idea] will be a synthesis, springing suddenly complete in your mind.
This mode of creation, contradicting the methods and theories of traditional
logic, denying Bacon and Descartes, is intuition-- the very genesis of artistic
ideas.8!

80 "The value of the esquisse from the point of view of mental discipline is very great. The discipline of
working on a problem on which one is tied down to the esquisse is as strong and as persistent a corrective
as there can be against vague and loose thinking." John Harbeson, The Study of Architectural Design,
New York; Pencil Points Press, 1927, p. 8.

81 "J¢ plus souvent elle sera synthétique, surgissant enti¢re 3 votre esprit; ce mode de création, qui deroute
les théories et les méthodes de la logique traditionnelle, qui dément Bacon et Descartes, c'est l'intuition, la
vraie genése de I'idée artistique.” Guadet, ibid. Vol L., pp. 100-101 ( Guadet's emphasis ).
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And if the idea was well "found" [ trouvé ], the progression from the whole to the parts
would come with ease and be consistent.

Once again David Varon's Indication in Archi ral Design provides an explicit
elaboration of the academic design process. In a separate chapter on planning, Varon
first stressed the importance of "studying famous structures...before the student may start
composing plans." Through this process of reading and transcribing the student
familiarized himself with the manner in which the character of certain monuments are
formulated and more specifically, the "rational arrangement of elements" that constituted
basic plan shapes [ fig. 27 ]. Having studied the program, the student must then be able

to acquire the skill of "thinking in blocks,":

This does not mean that one must necessarily adopt a typical shape, such as
an H or a T or any of the combined forms of plans. The student at first is
likely to memorize such schemes and to apply them on the first occasion
offered to him. It is natural for a beginner to do so, as it provides him with an
opportunity the better to analyze the advantages of such a type of plan-- and
then it is supposed that the program to some extent favors such a selection.
But in the more advanced stages the student will combine different shapes for
himself, to suit both the program and his own ideal. This combination will
have to be very distinct even in a sketch.82

As this passage implies, the basic shape of the plan had a quasi-dependent relation with
the program. A specific program may "favor" a certain type of scheme, but ultimately it
is a matter of "selection," of making a decision on a parti. ( The term parti derives from
the phrase prendre parti, to take a side or make a decision. )

In academic discourse then, discussions of parti took precedence over the specific

requirements of a building type. For example, in an article on hospital planning by

82 varon, Indication, pp. 38-39 ( my emphasis ).
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Emest Flagg, discussion centered on the merits and problems of a parti type that he had
devised for the design of St. Luke's Hospital [ fig. 28 ].83 It was after the parti had been
specified as a diagrammatic plan, which already embodied a general idea of how the
program would be resolved, that the technical and organizational issues were engaged.
Flagg also compared different types of plans on a hypothetical site, which he analyzed for
their economy and advantages in ventilation [ fig. 29 ]. In this instance, planning
involved the knowledge of the sanitary requirements of the hospital, and at the same time,
signified the actual process of filling in and dividing the initial parti. In academic
discourse, planning could thus be characterized as "small scale sketching from any good
composition. "84

As the following account of Stanford White's approach to design work in McKim,
Mead and White's office indicates, this system of design worked well in a hierarchically

organized architectural office.

White's designs were conceived spontaneously; and he was little bothered by
precedent or formulas. In directing his draughtsmen he expressed his thought
always with a pencil rather than discussion. After covering, often times,
yards of tracing paper with alternative solutions for work under consideration,
he would eliminate all but two or three of the most pleasing and turn these
over to his draughtsmen to "do something"-- which he would either reject at
sight or ( if this "something" was found favorable ) use as the basis of future
study.8>

It was Stanford White's reponsibility and capacity in producing the sketch of the parti that
distinguished the principal from the draftsmen who simply worked out his basic

schemes. Another revealing statement concerning the status of the parti was provided by

83 Ernest Flagg,"The Planning of Hospitals," Brickbuilder 12, June 1903, pp. 113-116.
84 varon, Indication, pp- 37-38.

85 The account is that of Albert Randolph Ross, quoted in Charles C. Baldwin, Stanford White, 1931
reprinted New York; Da Capo, 1976, pp. 262-263.
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Montgomery Schuyler in his eulogy to George B. Post. He stated that Post had fulfilled
his function as an architect as "the maker of the 'parti,’ or the 'layout' which he devised
with a view not only to convenience but also to dignity and impressiveness." For
Schuyler it was essentially the discipline of the parti that defined the architect: "the man
who does that, call him what you will, is an architect, even though he should leave all his
buildings in the rough."86

One of the most succinct comments concerning the Beaux-Arts system was
provided by Louis Sullivan, the great mythological victim of American academism. Ina

recollection of his brief experience at the Ecole des Beaux-Arts in Paris, Sullivan wrote:

He familiarized himself thoroughly with the theory of the School, which, in
his mind, settled down to a theory of plan, yielding results of extraordinary
brilliancy, but which, after all, was not the reality he sought, but an
abstraction, a method, a state of mind, that was local and specific; not
universal. Intellectual and aesthetic, it beautifully set forth a sense of order,
of function, of highly skilled manipulation.87

To an advocate of the Beaux-Arts system, the only objection to this statement would be
that its method was not "local and specific” but indeed "universal." It was widely
believed that at the core of the discipline, there was a "method of attacking and studying
any problem in architectural design."8® A fundamental assumption of the system was
that there could be more than one solution to a particular program. Architectural form did
not emanate from the program; rather design sought to find different ways in which the
program could be staged. There were certainly good and bad designs, and to use a

mathematical analogy, one solution could be more elegant than the other. However, the

86 Quoted in Steven Bedford, et al., Between Traditions and Modernism, New York; National Academy of
Design, 1980, p. 18.

87 Louis Sullivan, Autobiography of an Idea, 1924, reprinted New York; Dover, 1956, p. 240. ( my
emphasis )

88 Harbeson, The Study of Architectural Design, p. 1.
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notion that there was one best solution was incompatible with the system. The goal of
architectural training, according to Paul Philippe Cret, was "not to arrive at the best
solution of any particular problem, but to learn how to study any problem."8% Based on
this conviction of the universality of the Beaux-Arts system, it was often called the
"science" of design. The discipline was centered not on the solution of the problem but
on the method and manner it was solved.

The nature of academic professionalism was thus something quite different from the
science-based professions that emerged in America during the same years. The historian
Burton J. Bledstein has argued that Victorian professionalism had been based on two
principles; first on "a special power over worldly experience"; and secondly, "a command
over the profundities of a discipline.” In the case of the sciences, medicine and
engineering, the professions could claim a natural world, constant and exterior, that only
the discipline could "excavate..for its principles and theoretical rules."% The "world" to
which academic professionalism sought to find its disciplinary principles was not a
natural and external world, but an artificial system of design and an internal history of its
own past, i.e., a history of and in architecture. To its proponents, it was exactly the
"artificiality” that Sullivan rejected which constituted the kernel of the system.91 As he
stated, the academic system centered on a "theory of plan" rather than a theory of
planning. The theory could be regarded as one of formal manipulation, as the plan was a
privileged type of architectural form. It was therefore not only possible but appropriate to
say that one "composed a plan" or "planned a composition." As an enclosed and artificial

system based on institutional conventions, there is almost an element of faith involved in

89 Quoted in Theo.B. White, ed., Paul Philippe Cret. Architect and Teacher, Philadelphia; Art Alliance
Press, 1973, p. 27

90 Bledstein, The Culture of Professionalism, pp. 88-90.

91 Sullivan's opposition to the idea of composition has been well documented and may be summarized in
his famous statement that "Man invented a process called 'composition": Nature has always brought forth
organizations." See Narciso Menocal, Architecture as Nature: The Trancendentalist Idea of Louis
Sullivan, Madison; Univ. Of Wisconsin, 1981.
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its acceptance. It is thus not surprising that its harshest critics were those who had gone
through the system and rejected it as absurdly arbitrary. In summary, academic
professionalism can be characterized as being organized along an internalized body of
theories and values. Whatever the vagaries of modern society, the discipline assumed a
set of ideals that would not change, much as the cultural value of a classic text seemed

eternal.
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III. The Crisis of Academic Professionalism, 1918-1928

1) The Crisis of the Ideology of Autonomy®?

We know what he was before the war: an idealist, an individual whose
mission was to make over the world in what he considered the most beautiful
guise, a man entrusted with large opportunities coming in often faster than he
could master them and striving his best to keep up with the tremendous
increase in the requirements and the possibilities of modern construction, a
dreamer and strictly a professional man. It was a splendid ideal and all honor
to those who strove so nobly to uphold this exalted plane, but that the
architect of after the war is a different man is evident on every hand. The
point of view is changed not only because of the war but because it was in
process of changing before.

C.H. Blackall, "What is an Architect?,” 191993

In the three decades prior to World War I, American society was willing to accept, and
indeed eager to promote the notion of the architect as an elevated artist. Even as the most
representative offices of academic architecture, such as those of McKim, Mead and White
and Daniel Burnham, grew into large business organizations, the rhetoric of beauty,
vision and scale continued to shape the ideology of their practice. Ironically, during the
same period in which the architectural profession reached the height of its prestige, the

building industry was going through a transition which would begin to undermine the

92 For a more extensive and detailed study on the topics that I discuss in this section, particularly the
reorganization of the building industry and the reforms of the AIA, see Paul Bentel, "Idealism and
Enterprise: Modernism and Professionalism in American Modern Architecture, 1919-1933," Ph.D
Dissertation, MIT, 1992. This section, however, was completed before I could incorporate the many
relevant points that this study has brought to light. Though a thorough analysis would be needed to
locate specific differences and common points, I believe that there is a basic agreement between the
present dissertation and Paul Bentel's study concerning the interpretation of this crucial period in
American architecture. Furthermore, the two dissertations are complementary in the sense that while I
focus on the changes in the discipline, Paul Bentel's study deals more with the profession.

93 C.H. Blackall, "Architecture After the War. [V-- What is an Architect?,” American Architect 115,
April 2, 1919, p. 481.
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status of the architect. Based on the new technologies of production and distribution, the
nature of housing and commercial building changed radically during the last decade of the
nineteenth century. Speculative builders, large general contractors and construction
companies, and emerging real estate developers designed, engineered, financed, and sold
whole urban environments. By the 1910s, large scale construction-contractor firms such
as the Thompson Starrett Company, George A. Fuller Company, and Todd, Robertson
and Todd, where the in-house architect was often a minute part of a complex
organization, were established. Large scale land owners, developers and real estate
brokers became organized into interest groups such as the National Association of
Building Owners and Managers and the National Association of Real Estate Boards.
Supported by large capital, utilizing new materials and construction methods, and imbued
with the ideology and techniques of efficient management, these companies were concrete
manifestations of the notion of architecture as business. Within the complex structure of
this modernizing industry, the architect could barely claim his autonomous position or
remain impervious to what had been previously perceived as exigencies of architectural
design.

The nature of mass architecture was also changing. The stock-plan business of
selling and distributing documents continued to flourish and develop more efficient and
profitable systems. Around the turn of century, companies that not only provided
architectural documents but also supplied basic building material in packages, were
established. Furthermore, with the establishment of the Aladdin Company of Michigan
in 1904, and the entry of Sears, Roebuck and Company into the business a few years

later, the scale of the mail-order house market moved into a different level [ fig. 30 194

94 There is an abundance of material on the history of Sears, Roebuck and Company. See Boris Emmet

and John E. Jeuck, Catalogues and Counters. A History of Sears. Roebuck and Company, Chicago;
Univ. of Chicago, 1950. Katherine Cole Stevenson and H. Ward Jandl, Houses by Mail. A Guide to

Houses from Sears. Roebuck and Company, Washington, D.C.; The Preservation Press, 1986 deals
specifically with the history of the Modern Homes Department. A helpful but misguided history of
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Sears, along with Montgomery Ward, was one of the first companies to sell nation-wide
through catalogues. Adding to their already successful mail-order business, Sears began
the "Modern Homes Department” which provided standard plans and specifications, and
eventually became directly involved in construction and financing. Using pre-cut
systems of factory-made components, Sears was able to engage in large scale projects
such as the construction of company towns in Illinois, Pennsylania, and Ohio. Through
its book department, Sears also published its own builder's manual, Radford's Practical
Carpentry. With Sears, Roebuck and Company, the architectural and building process--
from the provision of plans, drawings, manuals and documents to construction and
finance-- was subsumed within the commercial mail-order catalogue: a whole
architectural institution, which was a commodity circulating in a system of mass
production and distribution, had been formed [ fig. 31 ]. Thus it was with good reason
that Sears, the "vendor of stock plans based upon catalogs” as one architect called it, was
considered a threat to the architectural profession.®

Along with the growing complexity of the building industry, changes in city
planning and the social milieu of the World War I years further undermined the ideology
of autonomy. During the 1910s, in contrast to the exalted role of the architect in the City
Beautiful movement, architects began to be criticized as unrealistic "dreamers.” By 1916,
with the instigation of the first comprehensive zoning law in New York, issues of
controling the city through municipal police power became the central planning issue.
During these years, with the emergence of the concept of the "city functional,” the ability

of the architect to project a visual image of an ordered city became incommensurable with

Alladin and Sears, which romanticizes these business ventures as a form of democratic vernacular
architecture for the "common man", can be found in Alan Gowans, The Comfortable House. North
American Suburban Architecture. 1890-1930, Cambridge, MA; MIT Press, 1986.

95 Albert L. Brockway, "Results Justify Affiliation of Bureau with AIA," American Architect 141, Feb.

1932, p. 17. By 1925 the yearly sale of the Modern Homes Department reached 30,000 houses and
nearly 50,000 by 1930.
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the idea of making city planning an exact science. The key concepts of the City
Beautiful-- the vague but nevertheless central ideas of style, beauty and civic art-- no
longer served as valid criteria in the projection of urban order. As George B. Ford
pointed out, the word "beauty" had become taboo in planning circles, and moreover,
zoning based on aesthetic considerations would now be considered an "unconstitutional
and an improper exercise of police power."6 In 1931, Henry Wright, looking back at
the changing relation between architecture and city planning, summarized the situation of

the mid-teens:

The period from 1912 to 1917 was one in which new problems arose in the
city so quickly that men concerned with the municipal machinery had a
difficult time to keep abreast of the immediate developments. It was not
surprising that the fundamental meaning of city planning was temporarily
clouded or that these men turned to those who offered the most immediate
practical results. Without question, our cities had been grossly bungled by
the haphazard street plans of a quarter century added to the inadequate cow
paths of older origin. The architect who insisted upon better form as well as
movement was either ignored or considered an idealist. To add the weight of
public pressure to the heavy program of corrective measures, it became
popular to disparage previous planning activity by referring to it as the "City
Beautiful Period" of city planning...Thus city planning, as practiced today,
has acquired a definite technique in which architectural expression is of
incidental importance.??

In this hostile environment for the traditional architect, coupled with the inflationary
economy and the War in Europe, a sense of crisis was triggered during the late 1910s.
With President Wilson's moratorium of May 1918 on all building construction not related

to the war-effort, the opportunities for conventional architectural practice were all but

96 George B. Ford, "Beauty Snubbed by City Planners," JAIA 4, July 1916, p. 296.
97 Henry Wright, "The Architect, The Plan, and the City," Architectural Forum 54, Feb. 1931, p. 219.
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eliminated. In a nation which had heretofore constantly expanded its need for the
services of the architect, the total number of architects suddenly declined. There was
serious doubt as to whether the profession, as it had been organized and understood,

could survive. To borrow the expression of Albert Kahn,

The war has acted like an electrical storm in clearing the atmosphere
surrounding the practice of architecture, and in revealing the architect's
position in the commonwealth. That it is not altogether what it should be is
very evident, and that remedies to correct the situation must be found is
equally apparent.?8

The War in Europe had then revealed the discrepancy between the values of American
society and the disciplinary logic of academic professionalism. Architects had difficulty
obtaining employment and supposedly had to present themselves as construction experts
or structural engineers in order to work in war-related building.®® It became clear to
many architects that the traditional strategy of autonomy was ineffectual within a social
agenda of maximizing efficiency and production. With the exception of War housing,
very few architects had contracts for war related construction, which usually involved
industrial building. Moreover, the offices which did have substantial contracts, most
notably those of Albert Kahn and William Starrett, were considered "progressive”
because they had already reorganized and presented their practices as efficient business
operations. William A.Starrett, who served as a Colonel and chaired the Committee on

Emergency Construction, devised a plan to make the services of the A.LA. available to

98 Albert Kahn, "Organization for Service in Industrial Building," Journal of the Proceedings of the S1st
Annual Convention of the AIA, 1918, p. 96.

99 C. Stanley Taylor, "The Architect of the Future, Part 1," Architectural Forum 30, Jan. 1919, p. 2.
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the War Department. The AL A. proposal was rejected, though similar programs
involving engineering societies had been welcomed by the War Department.100

Even the one area in which architects were directly involved, the design of federally
funded War housing villages, the result of their work was criticized as a failure. Studies
on War Housing have argued that it was "the first attempt on any significant scale to
apply the emerging doctrine of 'scientific planning' to worker's housing."101 Ironically
the designs were considered "fancy" and of "unnecessary excellence" by its
contemporary critics. In December of 1919, the Senate Committee on Public Buildings
and Grounds submitted a widely publicized report concerning the War-Housing work of
the United States Housing Corporation.1%2 The report criticized architects on various
matters such as delays, the high cost of construction, and methods of renumeration. The
central indictment, however, was that rather than following the government policy of
providing minimum and temporary shelter that could be erected quickly and
inexpensively, architects were concerned with perpetuating their own values of beauty
and the "model home." Statements such as "[The houses] are excellent in specifications,
and ...are beautiful beyond words" were intended as criticism rather than praise. The
War thus reinforced the notion that architects were impractical and rehashed stereotypical
comparisons between the efficient engineer and the aesthetic-minded architect.

During the War years, divergent ideological groups began to voice the idea that
changes in both the profession and discipline had to be made. The primary reason for

this institutional crisis was placed on the rapidly changing social and economic conditions

100 See Richard Michael Levy, "The Professionalization of American Architects," for a general
discussion of the War and the architectural profession’s position.

101 Christian Topalov, "Scientific Urban Planning and the Ordering of Daily Life. The First 'War
Housing' Experiment in the United States, 1917-1919," Journal of Urban History 17, Nov. 1990, p. 15.
Also see Roy Lubove, "Homes and 'A Few Well Placed Fruit Trees': An Object Lesson in Federal
Housing," Social Research 27, 1960, pp. 469-486.

102 portions of this Report dealing with the employment and services of architects were published in the
Supplement to the JAIA, Jan. 1920, pp. 1-8.
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that were undermining the traditional formations of architecture. In 1920, Richard
Tudor, following Thorstein Veblen's analysis of the encroachment of capitalism on all
aspects of society, sounded the alarm that "the larger and more aggressive business
organizations are taking over not only the operation of financing and constructing but also
are performing the architectural services involved." A "sacred area" previously marked
off by the architectural profession was now being seized by the forces of industrial
capitalism.103 These sentiments were not peculiar to Tudor's Veblenian worldview and
reflected the concerns of many architects during this time. For Arts and Crafts
ideologues such as Arthur J. Penty and the Gothic revivalist Ralph Adams Cram, the
crisis was something that they had foreseen for several decades. Anxieties over the
future of the profession were now shared by the architectural community as a whole.
Emblematic of this sense of crisis during the late teens were the changes that
occurred in the organization and policies of the A.I.A.1%4 The official organ of the
profession acknowledged that the position and role of the architect had to be redefined in
America's new system of production and consumption. One of the most interesting
activities that the A.LA. initiated was the establishment of the "Post-War Committee on
Architectural Practice” in 1918. The basic objective of the Committee, which regarded its
work to be "the most important movement ever started by architects in this country,” was
to re-examine the status of the architect in an industrial society.195 The epistemological
basis of academic professionalism was unremorsely acknowledged to be ineffectual in
tackling the problems of modern society. After two years of research on a wide range of

issues, the Post-War Committee recommended extensive reorganization of the A.LA, the

103 Richard W. Tudor, "The Architectural Profession in the Present Day," JAIA 8, Mar., 1920,

p& 125-1217.

104 Eor an extensive discussion of the reforms of the ATA during the late teens, see Chapter Two,
"Redefining and Instituting the Conventions of Professional ‘Service', 1919-1925," in Paul Bentel, Ibid.
105 »post-War Committee on Architectural Practice, Announcement of Preliminary Program for the
Inquiry into the Status of the Architect,” JAIA 7, Jan. 1919, p. 7.
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profession, and the educational system. The sub-committee on education, led by
Frederick Ackerman, made it clear that the Beaux-Arts system had to be opened to the

"reality" of a rapidly changing society.

The almost universal practice of teaching design without any contact whatever
with the world of reality, and of imposing purely academic judgements upon
the work accompanied by the student, develops a set of utterly false values
with respect to architecture and the function of the profession in the
community. The majority of problems do not even represent genuine
situations, they are not related to actual experiences; and the student thus
engaged is never afforded the opportunity of actually testing his ideas by
application, in order to determine for himself their validity. Responsibility of
thinking is thus completely suppressed by these false and artificial methods of
rating or appraisal...In general, what is known as 'subject matter' used in the
problems represents situations which are remote from any immediate social
interest of the student. Thus architecture is made to appeal to the student as an
arrangement of forms rather than an expression, in form, of a dynamic society
having social aims and purposes. Is it not reasonable to assume that this
condition in education shows largely why, in practice, the architectural
profession seems somewhat isolated?1%

As a way of overcoming this isolation, the Committee proposed that the A.LA "set up
machinery for the establishment of definite affiliations between all national organizations
in the building industry."17 This position stood in stark contrast to the nineteenth
century idea that "painters, carvers, carpenters and others whose pursuits [were]
connected with the art of architecture,” should not be given any kind of membership to
the A.LA. on the grounds that "it would amount to a confession that the Institute

members were in need of the information supposed to be imparted by the technicians and

106 Erederick Ackerman, "Post-War Committee Program on Education,” Proceedings of the 52nd Anual
Convention of the AIA, 1919, pp. 80-81.
107 *Report of the Post-War Committee on Architectural Practice," JAIA 8, July, 1920, pp. 20-23.
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craftsmen."108 As William Haber observed in a study of the building industry published
just a decade after these changes, "the [A.I.A.] began to realize that it was but a part of a
larger industry.” Thus "its structure was made more flexible and its program
broadened," establishing a "policy of cooperation with other elements of the [building]
industry."19% A new organization within the A.LA. called the Structural Service
Department was established for the purpose of maintaining close contact with engineers,
technicians and manufacturers. In 1923 a section of this department was reorganized as
the Producers' Council, "an organization of manufacturers and associations of
manufacturers of materials and appliances used in building construction."!10 By the end
of the twenties close to seventy private companies and trade associations became affiliated
with the Council, and cooperation with the organization became part of the A.LA.'s
official policy.

The A.LA. also endorsed a stock-plan service called the Architect's Small House
Service Bureau ( A.S.H.S.B.). The A.S.H.S.B. was the most extensive and significant
attempt by the architectural profession to assimilate the discursive practice of the stock-
plan [ figs. 32 & 33 ]. Unlike most individual architects who worked in cooperation with
a large manufacturer of building materials, the A.S.H.S.B. was an independent stock-
plan service organized by licensed architects as a response to the commercial mail-order
business; or in the words of one of its sponsors, it was established "in self defense” of

the profession.1!! First begun in 1919, the A.S.H.S.B. was expanded into a national

108 Quoted from Henry Saylor's account of R.G. Hatfield's response to Calvert Vaux's proposal in 1864
that the AIA discuss the "Propriety of introducing a new order of membership that should include
painters, carvers, carpenters and others whose pursuits are connected with the art of architecture.” See The
AIA's First Hundred Years, Washington D.C.; The Octagon, 1956, p. 32.

109 william Haber, Industrial Relations in the Building Industry, Cambridge, MA; Harvard Univ. Press,
1930, p. 532n.

110 *The Organization and Aims of the Producer's Council, Incorporated,” in Ann f Pr I,
Coungil, 1929-1930, p. 2.

111 Thomas Holden, "Outside Business Factors as Competitors of the Architect, The Architects' Small
House Bureau as an Answer," JAIA 13, Aug. 1925, p. 310.
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organization and officially endorsed at the annual convention of A.LA. the following
year.l12 The A.LA.'s endorsement of the A.S.H.S.B. was emblematic of the
profession's departure from earlier attitudes to the problem of the "small house.” The
advocates of the A.S.H.S.B. reversed the traditionally oppositional stance toward the
stock-plan, claiming that Sears, Roebuck and Company's long involvement in the small
house was an "invasion" of what had always been the architect's jurisdiction.!13

It was, however, extremely difficult for the Bureau to distinguish its "service" from
the "merchandising proposition” of commercial mail-order firms. Proponents of the
A.S.H.S.B. argued that unlike the commercial builder that combined the functions of the
architect and the builder, the Bureau provided only design documents. According to the
Bureau, design and construction were two functions that should be properly separated to
insure an economical and ethical practice: "the interests of an owner and an architect must
be identical, whereas the relation of an owner and a contractor are those of buyer and
seller"114 The A.S.H.S.B. was, however, constantly a point of controversy, primarily
centered on the logic of the stock-plan. As I have already mentioned, the
commodification of architectural documents, and the stock-plan logic of choice,
assemblage, and the pre-figured program, were clearly antithetical to academic
professionalism. This was not lost on the many architects who opposed the Bureau and
its sponsorship by the A.LA. To a 1926 challenge of A.L.A. endorsement, Robert T.
Jones, technical director of the A.S.H.S.B., responded: "The Bureau does not cater to
popular taste in the design of its houses. If it had been willing to design houses to meet

popular taste, it should have sold many, many more plans. Its main endeavor is to

112 The ASHSB can be understood as part of the movement for individual home ownership that began
during these years. In addition to the endorsement of the AIA, it received the support of Herbert Hoover's
Department of Commerce in 1921. For a brief history of of the ASHSB, see Thomas Harvey, "Mail
Order Architecture in the Twenties," Landscape 25, No. 3, 1981.

113 Atbert L. Brockway, Ibid., p. 85.

114 "Introduction”, Your Future Home, Architects Small House Service Bureau, St. Paul, Minn.;
Weyerhauser Forest Products, 1923, p. 7.
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educate the public to desire for better designed houses."115 The Bureau thus fell back on
the ethical argument of the superiority of architects over builders based on their
detachment from the construction process. The ideology of autonomy, rather than being
enmeshed in and constituting part of mass culture, was retained as the function of the
Bureau. In 1932 a nationwide referendum was taken by the American Architect and an
overwhelming majority of registered architects polled disapproved of the official
endorsement of the A.ILA.116 Two years later the A.I.A. withdrew its endorsement and
the A.S.H.S.B. was dissolved in 1942.

As the conflicts of the A.S.H.S.B. demonstrate, this "official" opening of the
profession to an industrial and mass society after World War I was not without its
vicissitudes. In fact, when the building industry began to surge in the autumn of 1919,
the general sense of crisis dissipated very quickly. No doubt, crisis theories of the
profession always tend to dominate in times of economic hardship and disappear in boom
years of building activity. The Post-War Committee noted that while it had so much
support during the difficult years, it was forgotten immediately after the building industry
began to recover. Nevertheless, the Committee believed that it had placed its finger on a
fundamental crisis of the profession. It was not merely one of temporary unemployment,
but a fundamental disruption of the discipline brought on by the new social, economic
and cultural conditions of industrial production and mass consumption. The events of the

late teens marked the turning point where the ideology of autonomy and the dichotomy

115 Quoted in Thomas Harvey, Ibid., p. 5. In another article Jones wrote: "The Bureau has endeavored
also to eliminate from its service all those types which the architect looks upon as ephemeral. The
Bureau could no doubt sell a vastly larger number of working drawings if they were designed to meet
popular taste, but there is no tendency on its part to waste its opportunity to advace the cause of the
architect for the sake of making money. The houses are intended to be sound from every architetcural
point of view." ( "The Architect's Small House Service Bureau,” Architectural Forum 44, March 1926,
p. 204.)

116 The referendum was submitted to 11,500 architects, of whom 2,512 answered. Of these 2,009 voted
against and 503 for continued AIA endorsement. The results were published with commentary in
American Architect 141, June 1932, pp. 18-19
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between mass architecture and academic professionalism began to be blurred,

compromised, and in certain cases fundamentally rejected.

2) "Architecture as Business" and the Emergence of Functional Planning

The depression has made many architects think with a new seriousness about
their professional position and its relation to the whole sociological and
economic present. During boom years, architects, particularly in the larger
offices, became imbued with the psychology of their clients. All the
Hooverian dogmas of individualism, salesmanship, profit-making, were
swallowed unquestioningly. Architectural magazines were full of articles on
the money making side of the profession; the architect was often a promoter
and a businessman rather than a designer. As he became immersed in
financial schemes and details, his professional position was weakened; the
architect was merely a cog in the machine of corporate and individual profit
chasing.117

The observation is that of Talbot Hamlin, as he reflected on the discourse of “architecture
as business" that emerged during the decade preceding the Depression. In contrast to
Hamlin's critical observations, architecture's immersion into "financial schemes" was
viewed in large part by the profession as a way of strengthening its position in the
building process. The discourse on business was in fact a response to the crisis of the
ideology of autonomy discussed in the previous section. Among the professional
journals, Architectural Forum was the first to embrace the notion of architecture as

business. In 1917, Forum changed its format from its predecessor, Brickbuilder, a

117 Talbot Hamlin, "The Architect and the Depression,” The Nation 137, Aug. 1933, p. 153
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portfolio-oriented journal published in a 103/4 by 133/4 inch format.118 The editors of
Forum felt that the previous title did not reflect its broader concerns which included "the
presentation of data, in the form of articles and illustrations, that shall record progress
made in plan, design, construction, materials, and business administration."11? In the
July issue of 1917, the page size was reduced to 9 by 12 inches, "approximat[ing] the
limits recommended for the standardizing of all class publications."129 Though the
portfolio continued to be an essential part of the journal, the letter press gained equal
prominence.

In this new format, Forum immediately became an active participant in the debate
on the professional crisis of the late teens. Throughout 1918 and 1919, Forum solicited
and published articles and letters concerning the changing nature of the profession and the
architect's future role in the building industry. In 1918 it ran a series of responses from
architects to the question "In What Manner and By What Means Can the Practice of
Architecture be Developed in Order to Win a Larger Recognition?" The responses were
followed a year later by commentaries on the issues that had been raised by the Post-War
Committee on Architectural Practice.12! The letters contained the sentiment of
professional crisis just discussed. Architecture could no longer be a viable profession
unless its scope of services was broadened to incorporate a wide range of commercial and
industrial building activities, projects which had begun to receive attention during the War
years. Furthermore, in order to function in these modern building operations, the

architect had to broaden his knowledge to include matters outside its traditional domain:

118 Brickbuilder, based in Boston, had been in publication since 1892. As its title indicates it had the
specific editorial policy of showing "what [had] been done in past ages with clay as a building material,
by publishing measured drawings and sketches of old work; articles of a historical nature, and essays,
letters, etc.” Brickbuilder 1, Jan. 1892, p. 1.

119 *Editorial Comment and Notes for the Month," Architectural Forum 26, Jan. 1917, p. 26.
120 "Editorial Comment," Architectural Forum 27, July 1917, p. 30.

121 Replies to the questionaire "In What Manner and By What Means Can the Practice of Architecture...”
were published in Architectural Forum 28, March and May, 1918. See Architectural Forum 31, July and
October, 1919, for letters on the Post-War Committee.
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"he must provide a service greater than designing buildings; he must be aware of the
sociological questions influencing our civilization; he must recognize the economic
conditions of the present and devote his energy to securing the most efficient use of labor
and material."122

Responding to the call to expand the scope of architectural discourse, Architectural
Forum initiated a series of changes in its letter press. In its June 1919 issue, it began a
separate section called the "Department of Architectural and Building Economics,"
projected as "a department devoted to the determination of factors of efficiency and
economy in building construction and civic development as affected by architectural
design."123 This was followed the next month by the inauguration of a "Department of
Engineering and Construction.” In 1921 the journal formed what was called the "Forum
Consultation Committee" of experts on subjects ranging from building finance and
management to electrical and safety engineering.124 The Committee consisted of
engineers, building managers, and financial controllers who contributed regularly to the
journal throughout the 1920s. The main contributor to the new installments in the journal
was C. Stanley Taylor, an engineer in a design and construction firm in New York. As
an associate editor of Forum, he was in charge of both the real estate section of the
Consultation Committee and the Department of Building Economics. According to

Taylor, the Department was instituted

to meet a growing demand for practical information regarding the business
factors which are exercising an increasing influence on the practice of
architecture. In this department there will be presented academic and

122 "The Post-War Committee on Architectural Practice," Architectural Forym 31, July 1919, p. 17.
123 ¢, Stanley Taylor, "Architectural and Building Economics," Architectural Forym 30, June 1919,

p. 181.

124 The list of subjects considered under the Committee were Finance, Co-operative Financing, Building
Management, Safety Engineering, Electrical Science, Real Estate, Hotel Design and Equipment,
Automotive Buildings, Fire Protection Engineering, Farm Science, and Legal Questions.
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expository articles dealing with various instructive phases of building and
civic finance: promotion of building operations, maintenance, insurance
engineering, efficiency of design from the business point of view, and similar
subjects of constructive value in assisting the architect to meet the demands of
modern business conditions and the competition of encroaching interests.12

From Taylor's "business point of view," buildings were regarded as "the tools of
industry and commerce"; in order to maximize profit, their design must follow a financial
program, thus creating a physical environment that promoted efficiencies of production.
During the twenties, as a corollary to the discourse of business, a new framework
of architectural design began to take shape. As the following passage from an advertising
brochure of a prominent design and engineering firm indicates, investment and profit

were linked directly with a rational and instrumental concept of planning.

Service buildings-- industrial and institutional-- are different from speculative
and investment types in that such building space is created for specific use--
not for sale. Because of this fact the problem of the service building is greatly
complicated. Not only must economies of original investment cost and
maintenance be considered, but the building must be planned as a machine
which will function with the highest degree of efficiency for a specific
purpose.126

The metaphor of the building as a machine, abundant throughout the decade, was an
argument for the application of engineering principles to the design of the physical
environment. The notion of planning as a scientific intervention into the social and

physical organization of the workplace, had its roots in the discourse on management and

125 Stanley Taylor, "Architectural and Building Economics, A Department Devoted to the Determination
of factors of Efficiency and Economy in Building Construction and Civic Development as Affected by
Architectural Design,” Architectural Forum 30, June 1919, p. 181.

126 The Ballinger Company, Buildings for Commer In , Philadelphia, 1924, p. 3 ( my
emphasis ). The Ballinger Company was a large architectural and engineering firm based in Philadelphia
and New York that specialized in commercial and industrial buildings.
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engineering that had developed during the first decades of the century. The historian
Samuel Haber has pointed out that engineers were the first people in industry to apply
systematically the intellectual methods of science and engineering to questions of
business management.!27 Though Frederick Winslow Taylor's Scientific Management
was the most widely known, it was just one of many organized attempts-- such as
"human engineering," the "industrial betterment” movement and the "systemizers"-- to
place industrial organization under the control of scientifically based principles, i.e. to
perceive it as an object of engineering.1® Though the specifics of each program
differed, their ideology was often aligned with Progressivism, sharing the view that
social reform was essentially a problem of control and regulation.

In the development of the discourse of modern management, planning emerged as
the key concept; one that Taylor used to specify the work of the management expert.
Taylor's fundamental assumption was that, facilitated by the authority of scientific
knowledge, the management of the factory should be based on a radical separation of
thinking and doing, planning and implementation. The power of institutional control
would be posited in a new center of the work place-- "the planning department.” The
department was to be established as a "repository of the science of production,” whereby
the authority of control would be shifted away from the self-interested owner, employer
and worker to the industrial engineer.12® With the purpose of procuring maximum

efficiencies of production, planning was defined as the act of providing and executing a

127 Samuel Haber, Efficiency and Uplift, Scientific Management in the Progressive Era, 1890-1920,
Chicago; Chicago Univ. Press, 1964, p. 54. I have relied heavily on Haber's study which is still the best
general account of Scientific Management.

128 » | The engineer] has applied the laws of physics to produce efficient machines...He must now step
in...not as a welfare worker, not as a sociologist, but as an engineer...to help labor find its place in the
production scheme. Cannot scientific analysis resolve the causes of maladjustment which threaten the
life of our institutions? Cannot the engineering mind reorganize the human elements of production as it
has already done with mechanical and material elements to secure efficiency?” Henry D. Hammond,

" Americanization as a Problem in Human Engineering," Engineering News-Record, 1918, p. 1116.

129 Erederick Winslow Taylor, "Shop Management", Transactions of the ASME, 1902-1903, pp. 1386-
1406 and Principles of Scientific Management, New York; Harper and Row, 1911.
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program of the social and physical organization of the factory. The rational program in
scientific management was a body of documents that controled the work and function of
the organization: "a plan for doing work, the plan which the planning department lays out
and hands over for the performers, or the workers, to do."130 Taylorism thus
crystallized the sentiment for social control into a concept of planning.!31

The physical design of the workplace could then come under the jurisdiction of
management. For instance, in the organization of the factory, "control of plans for new
construction as relating to ventilation, plumbing, heating, lighting, lavatories and
dressing rooms, lunch rooms, rest and recreation rooms, and hospital facilities, medical
care of employees during work hours" was placed under a department of human
engineering.!132 College courses in industrial engineering included subjects such as the
"construction of industrial buildings, the layout of buildings, installation and
arrangements of facilitites and equipment, etc."133 As the following passage from a
manual on factory management indicates, these problems of rational planning were not

regarded as tasks properly handled by the architect.

The employment of an architect usually provides for the preparation of plans
and specifications, the letting of contracts, and the supervision of construction
In this way much of the responsibility is delegated to qualified men. Strictly
speaking, however, the design of factories has little relation to architecture.
To handle the task requires a thorough knowledge of the production processes
to be cared for, and an understanding of factory management and production
control, including an appreciation of the reaction of the workers to the

130 _jllian Gilbreth, The Psychology of Management, New York; Sturgis and Walton, 1914, p. 192.
131 For example, Frederick A. Cleveland, the technical director of the Bureau of Municipal Research in
New York claimed in one of the first conferences on scientific management that "the full meaning of
Scientific Management is comprehended in the word 'planning’ and in the phrase 'the execution of plans.™
Addresses and Discussion at the Conference on Scientific Management , Dartmouth College, 1912,
quoted in Haber, Ibid., p. 167.

132 Winthrop Talbot, "A Study in Human Engineering,” Human Engineering 1, Jan. 1911, p. 4.

133 The list was taken from an introduction to courses in industrial engineering published in Douglas
Fryer, Vocational Self-guidance, Philadelphia; J.B. Lippincott, 1925, p. 300.
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equipment and facilities provided. The human factor is the biggest single
factor in production and must be considered accordingly. These subjects are
foreign to the training of the typical architect. It is scarcely possible that he
will look upon the task as that of fitting a housing scheme to a production
machine-- which he has also designed or at least analysed and checked
carefully-- so that it will function as a part of the machine itself. This is a
decidedly prosaic, utilitarian, dollars-and-cents balancing job, calling for a
wide range of engineering and production talent, and an understanding of the
psychology and needs of labor. Architectural design will prove to be a minor
feature.134

The architect was disqualified not for his lack of knowledge concerning the structural and
construction aspects of the building, the traditional area of conflict between the engineer
and architect, but his ignorance of the commercial aspects, institutional processes, and the
"human factor" of the project. The management manuals did in fact introduce a new set
of subject matter and different modes of discourse from the traditional planning manuals
discussed in the previous chapter.

Before the War, these ideas and methods were disseminated by texts concerned
primarily with the efficiency of the factory and the home. On the one hand, there were
manuals related to factory management and Home Economics, or so called "Domestic
Engineering,"” and on the other, periodicals concerned specifically with industrial
production: such as the Bulletin of the Taylor Society, System, Management
Engineering, Factory, and Industrial Management. During the twenties, the "cult of

efficiency,” became a national phenomenon, spreading into virtually all established
institutions of American society-- to offices, schools, retail stores, and even the

church.135 Architecture was certainly not immune to the influence of scientific

134 Arthur G. Anderson, In ial Engineering and Factory M ment, New York; Ronald Press,
1928, p. 93. ( my emphases )

135 Examples of such manuals are so numerous that they cannot all be listed. For example, manuals
concerned with rationalizing the organization of office and clerical work published in the late teens and

78



management. My inquiry into architecture's appropriation of the discourse of
management is divided into two phases. In both stages, I will focus on the
transformations of the concept of the program, planning, and consequently the nature of
the architectural discipline itself. The latter phase, in which a specific discursive
formation developed in scientific management-- what I call the "discourse of the
diagram"-- was appropriated into architectural discourse, will be discussed in Chapter V.
In this section, I shall examine the initial transformations of the 1920s, which centered on
the program and its relation to the architectural plan.

My discussion begins with a 1928 manual called Hotel Planning and Outfitting, co-
edited by Vincent R. Bliss and the aforementioned C. Stanley Taylor. In addition to his
duties at Architectural Forum, Taylor was on the editorial board of Hotel Management
and considered an expert on hotel planning.136 In his elaboration of what he called the
"functional plan," Taylor outlined one of the most explicit and detailed definitions of the
process of planning for efficiency and profit. The first step in the planning process was
the "scientific study of community needs and possibilities"; a survey that was to be
conducted by consulting services offered by the American Hotel Association, hotel
accounting firms, or financial organizations. Based on the study, the site was selected

and a profitable financial plan established.!3” The next step was to formulate a "schedule

early twenties include, Mary Cahill and Agnes Ruggeri, Office Practice, New York; Macmillan, 1917;
William H. Leffingwell, Scientific Office Management, Chicago; A.W. Shaw, 1917; C.C. Parsons,
Office Organization and Management, La Salle Extension Univ., 1917; Lee Galloway, Office
Managment, Its Principles and Practice, New York; Ronald Press, 1918; Geoffrey S. Childs, et al.,
Office Management, New York; Alexander Hamilton Institute, 1919; J.W. Schultz, Office
Administration, New York; McGraw-Hill, 1919; and William H. Leffingwell, Office Management.
Principles and Practice, Chicago; A.W. Shaw, 1925.

136 C, Stanley Taylor and Vincent R. Bliss, eds., Hotel Planning and Outfitting, Chicago; Albert Pick-
Barth Co., 1928. The reason for the attribution of the term "functional plan” to Stanley Taylor is that in
an editorial for the January 1928 issue of Architectural Forum, Taylor provided an initial definition of
what he called the functional plan. The plan had two components; the first was comprised of an "exact
determination of space requirements carried out in detailed space units," and the second, a financial and
operational schedule. See C. Stanley Taylor, "Architectural Service from the Business Point of View,"
Architectural Forum 48, Jan. 1928, p. 113.

137 Taylor and Bliss, eds., Ibid. , pp. 13-23.
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of space functions.” In the case of the commercial hotel, six general divisions -- public,

concession, sub-rental, food service, guest room, general service-- were made.

The first step in planning should be the listing under each of these divisions of
the actual functions or purposes for which each space unit will be required in
the specific project. The next step should be to assign approximate sizes,
numbers of spaces required, and general plan data on each. In this manner
the architect is really provided with a mixed group of space units, which if put
together intelligently under the established requirements, should provide a
satisfactory and successful plan. Of course, as the plan develops under this
system, there will be adjustments, new suggestions, and changes in the
functional plan to meet the limitations of the physical plan, but at the same
time the first draft of floor plans developed in this manner will quite clearly
interpret the business requirements of the project.!38

What Taylor called the functional plan, as table 2 and 3 taken from Hotel Planning
illustrates, was in fact a systematic formulation of the architectural program. In the
specificity of the divisions of space and their dimensions, and in the exclusion of all
qualitative statements of the building's function and character, there was a clear break
with the Beaux-Arts program in table 1. Taylor's functional plan also departed from
conventional formulations of the architectural program and building requirements during
the early decades of this century. Even for large commercial projects, it does not seem
that the program was provided in such a systematic and detailed manner.!3°

Granted that these comparisons are not totally justified because more detailed
requirements would eventually be formed during the course of a project, the functional

plan manifested a different conception of the design process from that of the academic

138 1bid., p. 26.

139 Much more research into actual projects would be needed to have a more definitive understanding of
the way programs for commercial buildings were written during the late nineteenth and early decades of
this century. An example of the relatively simple formulation of requirements in general practice can be
found in a program for the Larkin Building, written in December 1902, published in full as an appendix
in Jack Quinan, Frank Lloyd Wright's Larkin Building, Cambridge, M.A.; MIT Press, 1987, p. 129.

80



system. First of all, the unit of manipulation was no longer defined as a combination of
architectural elements, but as divisions of "space functions"; each charged with a specific
square or cubic footage of area. The product of this "method of alloting space from a
functional viewpoint" was a series of "space units or plan units," which the architect had
to place in "proper inter-relationship."140 Secondly, unlike the academic assumption that
there may be different solutions to one program, the notion that there was a necessary
relation between the program and architectural plan was established. In the following
passage, quoted from a Forum article concerning the so-called "Statler Idea of hotel
planning," the idea of one to one congruence between program and plan was clearly

stated.

Too much stress cannot be laid upon the vital importance of planning and
equipment, and upon the fact that the architectural treatment of the facade and
interior is of secondary importance in a problem which is essentially one of
service. Any able architect can evolve at least half a dozen radically different
yet entirely satisfactory schemes of facade; yet there may be, and usually is,
but one adequate scheme of plan.14]

The architectural plan was now ideally an end-product of a self-sustaining procedure. A
process that Stanley Taylor called "scientific pre-determination," in which the functional
plan "gradually unravel[ed] itself" into the physical plan. For Taylor, establishing a
systematic program as the basis of design was clearly superior to traditional methods that
started with "hazy ideas as to a general plan," which then had to work "backward in a
maze of alterations."142 In this framework, the architectural procedure was defined as a

linear sequence of separate stages.

140 Taylor and Bliss, eds., Hotel Planning and Qutfitting, p. 23.
141 gydney Wagner, "The Statler Idea in Hotel Planning and Equipment,” Architectural Forum 27, Nov.

1917, p. 118. The article, by an architect in the office of George B. Post and Sons, centered on the idea
of ;lanning for service attributed to Ellsworth Statler, an owner of a chain of major hotels.
142 Taylor and Bliss, eds., Ibid., p. 23.
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Research must precede planning as planning must precede design before
design drawings can be prosecuted efficiently. Systematic and well directed
research prosecuted by those equipped for the task will result in substantial
office economies, as against methods-- too often in evidence-- where attempt
is made to carry on research, planning and design coincidentally.143

This is not to say that the new conception of planning was a programmatic attempt
to supersede the whole discursive formation of academic design. This is evident from the
way Architectural Forum formulated its new editorial policy and the numerous planning
articles that appeared during the 1920s. In the passage on Statler hotels just cited, the
author immediately qualified his strong statement by adding that "as a matter of
course...any scheme of plan, to be really adequate, must, in addition to meeting service
requirements, conform to the established principles of good design."44 The twenties
was clearly a transitional period. The discourse of efficiency had disrupted the discursive
formation of the academic discipline, but at the same time, some of its key ideological and
conceptual elements remained intact. First of all, the discourse of business and efficiency
did not create a separate institutional ideology that conflicted and competed with
traditional conceptions concerning the role of architectural practice. According to Stanley
Taylor, the expansion of the services of the architect, did not mean that art had to be

sacrificed to commerce:

The aesthetic interests of the community are to be maintained on a scale never
before known. There will be no deviation from the sound principles and
traditions of an honored profession; but a broadening of service consistent
with modern progress.14

143 George R. Wadsworth, "Planning Methods for Large Institutions," Pencil Points 8, Mar. 1927,
p. 155.

144 gydney Wagner, Ibid., p. 118.

145 Taylor, "Architectural and Building Economics," p. 181.
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Furthermore, the formulation of the functional plan, i.e. the architectural program, was
itself not regarded as the province of the architect. By the early twenties, the consultation
services that Taylor refered to for what is now called "programming," was offered not by
architects but organizations involved in building management. For example, in 1923, the
National Association of Building Owners and Managers created the "Building Planning
Service Committee," whose role was to aid building owners and architects in planning

office buildings to obtain maximum "efficiency and economy." The Association’s

journal Skyscraper Management and similar journals such as Hotel Management and
Building and Building M ment were the key media through which the concept of

planning gained wide usage. To reiterate an earlier point, though the concerns of the
architect had to extend to the pre-design stages of research and planning, it was generally
accepted that the practice of institutional planning was itself under the jurisdiction of the

industrial engineer and the management expert.

Planning the kitchen with accesories, the laundry, as well as power units for a
metropolitan hotel, in the main are industrial rather than architectural
problems. Institutional planning, the modern hospital, the sanitarium,
reformatory and welfare groups, call for study and analysis by the industrial
engineer who sees in the institution a plant for processing material. He
evolves determinations for planning fundamental to architectural design. 146

Planning was considered part of the architect's disciplinary domain only in those aspects
where the requirements developed by the management expert had to translated into some
form of schematic design and once again handed down to the draftsmen: "Planning

involves the preparation of tentative scale designs, from grouping to details, concise in

146 wadsworth, "Planning Methods for Large Institutions," p. 155. This series was the first instance in
which this Beaux-Arts oriented journal had published articles concerned with functional planning. It was
presented as a description of the methods used by the office of Sullivan W. Jones, New York State
Architect, for the design of State Hospitals for the Insane. The author was the Director of the Division of
Operating and Planning Research for the New York State Department of Architecture.
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substance and compact in form, with necessary explanatory notes and schedules which
shall direct the draftsman in no uncertain manner." The architect "should be occupied
with pencil and scale," not with the formulation of the program.147

Secondly, the discursive mode of the planning manuals and articles on planning in
the journals remained much the same during the twenties. Let us examine, for instance, a
1923 Forum article on bank planning by the architect Philip Sawyer. Sawyer began the
article by outlining the need for a systematic program. In the same vein as Stanley
Taylor, he insisted that the most important work was that which was done "before the
bank is planned"; in other words, the institutional program must be established first. He
further suggested that the "working organization" of the building could be clarified by
diagrams that defined the inter-relations of departments. Sawyer argued that even if the
requirements thus stated did not fit the specific conditions of the project, it would still
"tend to be better than they would have been had the building been planned first and the
organization packed in it afterward, simply because the diagrams show the best solutions
that can be evolved, and every move is toward that rather than being an attempt to install
as nearly as possible a development of the existing arrangement."148 Sawyer, however,
was not concerned with the program. The organizational diagrams that Sawyer
mentioned never appeared, and the article followed the traditional format of the planning
manual in which the verbal text was accompanied by small perspective drawings and
plans [ fig. 34 ]. In general, planning articles during the twenties provided very little
quantified data, and in this particular case, none was given. The following passage is an

example of the typical form of narrative in Sawyer's article:

Next in proximity to the vault door should be the smaller coupon booths for
individuals, since they are the most frequently used. Other rooms should be

147 1bid., p. 155
148 philip Sawyer, "The Planning of Banks," Architectural Forum 38, June 1923, pp. 263-264.
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large enough for two or more people, and a few larger rooms which will
accomodate a business or trustees’ meeting should be provided. In one New
York bank, such a room is constantly used as an office for the transaction of
business by a depositor who prefers this location to any other.14?

While the requirements of the bank were narrated as if one were describing an actual
design or building, there was a very loose relation between verbal text and illustrations.
The New York bank Sawyer mentioned in this quote was not illustrated, and the
perspective sketches and a plan of two banks designed by the the author’s firm that were
shown, were not discussed or even referred to in the text. There were also six "typical
plans," one of which can be seen in fig. 34, and two plates of diagrammatic plans and
sections which compared the size of banking rooms [ fig. 35 ]. They had the same
function as Ernest Flagg's parti types in figs. 28 and 29. Sawyer's plan types were in
fact identical to those illustrated in an earlier article on bank planning he had written for
Architectural Review in 1905 [ fig. 36 ]. The format of the 1923 text, remained basically
the same as the article written two decades before.150

Another observation that can be drawn from this article is that the plan type was not
considered incommensurable with the idea of a linear and deterministic design process.
This was particularly evident in building types such as the museum, which was affected
by the rationalist approach to planning and the program, but at the same time retained
many elements of academic design. According to Laurence Coleman's study of
American museums, "buildings realistically planned for the whole organism known as
the present-day museum" appeared around the time of World War I, specifically with the

studies for the Cleveland Museum of Art.151 Yet a few years later in 1924, Charles Platt

149 1bid., p. 265.

150 See Philip Sawyer, "The Planning of Bank Buildings," Architectural Review 12, Feb. 1905,
pp- 25-31.

151 See Laurence V. Coleman, Museum Buildings, Washington, D.C.; The American Association of
Museums, 1950, p. 3.
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would conduct one of the most extensive comparative studies into existing plan types of
museums for the National Gallery of Art [ fig. 37 1.152 This co-existence of functional
planning and the plan type could also be seen in articles by Benjamin Ives Gilman, the
secretary of the Museum of Fine Arts in Boston. Published during the teens, they
appeared in a variety of magazines; in Scientific Monthly and Architectural Record as well
as in institutional journals within the museum field. They were later published under the
title Museum Ideals of Purpose and Method in 1918 and in a second edition in 1923,
becoming the most important reference text for museun design. Gilman was able to
incorporate what were perceived as scientific approaches to the concerns of minimizing
"museum fatigue," circulation, and lighting, all within a set of codified plan types

[ figs. 38 to 40 ]. Despite the emergence of the concept of functional planning, and a
new type of architectural program, as we have seen in Sawyer and Gilman's respective
articles on banks and museums, the discursive mode of architectural planning remained

much the same as that prior to World War L.

152 1n 1924, Platt traveled through major European cities, compiling comparative information on
various museums. Platt's museum studies are in the Charles A. Platt Collection, Avery Library,
Columbia University. See Keith N, Morgan, Charles A. Platt, The Artist as Architect, Cambridge,
M.A.; MIT Press, 1985, p. 170.
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3) The Fragmentation of Academic Discourse in the 1920s

It would then seem that the emerging discourse of business, efficiency and functional
planning did not immediately supersede the academic discipline. In fact, a review of the
new texts on architectural design published during the twenties reveals a resurgence of
Beaux-Arts influence and historicist design. During the early 1920s, following a
tendency already evident in David Varon's Indication in Architectural Design, texts that
codified the plan type into a catalogue of ready-made forms began to appear

[ fig. 41 1.153 There was also a new wave of books concerning the academic design
process as well as classical detailing that extended into the 1930s.154 Between 1921 and
1924, John Harbeson wrote an extensive series of articles on the methods of Beaux-Arts
Institute of Design for Pencil Points. They were published as a book entitled The Study
of Architectural Design in 1926 with a revised edition the following year.1>5 Even more
than David Varon's Indication in Architectural Design, Harbeson's series in Pencil Points
was a meticulous step-by-step explanation of academic design. It was organized along

the codified sequence of the pedagogical system established at the Ecole des Beaux-Arts;

153 In this category of texts were John Haneman, A M. 1 of Archi mpositions:

with 1.880 Examples, New York; Architectural Book Publishing Co., 1923; Arthur Stratton, Elements
f Form and Design in Classic Archi re. Shown in Exterior & Interior Motives coll from Fin

Buildings of all Time on One Hun Plates, New York; Charles Scribner's, 1925; and to some degree,

David Varon's second book, Architectural Composition, New York; William Helburn, 1923.

154 See William Wirt Turner, Fun, n f Archi 1 Design, A Tex k for beginnin
Students and ready reference for Architects, New York; McGraw Hill, 1930; Frank Brown, et al., Study
of the Orders, A Comprehensive Treatise on the Five Classic Orders of Architecture, Chicago; American
Technical Society, 1928 ( republication of a 1906 and 1913 text for the American School of
Correspondence ); A. Benton Greene, Elements of Architecture, New York; Harmo Press, 1931. Texts
that emphasized drawing techniques include Henry McGoodwin, Architectural Shades and Shadows, New
York, 1922; Henry Van Buren Margonigle, Architectural Rendering in Wash, New York, 1921; Wooster
B. Field and Thomas E. French, Architectural Drawing, New York, 1922; and H. Ritlow and F. Brown,

Architectural Design and Lettering, New York, 1928. Pencil Points also ran a series on perspective
drawing and drafting techniques of classical details by Emest I. Freese beginning in January 1929.

155 John Harbeson, The Study of Architectural Design. With Special Reference to the Program of the
Beaux-Arts Institute of Design, New York; Pencil Points Press, 1926. The author had studied under Paul

Philippe Cret at the University of Pennsylvania, and at the time was assistant professor at his alma
mater.
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the architectural problems becoming incrementally more complex from the analytique to
the Class A Problem. Nathaniel Curtis's Architectural Composition ( 1923 ) and Theory
and Elements of Architecture ( 1926 ) by Robert Atkinson and Hope Bagenal were also
pedagogical texts, following and at the same time simplifying the structure of Guadet's
Elements. Pencil Points, which started publication in 1920, was itself part of the revival
of Beaux-Arts influence. In just a few years, it quickly became one of the largest
circulating journals in the country.!56 It served as the medium for Harbeson's exposition
on academic design, summary translations of Guadet's Eléments and Viollet-le-Duc's
Dictionnaire, and articles such as Raymond Hood's series on "A Vocabulary of Atelier
French."157

There seem to be two reasons for the proliferation of these codified and formulaic
texts. The first was the continuing expansion of formal architectural education. After the
first architectural schools of the late nineteenth century, nineteen new schools were
established in the years between 1912 and 1922. Consequently by 1930, despite the
fluctuations of the economy and the disruptive interlude of the War, the number of

enrolled students had tripled that of 1912.158 The second reason was the resurgence of

156 By 1923, its circulation reached 9,731, second only to Architectural Record, which had a circulation
of just over 10,000. ( source: N, W. Avyer & Son's Newspaper Annual and Directory, 1923 ) One reason
for the immediate success of Pencil Points could be that from its inception in 1920, it was intended for a
wider audience of "draftsmen, designers and specification writers” in the architectural office in contrast to
the focus on the architect than other architectural journals. ( "Introductory", Pencil Points 1, June 1920,
p. 5.) It did not neglect the practical problems of drafting and specification writing in the office. At the
same time, its primary subject matter was portfolios of historical details, translations of important
theoretical texts, and instructional articles concerning the design methods of the Ecoles des Beaux-Arts;
all of which were in demand during the resurgence of eclecticism during the 1920s. Pencil Points thus
catered to the direct concerns of the architectural office as a whole and was from its inception a more
"practical” journal compared to a literary journal such as Record.

157 Beginning with Pencil Points 7, Nov. 1926, under a series titled "The Ricker Manuscript
Translations,” Thomas E. O'Donnell, professor at the University of Illinois provided summaries of both
Guadet and Viollet-le-Duc's key texts. The "Vocabulary" series took the form of an alphabetical
dictionary and ran between April and October in Pencil Points 3, 1922.

158 The most notable were the University of Minnesota ( 1912 ), Yale ( 1913 ), Princeton ( 1920 ),
University of Cincinnati ( 1922 ). See Arthur C. Weatherhead, "The History of Collegiate Education in
the United States,” Los Angeles, 1941; Frank H. Bosworth and Roy C. Jones, A Study of Architectural
Schools, New York; Charles Scribner's Sons, 1932; and James P. Noffsinger, The Influence of the Ecole
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eclecticism, in particular the colonial revival. From the so called "period houses" to
commercial and civic buildings, the expansive building of the twenties created a second
boom of pattern books and building manuals, as well as the more academic discourses of
architectural theory.

The theoretical discussions of composition, however, began to reject
programmatically the authority and validity of the classical elements and the use of
historical styles. The formalist conception of composition, already evident in Van Pelt
and Robinson's expositions, began to be presented as an architectural theory antithetical
to the idea of architecture as a combination of elements. The key Anglo-American text
that advanced a full blown theory of architectural formalism, though the term composition
itself was not used, was Geoffrey Scott's The Architecture of Humanism, published in
1914. John Harbeson, for instance, recommended the book as a "very sane exposition
of the underlying principles of architectural composition, and a keen assaying of
architectural criticism."15% In terms of its overall organization, The Architecture of
Humanism was a survey and critique of the "fallacies" of various architectural theories,
beginning with the Renaissance and ending with "academic theory.” Though Scott
placed high value on the "academic tradition" allied to the Renaissance, he believed
academic theory to be "at all times barren." According to Scott, the latter consisted of the
view that "because certain forms were used in the past they must therefore be used
without alteration in the future." He insisted that the true elements of architecture did not
lie in a "canon of form," meaning "the meticulous observation of 'pure styles," but in
mass, space and line.160 Adopting Theodor Lipps's theory of empathy, Scott argued

that through the perception of these basic formal qualities of buildings-- as appearances

des Beaux-Arts on the Architects of the United States, Catholic University of America; Washington,
D.C., 1955.

159 Harbeson, The Study of Architectural Design, p. 299.
160 Geoffrey Scott, The Architecture of Humanism, 1914, reprinted New York; W.W. Norton, 1974,
p. 153.
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that are related to basic human functions-- man transcribed himself into terms of
architecture. This was his notion of "humanistic" architecture. The "tendency to project
the image of functions into concrete forms" was what he believed to be the basis of
creative design; of "an architecture which by Mass, Space and Line responds to human
physical delight, and by Coherence answers to our thought."161 Scott's formalism had
the effect of debunking historical style as a constituent element of architectural theory.
Yet it was not intended as a justification of stylistic innovation. The book's purpose was
to reorient the validity of classical architecture, in particular Greek and Renaissance
architecture, away from the framework of stylistic continuity; providing it with an a-
historical basis of human perception and psychology. Widely read on both sides of the
Atlantic, it provided an exemplary logic that could be employed to reconcile the academic
discipline with the emerging debates concerning composition, eclecticism and
modernism.

The second edition of The Architecture of Humanism came out in 1924, the same
year that Howard Robertson's The Principles of Archi ral Composition was first
published. For Robertson, like Van Pelt and Robinson, composition in architecture was
something that could be analysed. One could extract a set of "principles of composition,”
or what Colin Rowe refered to as a "formal common denominator” of past, present and
future monuments.162 Robertson's book was one of several Anglo-American texts

during the twenties which set out to elaborate these architectural principles.163 Though

161 1bid., pp. 157-183.

162 Colin Rowe, "Composition and Character,” p. 60.

163 Howard Robertson ( 1888-1963 ) trained at the Architectural Association ( AA ) School and the
Ecole des Beaux-Arts and at the time the book was published, was principal of the AA School, a post he
held between 1920 and 29 ( he was director of education, 1929-35 ). Robertson was extremely interested
in the modern architecture of the continent and a key figure in introducing it to the Anglo-American
audience. There is a short biographical article by Reyner Banham in Architectural Review 114, 1953, pp.
160-168. Robertson specifically acknowledged Trystan Edwards' Things which are Seen and Claude
Bragdon's Beautiful Necessity as its sources. Other expositions of compositional principles include
William R. Greeley, The Essence of Architecture, New York; D.Van Nostrand, 1927 and David Varon's
Architectural Composition, 1923.
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the specific terms differed from author to author, they were invariably considered to be
universal and permanent. The list of principles were similar to those offered by Van Pelt
and Robinson-- typically comprised of contrast, proportion, scale, balance, rhythm,
massing, surface, etc. [ fig. 42 ]. The status of these principles in architectural design

was explained by Robert Atkinson in his foreword to Robertson's Principles:

Composition is the keystone of architectural design. Whilst primarily the plan
of a building dominates its external expression, yet devoid of a sense of
'‘Composition' the external effect may be dull and uninteresting despite a good
plan; and with a proper appreciation of contrasts and values of mass the same
work may be masterly. Detail is secondary, and may be bad or entirely
omitted, on a building the mass of which is effective and even spectacular.164

With the exception of the comment that detailed ornament could be completely excluded,
The Principles of Architectural Composition would seem to continue the arguments of the
turn of the century. Like Van Pelt and Robinson, the compositional principles of contrast
and mass were formulated as separate entities from the plan and style of the building.
Furthermore, for Robertson, the plan was still within the realm of architectural form and
subject to the control of formal principles: it was an "image on paper which shows the
scheme as a pattern of walls, rooms, corridors, etc., all laid out flat as are the figures on a
painting, and therefore, regarded as the elements of a piece of design, affecting each other
according to the laws of abstract composition."165

Robertson, however, was careful to distinguish his treatise from Guadet's
Eléments, as well as the American texts by Robinson, Van Pelt and Curtis. While these

texts had dealt with composition from a "functional” point of view, Robertson claimed

164 Robert Atkinson, "Foreword," in Howard Robertson, The Principles of Architectural Composition,
Westminster; The Architectural Press, 1924, pp. v-vi. Atkinson was director of education during
Robertson's tenure as principal of the AA School. Colin Rowe also used this quote as a typical
proposition of the compostion books.

165 Robertson, Ibid., pp. 102-105.
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that his study considered it from the "abstract standpoint."166 He in fact began his
exposition on composition by distinguishing two different "points of view" concerning

"the theory of architecture":

that which regards the question of design in the abstract and considers the
aesthetic effect of a building without special regard to its function and
structure; and that which deals with the practical requirements of purpose, the
elements which go to form the complete building, the methods of construction
utilized, all matters which are related to what we may call, for the sake of
brevity, functional design.

Robertson went on to argue that it was only through a "comprehension of the laws of
composition, through knowledge of the grammar of design" that functional design could
be "satisfactorily translated into an architectural creation."16” The phrase "grammar of
design" was adopted from The Things which are Seen, by Trystan Edwards, another
widely read architect and critic. This general treatise on aesthetics had laid out three
formal principles-- the canons of number, punctuation, and inflection-- which supposedly
formed the basis of beauty in both natural and artificial objects. The author later applied
these principles to architecture in Architectural Style published in 1926 [ fig. 43 ]. In the
same vein as Robertson, who had stated that good architecture was "entirely independent

of so-called 'styles," Edwards insisted that style was "expressional" and secondary to

166 Ibid., p. 155. The composition books of the twenties, though inspired by Guadet, were aligned more
with the post-World War I teachings of Georges Gromort. Gromort taught at the Ecole during the inter-
War years and his lectures were published in 1941 as Essai sur la theorie de l'architecture. See Lawrence
B. Anderson, "Rereading Gromort," Journal of Architectural Education 33, Nov. 1979. Richard Becherer,
in his study of Cesar Daly, has noted that Guadet's Eléments represented the last moments of an ideology
of architectural design as a synthetic process. He argues that "almost as soon as Guadet made his
culminating statement, the formal and ideological synthesis began to falter. The products of the
Guadet/Laloux atelier increasingly sought to separate rather than interweave the ideological influences
present in the Ecole's official doctrine.” See Science Plus Sentim 's Formula for Modern

Architecture, Ann Arbor, M.L; UMI Press, 1984, p. 251.
167 Robertson, Ibid., p. 1

92



the compositional rules of architecture, likened to the grammar of language.1%8 As Alan
Colquhoun has correctly observed in his analysis of Robertson's The Principles of
Architectural Composition, the search for permanence in formal principles was a
corollary to the "collapse of 'stylistic conviction."169

Another common aspect of Edwards's and Robertson's theories was the complete

separation between planning and composition:

The practical requirements of buildings, systems of planning designed to
satisfy the conditions of particular architectural 'programmes,' even the
expressional function of architecture, so far as this is manifested in the
character and status of a building, or in the disposition of parts in accordance
with utilitarian needs, has nothing to do with the present theme, which is the
language of architecture.170

The corollary to the exclusion of practical matters from the composition books was the
planning manual's proposition that formal and stylistic issues were not part of its subject

matter. As Edward F. Stevens stated in his manual on hospitals,

While many exterior designs are here shown, no attempt has been made to
discuss architectural style, forms of construction or building material, since
these may not differ from those of other classes of buildings. While the
presence of beauty, either in architectural forms of decoration or sculpture,

168 Trystan Edwards, Architectural Style, London; Faber and Gwyer, 1926, p. 17.
169 Alan Colquhoun, "Composition versus the Project,” Casabella 50, Jan./Feb. 1986, reprinted in
Modernity and the Classical Tradition, Cambridge, MA; MIT Press, 1989, pp. 39-45. Colghoun offers a

perceptive analysis of The Principles of Architectural Composition, commenting that "the message of
Robertson's first book is that there are fundamental rules of composition in architecture that are
independent of style. Styles have relative value: they depend on the revolution of taste. The values of
architecture, on the contrary, are permanent.” However, Colquhoun's main concern of the article, that of
understanding the relation between the European avant-garde and the composition books, is somewhat
confused. While arguing that the idea of composition was directly inherited by the twentieth century
avant-garde, he simultaneously views the composition books as examples of "how avant-garde ideas and
attitudes filtered down to the more conservative ranks of the profession.” If Colquhoun is implying a
dialectic between academism and the avant-garde, this otherwisc interesting proposition is left unclear and
unformulated. ( pp. 39-45)

170 Trystan Edwards, Ibid., p. 20.
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has its psychological effect upon the patient, the arrangement of the plan is
really of prime importance in meeting the hospital problem.!71

The earlier more implicit distinction between planning and composition had now become
the basic point of departure.

The most striking difference of the discourse of composition during the twenties
from that of the turn of the century was the complete separation of composition from the
architectural elements. The supplementary relation between the elements and
composition, a view that was retained throughout the twenties by Van Pelt, was no

longer recognized. In 1921, Van Pelt wrote:

An analysis of requirements for the production of good detail necessarily
takes us into the whole field of architectural composition. The qualities of a
building are those of its parts.172

In contrast to Van Pelt's position, Robertson placed the architectural elements under the
category of "functional design." He emphasized that the proper point of departure in
understanding architecture was through the "analysis of principles rather than of the
elements of building."173 He thus separated abstract composition from the study of the
"elements" relegating the latter to a secondary position in the design process. His concept
of "abstract composition" thus explicitly detached itself from the productive process of
design and was defined, on the one hand, as a set of visual effects to be achieved, and on
the other, as a list of analytic categories.

By the early thirties, the elements were programmatically rejected within the

academic discipline. This was evident in one of the last texts in the genealogy of the

171 Eqward F. Stevens, "Foreword,” The American Hospital of the Twentieth Century, New York; F.W.
Dodge, 1928 ( 2nd edition ), p. iv.

172 yohn Van Pelt, "Architectural Detail. Part I," Pencil Points 2, May 1921, p. 21.
173 Robertson, Ibid., p. viii.
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pedagogical composition book-- Ernest Pickering's Architectural Design, first published
in 1933 and followed by a second edition in 1942. According to Pickering, the purpose
of the book was "to aid in bringing the study of architectural design into harmony with

the twentieth century." As part of this program, the study of architectural elements were

to be discarded from the design process.

For years, books on architectural design and composition have presented the
"elements" of architecture-- orders, windows, walls, columns, stairs,
pediments, and the like-- as though they were the fundamentals out of which
designs are "composed" in much the way that we put words together to form
sentences in our lingual expression. This approach was perhaps all very well
in a world of fixed categories where it appeared that most of the "words" and
"grammar" of architecture had been perfected by our predecesors and that
about the best we could do was to recompose these "elements” to meet the
demands of the day.l74

This position stands in clear contrast with another foreword which appeared in John
Harbeson's exposition on academic design written just over a decade before. Lloyd
Warren, who was the first American to receive a diploma at the Ecole, wrote that the
purpose of the analytique, i.e. the study of architectural elements, was to insure "that a
student, before he enters the veritable study of architecture, has at his command a certain
knowledge of things necessary to express acceptably a proposed edifice."17

In 1930, under the aegis of the Association of Collegiate Schools of Architecture, a
survey and analysis of architectural schools was conducted by Frank H. Bosworth and

Roy C. Jones, published two years later as A Study of Architectural Schools. The report

clearly reveals the transformations of the academic system of design. The authors were

174 Rexford Newcomb, "Foreword," in Ernest Pickering, Architectural Design, New York; John Wiley
and Sons, 1933, p. ix.

175 Lloyd Warren, "Foreword," in John Harbeson, The Study of Architectural Design, p. 5.

95



particularly critical of beginning design education with the analytique as it was practiced

in the schools.

[ The analytique ] as a device to inculcate a realization by the student of three-
dimensional architectural forms, this type of work and the usual instruction
that goes with it would in the great majority of cases seem very questionable.
Perhaps that is not its objective. What its real purpose is, beyond the facility
in pictorial representation, no school was prepared to say with any great
conviction or definition.176

Bosworth and Jones pointed to a growing number of schools that began to forego the
analytique and the study of elements, approaching the first stages of architectural
education with problems that "involve the totality of architecture in simplified form rather

than artificially amputated parts of a complex whole."

The essential difference between the two methods involves a difference in
point of view as to the fundamental nature of architecture. The common
method has stressed the external and decorative phases of architecture by
centering the student's attention on them in his formative stages. The new
one stresses the primary concern of architecture with the grouping and
proportioning of enclosed spaces for human need. The movement has a
significance far greater than is implied in its bare mention as an educational
experiment. It is a direct reflection of a new tendency in architecture which
has been strongly evidenced in recent years,-- so strongly evidenced, indeed,
that many people hail it as not merely a tendency, but a revolution, whereby
sentimental subservience to stylistic formulae bequethed by the past is to give
place to an enthusiastic acceptance of the realities of present-day materials and
needs.177

176 Frank H. Bosworth and Roy C. Jones, A Study of Architectural Schools, p. 41.

177 1bid., p. 45. The authors name Princeton, Yale, Cornell, Southern California, and the University of
Kansas as schools in which the beginner is immediately started with the design of a building. At
Cincinnati and Florida, the student is begun with exercises in "abstract design," thereby getting the
student to understand what design is before he applies it to architecture. In the framework of this
dissertation, it would be impossible to delve into the specifics of the changes in the different schools. An
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The analytique and the study of details were now to be conducted in the latter stages of
the curriculum. In addition, with the collapse of the architectural element as a basic unit
of design, style became associated solely with ornament.

Despite the collapse of the analytique, the esquisse, which was a task predicated on
the study of the elements, was retained within the schools. This can also be seen in
Pickering's Architectural Design which retained the codified Beaux-Arts method of
beginning a project with the sketch problem. The units to be manipulated were now what
Bosworth and Jones called the "enclosed spaces for human need," a concept clearly
compatible with the pre-determined "space units" that comprised Stanley Taylor's scheme
of the functional plan. By the early 1930s then, the tightly knit academic system based
on the "theory of the plan" was fragmented into separate discursive units. Planning,
composition, and style were regarded as epistemologically exclusive categories,
constituting separate stages in the design process. There was an absence of a dialectic
because each claimed a different set of concepts and objects and conceived unity at

different levels. While planning was regarded strictly as a function of the program,

inquiry into the transformations of the pedagogical system would require another set of research.
Unfortunately, most published studies of architectural education in America are vague and so general in
nature that the complexities of the tranformations are not brought out. The best study of the changes in
an architectural school in America is Richard Oliver, ed., The Making of an Archi 1881-1981
Columbia University in the City of New York, New York; Rizzoli, 1981. An interesting episode in the
school's history, pertinent to my present argument is a list of student grievances that were presented to
Boring in 1923. The central complaint was that they needed more time for "design work," and in order to
secure this time, the students made the following suggestions:

(a) Condense history of ancient ornament; (b) eliminate the requirement for ornamental plates;

(c) eliminate the requirement for plates in the decorative arts; (d) eliminate historical research as a course
and make it an elective; (d) drop stereotomy; (f) condense work covered in shades and shadows, descriptive
geometry, and stereotomy to one course; (g) condense graphics.

These suggestions indicate the separation of design from the discursive practice of the portfolio, central to
the early stages of architectural training. This abstract conception of design seems to have been
introduced by William Boring who was appointed Director of the School of Architecture in 1919. Boring
believed that architecture was "pure invention," advocating that the "biggest way of attempting to solve a
problem is to solve it in masses.” William Boring's lecture notes are in the Central Files and the
Graduate School of Architecture and Planning Archives, Columbia University. The list of student
grievances were recorded in a letter from William Henry Carpenter to Nicholas Butler, dated Feb. 13
1923, William Henry Carpenter Papers, Butler Library, Columbia University. I am indebted to Susan
M. Strauss, "History III 1912-1933," in Oliver, Ibid., which led me to these sources.
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composition sustained its own set of internalized rules. Though the notion of "unity"
was universally claimed as a principle of composition, it was a concept internal to the
formal categories of the system: "if a structure has unity, it must have contrast, rhythm,
and scale"178 Abstract composition denoted less a process than a set of analytical
categories and effects, and thus did not conflict with a rationalized conception of
planning.

One of the most interesting manifestations of the fragmentation of academic
discourse-- the split between formal composition and functional planning, and the
collapse of stylistic conviction-- can be found in the debate on modernism. During the
twenties, the debate was formulated as an opposition between the "modernists" and the
"traditionalists" who were both essentially within the circle of Beaux-Arts trained
architects. The modernists, particularly during the late twenties, were identified with the
architects of the New York skyscrapers: namely Raymond Hood, Ely Jacques Kahn,
Ralph Walker and Harvey Wiley Corbett. They represented that peculiar 1920s figure,
the Beaux-Arts commercial architect, who retained the aura of the academic tradition
while enthusiastically espousing the notion of architecture as a business.!7?® Corbett, the
most vocal of the group, persistently attempted to bring notions of business, art and
modernism together. The following comments taken from his article on Raymond

Hood's Radiator Building present a typical Corbettian proposition:

There is no reason why the term ‘commercialism’ should ever be considered
as opposed to art. Perhaps a new type of commercial architecture will be
developed. Perhaps architecture will make a great forward step in interpreting

178 pjckering, Ibid., p. 170.

179 During the 1920s, the successful commercial offices of New York became the most powerful figures
of the profession and in particular the Architectural League of New York; so much so that Hood, Kahn
and Walker were refered to as the "three little Napoleons of architecture.” See Walter H. Kilham Jr.,
Raymond Hood. Architect, New York; Architectural Book Publishing Co., 1973, p. 81. For a general
discussion of Kahn, Hood and Walker see the Chapter, "Threc Modern Masters" in Robert A.M. Stern, et
al., New York 1930, New York; Rizzoli, 1987.
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commercialism in its new and higher relation to human welfare...
Commercialism in its present significance spells gradual freedom and liberty
for the average man.180

The traditionalists, on the other hand, were less defined as a group, but were comprised
of architects such as William Adams Delano and John Russell Pope, who were steadfast
in their loyalty to the classical tradition. Both Edwards and Robertson were themselves
extremely conscious of the stylistic inventions of modernism that came to the attention of
the academic profession particularly after the Paris Exposition of 1925. By presenting a-
stylar principles as the fundamentals of design, it was possible to straddle both sides of
the debate on the appropriate style for the modern age. Indeed, Trystan Edwards
proclaimed that his grammar of design provided a "resolution of the conflict between
tradition and modernity."18!

The discursive strategies of the modernism debate revolved around two basic
conceptual formations of the composition books just discussed. The first, as many
contemporary observers recognized, was the common assumption of the multiplicity of
period styles. Louise La Beaume, an active participant in the debate, remarked that the
difference of the twenties debate from previous stylistic battles was that the traditionalists

were defending a variety of historical styles.182 The so-called traditionalists argued that

180 Harvey Wiley Corbett, "The American Radiator Building, New York City, Raymond Hood,
Architect", Architectural Record 55, May 1924, pp. 473-477.

181 » Anyone who accepts the 'Grammar of Design' will be able to define very clearly his attitude towards
the disputants who take part in the controversy conceming the respective claims of tradition and
modernity. To those who have an undue reverence for the architecture of the past, he will say that this
architecture only possesses merit in so far as it complies with the formal canons. As the Grammar
provides logical justification for the respect accorded to many famous buildings of the past, he will do his
utmost to preserve these masterpieces, protecting them from that ignorant depreciation of works of art
which always precedes acts of vandalism. But the Grammar also relieves him from the necessity of
paying uncritical homage to buildings simply because they are old. And his attitude towards the
architecture of his own day will be determined in the same manner. New buildings will not be praised for
their beauty just because they express a reaction to the past, but only if they exemplify the principles of
Number, Punctuation and Inflection. An illimitable range of new forms can be created subject to this
condition.” ( Trystan Edwards, Ibid., 171-172.)

182 1 ouise La Beaume, "Crabbed Age and Youth," JAIA 16, Nov. 1928, p. 417.
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the crux of the issue was not the replication of historic styles per se, but that the
historical must be the authoritative point of departure.!83 The corollary to this was the
modernist tenet, which consisted not of a positive projection of a particular style, but an
opposition to the use of historical motifs. The modern was then seen as one alternative
among numerous available styles; to quote Henry- Russell Hitchcock, “contemporary
design, whether as 'style,' or 'styles,’ is admitted on a par with the 'style’ of the
past."184

The second involved the distinction that Howard Robertson had made between two
basic approaches to architectural theory-- the "abstract” and the "functional.” Either could
be used to defend the modernist or traditionalist position. According to the abstract,
formalist position, buildings were to be judged not by style but by the formal qualities of
mass, colour, and line. In the case of Edwards, this formalism provided the rationale for
his eclectic position. For him, all styles- Classic, Gothic, Oriental-- could conform to
the "Grammar of Design" [ fig. 44 ].185 On the other hand, Robertson was an advocate
of modernism. He was a key figure in introducing the continental images of modern
architecture to an English speaking audience, and already in The Principles of
Architectural Composition, there were signs of a prediliction towards "simple shapes”

and "geometrical figures" [ fig. 45 1.186

183 [ eslic W. Devereux, "The Condition of Modern Architecture,” Architecture 45, Feb. 1922, p. 42.
See also David Gebhard, "The American Colonial Revival in the 1930s,” Winterthur Portfolio 22,
Summer/Autumn 1987, p. 110 for a similar interpretation.

184 Henry-Russell Hitchcock, "Architectural Education Again," Architectural Record 67, May 1930,

p. 445.

185 Trystan Edwards, Ibid., p. 172.

186 "In order that a sense of composition may be developed, it is advisable to practise the production of
satisfactory arrangements of simple shapes, either light and dark geometrical figures, or architetcural
masses shaded in different depths of tone." ( Robertson, Ibid., pp. 23-25.) In 1932, Robertson wrote
Modern Architectural Design, London; Architectural Press, which complemented his earlier book on
composition. He also co-authored several pictorial reviews of modem architecture. See Howard
Robertson and F.R. Yerbury, Examples of Modern French Architecture, London; Benn, 1928, and "A
Pictorial Review of Modern Architecture in Europe," Architecture 58 & 63, pp. 295-302 & pp. 357-360.
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According to the "functional" argument, the essential task of architecture in modern
society was incorporating the most up-to-date methods of construction and solving the
complex programs of modern institutions. Modernists such as Raymond Hood and Ely

Jacques Kahn took the position that

The modern movement does not concern itself with looks at all. It does not
care whether we abandon or follow precedent, nor is it interested as to
whether the new rules of art are derived from the machine, nor even whether
there are to be any rules at all...The artist or critic who tells you that tempo,
rthythm, dynamic symmetry, color discordance, motion, pattern, or the
inspiration of the machine are the basic qualities of the new art, is passing out
the same old hypocricies that the new art is trying to overcome. These
qualities may occur in modern art, but they are incidental and not essential to
it. Modern involves a sincere attempt to be honest.187

For the Beaux-Arts modernists in the functionalist camp, "honesty" meant the explicit
acknowledgement of architecture's immersion in the commercial structures of modern
society. For Hood, unlike Corbett, there was no need to elevate commercialism into a
discourse of form and representation.

By the same token, traditionalists could also appropriate the functionalist position.
They argued that by incorporating modern methods of construction and dealing
successfully with complex building programs, they more than met the needs of modern
society and were as up-to-date as those who would willy-nilly apply untested forms of

decoration.188

187 Raymond Hood, "The Spirit of Modern Art,” Architectural Forum 51, Nov. 1929, pp. 445-448. For
a similar argument see Ely Jacques Kahn, "On What is Modem," in Ely Jacques Kahn, New York;
McGraw Hill, 1931.

188 Dwight James Baum used the term "Modem Traditionalism" to characterize this position: "Our
buildings are modern of necesity, modem that they may meet present day practical requirements and may
be built by the methods and of the materials that are most suitable and economical. But this does not
mean that they need to be devoid of everything that recalls the past, and be factory-like or ornamented
with zig-zags." ( "Modern Traditionalism,” T-Square Club Journal 1, April 1931, p. 14.)
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Architects can, by working with a vocabulary based on our classical heritage,
surpass the architecture of earlier years, if they first solve the function of the
building. This is in part the argument of the functionalist or modernist, but it
is equally true of modern architecture based on the cultural traditions of the
past. In other words, one should not copy an old existing building and adapt
life to that building, but, with a vocabulary that study gives, should envisage
the contemporary problem and clothe it in traditional architecture. This will in
turn demand modification and transition as the problems change and as life
gives new character to architecture.!89

The negative logic of the traditionalists converges with Karl Popper's characterization of
"conventional traditionalism...as the belief that, in the absence of an objective and
discernible truth we are faced with the choice between accepting the authority of tradition,
and chaos."190 This logic denied any rational system in which the use of historical style
could be justified, thus making style, for the traditionalist, a province of convention, and
to the modernist, a matter of arbitrary taste.

One of the most interesting uses of this dichotomy between form and function,
between the aesthetic and practical, occurred around the topic of the "new" skyscraper of
the 1920s. A key issue concerning the skyscraper, since its emergence into the
theoretical discourse of architecture, concerned the notion of the expression of structure.
By the mid-twenties, however, it came to be regarded as an exhausted issue.
Representative of this view was Fiske Kimball's American Architecture published in

1928.191 In a chapter titled "What is Modern Architecture?,” Kimball identified two

189 Jens Frederick Larson and Archie MacInnes Palmer, Architec Planning of the American College
New York; McGraw Hill for the Association of American Colleges, 1933, p. 27.

190 Karl Popper, "On the Sources of Knowledge and of Ignorance," in Con