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Programm
20. Marz bis 27. Miarz 2009

Freitag 20. Marz 09

12.25 Uhr
18.20 Uhr

Abflug Zurich Kloten
Ankunft Chicago O‘Hare
Transfer, Bezug Hostel

Samstag 21. Marz 09

walking tour Loop

The Rookery
Auditorium Building
Monadnock Building
Reliance Building
Carson Pirie Scott
Chicago Tribune Tower
12.00 Uhr Mitagessen, 7th floor
Macy's

walking tour from Wrigley to IBM
Marina City
Milenium Park

gemeinsames Nachtessen

Sonntag 22.Marz 09
Hancock Tower

Lake Shore Drive

Lake Point Tower

Sears Tower

Robie House

Montag 23. Marz 09

9.00 Uhr SOM Burofiihrung

10.15 Uhr Trump Tower

12.45 Uhr Marina City

14.00 Uhr Aqua Tower

16.00 Uhr Gang Studios Burofiihrung

Dienstag 24. Marz 09

Ausflug nach Racine/ Plano
11.00 Uhr Johnson Wax Factory

15.00 Uhr Farnsworth House

Mittwoch 25. Marz 09

Oak Park

10.00 Uhr Home and Studio
14.00 Uhr Unity Temple

16.00 Uhr Charnley Persky House

Donnerstag 26.Marz 09

9.00 Uhr Reliance Building

The Rookery
IIT, Ninois Institute of Technology
Restliche Zeit zur freien Verfigung

15.30 Uhr
20.20 Uhr

Treffpunkt Hotel
Abflug Chicago O‘Hare

Freitag 27.Marz 09

16.00 Uhr Ankunft Zirich Kloten
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Stadtgeschichte

Located on the southwestern tip of Lake Michigan,
Chicago became the main transshipment centre
for the grain and livestock of the Midwest in the
19th century. In the 20th century it remained the
leading transportation, commercial, and industrial
centre of the north-central United States.

Until the 1830s a minor trading post at a swampy
river mouth near the southwestern tip of Lake
Michigan, Chicago made use of its strategic loca-
tion as the interior land and water hub of the
expanding United States to become the centre
of one of the world’s richest industrial and com-
mercial complexes. It is the third most populous
city and metropolitan area in the United States.
Chicago’s achievements are distinctly characte-
ristic of the country as a whole, and its problems
are the problems of the modern United States; in
a sense it may be—as a series of observers has
called it—the typical American city.

The relations between this youthful city and its
rural environment are also noteworthy. Through-
out its history, Chicago and the surrounding coun-
ties of what became its metropolitan area, now
containing about two-thirds of the population of
lllinois, have existed as almost a separate entity—
politically, socially, and spiritually—from largely
rural “Downstate” lllinois. The attitudes and lives
of the early settlers in and around the burgeo-
ning city, mainly from the Northeastern states or
from Europe, were in contrast to those of Downs-
taters, many of whom came from Appalachian or
Southern states. While Chicago was, for example,
a major supplier of goods and manpower to the
Union during the Civil War, in southern lllinois
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there was an unsuccessful but strong movement
toward secession and alliance with the Confeder-
acy. This alienation continues to plague the politi-
cal and social life of both the city and the state.

The character of Chicago

A by-product of Chicago’s growth on the raw fron-
tier of U.S. industry was its reputation as a city in
which “anything goes,” a city whose name became
an international byword for underworld violence
during and after the Prohibition era of the 1920s
and early 1930s. This sort of mayhem has long
been overshadowed in Chicago as elsewhere in
the United States by the random violence of daily
urban life. Municipal corruption, another commo-
dity on which Chicago was long thought to have
cornered the market, is likewise not in fact a local
monopoly, though Chicagoans perhaps have a
higher tolerance for human frailty among politi-
cians—politics in Chicago being to an extent an
expensive form of public entertainment—than do
the citizens of other municipalities.

However much Chicago’s political and social life
may have deserved the brickbats of its numerous
critics, there is little disagreement that the city’s
physical presence is stunning. Chicago arose from
the ashes of its Great Fire in 1871 to develop the
skyscraper as well as many of the other major inno-
vations of modern architecture. In the decades
immediately following World War I, however,
exigencies of the marketplace often conquered
civic pride in maintaining the great landmarks of
Chicago’s past. There were exceptions—notably,
the Auditorium Building and the Newberry

Library—but these were preserved through limi-
ted, private initiative. More recently, public aware-
ness and effective legislation have fostered increa-
sed conservation efforts. This factor and the desire
for more land on which to build new structures
have aided in the southward and westward expan-
sion of Chicago’s downtown into formerly blighted
areas, so that the city’s striking skyline, containing
some of the world’s tallest buildings, rises along a
continually widening strip.

Behind this impressive facade lies a sprawling
industrial city, its monotony accentuated by the
flat Midwestern landscape and by a repetitive
gridiron pattern of streets broken only by the
radial avenues that cover old Indian trails to the
northwest and southwest and the great freeways
and railroad lines that for many years have made
the city a major hub of commerce. The whole
mass reaches out over the former prairie, spilling
over city limits into an irregular and continuously
expanding belt of suburbs and industrial satellites.
The magnificent downtown lakeside strip never-
theless remains the focus of attention in the mind
of resident, commuter, and visitor alike.

The city layout

Chicago meets its suburbs in a ragged pattern of
boundaries on three sides, while on the east the
lakefront curves from northwest to southeast. The
area centring on the forks of the river was platted
on a gridiron pattern in 1830 following specifica-
tions of the Northwest Ordinance of 1787.This plan
was followed to some degree in the rest of the city,
though it was broken often by radial avenues
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(some following old Indian trails leading to the
river mouth) and other features, such as the Burn-
ham Plan of Chicago (1909), rail lines and yards,
industrial sites, and parks.

Downtown Chicago has been known as the “Loop
since 1897, when several elevated lines were
joined into an overhead loop of tracks encircling
an area that covers some 35 blocks and receiving
feeder lines from north, west, and south. The buil-
ding boom that began in the mid-1950s extended
the highly concentrated business district west-
ward from the Loop and, from the 1970s, into the
Near West Side beyond the river’s south branch.
Many new skyscrapers have radically altered the
city’s skyline. North Michigan Avenue, initially
developed following completion of the Michigan
Avenue Bridge in 1920, and adjacent Near North
sites have experienced much high-rise commercial
and residential building since the 1960s, the most
notable being the 100-story John Hancock Center,
the 74-story Water Tower Place, and the 66-story
900 North Michigan Building. All are multipurpose
skyscrapers containing shopping facilities, restau-
rants, offices, and apartments; Water Tower Place
and 900 North Michigan also include hotels. Other
major downtown office buildings completed since
1970include the 110-story, 1,450-foot (442 metres)
Sears Tower—one of the world’s tallest buildings—
just west of the Loop, the 80-story Amoco Buil-
ding east of the Loop, and the 65-story 311 South
Wacker Building (at the time of its completion in
1990 the world’s tallest concrete-framed building)
just south of the Sears Tower. Also notable is the
complex of office and apartment buildings and
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hotels on either side of the Chicago River east of
Michigan Avenue. The downtown building boom
was largely over by the mid-1990s, although there
was still a considerable volume of office-building
construction in suburban areas.

Grant Park in downtown Chicago, Lincoln Park on
the North Side, and Jackson and Burnham parks
on the South Side stretch for miles along the lake-
front. The city has an extensive park system inland
as well.

Principalindustrial areas lie along the two branches
of the Chicago River and in the Calumet region to
the southeast, as well as along railroad lines and
in satellite cities, such as Waukegan, Aurora, Joliet,
and Chicago Heights in lllinois and the Gary-Ham-
mond-East Chicago complex in Indiana, up to 40
miles from downtown Chicago. In south Chicago,
along and near the Calumet River and along the
lakefront in adjacent Indiana, are many oil refine-
ries and iron and steel, chemical, and fabricating
plants.

Industry

Chicago and its metropolitan area have remained
the most important focus of economic activity in
interior North America. Its economic base, with
a balance between industry and commerce, is
highly diversified. Nevertheless, the city has suf-
fered, along with many other metropolitan areas
of the Northeast and Middle West, from the shift in
population and economic activity to the “Sun Belt”
of the South and West and from foreign industrial
competition.

Manufacturing provides about one-fourth of the

region’s employment; leading categories are steel,
metal products, food products and confections,
metal furniture, chemicals, soap, paint, machine
tools, communications equipment and electronic
goods, railroad equipment, surgical appliances,
and scientific instruments.

Chicago’s steel supply and its strategic situation
as the major transportation node of the continent
has enabled it to assume leadership in the manuf-
acture of a wide variety of machinery and fabrica-
ted metal products, ranging from diesel-electric
locomotives to printing presses, material-handling
equipment, and earth-moving and agricultural
machinery.

Chicago’s printing establishments include several
of the world’s largest. Many nationally distributed
magazines and mail-order catalogs, as well as a
substantial proportion of the country’s telephone
directories, are produced in these plants. Enor-
mous quantities of paper, much of it from Canada,
reach Chicago by water. The city ranks second to
New York City in the white-collar aspects of publi-
shing, though it tends to specialize in such areas as
educational materials, encyclopaedias, and profes-
sional and trade publications. It is also the home
office of several major advertising and public-rela-
tions firms.

Situated between the agricultural Midwest and
the urban-industrial Northeast, Chicago remains
a leader in food processing, although by the early
1970s the Union Stock Yards had terminated all
meat-processing activities.
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Settlement and early activity

In 1673 the French explorers Louis Jolliet and Jac-
ques Marquette followed an Indian portage to
the mudflats over which a Y-shaped river flowed.
It emptied into Lake Michigan, while its arms rea-
ched nearly to the drainage basin of the Missis-
sippi River system, thus virtually linking two great
North American waterways. The meaning of the
Indian name for the region remains disputed—
among the possibilities are skunk, wild onion, or
powerful.

Trappers, traders, and adventurers used the area
for portage and barter throughout the 18th cen-
tury. The first known non-Indian settler was Jean
Baptiste Point Sable (or Pointe du Sable), son of a
wealthy French merchant who had moved to Haiti
and married a black woman there. Sable settled in
the Great Lakes area in the 1770s. In 1795 the Uni-
ted States obtained a six-mile-square area about
the river mouth.

Fort Dearborn, builtin 1803, was destroyed in 1812
and all but one of its military and civilian popula-
tion were killed in an Indian raid. The fort was
rebuilt in 1816 and was occupied until the 1830s.
Outside its walls a cluster of traders’ shacks and
log cabins were built, but the settlement attracted
little interest even after lllinois, with most of its
population in the central and southern regions,
became a state in 1818.

The opening of the Erie Canal in 1825, joining
the Atlantic states and the Great Lakes, shifted
the main axis of westward movement northward
from the Ohio River route. Soon afterward, Chi-
cago became the principal western terminus. The
county of Cook located its seat at the small com-
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munity, and the regional federal land office ope-
ned there. Numerous retail stores opened to outfit
newcomers to the West, and the volume of animal
pelts and products for Eastern markets increased.
In 1837, the year Chicago became incorporated as
a city, its population was about 4,200.

Chicago’s geographic potentiality as a water gate-
way was fulfilled by completion in 1848 of the Illi-
nois and Michigan Canal, linking the Great Lakes
and Mississippi systems. A pair of railroad lines
from the East tied into Chicago in 1852, and by
1856 it had become the nation’s chief rail centre.
A belt line connected the radiating trunk lines by
1856, and commuter service to outlying neigh-
bourhoods and suburbs began.

Notable early buildings included those in Neo-
classical and Greek Revival styles by John Mills Van
Osdel, for example the first Chicago City Hall (1844;
destr.). In 1848 the lllinois and Michigan Canal con-
nected Chicago with steamboat navigation on the
Illinois River and hence the Mississippi, and the
first railway to the west was begun. In the next
two decades the city’s population increased from
30,000 to 300,000; more than half the newcomers
were immigrants. Numerous suburban communi-
ties became established along the railways radia-
ting from the city. Notable were those along the
north lake shore and Riverside, designed by Frede-
rick Law Olmsted and Calvert Vaux in 1869. In the
same year Olmsted and Vaux laid out South Park
(now Washington and Jackson parks).

Explosive economic growth
Industry followed the rails. By the late 1850s lake
vessels carried iron ore from the Upper Michigan

ranges to the blast furnaces of Chicago. Chicago
became the nation’s major lumber-distributing
centre by the 1880s. The railroads brought farm
produce from west and south, and Chicago’s Board
of Trade became the nerve centre of the commo-
dities market. The railroads also hauled cattle,
hogs, and sheep to Chicago for slaughtering and
packing. The consolidated Union Stock Yards, lar-
gely bankrolled by nine railroads and the owners
of several other Chicago stockyards, opened on
Christmas Day 1865.

Chicago emerged as the major city of the Midwest.
Its 1880 census reported more than 500,000 inha-
bitants, a 17-fold increase over 1850. Both Ameri-
cans and northern European immigrants, drawn
by Chicago’s factories and carried by the rail net-
work that was anchored in Chicago, continued to
pour into the city.

Four square miles of Chicago, including the busi-
ness district, were destroyed by fire on October
8-10, 1871. Starting in the southwest, fed by
wooden buildings and pavements and favoured
by a long dry spell, flames spread northeastward,
leaping the Chicago River and dying out only
when they reached Lake Michigan. About 250
lives were lost, some 90,000 people were made
homeless, and almost $200,000,000 in property
was destroyed.

The rebuilt city and its people

Much of the city’s physical infrastructure remained,
however, including its water-supply and sewage
systems and transportation facilities. Chicago
rebuilt rapidly in a similar pattern, although with
buil
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dings that were more modern and in conformance
with new fire regulations. During the two decades
following the fire the population grew to 1.1 mil-
lion. This rapid growth and rebuilding programme
provided ample opportunity for a large number
of architects, many of whom achieved internati-
onal reputations. In the 1880s the construction
and engineering innovations in the development
of high-rise buildings came to be associated with
the Chicago school of architecture. Analogous to
the introduction of the balloon frame (invented by
Chicago carpenters in the 1930s using light milled
pine lumber and factory-produced nails in a quick,
efficient construction system based on walls as
whole units rather than on a separate heavy bra-
ced frame), an iron and steel skeleton was first
used in 1883-5 by William Le Baron Jenney (with
the engineer George B. Whitney) in the Home
Insurance Building (destr. 1931). Jenney’s solution
to the problem of height, using the skeletal metal
frame clad with masonry, became the model for
buildings in Chicago. The steel skeleton was used
notably in the Reliance Building by D. H. Burnham
& Co. (1889-95), designed by John Wellborn Root
(1890) and Charles B. Atwood (1894-5). Louis Sul-
livan was another a leading designer of high-rise
buildings, producing, with Dankmar Adler, the
Auditorium Building (1886-9), a ten-storey block
that at the time was the largest building in Chi-
cago; it is now part of Roosevelt University. Frank
Lloyd Wright, then working in Sullivan’s practice,
also collaborated on this project.

In the late 19th century Chicago’s wealth was
reflected in the generous contributions to the city’s
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cultural life made by its business leaders and in the
construction of many commercial buildings, inclu-
ding the Marshall Field Wholesale Store (1885-7;
destr.) by H. H. Richardson, which was particularly
influential; the Montgomery Ward (later Fair) Store
(1891-2; destr.) by Jenney; and Sullivan’s Schlesin-
ger and Mayer Department Store (1898-1904; now
Carson Pirie Scott & Co.), a steel structure noted
for its cast-iron ornament. Such works became
architectural landmarks. Further technical inno-
vation was introduced in the 1890s by the firm
of Holabird & Roche, who used portal wind bra-
cing for the first time in the 17-storey Old Colony
Building (1893-4; with the engineer Corydon T.
Purdy). Around this time Frank Lloyd Wright was
also undertaking commissions of his own in Chi-
cago, including houses for Isidore Heller (1897-8)
and Joseph Husser (1899), and, most notably, the
Fred Robie House (1908-10), the last being one of
the best-known examples of the style that came to
be associated with the Prairie school. There were
improvements to the city’s infrastructure before
the end of the 19th century: street railways were
electrified after 1885, and elevated railways were
built from 1893. The first multiple-unit electric
trains operated on the South Side elevated line,
and in 1897 the radiating lines were joined in a
city-centre loop, which is the source of the name
‘the Loop' for the city’s commercial district.

The Lake Michigan shore became the centre for
the homes and civic pursuits of Chicago’s eco-
nomic and social elite. Lake Shore Drive north of
the Loop emerged as the mainline for society—
the Gold Coast, it was soon nicknamed. Although

blighted by the lllinois Central Railroad yards,
the waterfront east of the Loop was nevertheless
landscaped and named Grant Park.

Heavy industry, warehouses, and rail yards crow-
ded the banks of the Chicago River. Industrial
pockets also existed at Chicago’s outskirts. At the
far south, where the Calumet River meets Lake
Michigan, steel mills drew a polyglot commu-
nity of blue-collar workers and their families. The
Union Stock Yards dominated another South Side
area, Back-of-the-Yards, made infamous in Upton
Sinclair’s scathing novel of industrial oppression,
The Jungle (1906). Public health and sanitary con-
ditions were an outrage: until 1900 Lake Michigan
both supplied fresh water to Chicago and recei-
ved its untreated sewage, a condition probably
responsible for the city’s frequent epidemics.
Many of the working families arrived in the second
great wave of European immigration: Russian Jews,
Italians, Poles, Serbs, Croatians, Bohemians, and
other groups from southern and eastern Europe.
The 1890 and 1900 censuses showed that more
than three-fourths of Chicago’s population was
made up of the foreign-born and their children.
The working districts were fertile ground for social
action. The labour movement left the mark of its
early attempts at industrial organizing: the Hay-
market Riot of 1886, in which workers and lawmen
alike died; and an 1894 strike against the Pullman
Palace Car Company, led by pioneer organizer
Eugene V. Debs and others. Social work was ano-
ther influence: Jane Addams and her followers
at Hull House, a West Side settlement, tried to
improve the wretched conditions of housing and
health there.
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In 1889 Chicago annexed numerous inner sub-
urbs, doubling its area and its population and
surpassing Philadelphia as America’s second most
populous city. By 1900 it was a centre of nearly all
parts of the U.S. economy as well as of social insur-
gency and reform, immigration, education, and
even culture. Chicago also had developed a braw-
ling spirit evident not only along the dingy streets
of the immigrant ghettos but also in corporate
boardrooms and in the most elegant brothel in the
nation, which entertained royalty from abroad and
millionaires from the newly sprawling suburbs.
This Chicago was particularly striking to writers
and visitors. “I have struck a city—a real city—
and they call it Chicago,” wrote Rudyard Kipling.
“The other places don’t count.” And, he continued,
“Having seen it, | urgently desire never to see it
again. It is inhabited by savages.”

To commemorate the 400th anniversary of Chri-
stopher Columbus’s discovery of America and to
celebrate the city’s rapid recovery from the fire,
the World's Columbian Exposition was held (a year
late) in 1893 in Jackson Park. The general site plan
was initially drawn up by Burnham, later the direc-
tor of construction, and John Wellborn Root, with
Olmsted and Henry Codman (1867-93). Pavilions
were designed by, among others, Adler & Sullivan,
Jenney & Mundie, Richard Morris Hunt, Solon S.
Beman and Henry Ives Cobb. The fair, which had
record attendances, stimulated worldwide interest
in comprehensive planning, not only of individual
buildings but also of their spatial, functional and
aesthetic interrelations, and furthered interest in
the ideals of the City beautiful movement for the
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enhancement of the urban environment. Another
effect of the Exposition was, however, its negative
impact on developments in skyscraper technology
in Chicago, since height limitations were imposed
in the city. New York took over as the centre for
innovations in high-rises.

Symbols of civic consolidation

As a direct result of the Exposition, Burnham and
Edward H. Bennett (1874-1954) were commissi-
oned (1906) by the City Club of Chicago to prepare
a comprehensive plan for the city and its environs.
Published in 1909, the Plan of Chicago was a pro-
totype for comprehensive plans for many other
cities, although, as in the plans of the City Beauti-
ful Movement, the absence of skyscrapers, eleva-
ted railways and other features of the modern city
was in many ways unrealistic. The Chicago Plan
Commission, a forerunner of the American Plan-
ning Association and a quasi-official organization,
was instrumental in spreading interest in urban
planning. It conducted educational programmes,
introduced planning into the American public
school curriculum and promoted many of the out-
standing infrastructure improvements in Chicago
during the following 30 years. These included the
almost continuous lake-front parks; the widening
of arterial streets; numerous bridges across the
Chicago River and its branches; the North Michi-
gan Avenue boulevard development (which a cen-
tury later became the axis for a new retail, hotel,
office and residential area complementing the
older Loop district); a new Union Station (1913-25)
by Graham, Burnham & Co. (1913-17) and Graham,
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Anderson, Probst & White (after 1917);and an outer
belt of forest areas, principally along the suburban
corridors. In retrospect, the Burnham and Bennett
plan had many shortcomings. It treated such social
problems as poverty and housing very lightly, imp-
lying that physical improvements would stimulate
the mitigation of social problems; this proved not
to be the case.

Until 1939 the quasi-official Chicago Plan Com-
mission promoted individual features of the plan,
which, like Burnham’s admonition, “Make no
little plans,” came to have a profound effect on
Chicago.

The 20th century

Chicago’s population growth was less spectacular
in the 20th century, though industrial expansion
associated with World Wars | and Il and the post-
war prosperity continued to attract newcomers.
Most pronounced was the influx of blacks from the
South seeking industrial employment. A building
boom in the city and suburbs terminated abruptly
following the stockmarket collapse of 1929, and
during the next decade the population increased
only slightly, to about 3,400,000 in 1940. Possibly
contributing to this slowed growth were the world-
wide notoriety of Chicago (only in part deserved)
as the playground of underworld figures during
the Prohibition era, the failure of several Chicago
banks during the Great Depression of the 1930s,
and the allegedly powerful grip of criminal syndi-
cates on many aspects of economic and political
life. In contrast, however, the suburban population
increased rapidly during this period.
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By the late 1930s it was realized that a continu-
ous planning operation, with more official status,
was needed to deal not only with the city’s phy-
sical infrastructure but also with basic problems
of economic and social welfare. The Chicago Plan
Commission was reconstituted: it acquired a pro-
fessional staff that prepared many studies and
plans, some of which were implemented. One
study indicated that a predominantly residential
area of c. 37 sq. km, located primarily close to
the central business district, was so blighted that
complete demolition and rebuilding would be
necessary before living conditions met acceptable
standards. Another plan prepared in the 1930s was
for a series of ‘superhighways’ designed to carry a
high proportion of the city and suburban traffic,
and for two rapid transit underground rail systems.
The latter were built from 1943, and by the 1960s
the superhighways were also in place, facilitating
rapid expansion of the suburban areas. Suburban
land-use patterns were transformed: vast areas
were rapidly filled with single-family detached
houses; huge, enclosed shopping malls offered
effective competition to the older commercial
areas within the city and inner suburbs; office and
industrial parks induced relocation of businesses
to the urban periphery and beyond. Decline of
the city’s tax base inevitably followed, at the same
time that the increasing demands for social ser-
vices and physical rehabilitation and maintenance
accentuated the need for expenditure.

During the 1950s and 1960s huge clusters of
high-rise blocks of flats were constructed in the
older city areas, consisting of public housing for
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the poor (often from ethnic minorities) and pri-
vately built (but publicly assisted) housing for
the wealthier population. A pioneering example
was set by the pair of 24-storey apartment towers
at 860 Lake Shore Drive, built in 1951 by Ludwig
Mies van der rohe in glass and steel. Even these
massive housing projects represented only a small
part of the demand, however. Furthermore, many
residents of the poorer areas were victims of social
and economic problems. After inter-racial conflict
erupted in many areas, notably in 1968, the courts
ordered that concentrated public housing could
no longer be built in areas in which a given ethnic
minority predominated; public housing had to be
on scattered sites.

Mies van der Rohe's career in Chicago was of
seminal importance to the appearance of the city
in the mid-20th century. He produced many low-
rise buildings over a 20-year period for the Illinois
Institute of Technology, and for other institutions,
such as the School of Social Service Administration
(1952-5) for the University of Chicago. From the
1960s skyscrapers increasingly characterized the
centre of Chicago: about 75 were built in the 1970s
and 1980s. Indeed two buildings by the practice of
Skidmore, Owings & Merrill (SOM) are among the
tallest in the world: working in association with
the SOM practice, Bruce Graham (b 1925) built the
multi-purpose John Hancock Center, standing at
344 m, in 1969, and five years later he worked with
Fazlur Khan (1929-82) and SOM to produce the
Sears Tower (443 m) using a tubular steel frame.
A major figure of the late 20th century associated
with Chicago was Helmut Jahn, whose buildings

11

are characterized by a pastiche of historical and
exotic styles. Examples of his skyscrapers include
One South Wacker Drive (1984) and the Art-Deco
style Northwestern Terminal Building (1987).

The multi-functional high-rise building became
increasingly common in the 1980s, combining
retail establishments, offices, shops, flatsand some-
times hotels. Examples include the River City Buil-
ding (1985) by Bertrand Goldberg (b 1913). Many
were built in response to the ‘Century 21’ plan of
the 1970s, developed by private venture capital in
collaboration with public agencies. Several more
were proposed in the early 1990s but were defer-
red because of the decline of the property market.
Major additions to the metropolitan infrastructure
proposed for construction before the end of the
20th century included additional express high-
ways and rapid transit lines, another large airport,
completion of a deep-tunnel sewerage system and
additions to the park and forest systems.

Harold M. Meyer, Grove Art Online
Harold M. Meyer, Encyclopaedia Britannica Online
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Weltweit wurde Chicago lange Zeit als Hauptstadt der ame-
rikanischen Architektur bezeichnet. Die von der Chicagoer
Schule entwickelten hohen Geschéftsgebéude und die
Einfamilienh&user im Prairie-Stil galten international als
der amerikanische Beitrag zur Weltarchitektur schlechthin.
Doch wurde die Architektur Chicagos allzu oft lediglich in
einem regionalen oder nationalen Kontext gesehen. Unse-
re Ausstellung und dieses Buch zeigen deshalb einige der
wesentlichen architektonischen Charakteristika der Stadt
und ihre Entstehung aus einer erweiterten, internationale-
ren Perspektive.
Viele der Essays konzentrieren sich insbesondere auf den
Austausch zwischen Chicago und Europa und auf den Ein-
fluB, den diese Wechselbeziehungen auf die Stadtentwick-
lung in Amerika hatten. Aber vorab scheint ein kurzer
Uberblick iiber die Geschichte Chicagos angebracht.
Héchstwahrscheinlich leitet der Name Chicago sich von
dem FluB Checagou ab, den die eingeborenen Indianer
nach den wilden Zwiebeln benannten, die auf dem Sumpf-
land zwischen den weiten Prarien und dem riesigen, spater
Lake Michigan genannten Binnensee wuchsen. Vor rund
vierhundert Millionen Jahren war dieses Gebiet von einem
Meer bedeckt, das eine Kalksteinschicht zuriicklieB, die
heute als Niagara-Formation bekannt ist. Sie lieferte den
Baumeistern der Stadt im 19. Jahrhundert reiche Vorrate
an Baugestein und Mértel.
Zwei Franzosen waren 1673 die ersten auslandischen Be-
sucher Der jesuitische Missionar Jacques Marquette und
sein Expeditionsgeféhrte Louis Jolliet suchten die Begeg-
nung mit den in der Nahe lebenden Potawatomi-Indianern,
da Jolliet erfahren hatte, daB sie den Franzosen hervorra-
gende Pelzlieferanten sein kénnten. Erst ein volles Jahr-
hundert spater — 1772 — etablierte sich hier der aus Haiti
stammende Jean Baptiste Pomt du Sable mit seinem Pelz-
handel. Obwohl der EinfluB der sporadischen franzdsi-
schen Expeditionen im allgemeinen nur kurz anhielt, finden
sich einige deutliche sprachliche Reminiszenzen in Orts-
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Abb. 2 Cahokia, lllinois, Courthouse, um
1760-70

Abb. 4 Perspektivische Isometrie des Bal-
longeriists aus Georg Woodward, Wood-

wards Country Homes, 1865
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namen wie Des Plaines, Joliet und La Salle, und architek-
tonische in Rekonstruktionen wie dem Fort de Chartres aus
den fiinfziger Jahren und dem Cahokia Courthouse aus
den sechziger Jahren des 18. Jahrhunderts (Abb. 2), die
beide im Stiden von Illinois stehen. !

Erst nach dem Unabhangigkeitskrieg entwickelte sich im
AnschluB an die Errichtung von Fort Dearborn am Chicago
Riverim Jahre 1803 der nérdliche Teil von lllinois. Dem Fort
oblag die Uberwachung der Westgrenze der neu gegriin-
deten Vereinigten Staaten von Amerika insbesondere der
Schutz der FluBwege, die die GroBen Seen mit dem Mis-
sissippi-Tal verbinden. Die giinstige Lage des Forts und
damit der Stadt, die nach der Niederlage der Briten im
Krieg von 1812 ringsum entstand, bestimmte Chicagos
kiinftige Bedeutung als Verkehrsknotenpunkt.

Mit dem Nordwest-ErlaB von 1785 wurde das relativ flache
Land der nordwestlich des Ohio River gelegenen Territori-
en in ein riesiges Schachbrett von viereckigen Parzellen
eingeteilt. Entscheidend fiir das weitere Schicksal der
Stadt wurde der BeschluB von 1830, Chicago zur nérdli-
chen Endstation eines groBen Kanals zu machen, der die
GroBen Seen mitdem Mississippi verbinden sollte. Man er-
stellte einen Stadtpan, und die Bundesregierung begann
mit dem Bau eines Hafens, der 1833 fertiggestellt wurde.
Im gleichen Jahr wurde die am ReiBbrett entstandene
Stadt als solche registriert, nachdem sich ihre Einwohner-
zahl von 60 auf 150 erhoht hatte, die Zahl, die gesetzliche
Voraussetzung fiir die Registrierung war. Als 1848 der Illi-
nois-Michigan-Kanal fertiggestellt wurde, war die Bevélke-
rung auf 20000 angestiegen.2

Zum rapiden Wachstum der Stadt trug die Erfindung des
Ballongeriists (Abb. 4) entscheidend bei. Diese Methode —
leichtgewichtiges Holz wurde nicht vernutet, sondern ein-
fach zusammengenagelt - soll einen Witzbold zu dem Aus-
spruch verleitet haben, es sei nun ebenso leicht, ein Haus
zu bauen wie einen Ballon aufzublasen. Dem Chicagoer
George Snow wird das Verdienst zugeschrieben, diese
Methode 1832 erfunden zu haben. Innerhalb kiirzester Zeit
wurden mittels dieser effektiven Technik Lagerh&user
Wohnhéuser, 6ffentliche Bauten und Kirchen errichtet.3
Verglichen mit der Schnelligkeit, mit der sich Chicago im
Laufe der nachsten drei Jahrzehnte weiter entwickelte, war
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das frihe Wachstum der Stadt noch gering. Bis 1870 war
Chicago zu einem Handels- und Industriezentrum von rund
300000 Einwohnern geworden und wurde von der engli-
schen Besucherin Sara Jane Lippincott als »lightning city «
bezeichnet.4 Chicagos gute Zugéanglichkeit auf dem Was-
serwege und seine nach 1860 zunehmende Bedeutung als
Zentrum eines nationalen Eisenbahnnetzes beschleunig-
ten sein 6konomisches Wachstum. Ségewerke und Fabri-
ken fir landwirtschaftliche Geréate (die McCormick Reaper
Factory wurde 1847 gegriindet) erlebten eine Hochbliite.
Als man gegen Ende des Biirgerkriegs (1861-65) die
Schlachthéfe dieser Gegend durch neun verschiedene Ei-
senbahnlinien miteinander verband, wurde Chicago fiir
mehr als ein Jahrhundert zum weltwichtigsten Zentrum der
fleischverarbeitenden Industrie. Als 1865 der Union
Stockyard erdffnet wurde, prasentierte er sich mit Unter-
kiinften, Hotels, Restaurants und einer Wechselstube als
eine Stadt in der Stadt. Die Stélle boten 20000 Rindern,
75000 Schweinen und 20000 Schafen Platz. 1871 verar-
beiteten die Fleischwarenhersteller mehr als 500000 Rin-
der und rund 2400000 Schweine, und die Einfiihrung der
Kiihlwaggons im Jahre 1869 erleichterte den Transport der
Fleischprodukte quer durch das Land (Abb. 3). Auf dem
Héhepunkt der Produktionsleistung um die Mitte des Jahr-
hunderts wurden jéhrlich drei Millionen Rinder und sechs
Millionen Schweine in die Schlachthéfe geschleust. Kein
Wunder, daB sie zum Symbol fiir die Stadt wurden. Der
Dichter Carl Sandburg verlieh Chicago die Beinamen »Por-
kopolis« und »Schweineschlachthaus der Welt«, und
Upton Sindair prangerte 1906 in Der Sumpf die Arbeitshe-
dingungen in den Schiachthéfen an.5

In den Jahren nach dem Biirgerkrieg wuchs Chicagos Be-
deutung als Handels- und Transportzentrum, da man daran
ging, die beiden Kiisten durch den Bau transkontinentaler
Bahnstrecken zu verbinden. Als erste wurde 1869 die Uni-
on Pacific Railroad fertiggestelit. Noch stérker identifizier-
te sich Chicago mitdem Eisenbahnbau, als George M. Pull-
man 1879 stdlich der City eine Eisenbahnfabrik und eine
Modellstadt zur Unterbringung seiner Arbeiter baute (die
nach ihm benannt wurde; siehe Schlereth, Abb. 2, 4, 6,8)6
Uber die neu entstandenen Eisenbahnlinien wurden nicht
nur Waren und Vieh in die Stadt transportiert und Maschi-

nen, Gebrauchsgegenstande und Nutzholz aus der Stadt
herausbeférdert, sondern vor allem gelangten auf diesem
Wege Menschen nach Chicago, um dort zu leben und zu ar-
beiten. Die friihen Siedler kamen vorwiegend von der Ost-
kiiste und waren nordeurapéischer Abstammung. Viele
Iren wanderten in den dreiBiger Jahren des 19. Jahrhun-
derts nach Ghicago aus, um am lllinois-Michigan-Kanal zu
arbeiten. Als im Jahre 1846 die groBe Hungersnot in Irland
ausbrach, kamen noch weitere Tausende, um beim Eisen-
bahnbau — vor allem an der lllinois Central — mitzuarbei-
ten.” Irische Einwanderer waren zwar auch im Baugewer-
be tatig, doch die ersten professionellen Architekten in Chi-
cago kamen aus Stadten der Ostkiistenstaaten. John M.
Van Osdel, der erste Architekt der Stadt, kam 1837 aus
Baltimore iiber New York nach Chicago. Aber erst nachdem
Mitte des Jahrhunderts die Eisenbahnlinien fertig gewor-
den waren, kamen zunehmend Architekten von der Ostkii-
ste und spéter aus Mitteleuropa, vor allem aus Deutsch-
land.

Die gescheiterten Revolutionen von 1848, darauffolgende
Unruhen und die Brachialmethoden des eisernen Bism-
arck, mit denen er 1866 die deutschen Kleinstaaten verei-
nigte, veranlaBte eine wachsende Anzahl von Deutschen
nach Chicago auszuwandern, unter ihnen eine ganze
Schar von Architekten und Angehérige verwandter Berufe:
Ingenieure, Techniker, Hersteller von Zeichenmaterial,
Graveure und Drucker. Augustus Bauer, einer der ersten
deutschen Architekten, die in Chicago arbeiteten (Abb. 6),
kam schon 1853; Eugen Dietzgen etablierte sich mit seiner
Fabrik fir Zeichenmaterial im Jahre 1891 Aus Deutsch-
land eingewanderte Arbeiter trugen wesentlich zur Entste-
hung der Labor-Bewegung in Chicago bei und waren auch
in die Haymarket-Affare vom 4. Mai 1886 verwickelt. Chi-
cago wurde in gewisser Hinsicht die Hauptstadt eines klei-
nen Deutschlands im mittleren Westen der USA, das sich
von der Mitte des 19. Jahrhunderts bis zum Ersten Welt-
krieg von Milwaukee (iber Indianapolis bis Cincinnati und
St. Louis erstreckte. Im Jahre 1914 bildeten die Deut-
schen — bei einer Bevélkerungszahl von rund zweieinhalb
Millionen — die gréBte ethnische Gruppe.8

Die Eisenbahnen brachten noch andere Profis aus dem
Baugewerbe von der Ostkiiste nach Chicago, namlich Bo-
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denspekulanten. In vieler Hinsicht trugen sie ebenso wie
Architekten, Ingenieure und Kapitalanleger zu dem er-
staunlichen Wachstum der Stadt bei. Die Geschichte ihres
Beitrags zur Entstehung Chicagos ist noch zu schreiben,
jedenfalls prégten sie das Gesicht der Stadt vor und nach
dem groBen Brand von 1871 entscheidend mit.9 Chicago
verdankte seine Entwicklung nach dem Biirgerkrieg zu ei-
nem wesentlich gréBeren Teil der Eisenbahn als Schalup-
pen oder Dampfschiffen, wie es bei New York, Boston und
vielleicht sogar San Francisco der Fall war, deren Wohl-
stand vor allem auf ihrer Bedeutung als Seehifen basier-
te.1

Dann kam das groBe Feuer vom 8. bis 10. Oktober 1871
Die Stadt hatte schon frither Feuersbriinste erlebt, wie zum
Beispiel am 27 Oktober 1839, als ein Feuer sich blitz-
schnell tiber die Holzbauten der Innenstadt ausbreitete.
Doch keiner dieser vorangegangenen Brénde richtete
auch nur entfernt so groBen Schaden an wie das Feuer von
1871 das ein Gebiet von fast 2000 Morgen verwistete (Ta-
fel 3)." Der Wiederaufbau lockte eine groBe Zahl von Archi-
tekten und Ingenieuren nach Chicago, in einer Zeit, als das
Land einen Konjunkturriickgang erlebte.

Die unmittelbar nach dem Brand errichteten Geschafts-
héauser &hnelten im wesentlichen den Vorgéangerbauten.
Viele Hauser, vor allem in der Lake Street, hatten Back-
stein- und GuBeisenfassaden, die sehr stark den niederge-
brannten glichen (Abb. 5). In der Regel waren sie vier
Stockwerke hoch, erbaut in einer Vielzahl verschiedener
Stile, wie zum Beispiel spatviktorianische oder Ruskinsche
Gotik, neogriechischer Stil oder romanischer Rundbogen-
stil. Das tief gesetzte ErdgeschoB und der erste Stock mit
gleichermaBen groBen Fenstern waren den Geschéftsréau-
men vorbehalten. Die Fenster in den oberen Stockwerken
waren fiir gewdhnlich kleiner und deuteten auf Biros und
andere Raumlichkeiten hin (Abb. 7; Tafel 8). Immerhin be-
wirkte das Feuer eine wesentliche Neuerung im Bauwe-
sen: die Verwendung feuerfester Materialien. Ausloser fir
diese Entwicklung war die Erkenntnis, daB das von dem
deutschen Einwanderer Otto Matz entworfene Nixon Buil-
ding den Brand zum Teil unbeschadet tiberstanden hatte,
weil die Bauteile mit Beton und Gipsmértel iberdeckt wa-
ren. George H. Johnson, Peter B. Wight und Sanford Loring

Abb. 8 Holabird and Roche, Gage Building,
18-22 South Michigan Avenue; Fassade
von Louis H. Sullivan; wéhrend der Bauar-
beiten, 11. August 1899 (veréndert)

Abb. 9 Otto H. Matz, Criminal Courts Buil-
ding, 54 West Hubbard Street, 1892
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gehérten dann zu denen, die Feuerfestigkeitssysteme ent-
wickelten und patentieren lieBen:

Eiserne Bauteile wurden zum Beispiel mit Materialien wie
Eichenholz oder Terracotta iiberzogen, um sie vor dem
Schmelzen im Feuer zu bewahren. Die wirksamste dieser
Techniken lieB Sanford Loring am 27 Oktober 1874 paten-
tieren (siehe Larson).

Die Feuerfestmachung des Eisen- und Stahlgeriistes war
eine der technischen Neuerungen — wie auch der von Elis-
ha Otis entwickelte Personenaufzug mit Sicherheitssy-
stem, der zum ersten'Mal 1857 in New York in Betrieb ge-
nommen wurde —, die schlieBlich Ende der achtziger Jahre
des 19. Jahrhunderts zur Errichtung der als Wolkenkratzer
bezeichneten hohen Geschéaftshauser in  Chicago
fiihrten.12 Zu diesen Bauten, entworfen von Architekten
der spéater so genannten Chicagoer Schule, gehérten so-
wohl die in Richardsonscher Romanik errichteten Bauwer-
ke von John Wellborn Root, Solon Spencer Beman, Henry
Ives Cobb und Otto Matz (Abb. 9), als auch die skelettarti-
gen, funktional wirkenden Konstruktionen von Holabird
and Roche (Abb. 8; Tafel 20; Kat. 62) und anderen. Viele
dieser Gebaude wurden sowohl in Architekturbiichern des
20. Jahrhunderts — wie zum Beispiel Sigfried Giedions
Space, Time and Architecture (1941), Carl W. Condits The
Rise of the Skyscraper (1952) und The Chicago School of
Architecture (1964) — als auch in Ausstellungen wie 100
Jahre Architektur in Chicago im Jahre 1976 gebiihrend ge-
wiirdigt, da sie als Vorbilder gelten fir die in den flinfziger
und sechziger Jahren unseres Jahrhunderts errichteten
modernen Bauten von Ludwig Mies van der Rohe, Skidmo-
re, Owings, Merrill und Harry Weese. Neuere Untersu-
chungen, angeregt durch das Buch Chicago Architects und
die 1976 von Stanley Tigerman und Stuart Cohen organi-
sierte gleichnamige Ausstellung, setzten die Architektur
Chicagos in einen erweiterten Zusammenhang, da sie die
Beitrage der unbedeutenderen Architekten im Vergleich zu
denen der groBen Meister analysisarten.1 3

Einer der Architekten, die das Bild amerikanischer Stadte
und insbesondere das von Chicago entscheidend mitpréag-
ten, war Louis H. Sullivan. Er wurde vor allem durch seine
kunstvolle, eigenwillige Ornamentik bekannt (Tafeln 40,41
Kat. 113, 115-16, 157-64), der eine rationale Geometrie zu-
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grunde lag, die sich, wie er sagte, in allen natiirlichen For-
men wiederfande. Ebenso bedeutend war seine Dreiteile-
theorie. Sie besagt, in knappen Worten ausgedriickt, daB
man Wolkenkratzer, da sie im Wesen vertikal sind, nach
dem Vorbild der Saule konzipieren sollte: mit deutlich aus-
gepragter Basis, durchgehendem Schaft und einem absch-
lieBenden Kapiteu.1 4 Das Schiller Theater, das er 1891 ge-
meinsam mit Dankmar Adler entwarf, ist ein gutes Beispiel
fir die Umsetzung dieser theoretischen Konzeption (Abb.
10; Kat. 122-123).

Obwohl sich Sullivan bewuBt darum bemiihte, eine spezi-
fisch amerikanische Architektur zu schaffen, wurzelt sein
Gestaltungsdenken in Europa, vor allem im Rationalismus
von Eugéne-Emmanuel Viollet-le-Duc: Sullivan war einer
der ersten Chicagoer Architekten, die an der Ecole des Be-
aux-Arts in Paris studierten. Vielleicht weil er ein so ausge-
préagter Individualist und Exzentriker war, hatte Sullivan
wenig Schiiler. Doch fand er vor allem im Ausland insbe-
sondere in Frankreich und Skandinavien noch zu seinen
Lebzeiten Anerkennung.!S Sein Meisterschiiler Frank
Lloyd Wright gilt vielen als der bedeutendste amerikani-
sche Architekt iiberhaupt.

Wie Sullivan in seinen spateren Jahren, konzentrierte sich
Wright auf die Planung kleinerer Bauten, vor allem privater
Wohnhéuser Er und seine Schiiler verbreiteten die Ideen
der Prairie-Schule zum Entwurf von Wohnh&usern im
ganzen Land. Charakteristisch fiir diesen Stil waren die
groBziigigen, offenen horizontalen R&ume, zu denen
Wright, wie es heiBt, durch seine sanft hiigelige heimatli-
che Landschaft in Wisconsin inspiriert wurde. Wie dem
auch sei — Bauten von Wright entstanden sowohl in den
Vorstéadten von Chicago (Abb. 12; Tafeln 50 53; Kat. 73-
83) als auch in landlichen Gebieten.

Die européischen und orientalischen Einflisse auf die
Prairie-Schule sind bekannt. Ebenfalls sehr gut dokumen-
tiert ist der spatere EinfluB der Prairie-Schule auf die mo-
derne Architektur in Holland und Deutschland, besonders
nachdem 1910 in Berlin die beriihmte Publikation von Was-
muth — Ausgefiihrte Bauten und Entwiirfe von Frank Lloyd
Wright - erschien, C. R. Ashbee 1911 eine verkiirzte Fas-
sung des Wasmuth-Buches unter dem Titel Frank Lloyd

Abb. 10 Adler and Sullivan, Schiller Thea-
ter, 64 West Rudolph Street, 1891-92, (ab-
gerissen)
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Wright: Ausgefiihrte Bauten herausgab und der Hollander
H. T Wijdeveld 1925 in Wendingen einen Artikel Uber
Wright veréffentlichte. Wright brachte den Prairie-Stil nach
Asien, als erin den zwanziger Jahren in Japan arbeitete. In
die sidliche Hemisphére gelangte der Stil durch seine
Schiiler Walter Burley Griffin und Marion Mahony Griffin,
die nach Australien gingen (Kat. 184-85; siehe Van Zan-
ten).

Wahrend Wright die Vorstadte von Chicago prégte, gab
Daniel H. Burnham — sogar mehr als Sullivan — der Stadt
selbst ihr Gesicht. Er war es, der in Chicago eine Version
dessen zu schaffen versuchte, was er fiir das Ideal stadti-
schen Lebensraumes in Europa hielt. Nach dem Biirger-
krieg dominierten in der amerikanischen Architektur und in
der Architekturausbildung die franzésischen Einfliisse,
und Burnham inspirierte sich besonders an Paris. Zahllose
Architekten aus Chicago und aus ganz Amerika studierten
an der Ecole des Beaux-Arts und trugen ihre Gestaltungs-
prinzipien in die Architekturschule am Armour Institute of
Technology und in die Architekturbiiros der Stadt. Obwohl
die erste Architekturschule in lllinois, in den siebziger Jah-
ren des 19. Jahrhunderts von Nathan Clifford Ricker in
ChampaignUrbana gegriindet, sich im wesentlichen auf
deutsche Lehrplane stiitzte (siehe Geraniotis) 16, herrsch-
te in Chicago der franzésische EinfluB vor, da er die mei-
sten Architekten, unabh&ngig von ihrer ethnischen Ab-
stammung, am starksten ansprach. Ein frithes Beispiel
dafiir ist die Vorstadt Riverside, die 1868 von Olmsted,
Vaux and Ca. konzipiert wurde. Einer der Planer, William
Le Baron Jenney, lieB sich durch die Pariser Schlafstadt Le
Vesinet inspirieren, die Ende der sechziger Jahre des 19.
Jahrhunderts entstanden war. Viele der von Potter Palmer
in der gleichen Zeit initiierten Verschénerungen der State
Street in Chicago — einige davon im Second Empire Stil —
verglich man mit den Umgestaltungen, die Baron Georges
Eugéne Haussmann ein paar Jahre zuvor in Paris vorge-
nommen hatte,” In einer mitder von Haussmann vergleich-
baren GréBenordnung arbeitete der Chicagoer Architekt
Daniel Bumham (siehe Draper).

Obwohl Burnhams Firmen Bumham and Root und D.H.
Bumham and Co. auf aufwendige Geschaftsgebaude (Abb.
11 Tafel 59; Kat. 215, 226), Genossenschaftshochbauten
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(Abb. 13-15; Tafel 54) und groBe Warenhauser (Tafel 55;
Kat. 219 24) spezialisiert waren, die sich zum Teil an Pari-
ser Vorbildern orientierten, machte er sich seinen Namen
vor allem durch die Koordination von Planungen groBen
Stils. Beginn dieser Karriere war die Ubernahme der Bau-
leitung fir die Weltausstellung im Jahre 1893. Die Ausstel-
lung brachte Chicago internationales Renommee,und zwar
nicht nur wegen der Beteiligung des Auslands (Abb. 16,
17), sondern vor allem, weil sie der Grund fir die Entste-
hung einer ganzen Anzahl von wichtigen kulturellen und &f-
fentlichen Einrichtungen war, die zum festen Bestandteil
des Stadtbildes von Chicago wurden. Viele der wesentli-
chen Institutionen und Geb#ude in den Bereichen Bildung
und Kultur verdanken ihre Existenz zumindest teilweise
der Weltausstellung: die Universitat von Chicago, die 1891
begonnen wurde, das Gebaude des Art Institute of Chicago
aus dem Jahre 1893 (Abb. 18), das urspriinglich als Ta-
gungshalle fiir die Weltausstellung errichtet worden war,
das Fine Arts Building der Ausstellung, das spater zum Mu-
seum of Science and Industry umfunktioniert wurde, und
der erste Abschnitt des Hochbahnsystems, das 1891 er-
baut wurde, um das Ausstellungsgel&nde auf der South Si-
de mit dem Geschéftszentrum zu verbinden. Alle diese An-
lagen, wie unter anderem auch die 1904 bis 1905 von D.H.
Bumham and Co. (Kat. 216-17) entworfene Orchestra Hall,
der um 1907 auf dieses Gebaude aufgesetzte Cliff Dwel-
lers Club (Kat. 218) und der in der Nahe gelegene Univer-
sity Club, der 1905 von Holabird and Roche (Tafel 38) er-
richtet wurde, machten die Stadt zu einem kulturellen Zen-
trum des Mittieren Westens. 18 Chicago setzte sich damitin
eine Reihe mit den &lteren und bekannteren Ostkiisten-
stédten Boston und New York und erklarte sich zum ameri-
kanischen Paris in der Prérie.

Burnham arbeitete weiterhin an zunehmend umfangrei-
chen Projekten: 1902 in der MacMillan-Planungskommis-
sion fiir Washington D.C., 1905 am Projekt fiir das Behor-
denviertel in Cleveland und im gleichen Jahr gemeinsam
mit Edward Bennett an der Planung fiir San Francisco.
Gleichzeitig entwickelte er Entwiirfe fir Manila und Baguio
auf den Philippinen und brachte damit die Idee des City Be-
autiful Movement nach Ubersee. Dieses gesamte Ent-
wurfswerk benutzte ein klassizierendes Vokabular mit im-

Abb. 3 D.H. Burnham and Co., Peoples Gas
Company Building, 122 South Michigan
Avenue, 1911

Abb. 18 Sheepley, Rutan and Coolidge, The
Att Institute of Chicago, Ecke Michigan Ave-
nue und Adams Strest, 1891-93 (verandert)

Abb. 19 Ansicht von Chicago nach Norden
mit Michigan Avenue und Briicke, um 1928
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perialistischen Obertdnen und nationalistischen Anklan-
gen.19 Burnhams Paradestiick war jedoch der Chicago-
Plan aus dem Jahre 1909 (Tafeln 74-78; Kat. 227-36), den
er mit Edward H. Bennetts Unterstiitzung entwickelte und
der in den zwanziger Jahren, erst nach seinem Tod, unter
Bennetts Leitung teilweise ausgefithrt wurde. Starker als
Sullivan oder Wright pragte Bumham das Bild der Stadt und
lieferte das Vokabular fiir die Architektur Chicagos in den
zwanziger Jahren. Die 6ffentliche Meinung assoziiert das
Chicago dieser Zeit vor allem mit Gangstern und Fliister-
kneipen. Doch wuchsen damals in der ganzen Stadt Kalk-
und Backsteinwolkenkratzer empor, vor allem jenseits des
kurz zuvor erweiterten Michigan-Boulevards, dicht bei der
von Bennett entworfenen Michigan-Avenue-Briicke, die
zwischen 1918 und 1920 erbaut worden war (Abb. 19).

Das architektonische Spektrum in der Zeit der Hochkon-
junktur nach dem Ersten Weltkrieg und vor der GroBen De-
pression der dreiBiger Jahre umfaBt so wichtige Bauten
wie das Wrigley Building aus dem Jahr 1921 das 1924 ver-
gréBert wurde (siehe Chappell), das in den Jahren 1923 bis
1930 errichtete Handelszentrum — fiir beide Bauten zeich-
neten Graham, Anderson, Probst and White verantwort-
lich, eine von Burnhams Nachfolger-Firmen — und nicht zu-
letzt die von Holabird and Root entworfenen lokalen Wahr-
zeichen der amerikanischen Moderne: North Michigan
Avenue 333 (1927-28), das Board ofTrade (1927-30) und
das Palmolive (spater Playboy) Building (1928-29; Abb.
20). Doch auch weniger bekannte, wenngleich sehr fahige
Architekten wie Benjamin H. Marshall, Andrew Rebon,
Frank A. McNally und James Edwin Quinn trugen mit ihren
Bauten zum Stadtbild bei.20 Ohne Zweifel angereizt durch
das von europaischen Architekten gezeichnete Bild von
Chicago 21 kamen weiterhin Einwanderer aus Mitteleuro-
pain die Stadt. Andere, wie zum Beispiel Richard Yoshijiro
Mine (Tafel 92), kamen aus so weit entfernten Landern wie
Japan, um hier zu studieren und zu arbeiten, da Chicago ei-
nen unbestritten erstrangigen architektonischen Ruf ge-
noB.22

Obwobhl die Depression, die auf den Bérsenkrach vom 29.
Oktober 1929 folgte, die architektonische Arbeitin Amerika
und anderen Léndern erheblich einschrankte, wurde der
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Austausch zwischen Europa und Chicago fortgefiihrt. Er
zeigt sich deutlich in Bauten fiir die Ausstellung Century of
Progress in den Jahren 1933-34 (Abb. 21 22) — den von
schwedischen, italienischen und tschechoslowakischen
Architekten entworfenen Landerpavillons und in den
hauptséchlich von Architekten aus Chicago konzipierten
européischen Phantasiedérfern — sowie in zahllosen, nie-
mals realisierten Projekten. In den spaten dreiBiger Jahren
erreichte der internationale Austausch neue Dimensionen,
als aus Deutschland und anderen mitteleuropaischen Lan-
dern Architekten nach Amerika auswanderten, die auf der
Flucht vor den Nazis waren unter ihnen Mies van der Ro-
he. Doch ist das eine andere Geschichte.23

Es sei hier bei der Feststellung belassen, daB von Mitte des
19. Jahrhunderts bis in die dreiBiger Jahre unseres Jahr-
hunderts ein unablassiger Austausch architektonischer
Strémungen zwischen Chicago und vielen Landern der
Welt, vor allem Mitteleuropa, im Gange war. Unabhangig
davon, ob sie in Amerika oder Europa studiert hatten,
schépften die Chicagoer Architekten ungeniert aus der
Schatzkiste europaischer Architektur und schufen zugleich
eine ausgepragt amerikanische Architektur die in vielen
Teilen der Weltihre Zeichen setzte. Die Ausstellung und die
Beitrage im vorliegenden Band untersuchen diese interna-
tionalen Zusammenhinge, unterziehen die Werke einiger
der bedeutendsten Architekten Chicagos einer neuen, kri-
tischen Beurteilung und lenken zudem das Augenmerk auf
die Leistungen von weniger bekannten Architekten.

Das Buch beginnt mit einer Erérterung der geistigen Kraf-
te, die den spektakularen Wiederaufbau der Stadt nach
dem groBen Brand bewirkten. Die folgenden Essays sind
teils nach chronologischen, teils nach thematischen Ge-
sichtspunkten zu Kapiteln geordnet. Den Epilog schrieb
der Architekt Stanley Tigerman, der das Ausstellungskon-
zept fiir Chicago erstellte.

Die Essays bieten unterschiedliche Annéherungen an die
amerikanische Architektur, zeigen den aktuellen For-
schungsstand zur gewachsenen Architektur

Chicagos unter Verwendung einer Vielzahl von Methodolo-
gien und Disziplinen, von traditionellen Struktur- und Stila-
nalysen bis zu groBziigiger Einbeziehung von Sozial- und
Kulturgeschichte. Daraus ergibt sich — wie wir hoffen — eine

Abb. 22 Schmidt, Garden and Erikson, Itali-
enisches Dorf, Austellung Century of Pro-
gress, 1933 (abgerissen); gezeichnet von
Valo Faro
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wohl abgerundete, wenn auch keineswegs erschépfende
Untersuchung der architektonischen Leistung, die das fla-
che Seengebiet in den fiinfzig Jahren zwischen dem
groBen Brand von 1871 und dem internationalen Wettbe-
werb fiir den Chicago Tribune Tower im Jahre 1922 zur Me-
tropolis der Mittelweststaaten Amerikas werden lieB.
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Im Jahre 1985 jahrte sich zum hundertsten Mal die Fertig-
stellung des Home Insurance Building in Chicago, das Wil-
liam Le Baron Jenney Anfang 1884 entworfen hatte (Abb.
1). Bis vor kurzem wurde dieses Geb&ude fast einhellig als
erster Wolkenkratzer iiberhaupt betrachtet, das heiBt als
das erste hoch aufragende Biirogebaude, dessen Bden
und Wande vollstandig von einem Geriist aus Eisenpfei-
lern und -balken gehalten wurden. Diese langgehegte Auf-
fassung scheint jedoch nicht den Tatsachen zu entspre-
chen; immer deutlicher erweist sich, daB schon minde-
stens neunzig Jahre vor der Erbauung des Home Insuran-
ce Building das Konzept, mit Hilfe des Eisenskelettbaus ein
vielstdckiges Gebéude zu errichten, angewandt wurde,
und daB 1884 die Technik der Eisengeriistbauweise schon
weiter fortgeschritten war als Jenneys vergleichsweise an-
tiquierte Baukonstruktion aus eben diesem Jahr.1

Der friiheste bekannte Entwurf fiir ein hoch aufragendes
Bauwerk, das auf dem Prinzip der Eisenskelettkonstrukti-
on beruhen und mit einem Aufzug versehen werden sollte,
wurde 1832 von dem englischen Ingenieur Richard Trevit-
hick vorgelegt. Zum Gedenken an die Regierungsrefor-
men, die in diesem Jahr vom englischen Parlament verab-
schiedet worden waren, schlug er vor, einen etwa 305 Me-
ter hohen Turm zu bauen, der vollstandig aus Eisen kon-
struiert werden sollte (Abb. 2). Trevithick nutzte in seinem
Entwurf geschickt die Dampftechnologie seiner Zeit, um
die Besucher zur Spitze des Turms zu bringen. Ein zentra-
ler hohler Zylinder von etwa drei Metern Durchmesser soll-
te den Turm in seiner gesamten Lénge durchlaufen. Eine
Kabine, die die Form eines Kolbens hatte und bis zu 25
Menschen aufnehmen konnte, sollte durch Anderung des
Dampfdrucks im Zylinderraum unter dem Kolben mit einer
sicheren und bequemen Geschwindigkeit gehoben und ge-
senkt werden. Leider starb Trevithick im April des Jahres
1833 und mit ihm seine Idee fiir diesen Turm.2

Tatséchlich hatte die Eisenrahmenbauweise fiir mehr-
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Abb. 1 William Le Baron Jenney, Home In-
surance Building, Nordostecke La Salle und
Adams Street, 1884 (abgerissen)
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stockige Gebaude ihren Ursprung im Jahre 1792 in Eng-
land (22 Jahre nach der erstmaligen Verwendung von
GuBeisensaulen in englischen Kirchen), als William Strutt
in Derby seine sechsstéckige Calico Mill errichtete.3 1844
hatte sich diese Bauweise in England so weit entwickelt,
daB der Eisenrahmen in das AuBere eines Gebaudes ein-
bezogen werden konnte und damit keine Notwendigkeit
mehr fiir ein schweres Mauerwerk bestand; eben dies
scheint bei der Feuerwehrwache, die in jenem Jahr im
Royal Navy's Dockyard in Portsmouth gebaut wurde, der
Fall gewesen zu sein. Das Eisenskelett wurde bis nach
auBen vorgezogen und blieb offen sichtbar, da die nicht tra-
genden AuBenwande und die Fenster an der Innenseite
der Struktur angebracht wurden.4

Ausgerechnet im selben Jahr wurden die Londoner Bau-
vorschriften revidiert, um den Brandschutz fiir den Gebau-
debestand der Stadt zu erh6hen: Indirekt wurde damit die
Verwendung freiliegender Eisenkonstruktionen verhin-
dert.5 Uberdies gewann gerade zu dem Zeitpunkt, als man
in England vor der Lésung der technischen Probleme des
Eisenskelettbaus stand, die B gung gegen die Auswir-
kungen der industriellen Revolution an StoBkraft. Der ein-
fluBreichste Anfiihrer der Kampagne gegen die Verwen-
dung von Eisen in der Architektur war zweifellos John Rus-
kin. Am deutlichsten &uBerte er seine Ansicht in seinem
Buch Die sieben Leuchter der Baukunst, das im Jahre 1849
erschien. In dem Kapitel Der Leuchter der Wahrheit ver-
kiindete er, »daB echte Architektur das Eisen als konstruk-
tives Material nicht zul&Bt, und daB solche Arbeiten wie die
guBeisernen Bedachungen und Pfeiler unserer Bahnhofs-
hallen und einiger unserer neuen Kirchen gar keine Archi-
tektur sind«.8 Das Londoner Baugesetz von 1844 und die
einfluBreiche asthetische Theorie von Kritikern wie Ruskin
hatten zur Folge, daB das Eisenskelett in das Korsett des
Mauerwerks zuriickgezwungen wurde und in den StraBen
Londons nicht zum Vorschein treten konnte.

Inzwischen hatte New York City — am 19. Juli 1845 — die
zweite groBe Feuersbrunst innerhalb von zehn Jahren er-
litten. Wenngleich London freiliegende GuBeisenkonstruk-
tionen aufgrund hoher Brandgefahr gerade erst mit einem
Bann belegt hatte, sah sich offensichtlich James Bogar-
dus, ein innovationsfreudiger Fabrikant von Mahimaschi-
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nen fiir Getreide und Graphit, durch das Feuer von New
York veranlaBt, im Sommer 1847 den Plan fiir ein neues,
vierstockiges Fabrikgebaude vorzulegen, dessen AuBeres
vollsténdig aus Glas und »feuerfestem« GuBeisen beste-
hen sollte.” Bogardus, der iiber keine friiheren Konstrukti-
onserfahrungen verfiigte, scheint sich auf einer Reise von
1836 bis 1840 durch England und den europaischen Konti-
nent mit dem Prinzip der Eisenkonstruktion vertraut ge-
macht zu haben. Zu jener Zeit wurden in England vorgefer-
tigte Eisenb ilsy entwickelt, die durchaus Ge-
meinsamkeiten mit denen aufweisen, die Bogardus
schlieBlich im Mai 1850 patentieren lieB.8 GuBeisen war
zwar schon spatestens seit 1822 in amerikanischen Ge-
bauden verwendet worden, doch Bogardus fiihrte in sei-
nem System eine bedeutende Neuerung ein.® Er erfand ei-
ne Bolzenverbindung, die an die Stelle der bis dahin fir
amerikanische Eisenkonstruktionen gebrauchlichen Reib-
verbindungen trat und die der Tréger-Stiitzen-Struktur
geniigend Festigkeit verlieh, um auf dia-gonale Verstei-
fungstrager oder auf Mauerwerk verzichten zu kénnen.
Damit war eines der wichtigsten Hindernisse tiberwunden,
das die Ausnutzung der Méglichkeiten des Stahlrahmens,
hohe Gebaude zu tragen, bislang blockiert hatte.

Eine weitere Konsequenz der New Yorker Feuersbrunst
von 1845 war die Neuorganisation der Feueriiberwa-
chungsbezirke der Stadt, die die Errichtung mehrerer zu-
satzlicher Feuerwachttirme erforderlich machte. Gegen
Ende des Jahres 1850 machte Bogardus den Vorschlag,
daB diese Tlrme aus feuerfestem GuBeisen gefertigt wer-
den kénnten. Der Stadtrat gab ihm schlieBlich den Auftrag,
an der 33rd Street in der Nédhe der Ninth Avenue einen Pro-
totyp zu bauen. Dieser Turm, Mitte August 1851 fertigge-
stellt, bestand aus einem zehnseitigen, offenen, geradlini-
gen Eisengestell, das in sechs Stufen zu einer Hohe von
etwa 30 Metern aufgebaut wurde. Der Turm scheint der
Vorlaufer von Bogardus' bekanntem Vorschlag fiir den New
Yorker Kristallpalast aus dem Jahr 1852 gewesen zu sein
(Abb. 3), der einen &hnlichen Turm von etwa 90 Metern in
dreizehn Stufen aufwies, der aus zwei niedrigeren, breite-
ren Tirmen emporwuchs.'0 Zwar waren Bogardus' Ei-
sentiirme keineswegs die ersten, die entworfen oder ge-
baut wurden, sie brachten jedoch ihre typischen Konstruk-
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tionsmerkmale insofern stérker zum Ausdruck als ihre Vor-
génger, als das Eisengerippe nicht von einer um-
schlieBenden Membran bedeckt wurde. Bogardus hatte
mit diesen Strukturen bewuBt das moderne Eisenskelett
ins Leben gerufen, das er in einer Veréffentlichung von
1856 so beschrieb: »Auf diesen Pfeilern ruht eine weitere
Reihe von Schwellen; und immer so fort, fiir jede beliebige
Anzahl von Stockwerken... um einen Turm oder ein Geb&u-
de zu errichten, das die Hohe eines jeden anderen Bau-
werks der Welt um ein Vielfaches tibertrifft...«.11

Der Turm, den Bogardus fiir die New Yorker Weltausstel-
lung von 1852 vorgeschlagen hatte, weist eine erstaunli-
che Ahnlichkeit mit dem Aussichtsturm auf, den der engli-
sche Architekt C. Burton angeregt und in der Ausgabe der
Zeitschrift Builder vom 1 Mai 1852 beschrieben hatte. Auf
Weisung des House of Commons muBte Joseph Paxtons
Kristallpalast im Londoner Hyde Park nach der Weltaus-
stellung von 1851 abgerissen werden. Burton machte den
Vorschlag, die Eisen- und Glasteile fiir ein Bauwerk von
fiinf konzentrischen Tiirmen wiederzuverwenden, von de-
nen der groBte eine Hohe von etwa 300 Metern erreichen
solite.12

Mittlerweile hatte das Jahr 1852 auch den Beginn des
Zweiten Kaiserreichs in Frankreich bezeichnet. Unter der
Herrschaft Napoleons Ill. wurden viele der bedeutendsten
Bauten Frankreichs errichtet.!® Frankreich war fest ent-
schlossen, nicht hinter der englischen oder amerikani-
schen Weltausstellung zuriickzustehen, und schrieb in die-
sem Jahr einen Entwurfswettbewerb fiir ein Palais de /I'In-
dustrie fur die Weltausstellung aus, die 1855 stattfinden
sollte. Das Projekt von Viel und Desjardin, das den ersten
Preis erhielt, hatte das erste franzésische Bauwerk werden
*koénnen, das auf einer freistehenden Eisenstruktur beruht
und zugunsten von Glas- und GuBeisenwéanden auf jegli-
ches AuBenmauerwerk verzichtet hitte. 14 Im endgiltigen
Entwurf muBten jedoch einige Kompromisse gemacht wer-
den, um die Kosten fiir das Gebdude in Grenzen zu halten,
und so wurde die Eisen- und Glasfassade durch kosten-
giinstigeres Mauerwerk ersetzt. Frankreichs Palais de /'In-
dustrie war in seiner Struktur und Konstruktion weit kithner
als Paxtons Kristallpalast. Es {berspannte mit seiner
Schmiedeeisenkonstruktion 48 Meter, wahrend Paxtons
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Bau mit seiner Holzkonstruktion nur tiber eine Spannweite
von 22 Metern verfiigte. Nichtsdestoweniger war die Ei-
senstruktur des Palais de I'Industrie noch mit Mauerwerk
ummantelt, wenn auch das Mauerwerk nicht dazu diente,
Teile der Eisenkonstruktion zu tragen.15

Gegen Ende des Jahres 1853, wihrend iiber die Anderun-
gen an dem Entwurf von Viel und Desjardin beraten wurde,
entwarf Victor Baltard das erste wirklich freistehende Ei-
senbauwerk Frankreichs, die Markthallen von Paris, Les
Halles. Schon friher hatte Baltard ein Geb4ude aus Stein
fiir die Hallen konzipiert, mit dessen Bau iibrigens 1851 be-
gonnen worden war. Offensichtlich unter dem Druck der 6f-
fentlichen Meinung lieB Napoleon IlI. die Bauarbeiten im
Juni 1853 stoppen und bald darauf das fast fertiggestellte
Gebaude wieder abreiBen. Baron Georges-Engene Haus-
smann, dem neu ernannten Prafekten des Seine-Departe-
ments, gegeniiber erklarte er, daB er fiir die Markthallen
Glas- und Eisendécher wiinsche. Haussmann wies Baltard
dementsprechend an, »Eisen, Eisen und nichts als Eisen«
zu verwenden. Ein Wettbewerb fiir einen neuen Entwurf
wurde ausgeschrieben, und Baltards Konstruktion aus Ei-
sen und Glas wurde ausgewahit. In diesem Entwurf wurden
die Saulen an den AuBenseiten frei gelassen und iiber bo-
genférmige Kopfstreben mit den eisernen Dachtragern
verbunden, wodurch die Stabi-litit der Konstruktion der
Hallen von Stiitzmauern unabhéngig wurde.16

Der kaiserliche ErlaB, der Les Halles betraf, wirkte sich je-
doch kaum auf die Tyrannei aus, die die franzésische Mau-
erwerktradition die fiinfziger Jahre des 19. Jahrhunderts
hindurch austibte, obschon die franzésischen Kommenta-
toren — im Gegensatz zu ihren englischen Kollegen — sich
zu Flrsprechern der Verarbeitung von Eisen machten, ins-
besondere wenn es um visionare Entwiirfe ging. Einer der
ersten dieser Flirsprecher war der Architekt Louis-Auguste
Boileau, der seinen ersten Aufsatz iiber die Verwendung
von Eisen, Nouvelle architecturale forme, 1853 veréffent-
lichte. Zwei Jahre spater setzte er seine Theorie mit sei-
nem Entwurf fiir die Kirche Samt-Eugéne in Paris in die
Praxis um. Zwar mit einem unabhé&ngigen Eisenrahmen
konstruiert, war das Gebaude aber noch immer von nicht-
tragendem Mauerwerk umschlossen, das um die duBeren
Eisensédulen herumgebaut wurde — eine Technik, die sich
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allméahlich in ganz Frankreich durchsetzte.17 Obwohl Boi-
leau sein Gebaude in traditionelles Mauerwerk verpackt
hatte, wurde er von vielen Kritikern augegriffen, vor allem
von Eugéne-Emmanuel Viollet:le-Duc, der sich damals im
Gegensatz zu Bogardus und Boileau gegen die Verwen-
dung von freiliegendem Eisen in dffentliichen Gebauden
wandte. Neben verschiedenen Argumenten eher philoso-
phischer Art machte er geltend, daB Temperaturschwan-
kungen einen »Hagel von Bolzenképfen und im Regen ei-
nen Rostschauer« bewirken kénnten.18

Wahrend Viollet-le-Duc seine Einwande gegen Boileaus
Eisenkonstruktion erhob, unternahm Bogardus den letzten
Schritt, um den mehrstdckigen Eisenrahmen ganz vom
stiitzenden Mauerwerk zu trennen. 1855 entwarf und bau-
te er einen Schrotturm fiir die McCullough Shot and Lead
Company in New York City, bei dem es sich um das erste
vielstockige Eisenbauwerk handelte, das eine Mauerwer-
kumfassung trug. Bogardus entwarf ein leichtgebautes,
achtseitiges Eisenskelett von acht Stockwerken mit einer
Héhe von 53,30 Metern. Auf jeder Ebene wurden dreiBig
Zentimeter dicke Ziegelwande auf die Trager gebaut, um
das Innere des Turms zu umschlieBen. Damit wurde nicht
nur das Gewicht, das die Fundamente tragen muBten, be-
trachtlich reduziert, auch die Bewegungsfreiheit der Fabri-
karbeiter wurde gréBer, da im ErdgeschoB auf jegliche
Mauern verzichtet werden konnte. Diese Ldsung war sa er-
folgreich, daB innerhalb eines Jahres eine weitere Schrot-
firma, Tatham & Brothers, Bogardus den Auftrag gab, einen
ahnlichen, aber noch héheren (66 Meter) Turm zu bau-
en.19 Bogardus kommt also das Verdienst zu, nicht nur die
zwei ersten Eisenskelettbauten errichtet zu haben, die
auch ihre Wande trugen, er war auch der erste, der die An-
wendungsméglichkeiten der Eisen- und Mauerwerkkon-
struktion erkannte und erforschte, und zwar noch bevor
Viollet-le-Duc schlieBlich seine Meinung zur Verwendung
von Eisen in der Architektur von Grund auf &nderte.

Bald schon folgte auf Bogardus' Schrottiirme das erste be-
kannte mehrstockige Gebaude, das vollstandig von einem
starren Eisenskelett getragen wurde und ganz ohne Mau-
erwerk oder diagonale Versteifungstrager auskam. 1858
entwarf der englische Architekt Godfrey Greene das Boots-
lager auf der Marinewerft in Sheerness, einer der letzten
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Beitrdge Englands zur Evolution des Eisenrahmens. Gree-
nes vierstéckiger bewegungsresistenter Rahmen kam zu-
stande, indem die Schmiedeeisentrager langs ihrer
ganzen Tiefe an die GuBeisens&ulen genietet wurden. Um
das vierstockige Skelett zu umschlieBen, nahm Greene je-
doch anstelle des traditionellen Mauerwerks einander ab-
wechselnde Bander aus Glas und Wellblech.20 Damit fiel
die Ehre, das erste mehrstéckige Gebaude errichtet zu ha-
ben, das von einem Eisenrahmen getragen wurde, auf den
eine Mauerwerkeinfassung gestellt wurde, an Daniel Bad-
ger, den Hauptkonkurrenten Bogardus'

Im Jahre 1856 hatte Badger sein expandierendes Bauun-
ternehmen unter dem Namen Architectural Iron Works of
New York eintragen lassen; er ernannte George H. John-
son, einen jungen Konstrukteur, der 1852 aus England ein-
gewandert war, zum Konstruktionsleiter der neu eingerich-
teten Architekturabteilung. Die Griindung des neuen Un-
ternehmens diirfte damit zusammengehangen haben, daB
Badger den ersten Auftrag fiir einen groBen, vielstckigen
Gebaudekomplex erhielt: die Ladenfronten des seinerzeit
fiihrenden Einkaufszentrums von Chicago, des Hauser-
blocks an der Lake Street zwischen Wabash Avenue und
State Street (siehe Harns, Abb. 4) Die GuBeisenfassaden
des Komplexes zu beiden Seiten der StraBe waren von
,John M. Van Osdel, dem bedeutendsten Architekten Chi-
cagos, im venezianischen Renaissancestil entworfen wor-
den (Abb. 4). Der Umfang und die Komplexitat dieses Un-
terfangens stellten eine groBe Herausforderung dar, und
Badger schickte Johnson nach Chicago, um die Bauarbei-
ten zu Gberwachen.21

Im Jahre 1859 lieBen Badger und William S. Simpson ein
Eisensystem fir die Konstruktion von Getreidespeichern
patentieren, womit sie auf die zunehmende Zahl von Bran-
den in solchen Geb&uden reagierten. Dieses System be-
stand aus zylindrischen Silos, die aus zusammengeniete-
ten GuBeisenplatten gefertigt und von einem mehrstcki-
gen Eisenskelett getragen wurden. Ein Jahr darauf entwarf
Johnson fiir die U. 5. Warehousing Company den ersten
Getreidespeicher der nach diesem System gebaut wurde
(Abb. 5). Der siebenstdockige Speicher, der auf dem Atlan-
tic Dock in South Brooklyn errichtet wurde, war sowohl in-
nen als auch auBen vollstandig in Eisen gerahmt. Das ei-

Abb. 4 Daniel Badger und Jhon M. Van Os-
del, Lloyd and Jones Building, Lake Street,
um 1880 (abgerissen)
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serne AuBere war — dhnlich wie bei den Schrottiirmen, die
Bogardus fiinf Jahre zuvor gebaut hatte — zum groBen Teil
mit Ziegelwénden umschlossen. 22

Zu der Zeit, als der Burgerkrieg ausbrach, glitzerten in vie-
len gr6Beren amerikanischen Stidten funfstockige, mit
leuchtenden Farben gestrichene Fassaden aus GuBeisen
und Glas. Gelegentlich — wie zum Beispiel inA. T Stewarts
neuem Warenhaus in New York City, das John Kellum 1859
entworfen hatte 23 — wurden diese Fassaden durch kom-
plette Eisenskelette gestiitzt, sine Technik, die sich in den
fiinfziger Jahren des 19. Jahrhunderts im AnschluB an Bo-
gardus und Badger entwickelt hatte. Der amerikanische Ei-
senskelettbau hatte also seinen Ursprung in New York City
— etwa dreiBig Jahre bevor er zum ersten Mal in Chicago
verwendet wurde. Bogardus und Badger hatten auch ge-
zeigt, wie die offenen Flachen des duBeren Rahmenwerks
mit Mauerwerk oder Glas geschlossen werden konnten.
Zusammen mit einer weiteren technischen Neuheit aus
New York, dem Sicherheitsaufzug von Otis, der der Offent-
lichkeit zum ersten Mal bei der Weltausstellung 1853 vor-
gestelit wurde, konnte New York somit zu Beginn des ame-
rikanischen Birgerkriegs alle technischen Voraussetzun-
gen vorweisen, die fiir die Entwicklung des Wolkenkratzers
notwendig waren.

Der Birgerkrieg verhinderte in den Vereinigten Staaten
dann weitere GroBversuche mit dem Eisenskelett. In den
folgenden dreiBig Jahren gingen die entscheidenden Im-
pulse im Bereich der Eisenkonstruktion von Frankreich
aus.24 In den frithen sechziger Jahren des 19. Jahrhun-
derts erschien eine neue Generation franzésischer Kon-
strukteure auf dem Plan, die das Eisenskelett unbedingt in
das AuBere eines GebAudes vordringen lassen wollten,
obwohl die Pariser Bauvorschriften nicht nur fir Hauswan-
de, die zur StraBe hin lagen, eine Stérke von fiinfzig Zenti-
metern vorschrieben, sondern dariiber hinaus die Verwen-
dung von Eisenteilen in solchen Mauern untersagten.25
Angekiindigt wurde die zunehmende Verwendung von Ei-
senin einer 1863 verdffentlichten lllustration von Viollet-le-
Dug, der sich inzwischen zu einem entschiedenen Anhan-
ger der Eisenskelettbauweise gewandelt hatte und bald
deren wichtigster Fiirsprecher wurde. Der Atlas, der gleich-
zeitig mit dem ersten Band seiner Entretiens sur |'architec-
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ture erschien, enthielt eine farbige Ansicht (Abb. 6) eines
Entwurfs fiir ein Appartementhaus, bei dem die AuBenwan-
de der Stockwerke iiber dem ErdgeschoB mit seiner guBei-
sernen Ladenfront den diagonal verstrebten Eisenrahmen
offen dem Blick darboten. Das Eisengeriist, das an die tra-
ditionelle européische Fachwerkbauweise erinnerte, war
mit einer Fillung aus vielfarbigen Terrakottaziegeln einge-
faBt eine Wiederaufnahme der Technik, die zuvor Bogar-
dus in seinen Schrottirmen und Badger in seinen Getrei-
despeichern angewandt hatten.26

Die Plane Napoleons Ill. und Haussmanns zur Umgestal-
tung von Paris, die um 1860 schon weit fortgeschritten wa-
ren, lieBen ein empféangliches Klima fiir die Erforschung re-
volutionérer Techniken und Materialien entstehen. Zusam-
men mit dem Fahrstuhl stellte das Eisenskelett ein hervor-
ragendes Potential fiir die stadtebauliche Renaissance
von Paris dar, und diese beiden Entwicklungen fiihrten
bald auch zu einem der friihesten visionaren Entwiirfe fiir
einen Wolkenkratzer 1865 verdffentlichte der franzési-
sche Ingenieur Henri-Jules Bone einen Plan fiir einen gan-
zen Stadtteil aus elfstéckigen, mit Aufziigen versehenen
Gebauden, die er Aerodémes nannte (Abb. 8). Diese Ge-
béude bestanden aus zehn Eisenskelettgeschossen mit
Steinverblendung iiber einem ErdgeschoB aus Mauerwerk
(Abb. 7)27 Mit ihrer Gbertriebenen Hohe, ihren Aufziigen
und feuerfesten Eisenskeletten verdienen Bories Aerodo-
mes —zwanzig Jahre vor der Erbauung des Home Insuran-
ce Building mit vollem Recht die Bezeichnung Wolkenkrat-
zer.

Im selben Jahr wurde das erste franzésische Gebaude mit
einem selbsttragenden, mehrstéckigen Eisenrahmen er-
richtet, namlich Prefontaines sechsstéckiges Lagerhaus
fur die Saint-Ouen-Eisenbahn- und Dockgesellschaft. Mit
Ausnahme der konventionellen Suidfassade aus Mauer-
werk wurde das gesamte Gebaude von einem GuB- und
Schmiedeeisenskelett getragen, das an den AuBenseiten
sichtbar blieb, da die Mauern an der Innenseite des
Gerlists hochgezogen wurden.28 Es ist unklar ob die
Wand selbsttragend oder Stockwerk fiir Stockwerk als Fil-
lung in den Rahmen gebaut war; jedenfalls war es den
Franzosen nur fiinf Jahre nach Badgers erstem Getreide-
speicher gelungen, den Eisenrahmen in das AuBere eines
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mehrstéckigen Geb&udes vordringen zu lassen.

lm Jahre 1867, als die Welt erneut anlaglich einer Weltaus-
stellung in Paris zusammentraf, wurden zahlreiche, unter
dem Namen Pan de ferbekanntgewordene Eisen- und Ter-
rakottakonstruktionssysteme projektiert, um feuersichere
Wohnungen bauen zu kénnen, wie sie in Paris gefordert
wurden.29 Der auBerordentlich groBe Bevolkerungszu-
wachs der Stadt zeigte sich zur gleichen Zeit auch im Auf-
kommen des Kauffh mit einem umt: den Waren-
sortiment, als dessen erstes Beispiel im allgemeinen das
neue Warenhaus Les Magasins-Réunis von 1867 betrach-
tet wird. Mit groBer Wahrscheinlichkeit sahen sich die
Grands Magasins du Bon Marché durch diesen Schritt der
Konkurrenz veranlaBt, Louis-Auguste Boileau, dem Archi-
tekten der Kirche Saint-Eugéne, den Auftrag fiir ein neues,
zeitgemaBes Geb&ude aus Eisen und Glas zu geben. Boi-
leaus Sohn, Louis-Charles, machte 1869 den Vorschlag,
das gesamte Warenhaus einzig auf der Basis eines Ei-
senskeletts zu errichten. Dieser revolutiondre Gedanke
wurde mit der Begriindung verworfen, ein solches Gebau-
de kdnne nicht stabil genug sein, und deshalb schrieb der
endgiiltige Entwurf AuBensaulen aus Stein vor.30

Bis 1869 waren zwar die technischen Vorausse-zungen fir
ein selbsttragendes mehrstdckiges Eisenskelett durchaus
gegeben, doch wie bereits beim Lagerhaus fiir Saint-Ouen
lieBen die strengen Bestimmungen der Pariser Bauvor-
schriften eine solche Konstruktion nicht zu. In jenem Jahr
entwarf der Architekt Jules Saulnier ein dreistckiges Fa-
brikgebaude, das an die Stelle des Fachwerkbaus der
Schokoladenfabrik Menier treten sollte, der 1840 in der
Nahe des Dorfs Noisiel tiber die Marne gebaut worden war.
Unter Beibehaltung zweier Mauerwerkpfeiler im FluB, die
aus dem Jahr 1157 stammten, entwarfen Saulnier und der
Ingenieur Moisant ein dreistockiges Eisenskelett, dessen
Trager weit auskragten. Das Eisenskelett wurde durch sich
iberkreuzende Diagonalstreben stabilisiert, die an den
AuBenflachen sichtbar blieben. Die Felder wurden mit far-
bigen Terrakottaziegeln ausgefiillt, eine Technik, die deut-
lich an Viol-let-le-Ducs Entwurf von 1863 erinnert 31
Tatséachlich sollte es Viollet-le-Duc 1872 mit der Veréffent-
lichung des zweiten Bandes seiner Entretiens sur I'archi-
tecture gelingen, die Aufmerksamkeit der franzdsischen
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Architekten auf das offen sichtbare Eisenskelett zu lenken.
Jetzt, neun Jahre nach der Veréffentlichung seines zwar
hochinteressanten, jedoch damals unkommentiert geblie-
benen Entwurfs fiir die Pan-de-fer-Bauweise im Atlas, gab
er der sich in Frankreich entwickelten Technik des verklei-
deten Eisenskeletts eine theoretische und technische
Grundlage:

»Fir einen Architekten diirfte die Vorstellung nicht abwegig
sein, ein groBes Geb&ude zu errichten, dessen Geriist
ganz aus Eisen besteht, und dieses Geriist zu verkleiden —
es mit einem Schutzmantel aus Stein zu versehen. «32
Seine Aufforderung konnte jedoch nicht in Frankreich ver-
wirklicht werden, denn am 28. Januar des Jahres 1871
marschierten die PreuBen in Paris ein und setzten dem
Zweiten Kaiserreich ein Ende. Der Friedensvertrag wurde
am 10. Mai 1871 geschlossen, nur fiinf Monate vor dem
Brand von Chicago, der die Architekten und Bauunterneh-
mer dieser Stadt vor das Problem stellte, das Eisenskelett
feuersicher zu machen.

Es war George H. Johnson, der frithere Chefkonstrukteur
Daniel Badgers und Architekt des Getreidespeichers der U.
5. Warehousing Company von 1860, der die franzésische
Technik der feuersicheren Eisenbauweise in Chicago ein-
fihrte. Nach dem Ende des amerikanischen Biirgerkriegs
hatte sich Johnson wieder seinen friiheren Bemiihungen
um feuersichere Getreidespeicher zugewandt. Am 7 Mérz
1869 lieB er ein System fir die Errichtung feuersicherer
Getreidesilos auf der Grundlage hohler Tonziegelblécke
patentieren. Sein groBes Interesse an feuersicheren Kon-
struktionssystemen lieB ihn Anfang 1871 eine Reise nach
Frankreich unternehmen, wo er sich iber die neuesten
Entwicklungen auf dem Gebiet der feuersicheren Decken-
konstruktion informierte. Die neuen Erkenntnisse brachte
er schlieBlich in seine Erfahrungen mit der Verarbeitung
von Ton ein und lieB zusammen mit Balthazar Kreischer am
2. Marz 1871 ein Hohlziegel-Deckensystem patentieren,
das aus einem einteiligen Deckengewdlbe bestand, das
den Raum zwischen eisernen U-Tragern iberspannte.33
Es 1aBt sich nicht genau feststellen, ob Johnson kurz vor
oder unmittelbar nach dem Brand, der vom 8. bis zum 10.
Oktober 1871 in Chicago wiitete, von New York dorthin rei-
ste, um sein Hohlziegelwand- und deckensystem vorzu-

23

fiihren. Den ersten Auftrag gab ihm der Chicagoer Architekt
John M. Van Osdel, fir den Johnson schon vierzehn Jahre
zuvor bei der Errichtung der GuBeisenfassaden an der La-
ke Street gearbeitet hatte. Er beauftragte ihn mit den
BrandschutzmaBnahmen fiir das Kendall Building, North
Dearborn Street 40. Van Osdel hatte bereits Anfang 1871
also vor der Feuersbrunst, mit der Planung dieses Gebau-
des begonnen. Urspriinglich war es als das anspruchvoll-
ste und mit sechs Stockwerken hochste Geb&ude von Chi-
cago geplant worden (Abb. 9) Zweifellos waren die Hohe
und die Bauweise nach den Vorstellungen des Hauptpécht-
ers ausgerichtet, der New Yorker Equitable Life Assurance
Company.34

Equitable war im Mai 1870 in ein nagelneues Geb&ude in
New York City umgezogen. Urspriinglich war dieses Ge-
béaude 1867 von Arthur D. Gilman und Edward H. Kendall
entworfen worden; vollendet wurde es von George B. Post,
einem jungen Ingenieur und Architekten, der von Equitable
engagiert worden war, um die Kosten fiir das Gebaude in
Grenzen zu halten. Dieses Gebaude markierte den Beginn
des Baubooms, der in den Vereinigten Staaten mit dem En-
de des Biirgerkriegs einsetzte und der zu einer Wiederbe-
lebung der Entwicklung des amerikanischen Wolkenkrat-
zers fiihrte, die 1861 unterbrochen worden war Die Archi-
tekturhistoriker stimmen heute weitgehend darin tberein,
daB das Equitable Building der erste Wolkenkratzer Ameri-
kas war, denn obwohl es nur fiinf Stockwerke umfaBte, be-
trug seine Gesamthéhe 40 Meter. Es war damit mehr als
doppelt so hoch wie irgendein vergleichbares Bauwerk.
Dies war das Ergebnis der Entscheidung Henry B. Hydes,
des Vizeprésidenten von Equitable, die Anwendungsmég-
lichkeiten des Fahrstuhls auszuforschen und die Decken-
héhe in jedem Stockwerk im Vergleich zu herkdmmlichen,
nur mit Treppen 1 Hausern beinahe zu ver-
doppeln.35

Chicago erlebte ebenfalls einen Nachkriegsbauboom, was
das Vorhaben der Equitable Company erklért, ein noch
hoheres Geb&aude mit sechs Stockwerken, eins mehr als in
ihrem New Yorker Haus, in Chicago zu errichten. Das Ken-
dall Building in Chicago, das Van Osdel vor dem groBen
Brand entworfen hatte, war der néchste logische Schritt in
der Evolution des Wolkenkratzers, die mit dem Equitable
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Building begonnen hatte. Dieses Gebaude zeigt, daB
schon vor der Feuersbrunst vom Oktober in Chicago die
Gegebenheiten fiir die Konstruktion von Wolkenkratzern
ebenso vorhanden waren wie in New York.36

Leider vereitelte die Brandkatastrophe, daB Chicago in der
néachsten Phase dieser Evolution in Konkurrenz zu New
York treten konnte. Als das Feuer ausbrach, waren die Fun-
damente des Kendall Building bereits gelegt, und die unte-
ren Wénde waren im Bau. Die BaumaBnahmen wurden
nach dem Brand wieder aufgenommen, doch aufgrund der
Probleme, mit denen die friilhen Personenaufziige zu
kdmpfen hatten, sowie der Tatsache, daB die Feuerwehr
von Chicago sich auBerstande sah, Brande in den oberen
Stockwerken eines hohen Gebaudes zu bekampfen,
wurde der EntschluB gefaBt, statt der urspriinglich vorge-
sehenen sechs nur fiinf Stockwerke zu bauen.37 Das
GroBfeuer von 1871 bedeutete also fiir Chicago nicht — wie
die meisten Historiker bislang behaupteten — den Aus-
gangspunkt fir die Entwicklung des Wolkenkratzers, son-
dern es vereitelte im Gegenteil die Ausfiihrung des ersten
geplanten Wolkenkratzers in dieser Stadt und warf sie im
Wettrennen mit New York um neun Jahre zuriick. Wihrend
Chicago um seinen Wiederaufbau rang, wurden in New
York die Bemiihungen, immer héhere Gebaude zu konstru-
ieren, fortgefiihrt. 1872 entwarf zum Beispiel George B.
Post das Western Union Telegraph Building (70 Meter),
und 1873 entwarf Richard Morris Hunt das New York Tribu-
ne Building (79 Meter).

Das oberste Gebot bei der Konstruktion des Kendall Buil-
ding war jetzt nicht mehr gréBtmégliche Hohe, sondern
gréBtmoglicher Feuerschutz. Die fiinf Stockwerke bestan-
den aus AuBenwénden aus Mauerwerk, die ein Gestell aus
guBeisernen Saulen und schmiedeeisernen Tragbalken
und Quertragern umschlossen und stiitzten, das wiederum
Johnsons Flachgewdlbe aus Hohlziegeln trug. Bis heute ist
es nicht gelungen, genau zu ermitteln, wo Johnson eine
solche groBe Menge an Tonziegeln herstellen lassen konn-
te. Die Anhaltspunkte sprechen dafiir, daB sie von der Chi-
cago Terra Cotta Company geliefert wurden, die dem Ar-
chitekten Sanford Loring gehérte. Dieses Unternehmen
hatte kurz zuvor die neuesten Entwicklungen in der Terra-
kottaproduktion aus England tibernommen und war zum
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wichtigsten Hersteller dieses Werkstoffs in den Vereinigten
Staaten geworden. 38

Ungliicklicherweise bereiteten der Borsenkrach vom Sep-
tember 1873 und die darauf folgende wirtschaftliche De-
pression den Wiederaufbauanstrengungen in Chicago wie
auch den BaumaBnahmen in ganz Amerika ein jahes Ende.
Johnsons Hohlziegel-Deckensystem, das fiir den hastigen
Wiederaufbau Chicagos zu teuer war, wurde nie wirklich
akzeptiert, und der wirtschaftliche Zusammenbruch zwang
ihn Anfang 1874, sich nach New York zuriickzuziehen.
Uberdies sahen sich die Versicherungsgesellschaften, die
nach der Brandkatastrophe nicht nur Millionen fir Scha-
densersatzforderungen hatten auszahlen miissen, son-
dern auch eine betrachtliche Summe als Darlehen fiir den
Wiederaufbau der Stadt gegeben hatten, vor das Problem
gestellt, daB nach dem Borsenkrach von 1873 die Riick-
zahlungsversaumnisse in alarmierendem MaBe zunah-
men. Dies fiihrte schliesslich dazu, daB die Versicherungs-
gesellschaften in den Besitz zahlreicher Grundstiicke und
Immobilien kamen, die vor allem im Geschaftsbezirk Chi-
cagos gelegen waren. Unterdessen bestanden die gefahr-
lichen baulichen Gegebenheiten, die die rapide Verbrei-
tung des GroBfeuers im Geschéftsbezirk und auf der Near
North Side begiinstigt hatten, auf der South Side fort. Die-
ser Bezirk war 1871 verschont geblieben, doch stand ihm
ein dhnliches Schicksal bevor. Am ,4. Juli 1874 brannte ein
Geldnde von neunzehn Hektar, das von der Clark Street,
Polk Street, Michigan Avenue und Van Buren Street be-
grenzt wurde, mit einer Intensitat, die der der Feuersbrunst
von 1871 in nichts nachstand. Zwar konnte das Feuer ge-
stoppt werden, als es den neu errichteten Geschéftsbezirk
zu erreichen drohte, doch die Versicherungsgesellschaf-
ten erkannten, daB sich der Grundbesitz, der in ihre Hande
gefallen war, in potentieller Gefahr befand. Noch in der
Nacht, die auf dieses zweite Feuer folgte, trafen die Vertre-
ter des National Board of Underwriters, des Verbands der
Feuerversicherungsgeber, zusammen und verlangten un-
ter Androhung der Annullierung samtlicher bestehender
Feuerversicherungspolicen vom Rat der Stadt Chicago So-
fortmaBnahmen hinsichtlich der Bauvorschriften und der
Organisation und Ausstattung der stadtischen Feuerwehr.
39
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Der Brand von 1874 hatte diejenigen in ihren Zweifeln be-
kraftigt, die der Feuerfestigkeit des GuBeisens miBtrauten.
Eine der neuen Vorschriften, die die Versicherungsgesell-
schaften forderten, war das Verbot von GuBeisensaulen,
die sie durch schweres Holzfachwerk ersetzt wissen woll-
ten. Diese Forderung stellte eine ernste Bedrohung fiir den
gesamten Baueisenmarkt dar und so sah sich N. E. Bou-
ton, der Inhaber der Union Foundry in Chicago, genétigt,
aktiv in die Entwicklung eines Feuerbestandigkeitssy-
stems fir die Eisenskelettbauweise einzugreifen. Im Au-
gust 1874, nur zwei Wochen nach dem zweiten Brand,
stellte Bouton seine Fabrik und seine GuBeisensaulen zur
Verfligung, um ein Feuerschutzsystem fiir diese Saulen
auf der Grundlage von Holz testen zu lassen, das zwei Ar-
chitekten aus Chicago, Peter B. Wight und William Drake,
in kiirzester Zeit entwickelt hatten. Binnen eines Monats
unterwarfen sie ihre Konstruktion (Abb. 10) einem kontrol-
lierten Testfeuer. Obgleich dieser Versuch keine {iberzeu-
genden Ergebnisse brachte, lieBen Drake und Wight ihre
Erfindung am 8. September 1874 patentieren.40

Unterdessen ignorierte der Stadtrat von Chicago weiterhin
die Drohungen der Versicherungsgesellschaften, und am
1 Oktober 1874 forderte der nationale Feuerversiche-
rungsverband seine Mitglieder formell dazu auf, alle lau-
fenden Versicherungspolicen, die Grund- und Hausvermé-
gen im Stadtgebiet von Chicago deckten, zu annullieren.
Am 8. Oktober, nur eine Woche nachdem man damit be-
gonnen hatte, diese Policen zuriickzuziehen (und symbol-
trachtig am dritten Jahrestag der Brandkatastrophe von
1871), fuhrten Wight und Drake in Boultons EisengieBerei
einen erfolgreichen Versuch durch. Nichtsdestoweniger
kam die holzummantelte Eisenséule nie zur praktischen
Anwendung. Ein Teil des Testbrennéfens war mit Tonhohl-
ziegeln aus Lorings Chicago Terra Cotta Company gebaut
worden. Bis auf ein wesentliches Merkmal glichen diese
Ziegel den Wandeinheiten, die Johnson entwickelt hatte.
Sie waren aus porésem Terrakotta hergestellt, einem neu-
en Material, das Loring erst kurz zuvor als leichten Ersatz-
werkstoff fiir Johnsons Feuerton entwickelt hatte, um des-
sen Patent umgehen zu kdnnen. Wight erkannte, daB die
Isoliereigenschaften der porésen Terrakotta diesem Mate-
rial groBe Vorteile gegeniiber dem Hartholz verschafften,

Abb. 10/11 William H. Drake und Peter B.
Wight, Entwurf fir feuerfeste holz- und ter-
racottaummantelte Eisensaulen, 1874; aus
Brickbilder 6. August, 1897
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und er stellte sein System schnell auf das neue Material um
(Abb.11). Letzten Endes brachten Wight und Loring ein
englisches Material und eine franzésische Theorie zusam-
men, um ein amerikanisches Problem zu [6sen.41

Wie bereits angefiihrt wurde, hatten Bogardus und Badger
in den fiinfziger Jahren des 19. Jahrhunderts das Eisens-
kelett in New York entwickelt. Was der universellen Ver-
breitung des New Yorker Eisenskeletts entgegenstand,
war die mangelnde Widerstandsfahigkeit des Eisens ge-
gen die Feuershitze. Der Ruhm, den Chicago fiir sich be-
anspruchen kann, liegtin der Lésung dieses Problems, und
nicht in der Entwicklung des Ei: als solchem.
Das eigentlich Neue am Eisenskelett-Wolkenkratzer von
Chicago war, daB der auBere Mauerwerkmantel, insbeson-
dere die Feuerschutzbedeckung der S&ule, vollstandig
vom Eisenskelett getragen wurde, das damit das Mauer-
werk von jeder tragenden Funktion befreite. Da es sich bei
Wights Saule um das erste gelungene Beispiel fiir eine
Mauerwerkverkleidung handelte, die mechanisch an einer
Eisensdule befestigt wurde, kann man durchaus sagen,
daB das Chicagoer Eisenskelett als das Ergebnis der Ar-
beiten von Peter B. Wight und Sanford Loring im Jahre
1874 seine Geburtsstunde hatte. In den néchsten sechs
Jahren starteten Wight und Loring eine Werbe- und Infor-
mationskampagne, mit der sie schlieBlich die amerikani-
schen Bauunternehmer von der Brauchbarkeit ihres Sy-
stems liberzeugen konnten. Unterdessen wurde die Eisen-
bauweise weiterentwickelt, und als sich 1880 die wirt-
schaftliche Lage wieder erholt hatte, war sie so weit fortge-
schritten, daB Wights System problemlos angewandt wer-
den konnte. Dies war zum groBen Teil das Verdienst eines
einzigen Mannes, und wieder einmal war dieser Mann kein
Amerikaner, sondern ein Franzose.1875 trat Gustave Eiffel
auf der internationalen Szene auf. In diesem Jahr wurden
ihm zwei groBe, bedeutende Auftrage aus dem Ausland zu-
gesprochen: ein neuer Bahnhof fiir Pest in Ungarn und die
Maria-Pia-Briicke iiber den FluB Douro bei Oporto in Portu-
gal.42 Im Jahr darauf begann Eiffel, eine Serie von schmie-
deeisernen, mehrstéckigen und mit Oberlicht versehenen
Atriumhausern fiir Paris zu entwerfen.43 Eiffel reagierte
auf die Neufassung des Pariser Baugesetzes, das seit
1878 die Anwendung der sichtbaren Eisenskelettkonstruk-
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tion gestattete, mit seinem Meisterstiick, dem Erweite-
rungsbau zu den Grands Magasins du Bon Marché. Das
freistehende Schmiedeeisenskelett, das er zt 1 mit
Louis-Charles Boileau entworfen hatte, erhob sich an ver-
schiedenen Stellen tber fiinf Stockwerke durch das Kauff-
haus.

Diese Neufassung des Pariser Baugesetzes war auch eine
Bestatigung des Lebenswerks von Viollet-le-Duc, der den
Kampf fir das sichtbare Eisenskelett angefiihrt hatte und
noch kurz vor seinem Tod — er starb am 17 September
1879 — die Anerkennung seiner Ideen erleben durfte. Das
asthetische Potential hierfir, wie er es sechzehn Jahre zu-
vor dargestellt hatte, wurde von den Pariser Architekten
schnell erkannt. Eines der bemerkenswertesten Bauwerke
nach der Revision des Baugesetzes war Paul Sedilles
1881 entworfenes neues Kaufhaus fiir die Magasins du
Printemps, deren altes Gebaude im Marz 1881 abgebrannt
war. Ein knapp zwanzig Meter hohes zentrales Atrium war
von einem siebenstéckigen, freistehenden Schmiedeei-
senskelett umgeben, das an den Innenseiten graublau ge-
strichen war 45

Auch in den Vereinigten Staaten spielte das Kaufhaus eine
Vorreiterrolle in der Entwicklung des Eisenskeletts, und
wenn die amerikanische Konstruktion auch technisch nicht
so weit fortgeschritten war wie die franzésische, so war sie
dieser aber in Gr6Be und Raumwirkung zumindest eben-
birtig, wenn nicht sogar tiberlegen. 1877 lieB der Textilien-
kaufmann John Shillito aus Cincinnati das damals gréBte
amerikanische Kaufhaus bauen (Abb. 12). Der Architekt,
James McLaughlin, strebte fir die sieben Stockwerke die-
ses Gebaudes eine gréBtmégliche visuelle und raumliche
Offenheit an. Es gab keine tragenden Innenwande, die die
riesigen Geschosse in kleinere Raume unterteilt hatten:
Die Konstruktion bestand aus einem Eisenskelett mit
AuBenpfeilern aus Mauerwerk (Abb. 13). Dieser Raumef-
fekt wurde durch das Atrium im Zentrum des Gebaudes
noch gesteigert, das einen Durchmesser von achtzehn Me-
tern hatte und sich tiber die Gesamthhe von 36 Metern bis
zur Kuppel aus Eisen und Glas erstreckte. Es war jedoch
das AuBere dieses Baus, das im folgenden Jahrzehnt auf
die Architektur Chicagos einen nachhaltigen EinfluB ausii-
ben solite. McLaughlin entwarf eine ungekinstelte,

Abb. 14. William Le Baron Jenney. Erstes
Leiter Building, 208 West Monroe Street,
1879 (abgerissen); die obertsten zwei
Stockwerke wurden 1888 hinzugefigt
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schmucklose Fassade aus einem geradlinigen, sich stan-
dig wiederholenden Gitterwerk aus roten PreBziegeln, das
in einem dreiteiligen Schema angeordnet war: eine zwei-
stéckige Basis, ein dreistéckiger Schaft und ein Kapitell,
das das oberste Stockwerk und die Balustrade umfaBte.46
Shillitos Kaufhaus wurde am 1 September 1878 eréffnet.
Kaum ein Jahr spater engagierten seine Hauptkonkurren-
ten in Chicago, Marshall Field und Levi Leiter, William Le
Baron Jenney fiir ein kleines, fiinfstéckiges Kaufhaus an
der Nordwestecke von Wells und Monroe Street (Abb.
14).47 Bei Jenneys Aufrissen fiir das — wie es heute ge-
nannt wird — erste Leiter Building (das ibereinsti d
als das erste Gebaude der Chicagoer Schule betrachtet
wird) handelt es sich um eine fast originalgetreue Kopie
des Entwurfs von McLaughlin.48 Die wirkliche Bedeutung
des Geb&udes von Jenney liegt jedoch darin, daB er die
Skelettkonstruktion des Shillito-Geb4dudes um einen
Schritt nach vorn brachte, indem er bei der StraBenfront an
der Wells Street die franzésische Technik anwandte, auf
der Innenseite der Mauerwerkpfeiler Eisenpilaster anzu-
bringen, um die hdlzernen Deckentrager zu stiitzen. Da-
durch wurden die Mauerwerkpfeiler von jeder deckentra-
genden Funktion befreit, so daB sie im Querschnitt redu-
ziert werden konnten. Dies wiederum gestattete groBt-
mdgliche Fensterflaichen und dementsprechend viel Ta-
geslicht. Dennoch war diese Konstruktion vom Eisenske-
lett im eigentlichen Sinne, wie es die Franzosen seinerzeit
bauten, noch weit entfernt, da die Mauerwerkpfeiler noch
immer die eisernen Briistungsbalken trugen. Uberdies wa-
ren die Mauerwerkpfeiler an der Monroe Street nicht mit Ei-
senpilastern versehen, trugen also immer noch einen Teil
der Decke.

‘Ein Vergleich zwischen Eiffels Eisenskelettkonstruktion fir
das Bon-Marché-Gebaude von 1878 und Jenneys ver-
gleichsweise primitivem Eisenskelettversuch von 1879
zeigt den groBen Vorsprung der Franzosen gegeniiber
dem, was in Chicago vor sich ging, und erméglicht eine kri-
tische Einschatzung des Konstruktionssystems, das Jen-
ney 1884 fiir das Home Insurance Building verwendete
(Abb. 15). Die einzige Abweichung von der Standardbau-
weise der frihen achtziger Jahre des 19. Jahrhunderts
fand sich beim Home Insurance Building in den zwei Stra-
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Benfassaden. Die zwei hinteren tragenden Brandmauern,
die sich tiber die gesamte Héhe des Gebaudes und des in-
neren Eisengerlsts erstreckten, waren typisch fir ihre
Zeit. Die ersten zwei Stockwerke der StraBenfront bestan-
den sogar aus steinsichtigen Granitpfeilern. Auf diesen
Pfeilern standen geschoBhohe, hohle, rechteckige GuBei-
sensdulen, die jeweils mit Hilfe von Bolzen aufeinanderge-
setzt waren, um die oberen sieben Stockwerke und das
Dach zu stiitzen. Die Saulen waren mit Beton gefiillt und
mit Ziegeln umgeben, die damals bis zu dreiBig Zentime-
ter stark waren und somit in den AuBenpfeilern des Geb&u-
des einen massiven Querschnitt bewirkten (Abb. 16).49

Um die Fenster und die gemauerten Bogenzwickel zwi-
schen den Pfeilern zu stiitzen, spannten sich guBeiserne
Stiirze in Form von zehn Zentimeter tiefen Kassetten, die
ebenso wie die Saulen mit Beton gefiillt waren, jeweils von
einer Saulenkonsole zu einem guBeisernen Mittelpfosten.
Beiden guBeisernen Fensterstiirzen handelte es sich nicht
um durchlaufende Balken. Sie bestanden vielmehr aus
zwei Halften, die sich tber den Mittelpfosten trafen. Die

Abb. 15 Rekonstruktion von Jenneys Kon-
struktionssystem fir die Aussenpfeiler des
Home Insurance Building: Zeichnung von
Deborah Cohen und Maxwell Meriman

Abb. 16 Home Insurance Building, wéhrend
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Stiirze waren offensichtlich weder mit den S&ulentragern
noch mit den Mittelpfosten verbolzt, sie ruhten vielmehr
einfach auf den tragenden Oberflachen, das heiBt sie la-
gerten auf der gestitzten Mauerwerkkniewand, die in den
Mauerwerkpfeiler eingebunden wurde, um die Eisenarmie-
rung seitlich an ihrem Platz zu halten. Wenn auch die ei-
sernen Fensterstiirze das Gewicht der gemauerten Bogen-
zwickel an die eisernen Mittelpfosten und Séulen weiterga-
ben, so war doch die Konstruktion, die sich damit ergab,
noch weit entfernt von einem starren, selbsttragenden Ei-
senskelett, das auf jedem GeschoB seine Mauerwerkver-
kleidung selbstandig trug, wiewohl gerade dies spéter als
kennzeichnend fiir das Home Insurance Building angefiihrt
worden ist.50

Alle bekannten Anhaltspunkte lassen darauf schlieBen,
daB Jenneys Eisenskelett nicht vollig selbstandig und vom
Mauerwerk unabhéngig war. Zunachst einmal verwies er
urspriinglich nicht auf die bloBe Verkleidungsfunktion des
Mauerwerks, sondern sprach immer davon, daB er die Ei-
sensdulen in die Mauerwerkpfeiler einbettete, um deren
Durchmesser zu reduzieren und damit méglichst viel Ta-
geslicht zu gewinnen.51 Zweitens waren die Sturzbalken
nicht mit Bolzen an den S&ulen befestigt, die Stabilitat der
Binder wurde also durch die Bogenzwickel aus Mauerwerk
erreicht. Drittens stiitzte die Eisensaule an keiner Stelle die
auBere Ziegelverblendung der Pfeiler, so daB diese durch-
gangig von den Granitpfeilern im SockelgeschoB getragen
wurde. Und schlieBlich hatte das Eisenskelett mit seinen
locker verbolzten und verklammerten Verbindungen ohne
die Stabilitat der zwei hinteren Trennwénde und der Mau-
erwerkpfeiler keinen Windbelastungen standhalten kén-
nen.

Die historische Bedeutung des Home Insurance Building
liegt darin, daB in diesem Gebaude zum ersten Mal seit
Badgers Getreidespeichern von 1860 und 1862 in den Ver-
einigten Staaten an der AuBenfassade eines mehrstocki-
gen Gebaudes extensiv Eisen angewandt wurde, um einen
Teil der Mauerwerkeinfassung zu tragen.52 Verglichen je-
doch mit Eiffels festen Nietverbindungen oder mit Sedilles
siebenstéckigem Schmiedeeisenrahmen im Magasin du
Printemps, der drei Jahre vorher konstruiert worden war,
macht Jenneys schwachverbolzter, achtstéckiger Rahmen
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aus mauerwerkverstarkten GuBeisensdulen einen fast
schon anachronistischen Eindruck. Es kann daher nicht
tberraschen, daB in den zweieinhalb Jahren, die auf Jen-
neys Darstellung seines Konstruktionssystems bei der Ta-
gung der Architects International Association im Oktober
1885 folgten, das Home Insurance Building und die Ein-
satzmoglichkeiten seines revolutiondren Systems in den
amerikanischen Fachzeitschriften und einschlagigen Ta-
gungsberichten gar nicht erwahnt wurde.53 Warum war of-
fensichtlich niemand in Chicago an der Auswertung der
Méglichkeiten dieses Systems interessiert.54 Diese Frage
fiihrt zu einer anderen, namlich der nach den Griinden fiir
den néchsten Schritt in der Entwicklung des Eisenskeletts,
der schlieBlich die endgiiltige Lésung dieses technischen
Problems brachte.

Am 22. Mai 1888, drei Jahre nach der Fertigstellung des
Home Insurance Building, wurde dem Architekten Leroy E.
Buffington aus Minneapolis ein Patent fiir ein selbsttragen-
des Schmiedeeisenskelettsy gewahrt, das fir die
Konstruktion hoher Geb&ude gedacht war (Abb. 17).55
Zwei Monate vorher hatte er in der Marzausgabe des North
western Architect einen Aufsatz veréffentlicht, in dem er die
beinahe unbegrenzte Hohe riihmte, die mit seinem Sy-
stem erreicht werden kénne.58 In keinem der frihen Zeit-
schriftenartikel, die sich mit Buffingtons System befaBten,
wurde das Home Insurance Building auch nur erwahnt, und
dies aus gutem Grund, denn Buffingtons System wich in ei-
nem entscheidenden Punkt von Jenneys Konstruktion ab.
Im Unterschied zu Jenney verwendete Buffington in sei-
nem starren System (in dem dem Mauerwerk keinerlei tra-
gende Funktion zukam) zusammengesetzte Saulen aus
Schmiedeeisen (nicht aus GuBeisen), die sowohl an die
Deckentrager genietet (nicht verbolzt) waren als auch an
die eisernen Auflagerwinkel, die auf jedem Stockwerk den
leichten Mauerwerk- und Glasmantel des Gebaudes tru-
gen. Mit Hilfe dieses revolutionaren Systems konnte er sei-
nen Wolkenkratzer entwerfen, einen 28stéckigen Biiro-
turm (Abb. 18), der die Hohe der Biirogebaude, die es da-
mals gab, um mehr als das Doppelte iibertroffen hatte. Der
Entwurf wurde 1888 in der Juliausgabe des Inland Archi-
tect verdffenlicht.57

Auch wenn Buffington dieses System nie in einem Gebau-
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Abb. 17 Leroy S. Buffington, Patent fir eine

Eisenskelettkonstruktion, 1888; aus Art
Bulletin 26, Méarz 1944
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de anwandte, waren sein Patent und sein Projekt von
groBer historischer Bedeutung, da sich hier der eigentliche
Beginn des Interesses an der Eisenskelettbauweise und
deren Entwicklung in Amerika manifestierte. Denn ob-
schon sein Entwurf — insbesondere an der Ostkiiste — auf
Spott stieB, regte er doch eine Reihe von Architekten und
Ingenieuren dazu an, sich mit der abschlieBenden Lésung
der Probleme zu befassen, die das Eisenskelett noch auf-
warf.58 Vom Home Insurance Building gingen seinerzeit
vergleichbare Anregungen oder Einfliisse nicht aus.

Wie schon Johnson sich fiir seine feuersicheren Decken-
konstruktionen an franzésische Vorbilder angelehnt hatte,
so ging mit groBer Wahrscheinlichkeit auch Buffingtons
Idee fiir sein Schmiedeeisenskelett auf die in technischer
Hinsicht weiter fortgeschrittenen Eisenkonstruktionen
zuriick, die — beispielhaft von Eiffel in seinen vernieteten
Eisenkonstruktionen — in Frankreich errichtet wurden. Im
Frihjahr 1885, als das Home Insurance Building seiner
Fertigstellung entgegensah, wurde Eiffels Technologie
buchstablich in die Vereinigten Staaten importiert, als nam-
lich die Freiheitsstatue, die in Frankreich gefertigt worden
war, ber den Atlantischen Ozean verschifft wurde. Die
Statue kam am 17 Juni 1885 in New York an. Eiffel hatte
das 29 Meter hohe vernietete Schmiedeeisenskelett ent-
worfen, das Auguste Bartholdis verkupferte Statue trug
und von ihr umhiillt wurde. Mit der Montage des diagonal
verstrebten Turms wurde im Friihjahr 1886 begonnen, und
die feierliche Einweihung fand am 28. Oktober 1886
statt.59 Man hat angenommen, daB Buffington, als er An-
fang 1886 mit der Arbeit an seinem Eisensystem begann,
sich von der Konstruktionsbeschreibung des Home Insu-
rance Building anregen lieB, die Jenney 1885 in der De-
zemberausgabe des Inland Architect veréffentlicht hat-
te.60 Wihrend Buffington sein Patent entwarf und ausar-
beitete — also vom Winter 1886 bis zum 14. November
1887 als er seine Patentanmeldung einreichte —, war je-
doch die Freiheitsstatue bereits im Bau und Gegenstand
von Zeitungsberichten. Wichtiger noch: In den Vereinigten
Staaten erschienen in dieser Zeit die ersten Artikel liber
Eiffels Entwurf fiir den iiber 300 Meter hohen Turm (der am
12. Juni 1886 offiziell angenommen wurde). Buffington
wandte in seinem endgliltigen Entwurf vernietete Schmie-
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Die Architekten dieses Landes und dieser Genera-
tion stehen nun vor etwas ganz Neuem - namlich
der Evolution und Integration sozialer Verhdltnisse
und ihrer ganz besonderen Gruppierung, die die
Errichtung grosser Birogebdude erforderlich
macht.

Ich habe nicht vor, lber die sozialen Verhdltnisse
zu diskutieren; ich nehme sie als Tatsache hin und
sage schon gleich jetzt, dass der Entwurf des gros-
sen Biirogebaudes von Anfang an als ein Problem
erkannt und gewdirdigt werden muss, das zu [6sen
ist — als ein lebenswichtiges Problem, das nach
einer echten Losung dréngt.

Wir wollen die Verhaltnisse auf die einfachste Art
betrachten; es handelt sich dabei, kurz gesagt,
um folgendes: Biiros sind notwendig fir die Erle-
digung der Verwaltungsarbeiten; die Erfindung
und Vervollkommnung des Expresslifts macht die
Vertikalbeférderung, die einst schwierig und miih-
sam war, jetzt leicht und bequem; die Entwicklung
der Stahlproduktion hat den Weg zu sicheren,
standfesten,  wirtschaftlichen Konstruktionen
geebnet, die eine betrachtliche Hohe erreichen;
das standige Anwachsen der Bevdlkerung, die
Anhéufung in den Zentren und die Erhéhung des
Grundstlickswertes bedingen eine Erhéhung der
Stockwerkszahl; dadurch, dass mit Erfolg immer
mehr Stockwerke aufeinandergesetzt werden,
wird der Grundstiickswert beeinflusst usw. — so
dass nun, durch Aktion und Reaktion, Interaktion
und Interreaktion, diese Form des hohen Gebdu-
des zustande kam, das man das »moderne Biiro-
gebdude« nennt. Es kam als Antwort auf eine

Louis H. Sullivan

Forderung; in im fand ein neuer sozialer Stand
Wohnsitz und Bezeichnung. Bis hierher ist alles
materialistisch, eine Zurschaustellung von Kraft,
Entschlossenheit, Verstand im reinen Sinn des
Wortes. Es ist das gemeinsame Produkt des Theo-
retikers, des Ingenieurs, des Baumeisters.

Das Problem ist dieses: Wie sollen wir diesem ste-
rilen, groben, rohen, brutalen Haufen, dieser star-
ren, widerspenstigen Fratze ewigen Kampfes die
Anmut jener hoheren Formen der Empfindung
und Kultur geben, die sich tiber die niedrigen und
primitiven Leidenschaften erheben? Wie sollen wir
aus der schwindelnden Hohe dieses so andersar-
tigen, unheimlichen, modernen Hauses die frohe
Botschaft des Gefiihls, der Schonheit — den Kult
eines hoheren Lebens verkiindigen?

Das ist das Problem; und wir miissen seine Losung
in einem seiner eigenen Evolution analogen Pro-
zess suchen - das heisst, in einer Fortsetzung
dieses Prozesses —, indem wir namlich Schritt fur
Schritt von allgemeinen zu besonderen Aspekten,
von allgemeinen zu besonderen Erwdgungen
Ubergehen.

Meiner Uberzeugung nach gehért es zum Wesen
eines jeden Problems, dass es seine Losung in sich
selber trdgt und sie andeutet. Ich glaube daran,
dass dies ein Naturgesetz ist. Wir wollen daher
sorgféltig die Elemente und diese Andeutung
- das heisst das Wesen - des Problems untersu-
chen.

Allgemein gesprochen, handelt es sich um fol-
gende, in der Praxis vorhandene Verhéltnisse:
Gebraucht werden
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. ein Untergrundgeschoss zur Aufnahme von Boi-
lern, Maschinen der verschiedensten Art, z. B.
der Anlage fiir Strom, Heizung, Beleuchtung;

2. ein Erdgeschoss fiir Laden, Banken oder andere

Etablissements, die eine grosse Flache, viel
Raum und viel Licht erfordern und leicht
zuganglich sein mussen;

3. eine zweite Etage, die leicht lber Treppen zu

erreichen ist — im allgemeinen mit grossen
Unterteilungen, entsprechend weitlaufig ange-
legter Struktur, ausgedehnten Glasflaichen und
breiten Fensteroffnungen;

4. dartber eine unbestimmte Anzahl aufeinander

geschichteter Blrogeschosse, eine Etage wie
die andere, ein Biro wie das andere — jedes Biiro
eine Wabe in einem Bienenstock, nur eine Zelle
und nichts weiter;

5. ein letztes auf alle diese vorgenannten aufge-

setztes Stockwerk, das in bezug auf organische
Zweckmadssigkeit der Struktur rein physiolo-
gischer Artist: das Dachgeschoss. Hier vollendet
sich der Kreislauf und macht seine grosse Wen-
dung abwaérts. Der Raum ist angefiillt mit Behal-
tern, Rohren, Ventilen, Rddern und sonstigen
mechanischen Dingen, die eine Ergdnzung der
im Keller befindlichen Kraftanlage darstellen.
Zuletzt — oder vielmehr zuerst - muss im Erd-
geschoss noch ein gemeinsamer Haupteingang
fur alle Kunden bzw. im Hause Beschaftigten
vorgesehen werden.

Dieses Programm gilt im wesentlichen fiir jedes
grosse Burogebdude des Landes. Was die notwen-
dige Einrichtung von Lichthofen anlangt, so
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gehort diese nicht zum eigentlichen Problem,
und ich halte es nicht fiir erforderlich, sie hier zu
berticksichtigen. Solche Dinge - wie z. B. auch
die Einrichtung von Aufzliigen - gehoren zur
wirtschaftlichen Seite des Gebaudes, und ich
setze voraus, dass die Erwdagungen und Entschei-
dungen hierbei vom pekunidren und vom Zweck-
massigkeitsstandpunkt aus getroffen werden. Nur
in seltenen Féllen hat der Grundriss oder die Eta-
genanordnung des grossen Biirogebaudes asthe-
tische Bedeutung - so z. B., wenn der Lichthof
ausserhalb angelegt wird oder aber im Innern ein
sehr charakteristisches Merkmal bilden soll.

Da ich hier nicht nach einer individuellen oder
speziellen Losung, sondern nach einem echten
normalen Typ forsche, muss die Aufmerksamkeit
sich auf solche Verhaltnisse beschranken, die im
allgemeinen auf samtliche grossen Blirogebdude
zutreffend sind; jede nur zuféllige Variation beein-
trachtigt die Klarheit der Untersuchung und muss
deshalb unbeachtet bleiben.

Die horizontalen und vertikalen Abmessungen des
Einzelburos sind selbstverstandlich so berechnet,
dass sich in der Praxis ein Raum von ausreichender
Flache und Hohe ergibt; die Grosse des Standard-
Buroraums bestimmt natlrlich die Standardab-
messungen der Struktur und ungefdhr auch die
Grosse der Fenster6ffnungen. Diese strukturellen
Dimensionen hinwiederum bilden die echte Basis
fiir die kiinstlerische Gestaltung des Ausseren. Es
versteht sich von selbst, dass die Flichen und Off-
nungen im ersten (dem merkantilen) Stockwerk
unbedingt grosser sein mussen als diejenigen in
allen Ubrigen; Flachen und Offnungen des zwei-

ten (des quasi-merkantilen) Stockwerkes sind auf
dhnliche Weise zu planen; im Dachgeschoss sind
Flichen und Offnungen von keinerlei Bedeutung
- die Fenster haben keinen tatsachlichen Wert, da
das Licht von oben einfallen kann; eine Zellenein-
teilung der Strukturfldche ist hier nicht erforder-
lich.

Daraus folgt ganz unbedingt und einfach, dass wir,
um - unseren natlrlichen Instinkten folgend und
ohne Gedanken an Blcher, Regeln, friihere Bei-
spiele oder sonstiges Bildungsgepack — zu einem
spontanen und vernilinftigen Resultat zu gelan-
gen, das Aussere unseres grossen Biirogebdudes
wie folgt entwerfen missen:

Dem Erdgeschoss geben wir einen Haupteingang,
derden Blick auf sich zieht, und den Rest des Stock-
werks statten wir mehr oder weniger grossziigig
aus — entsprechend den praktischen Notwendig-
keiten, aber so, dass alles weit und frei wirkt. Die
zweite Etage wird ahnlich, aber im allgemeinen
etwas weniger grosszligig geplant. Die Anlage
der Ubrigen Stockwerke richtet sich nach der ein-
zelnen »Zellek, fur die ein Fenster mit Pfeiler, Sims
und Sturz vorgesehen wird; ein Raum soll wie der
andere aussehen, weil einer genau so ist wie der
andere. Zuletzt kommen wir zum Dachgeschoss,
das, da es nicht in Blirozellen unterteilt wird und
keine besonderen Vorrichtungen fiir Beleuchtung
erfordert, uns die Mdglichkeit gibt, durch breit
angelegtes Mauerwerk von beherrschendem,
wuchtigem Charakter deutlich zu machen, dass
die Reihe von Blroetagen hier endgliltig abge-
schlossen wird.

Das Resultat mag dirftig und die Art seiner Dar-
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legung herzlos und pessimistisch erscheinen
- aber nichtsdestoweniger haben wir eine cha-
rakteristische Stufe erreicht, die das vorgestellte
distere Gebdude der Theoretiker-Ingenieur-Bau-
meister-Kombination Uberragt. Denn nun spirt
man in der unmittelbar getroffenen Entschei-
dung definitiv die Hand des Architekten, und der
durch und durch gesunde, logische und klare
Ausdruck der Verhdltnisse wird sichtbar.

Wenn ich sage »die Hand des Architekteng, so
denke ich nicht unbedingt an einen ausgelernten
und erfahrenen Architekten; ich denke dabei an
einen Mann mit einer starken naturlichen Liebe
zu Gebduden - und mit einem Talent, ihnen die
seiner unverkiinstelten Natur direkt und einfach
erscheinende Gestalt zu geben. Er wird einen
neuen Pfad austreten, der vom Problem zur
Lésung flhrt, und dabei wird er eine beneidens-
werte Logik entwickeln. Wenn er die Gabe der
Detailformung, ein Gefiihl fir die Form als sol-
che und auch Neigung dafiir besitzt, so wird sein
Ergebnis nicht nur einfache, gerade Naturlich-
keit, sondern dartber hinaus auch den Charme
der Empfindung zum Ausdruck bringen.
Nichtsdestoweniger sind bis hierher die Resul-
tate nur Stlickwerk und Versuche; wenn sie auch
verhdltnismassig echt sind, so sind sie doch nur
oberflachlich. Unser Instinkt hat zweifellos recht,
aber wir miissen eine bessere Rechtfertigung, eine
genauere Bestdtigung fir ihn finden.

Wir haben nun bei der Untersuchung unseres Pro-
blems verschiedene Fragen gepriift: 1. Die soziale
Grundlage der Notwendigkeit grosser Biroge-
baude; 2. die eigentliche materielle Befriedigung
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dieses Bedurfnisses; 3. sind wir von der eigent-
lichen Planung, Konstruktion und Anlage zur ele-
mentaren Architektur als dem direkten Ergebnis
verniinftigen, gesunden Bauens Ubergegangen;
4. von der elementaren Architektur sind wir mit
Hilfe der Empfindung zu den Anfdéngen echten
architektonischen Ausdrucks gelangt.

Aber wenn auch an unserem Gebdude alles dieses
in betrachtlichem Masse erkennbar ist, so sind wir
doch noch weit entfernt von der richtigen Lésung
des Problems, die ich mir zur Aufgabe gemacht
habe. Wir missen jetzt auf die befehlende Stimme
der Emotion horchen.

Sie fragt uns: Welches ist das Hauptmerkmal
des grossen Biirogebaudes? Und wir antworten
sofort: Es ist sehr hoch. Und diese seine Hohe
ist, vom Kinstler aus gesehen, sein erregendes
Merkmal. Sie ist der méchtig schwingende, aufru-
fende Orgelton. Und das Gebdude hinwiederum
muss den Dominantakkord dieses Tones, der die
Vorstellung reizt, zum Ausdruck bringen. Es muss
hoch sein - jeder Zoll an ihm muss hoch sein. Die
Kraft und Gewalt der Hohe missen in ihm sein
- der Glanz und der Stolz der Begeisterung. Bis
ins kleinste muss es stolz und jubelnd sein, muss
sich emporrecken in reinem Frohlocken dari-
ber, dass es vom Boden bis zum hochsten Punkt
eine Einheit bildet, in der keine einzige Linie
von der Richtung abweicht - dass es die frische
unerwartete, ausdrucksvolle Uberwindung der
nlichternsten, finstersten, abstossendsten Ver-
héltnisse darstellt.

Der Mann, der in diesem Geist und im Geflihl

der Verantwortung seiner Generation gegenu-
ber plant und entwirft, darf kein Feigling, kein
Blicherwurm, kein Dilettant sein. Er muss leben
im vollsten Sinn - aus seinem Leben und fiir sein
Leben. Er muss sofort, von Inspiration erfiillt,
erkennen, dass das Problem des grossen Biro-
gebaudes eine der wunderbarsten, herrlichsten
Gelegenheiten ist, die der Herr der Natur in Sei-
ner Giite dem stolzen Menschengeist jemals dar-
geboten hat.

Dass dies nicht erkannt, vielmehr glattweg geleug-
net wurde, ist ein Beweis menschlicher Verkehrt-
heit, der uns zu denken geben muss.

Nun ein Weiteres: Wir wollen die Frage auf der
Ebene ruhiger, philosophischer Betrachtung erwa-
gen. Wir wollen eine umfassende, abschliessende
Losung finden - das Problem wirklich aufldsen.
Gewisse Kritiker — und zwar sehr scharfsinnige -
haben die Theorie aufgestellt, dass der echte Pro-
totyp des grossen Bilirogebdudes die klassische
Sdule, bestehend aus Basis, Schaft und Kapitell,
sei. Demnach waére also die geformte Basis typisch
fur die unteren Stockwerke unseres Gebaudes, der
glatte oder kannelierte Schaft stellte die mono-
tone, durchgehende Reihe der Biiroetagen und
das Kapitell die vollendende Kraft und die Uppig-
keit des obersten Geschosses dar.

Andere Theoretiker, die einen mystischen Sym-
bolismus vertreten, fiihren die vielen Dreiheiten
in Natur und Kunst sowie die Schonheit und End-
glltigkeit einer solchen Dreiheit in der Einheit an.
Sie berufen sich auf die Schéonheit der Primzahlen,
das Geheimnisvolle der Zahl Drei, die Schonheit
Uberhaupt aller Dinge, die in drei Stufen unterteilt
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sind - z. B. des Tages, der aus Morgen, Mittag und
Abend besteht, und des Korpers, der sich aus Glie-
dern, Rumpf und Kopf zusammensetzt. So, sagen
sie, sollte auch das Gebaude vertikal in drei Teile
unterteilt sein — wie die zuvor angefiihrten Dinge,
aber aus anderen Motiven heraus.

Andere - reine Intellektualisten - meinen, dass ein
solcher Plan wie ein logischer Beweis aufgebaut
sein und aus Einleitung, Mitte und Schluss beste-
hen musse, und jeder Teil misse deutlich erkenn-
bar sein: Wieder also, wie weiter oben, ein in verti-
kaler Richtung dreigeteiltes Gebaude.

Noch andere, die ihre Beispiele und Beweise im
Reich der Natur suchen, behaupten, dass ein sol-
cher Entwurf vor allem organisch sein misse. Sie
fuhren eine geeignete Pflanze an, deren Blatter
sich gebuindelt auf den Boden breiten und deren
langer, anmutiger Stengel die préachtige einzelne
Bllte trdgt. Sie weisen besonders auf die Fohre
hin, auf ihre machtigen Wurzeln, ihren geschmei-
digen durchgehenden Stamm und die bischelige
Krone hoch oben in der Luft. So, sagen sie, solle
das grosse Burogebdude entworfen sein: wieder
vertikal in drei Teile geteilt.

Andere schliesslich, die mehr Wert auf die Kraft
der Einheit als auf die Schonheit der Dreiheit
legen, sagen, dass ein solcher Plan auf einen
Schlag entworfen werden misse - in der Art
etwa, in der ein Hufschmied oder der gewal-
tige Jupiter selbst arbeite; oder aber er musse,
wie Minerva, voll ausgebildet den Gedanken
entspringen. Sie akzeptieren die Dreiteilung als
zuldssig und willkommen, aber nicht als wesent-
lich. Fir sie bedeutet sie eine Unterteilung ihrer
Einheit: die Einheit



Das grosse Biirogebaude,
kiinstlerisch betrachtet (1896)

entsteht nicht aus dem Zusammenschluss der
drei, die von ihnen ohne Murren geduldet wer-
den, sofern die Unterteilung der Einheit die Ein-
heit selbst nicht stort.

Alle diese Kritiker und Theoretiker sind jedoch
positiv und einhellig der Meinung, dass das grosse
Burogebaude nicht zu einer Biihne fir die Zur-
schaustellung architektonischen Kénnens im
wissenschaftlichen Sinn werden darf; dass zuviel
Wissen hier ebenso gefahrlich und abstossend ist
wie halbes Wissen; dass ein Mischmasch widerlich
ist; dass ein sechzehnstockiges Gebdude nicht
aus sechzehn separaten, voneinander unterschie-
denen und unzusammenhdngenden Bauwerken
bestehen darf, die aufeinandergetiirmt werden,
bis der oberste Stock erreicht ist.

Diese letzte Torheit wiirde ich tiberhaupt nicht
erwdhnen, wenn es nicht eine Tatsache ware, dass
neun von zehn Gebduden in genau dieser Weise
entworfen werden - und zwar nicht von Unwis-
senden, sondern von Ausgebildeten. Es scheint
wirklich, als sei der »trainierte« Architekt, sobald
er diesem Problem gegenibersteht, bei jedem -
oder mindestens jedem dritten — Stockwerk von
panischer Angst befallen, dass er »schlecht in
Form« sei; dass er firr sein Bauwerk nicht genu-
gend Schmuck von diesem, oder einem anderen
»korrekten« Gebdude aus irgendeinem anderen
Land oder irgendeiner anderen Zeit geborgt habe;
dass er nicht weitschweifig genug sei in der Aus-
stellung seiner Ware; kurz: dass er einen Mangel
an Wendigkeit zeige. Es scheint tiber seine Krafte
zu gehen, den Griff der verkrampften, unruhigen
Hand zu lockern, seine Nerven zu beruhigen, seine

Gedanken abzukiihlen, ruhig und natirlich zu
Uberlegen; er lebt in einem schrecklichen Wach-
traum, der von den zerstlickelten Gliedmassen
der Architektur erfillt ist: wirklich kein sehr anre-
gendes Schauspiel.

Was die zuvor erwahnten ernsthaften Ansichten
scharfsinniger und verstandiger Kritikeranlangt, so
werde ich mich - wenn auch mit Bedauern - zum
Zwecke dieser Demonstration von ihnen absetzen,
denn ich halte sie fiir sekunddr und unwesentlich,
den innersten Kern der ganzen Angelegenheit,
namlich die echte und unerschitterliche Philoso-
phie der Baukunst, nicht betreffend.

Diese Ansicht will ich nun belegen, denn sie tragt
zur L&sung des Problems eine abschliessende und
umfassende Formel bei.

Jedes Ding in der Natur hat eine Gestalt, dass hei-
sst eine Form, eine dussere Erscheinung, durch die
wir wissen, was es bedeutet, und die es von uns
selbst und von allen anderen Dingen unterschei-
det.

In der Natur bringen diese Formen das innere
Leben, den eingeborenen Wert der Geschopfe
oder der Pflanzen, die sie darstellen, zum
Ausdruck; sie sind so charakteristisch und so
unverkennbar, dass wir ganz einfach sagen, es
sei »natirlich«, dass sie so sind. Und doch: im
Augenblick, in dem wir unter die Oberflache
dringen, im Augenblick, in dem wir durch das
ruhige Spiegelbild unseres Ichs und der Wolken
hoch Uber uns in die klare, stromende, uner-
messliche Tiefe der Natur schauen — wie bestir-
zend ist diese Stille, wie unbegreiflich der Fluss
des Lebens, wie erschiitternd das Geheimnis!
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Unaufhorlich nimmt das Wesen der Dinge in
der Materie der Dinge Gestalt an, und diesen
wunderbaren Vorgang nennen wir Geburt und
Wachstum. Und wenn nach einer Weile Geist und
Materie gemeinsam dahinschwinden, so nennen
wir's Verwelken und Tod. Diese beiden Ereignisse
erscheinen als zusammenhdngend und inein-
andergreifend, sie sind eins wie die Seifenblase
und ihr Schillern - schweben wie sie in sanft sich
bewegender Luft. Diese Luft ist wunderbar tGber
alles Begreifen hinaus.

Dem, der auf dem Ufer der Dinge steht und unver-
wandt und voll Liebe dorthin blickt, wo die Sonne
scheint und wo, wie wir gliicklich empfinden, das
Leben ist, fillt sich das Herz bestéandig mit Freude
Uber die Schonheit und die Ungezwungenheit,
mit der das Leben seine Formen sucht und fin-
det - in vollkommener Ubereinstimmung mit den
Bedurfnissen. Immer scheint es, als seien Leben
und Form ganz und gar eins und unzertrennlich,
so vollendet ist die Erfiillung.

Ob wir an den im Flug gleitenden Adler, die geoff-
nete Apfelbliite, das schwer sich abmihende
Zugpferd, den majestatischen Schwan, die weit
ihre Aste breitende Eiche, den Grund des sich win-
denden Stroms, die ziehenden Wolken oder die
Uber allem strahlende Sonne denken: immer folgt
die Form der Funktion — und das ist das Gesetz. Wo
die Funktion sich nicht andert, andert sich auch die
Form nicht. Die Granitfelsen und die traumenden
Higel bleiben immer dieselben; der Blitz springt
ins Leben, nimmt Gestalt an und stirbt in einem
Augenblick. Es ist das Gesetz aller organischen
und anorganischen, aller physischen und meta-
physischen, aller menschlichen und Gibermensch
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lichen Dinge, aller echten Manifestationen des
Kopfes, des Herzens und der Seele, dass das Leben
in seinem Ausdruck erkennbar ist, dass die Form
immer der Funktion folgt. Das ist Gesetz.

Durfen wir also dieses Gesetz tdglich in unserer
Kunst Gbertreten? Sind wir so dekadent, so toricht,
so ungeheuer kurzsichtig, dass wir diese so ein-
fache Wahrheit nicht erkennen? Ist diese Wahrheit
so durchsichtig, dass wir durch sie hindurchsehen,
ohne sie wahrzunehmen? Ist sie wirklich etwas so
Wunderbares — oder aber ist sie so abgedroschen,
so alltaglich und uns so nahe, dass wir einfach
nicht einsehen konnen, dass Gestalt, Form und
Ausseres des grossen Biirogebdudes nach Art
aller Dinge sich den Funktionen dieses Gebdudes
anpassen muissen - dass, wo die Funktion sich
nicht andert, die Form sich nicht andern darf?
Zeigt dies nicht klar und deutlich und endgiltig,
dass eine oder zwei der untersten Etagen einen
besonderen Charakter, entsprechend den beson-
deren Bedurfnissen, zum Ausdruck bringen mis-
sen? Dass die Reihen der eigentlichen Biiros, die die
gleiche unverdnderte Funktion haben, die gleiche
unveranderte Form behalten missen? Dass fiir die
Funktion der obersten Etage, die spezifischen und
abschliessenden Charakter hat, in Bezug auf Kraft,
Bedeutung, Endgliltigkeit der geeignete Ausdruck
gefunden werden muss? Hieraus ergibt sich ganz
natlrlich, ganz spontan und unbeabsichtigt die
dreiteilige Form - nicht aus irgendeiner Theorie,
einem Symbol oder einer Logik.

Und so findet der Entwurf des grossen Biiroge-
bdudes seinen Platz neben allen anderen Ent-
wiirfen, die entstanden, sobald die Architektur —

immer einmal im Verlauf langer Zeitrdume - eine
lebendige Kunst war. Als Beispiel haben wir den
griechischen Tempel, den gotischen Dom und die
mittelalterliche Burg.

Wenn urspriinglicher Instinkt und urspriingliche
Empfindsamkeit unsere geliebte Kunst beherr-
schen werden; wenn es erkanntes und aner-
kanntes Gesetz sein wird, dass die Form stets der
Funktion folgt; wenn unsere Architekten aufhéren
werden, prahlerisch zu streiten und kindisch sich
zu zanken, indes ihre Hande von Systemen auslan-
discher Schulen gefesselt sind; wenn zutiefst emp-
funden und freudig anerkannt wird, dass dieses
Gesetz sonnige griine Felder erschliesst und uns
Freiheit schenkt — dass die Schénheit und Herr-
lichkeit des Gesetzes selbst, wie sie in der Natur in
Erscheinung treten, jeden verniinftigen und emp-
findenden Menschen davon abhalt, in Ziigellosig-
keit zu verfallen; wenn offensichtlich wird, dass wir
eine fremde Sprache mit amerikanischem Akzent
sprechen, wahrend doch jeder Architekt im Lande
unter dem giinstigen Einfluss dieses Gesetzes auf
die einfachste, bescheidenste und natrlichste
Art aussprechen konnte, was er sagen mdchte -
wahrend er doch wirklich und ganz gewiss seine
eigene charakteristische Individualitdt entwickeln
und die Kunst der Architektur zu einer lebendigen
Sprache machen konnte, zu einer natirlichen
Form der Ausserung, durch die ihm Erleichterung
verschafft und den Kunstschatzen seines Landes
ein neuer Schatz hinzugefiigt wiirde; wenn wir
wissen und flihlen werden, dass die Natur unser
Freund und nicht unser unerbittlicher Feind ist,
dass ein Nachmittag auf dem Land, eine Stunde
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am Meeresufer, die freie Aussicht auf einen ein-
zigen Tag - seine Morgenddmmerung, seinen Mit-
tag und sein Abendlicht - uns soviel Rhythmus,
Tiefe und Ewigkeit fiir die grosse Kunst der Archi-
tektur schenkt - etwas, das so tief und wahr ist,
dass alle einengenden Formalitdten, alle starren
Richtlinien, alle erstickenden Fesseln der Schule
es nicht in uns abzutéten vermogen -, dann darf
gesagt werden, dass wir uns auf dem richtigen
Weg zu einer natirlichen und befriedigenden
Kunst befinden, zu einer Architektur, die binnen
kurzem zur schonen Kunst im wahren und besten
Sinn des Wortes werden wird, zu einer Kunst, die
leben wird, weil sie eine Kunst des Volkes, eine
Kunst fiir das Volk und durch das Volk ist.

Sherman, Paul: Louis H. Sullivan. Ein amerika-
nischer Architekt und Denker, Berlin u. a. 1963, S.
144-149.
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The cardboard house needs an antidote. The anti-
dote is far more important than the house. As
antidote - and as practical example, too. Of the
working out of an ideal of organic simplicity that
has taken place here on American soil, step by step,
under conditions that are your own - could | do
better than to take apart for your benefit the buil-
dings | have tried to build, to show you how they
were, long ago, dedicated to the ideal of organic
simplicity? It seems to me that while another might
do better than that, | certainly could not - for that
is, truest and best, what | know about the subject.
What a man does, that he has.

When, ,in the cause of architecture,” in 1893, | first
began to build the houses, sometimes referred to
by the thoughtless as,The New School of the Middle
West” (some advertiser’s slogan comes along to
label everything in this our busy woman'’s country),
the only way to simplify the awful building in vogue
at the time was to conceive a finer entity — a better
building - and get it built. The buildings standing
then were all tall and all tight. Chimneys were lean
and taller still, sooty fingers threatening the sky.
And beside them, sticking up by way of dormers
through the cruelly sharp, saw-tooth roofs, were
the attics for,help” to swelter in. Dormers were ela-
borate devices, cunning little buildings complete
in themselves, stuck to the main roof slopes to let
+help” poke heads out of the attic for air.
Invariably the damp sticky clay of the prairie was dug
out for a basement under the whole house, and the
rubble-stone walls of this dank basement always
stuck up above the ground a foot or more and blin-
ked, with half-windows. So the universal ,cellar”

Frank Lloyd Wright

showed itself as a bank of some kind of masonry
running around the whole house, for the house to
sit up on - like a chair. The lean, upper house walls
of the usual two floors above this stone or brick
basement were wood, set on top of this masonry-
chair, clapboarded and painted, or else shingled
and stained, preferably shingled and mixed, up and
down, all together with moldings crosswise. These
overdressed wood house walls had, cut in them -
or cut out of them, to be precise - big holes for
the big cat and little holes for the little cat to get
in and out or for ulterior purposes of light and air.
The house walls were becorniced or bracketed up
at the top into the tall, purposely profusely compli-
cated roof, dormers plus. The whole roof, as well as
the roof as a whole, was scalloped and ridged and
tipped and swanked and gabled to madness before
they would allow it to be either shingled or slated.
The whole exterior was bedeviled - that is to say,
mixed to puzzle-pieces, with corner-boards, panel-
boards, window-frames, cornerblocks, plinth-
blocks, rosettes, fantails, ingenious and jigger work
in general. This was the only way they seemed to
have, then, of ,putting on style The scroll-saw
and turning-lathe were at the moment the honest
means of this fashionable mongering by the wood-
butcher and to this entirely ,moral” end. Unless the
householder of the period were poor indeed, usu-
ally an ingenious corner-tower on his house even-
tuated into a candle-snuffer dome, a spire, an inver-
ted rutabaga or radish or onion or — what is your
favorite vegetable? Always elaborate bay-windows
and fancy porches played ,ring around a rosy” on
this ,imaginative” corner feature. And all this the
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building of the period could do equally well in brick
or stone. It was an impartial society. All material
looked pretty much alike in that day.

Simplicity was as far from all this scrap pile as the
pandemonium of the barnyard is far from music.
But it was easy for the architect. All he had to do
was call:, Boy, take down No. 37, and put a bay-win-
dow on it for the lady!”

So - the first thing to do was to get rid of the
attic and, therefore, of the dormer and of the use-
less ,heights” below it. And next, get rid of the
unwholesome basement, entirelyyes, absolutely
- in any house built on the prairie. Instead of lean,
brick chimneys, bristling up from steep roofs to hint
at,judgment” everywhere, | could see necessity for
one only, a broad generous one, or at most, for two,
these kept low down on gently sloping roofs or
perhaps flat roofs. The big fireplace below, inside,
became now a place for a real fire, justified the
great size of this chimney outside. A real fireplace at
that time was extraordinary. There were then,man-
tels” instead. A mantel was a marble frame for a few
coals, or a piece of wooden furniture with tiles stuck
initand a,grate,” the whole set slam up against the
wall. The ,mantel” was an insult to comfort, but the
integral fireplace became an important part of the
building itself in the houses | was allowed to build
out there on the prairie. It refreshed me to see the
fire burning deep in the masonry of the house its-
elf.

Taking a human being for my scale, | brought the
whole house down in height to fit a normal man;
believing in no other scale, | broadened the mass
out, all | possibly could, as | brought it down into
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spaciousness. It has been said that were | three
inches taller (1am 5’ 8%>" tall), all my houses would
have been quite different in proportion. Perhaps.
House walls were now to be started at the ground
on a cement or stone water table that looked like
a low platform under the building, which it usu-
ally was, but the house walls were stopped at the
second story window-sill level, to let the rooms
above come through in a continuous window-
series, under the broad eaves of a gently sloping,
overhanging roof. This made enclosing screens out
of the lower walls as well as light screens out of the
second story walls. Here was true enclosure of inte-
rior space. A new sense of building, it seems.

The climate, being what it was, a matter of violent
extremes of heat and cold, damp and dry, dark
and bright, | gave broad protecting roof-shelter
to the whole, getting back to the original purpose
of the ,cornice” The undersides of the roof projec-
tions were flat and light in color to create a glow
of reflected light that made the upper rooms not
dark, but delightful. The overhangs had double
value, shelter and preservation for the walls of the
house as well as diffusion of reflected light for the
upper story, through the ,light screens” that took
the place of the walls and were the windows.

At this time, a house to me was obvious primarily
as interior space under fine shelter. | liked the sense
of shelter in the ,look of the building.” | achieved
it, | believe. | then went after the variegate bands
of material in the old walls to eliminate odds and
ends in favor of one material and a single surface
from grade to eaves, or grade to second story sill-
cope, treated as simple enclosing screens — or else

made a plain screen band around the second story
above the windows-sills, turned up over on to the
ceiling beneath the eaves. This screen band was of
the same material as the under side of the eaves
themselves, or what architects call the ,soffit” The
planes of the building parallel to the ground were
all stressed, to grip the whole to earth. Sometimes it
was possible to make the enclosing wall below this
upper band of the second story, from the second
story window-sill clear down to the ground, a heavy
,wainscot” of fine masonry material resting on the
cement or stone platform laid on the foundation. |
liked that wainscot to be of masonry material when
my clients felt they could afford it.

As a matter of form, too, | liked to see the projec-
ting base, or water table, set out over the founda-
tion walls themselves as a substantial preparation
for the building. This was managed by setting the
studs of the walls to the inside of the foundation
walls, instead of to the outside. All door and win-
dow tops were now brought into line with each
other with only comfortable head-clearance for
the average human being. Eliminating the suffe-
rers from the ,attic” enabled the roofs to be low.
The house began to associate with the ground and
become natural to its prairie site. And would the
young man in architecture ever believe that this
was all ,new” then? Not only new, but destructive
heresy - or ridiculous eccentricity. So new that what
little prospect | had of ever earning a livelihood by
making houses was nearly wrecked. At first, ,they”
called the houses ,dress-reform” houses, because
society was just then excited about that particular
Jreform This simplification looked like some kind
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of ,reform” to them. Oh, they called them all sorts
of names that cannot be repeated, but,they” never
found a better term for the work unless it was,hori-
zontal Gothic," ,temperance architecture” (with
a sneer), etc,, etc. | don't know how | escaped the
accusation of another ,renaissance.”

What | have just described was all on the outside of
the house and was there chiefly because of what
had happened inside. Dwellings of that period
were ,cut-up,” advisedly and completely, with the
grim determination that should go with any cutting
process. The interiors” consisted of boxes beside or
inside other boxes, called rooms. All boxes inside a
complicated boxing. Each domestic ,function” was
properly box to box. | could see little sense in this
inhibition, this cellular sequestration that implied
ancestors familiar with the cells of penal institu-
tions, except for the privacy of bedrooms on the
upper floor. They were perhaps all right as,.sleeping
boxes.”

So | declared the whole lower floor as one room,
cutting off the kitchen as a laboratory, putting ser-
vants’ sleeping and living quarters next to it, semi-
detached, on the ground floor, screening various
portions in the big room, for certain domestic pur-
poses - like dining or reading, or receiving a formal
caller. There were no plans like these in existence at
the time and my clients were pushed toward these
ideas as helpful to a solution of the vexed servant-
problem. Scores of doors disappeared and no end
of partition. They liked it, both clients and servants.
The house became more free as ,space” and more
livable, too. Interior spaciousness began to dawn.
Having got what windows and doors there were
left
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lined up and lowered to convenient human height,
the ceilings of the rooms, too, could be brought
over on to the walls, by way of the horizontal, broad
bands of plaster on the walls above the windows,
the plaster colored the same as the room ceilings.
This would bring the ceiling-surface down to the
very window tops. The ceilings thus expanded, by
extending them downward as the wall band above
the windows, gave a generous overhead to even
small rooms. The sense of the whole was broade-
ned and made plastic, too, by this expedient. The
enclosing walls and ceilings were thus made to
flow together.

Here entered the important element of plasticity
- indispensable to successful use of the machine,
the true expression of modernity. The outswinging
windows were fought for because the casement
window associated the house with out-of-doors
- gave free openings, outward. In other words the
so-called ,casement” was simple and more human.
In use and effect, more natural. If it had not existed
| should have invented it. It was not used at that
time in America, so | lost many clients because |
insisted upon it when they wanted the ,guillotine”
or,doublehung” window then in use. The guillotine
was not simple nor human. It was only expedient. |
used it once in the Winslow House — my first house
- and rejected it thereafterforever. Nor at that time
did | entirely eliminate the wooden trim. | did make
it ,plastic,” that is, light and continuously flowing
instead of the heavy ,cut and butt” of the usual
carpenter work. No longer did the ,trim,” so called,
look like carpenter work. The machine could do it
perfectly well as | laid it out. It was all after,,quiet.”

This plastic trim, too, with its running ,back-hand”
enabled poor workmanship to be concealed. It
was necessary with the field resources at hand at
that time to conceal much. Machinery versus the
union had already demoralized the workmen. The
machine resources were so little understood that
extensive drawings had to be made merely to show
the,millman” what to leave off. But the ,trim” finally
became only a single, flat, narrow, horizontal wood
band runningaround the room, one atthe top of the
windows and doors and another next to the floors,
both connected with narrow, vertical, thin wood
bands that were used to divide the wall surfaces
of the whole room smoothly and flatly into folded
color planes. The trim merely completed the win-
dow and door openings in this same plastic sense.
When the interior had thus become wholly plastic,
instead of structural, a new element, as | have said,
had entered architecture. Strangely enough an ele-
ment that had not existed in architectural history
before. Not alone in the trim, but in numerous ways
too tedious to describe in words, this revolutionary
sense of the plastic whole, an instinct with me at
first, began to work more and more intelligently
and have fascinating, unforeseen consequences.
Here was something that began to organize its-
elf. When several houses had been finished and
compared with the house of the period, there was
very little of that house left standing. Nearly every
one had stood the house of the period as long as
he could stand it, judging by appreciation of the
change. Now all this probably tedious description
is intended to indicate directly in bare outline how
thus early there was an ideal of organic simplicity
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put to work, with historical consequences, here in
your own country. The main motives and indica-
tions were (and | enjoyed them all):

FIRST - To reduce the number of necessary parts of
the house and the separate rooms to a minimum,
and make all come together as enclosed space -
so divided that light, air and vista permeated the
whole with a sense of unity.

SECOND -To associate the building as a whole with
its site by extension and emphasis of the planes
parallel to the ground, but keeping the floors off
the best part of the site, thus leaving that better
part for use in connection with the life of the house.
Extended level planes were found useful in this
connection.

THIRD - To eliminate the room as a box and the
house as another by making all walls enclosing
screens-the ceilings and floors and enclosing
screens to flow into each other as one large enclo-
sure of space, with minor subdivisions only. Make
all house proportions more liberally human, with
less wasted space in structure, and structure more
appropriate to material, and so the whole more
livable. Liberal is the best word. Extended straight
lines or streamlines were useful in this.

FOURTH - To get the unwholesome basement
up out of the ground, entirely above it, as a low
pedestal for the living portion of the home, making
the foundation itself visible as a low masonry plat-
form on which the building should stand.

FIFTH - To harmonize all necessary openings to
,outside” or to ,inside” with good human propor-
tions and make them occur naturally-singly or as a
series in the scheme of the whole building. Usually
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they appeared as ,light-screens” instead of walls,
because all the ,architecture” of the house was
chiefly the way these openings came in such walls
as were grouped about the rooms as enclosing
screens. The room as such was now the essential
architectural expression, and there were to be no
holes cut in walls as holes are cut in a box, because
this was not in keeping with the ideal of ,plastic
Cutting holes was violent.

SIXTH - To eliminate combinations of different
materials in favor of mono-material so far as pos-
sible; to use no ornament that did not come out of
the nature of materials to make the whole building
clearer and more expressive as a place to live in,
and give the conception of the building appropri-
ate revealing emphasis. Geometrical or straight-
lines were natural to the machinery at work in the
building trades then, so the interiors took on this
character naturally.

SEVENTH - To incorporate all heating, lighting,
plumbing so that these systems became constitu-
ent parts of the building itself. These service fea-
tures became architectural and in this attempt the
ideal of an organic architecture was at work.
EIGHTH - To incorporate as organic architecture-so
far as possible-furnishings, making them all one
with the building and designing them in simple
terms for machine work. Again straight lines and
rectilinear forms.

NINTH - Eliminate the decorator. Re was all curves
and all efflorescence, if not all ,period.”

This was all rational enough so far as the thought of
an organic architecture went. The particular forms

this thought took in the feeling of it all could only
be personal. There was nothing whatever at this
time to help make them what they were. All see-
med to be the most natural thing in the world and
grew up out of the circumstances of the moment.
Whatever they may be worth in the long run is all
they are worth.

Now simplicity being the point in question in this
early constructive effort, organic simplicity | soon
found to be a matter of true coordination. And
beauty | soon felt to be a matter of the sympathy
with which such coordination was effected. Plain-
ness was not necessarily simplicity. Crude furniture
of the Roycroft-Stickley-Mission Style, which came
along later, was offensively plain, plain as a barn
door-but never was simple in any true sense. Nor, |
found, were merely machinemade things in them-
selves simple. To think,in simple,’ is to deal in simp-
les, and that means with an eye single to the alto-
gether.This, | believe, is the secret of simplicity. Per-
haps we may truly regard nothing at all as simple in
itself. | believe that no one thing in itself is ever so,
but must achieve simplicity (as an artist should use
the term) as a perfectly realized part of some orga-
nic whole. Only as a feature or any part becomes
an harmonious element in the harmonious whole
does it arrive at the estate of simplicity. Any wild
flower is truly simple, but double the same wild
flower by cultivation, it ceases to be so. The scheme
of the original is no longer clear. Clarity of design
and perfect significance both are first essentials of
the spontaneously born simplicity of the lilies of
the field who neither toil nor spin, as contrasted
with Solomon who had ,toiled and spun” - that is
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to say, no doubt had put on himself and had put on
his temple, properly ,composed,” everything in the
category of good things but the cook-stove.

Five lines where three are enough is stupidity. Nine
pounds where three are sufficient is stupidity. But
to eliminate expressive words that intensity or
vivify meaning in speaking or writing is not simpli-
city; nor is similar elimination in architecture sim-
plicity - it, too, may be stupidity. In architecture,
expressive changes of surface, emphasis of line
and especially textures of material, may go to make
facts eloquent, forms more significant. Elimination,
therefore, may be just as meaningless as elabora-
tion, perhaps more often is so. | offer any fool, for
an example. To know what to leave out and what to
putin, just where and just how - ah, that is to have
been educated in knowledge of simplicity.

As for objects of art in the house even in that early
day they were the ,béte noir” of the new simplicity.
If well chosen, well enough in the house, but only if
each was properly digested by the whole. Antique
or modern sculpture, paintings, pottery, might
become objectives in the architectural scheme
and | accepted them, aimed at them, and assimi-
lated them. Such things may take their places as
elements in the design of any house. They are then
precious things, gracious and good to live with. But
itis difficult to do this well. Better, if it may be done,
to design all features together. At that time, too, |
tried to make my clients see that furniture and fur-
nishings, not built in as integral features of the buil-
ding, should be designed as attributes of whatever
furniture was built in and should be seen as minor
parts of the building itself, even if deta
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ched or kept aside to be employed on occasion.
But when the building itself was finished, the old
furniture the clients already possessed went in with
them to await the time when the interior might be
completed. Very few of the houses were, therefore,
anything but painful to me after the clients moved
in and, helplessly, dragged the horrors of the old
order along after them.

But | soon found it difficult, anyway, to make some
of the furniture in the ,abstract”; that is, to design
it as architecture and make it ,human” at the same
time - fit for human use. | have been black and
blue in some spot, somewhere, almost all my life
from too intimate contacts with my own furniture.
Human beings must group, sit or recline - con-
found them - and they must dine, but dining is
much easier to manage and always was a great arti-
stic opportunity. Arrangements for the informality
of sitting comfortably, singly or in groups, where it
is desirable or natural to sit, and still to belong in
disarray to the scheme as a whole - that is a matter
difficult to accomplish. But it can be done now, and
should be done, because only those attributes of
human comfort and convenience, made to belong
in this digested or integrated sense to the architec-
ture of the home as a whole, should be there at all,
in modern architecture. For that matter about four-
fifths of the contents of nearly every home could
be given away with good effect to that home. But
the things given away might go on to poison some
other home. So why not at once destroy undesira-
ble things... make an end of them?

Here then, in foregoing outline, is the gist of
America’s contribution to modern American archi-

tecture as it was already under way in 1893. But
the gospel of elimination is one never preached
enough. No matter how much preached, simpli-
city is a spiritual ideal seldom organically reached.
Nevertheless, by assuming the virtue by imitation —
or by increasing structural makeshifts to get super-
ficial simplicity - the effects may cultivate a taste
that will demand the reality in course of time, but it
may also destroy all hope of the real thing.
Standing here, with the perspective of long persi-
stent effort in the direction of an organic architec-
ture in view, | can again assure you out of this initial
experience that repose is the reward of true sim-
plicity and that organic simplicity is sure of repose.
Repose is the highest quality in the art of architec-
ture, next to integrity, and a reward for integrity.
Simplicity may well be held to the fore as a spiritual
ideal, but when actually achieved, as in the,lilies of
the field,” it is something thatcomes of itself, some-
thing spontaneously born out of the nature of the
doing whatever it is that is to be done. Simplicity,
too, is a reward for fine feeling and straight thinking
in working a principle, well in hand, to a consistent
end. Solomon knew nothing about it, for he was
only wise. And this, | think, is what Jesus meant by
the text we have chosen for this discourse - “Consi-
der the lilies of the field,” as contrasted, for beauty,
with Solomon.

Now, a chair is a machine to sit in.

A home is a machine to live in.

The human body is a machine to be worked by
will.

A tree is a machine to bear fruit.
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A plant is a machine to bear flowers and seeds.
And, as I've admitted before somewhere, a heart is
a suction pump. Does that idea thrill you?

Trite asitis, it may be as well to think it over because
the least any of these things may be, is just that. All
of them are that before they are anything else. And
to violate that mechanical requirement in any of
them is to finish before anything of higher purpose
can happen. To ignore the fact is either sentimen-
tality or the prevalent insanity. Let us acknowledge
in this respect, that this matter of mechanics is just
as true of the work of art as it is true of anything
else. But, were we to stop with that trite acknow-
ledgment, we should only be living in a low, rudi-
mentary sense. This skeleton rudiment accepted,
understood, is the first condition of any fruit or
flower we may hope to get from ourselves. Let us
continue to call this flower and fruit of ourselves,
even in this machine age, art. Some architects, as
we may see, now consciously acknowledge this
»,machine” rudiment. Some will eventually get to it
by circuitous mental labor. Some are the thing its-
elf without question and already in need of ,treat-
ment)’ But,Americans” (I prefer to be more specific
and say ,Usonians”) have been educated ,blind” to
the higher human uses of it all - while actually in
sight of this higher human use all the while.
Therefore, now let the declaration that,all is machi-
nery” stand nobly forth for what it is worth. But why
not more profoundly declare that ,form follows
function” and let it go at that? Saying, ,form follows
function,” is not only deeper, it is clearer, and it goes
further in a more comprehensive way to say the
thing to be said, because the implication of this



Prairie Architecture (1931)

saying includes the heart of the whole matter. It
may be that function follows form, as, or if, you pre-
fer, but it is easier thinking with the first proposition
justasitis easier to stand on your feet and nod your
head than it would be to stand on your head and
nod your feet. Let us not forget that the simplicity
of the universe is very different from the simplicity
of a machine.

New significance in architecture implies new mate-
rials qualifying form and textures, requires fresh
feeling, which will eventually qualify both as ,orna-
ment.” But,,decoration” must be sent on its way or
now be given the meaning that it has lost, if it is to
stay. Since ,decoration” became acknowledged as
such, and ambitiously set up for itself as decoration,
it has been a makeshift, in the light of this ideal of
organic architecture. Any house decoration, as
such, is an architectural makeshift, however well
it may be done, unless the decoration, socalled, is
part of the architect’s design in both concept and
execution.

Since architecture in the old sense died and decora-
tion has had to shift for itself more and more, all so-
called decoration is become ornamental, therefore
no longer integral. There can be no true simplicity
in either architecture or decoration under any such
condition. Let decoration, therefore, die for archi-
tecture, and the decorator become an architect,
but not an ,interior architect.

Ornament can never be applied to architecture any
more than architecture should ever be applied to
decoration. All ornament, if not developed within
the nature of architecture and as organic part of
such expression, vitiates the whole fabric no matter

how clever or beautiful it may be as something in
itself.

Yes - for a century or more decoration has been
setting up for itself, and in our prosperous coun-
try has come pretty near to doing very well, thank
you. | think we may say that it is pretty much all
we have now to show as domestic architecture,
as domestic architecture still goes with us at the
present time. But we may as well face it. The inte-
rior decorator thrives with us because we have no
architecture. Any decorator is the natural enemy of
organic simplicity in architecture. He, persuasive
doctor-of-appearances that he must be when he
becomes architectural substitute, will give you an
imitation of anything, even an imitation of imita-
tive simplicity. Just at the moment, he is expert in
this imitation. France, the born decorator, is now
engaged with Madame, owing to the good fortune
of the French market, in selling us this ready-made
or made-to-order simplicity. Yes, imitation simpli-
city is the latest addition to imported ,stock” The
decorators of America are now equipped to furnish
especially this. Observe. And how very charming
the suggestions conveyed by these imitations
sometimes are!

Would you have again the general principles of the
spiritual ideal of organic simplicity at work in our
culture? If so, then let us reiterate: first, simplicity
is constitutional order. And it is worthy of note in
this connection that 9 x 9 equals 81 is just as simple
as 2 + 2 equals 4. Nor is the obvious more simple
necessarily than the occult. The obvious is obvious
simply because it falls within our special horizon, is
therefore easier for us to see; that is all. Yet all sim-

39

plicity near or far has a countenance, a visage, that
is characteristic. But this countenance is visible only
to those who can grasp the whole and enjoy the
significance of the minor part, as such, in relation to
the whole when in flower. This is for the critics.

This characteristic visage may be simulated-the
real complication glossed over, the internal conflict
hidden by surface and belied by mass. The internal
complication may be and usually is increased to
create the semblance of and get credit for-simpli-
city. This is the simplicity-lie usually achieved by
most of the ,surface and mass” architects. This is for
the young architect.

Truly ordered simplicity in the hands of the great
artist may flower into a bewildering profusion,
exquisitely exuberant, and render all more clear
than ever. Good William Blake says exuberance
is beauty, meaning that it is so in this very sense.
This is for the modern artist with the machine in his
hands. False simplicity — simplicity as an affectation,
that is, simplicity constructed as a decorator’s out-
side put upon a complicated, wasteful engineer’s
or carpenter’s ,structure,” outside or inside - is not
good enough simplicity. It cannot be simple at all.
But that is what passes for simplicity, now that start-
ling simplicity-effects are becoming the fashion.
That kind of simplicity is violent. This is for ,art and
decoration.” Soon we shall want simplicity inviolate.
There is one way to get that simplicity. My guess is,
there is only one way really to get it. And that way
is, on principle, by way of construction developed
as architecture. That is for us, one and all.

from MODERN ARCHITECTURE, 1931



First Leiter Building William le Baron Jenney 40
208 West Monroe St. 1879, abgerissen 1972

The citation by the Landmarks Commission reads:
,In recognition of its contribution towards the
development of skeleton construction. Cast iron
pilasters continue as columns from foundation to
roof, with widely spaced piers forming glass bays,
which anticipate the steel cage of the Chicago
School.” The floor beams are carried by cast-iron
columns set against the brick piers of the facade,
and thus the piers, relieved of part of their usual
load, could be made narrower than would other-
wise have been possible. The mullions (the narro-
wer vertical members separating the individual
windows) are also of cast iron. The aim of the archi-
tect in all this was not so much to develop any new
style or conception of architectural effect, but sim-
ply to get more light into the offices.

Chicago’s famous Buildings, p. 49 = - e
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Marshall Field Wholesale Store H.H. Richardson 41
350 W. art Center/33N. Dearborn 1885

The Field Wholesale Store appeared to be a single
huge block. Since the interior consisted of open loft
spaces, Richardson maintained an uninterrupted
rhythm of arcades along each side. Instead of histo-
rical detail, Richardson used the textured mono-
chromatic surface of the granite and brownstone
masonry to provide visual interest, supplemented
only by a chamfer at the corners and an enriched
terminal cornice. Simple though it appears, the
Marshall Field Wholesale Store demonstrated
clearly that a large commercial block could be
expressed as a single integrated unit of great force
and authority. No longer were meretricious histo-
rical ornament or a ponderous roof obligatory.
Large-scale coherent forms, graced with plain
walls, could be effective. Though structurally the
Field building was conservative, with bearing walls
and cast iron and wooden columns for internal
supports, the visual expression was highly advan- -
ced and pointed in a new direction which many o : s
critics and architects, both in the United Statesand  Grundriss 0G Eckansicht
Europe, interpreted as being distinctly American.

A Concise History of American Architecture, p.169-70.



The Rookery
209 S. La Salle St.

After the Fire of 1871 a temporary city hall
stood at the southeast corner of La Salle
and Adams Sts. The site and nearby stables
attracted pigeons and these - together with
roasting politicians — gave the building the
name the Rookery (= Krdhenhorst). When
a new city hall was completed in 1885 and a
group of investors acquired the lot, the name
stayed with the new structure to be designed
by Daniel Burnham and John Root.

More than two dozen Burnham & Root desi-
gns for commercial buildings were under
construction in downtown Chicago in the
1880s and 1890s. Of these only the Rookery
remains. To support the building on Chicago’s
notorious clay soils, Root utilized a rail-grillage
foundation. The street facades are entirely
load-bearing masonry construction, while the
lower floors on the alleys are supported by
cast-iron columns and wrought-iron beams.
The floor system and the walls of the light well
are supported by iron framing, allowing large
expanses of glazing. The design took advan-
tage of other innovations: fireproof clay tile,
plate glass, improved mechanical systems, and
that remarkable invention, the hydraulic pas-
senger elevator.

The nearly square Rookery is organized around
a central court surmounted by a skylight above
the second story. A cast-iron oriel stair extends
the height of the light well above. A walkway
encircles the court at the mezzanine level, with
grand stairways leading to that preeminent
rental floor from two light-filled lobbies.

Daniel H. Burnham/John W. Root

1885-1888

Eckansicht La Salle St./150 W.

Lobby

The bold facades feature a red granite base, pressed
brick facades, terra-cotta ornament, and turrets (=
Turmchen). The light court is faced with lightcolored
glazed brick and terra-cotta. All public spaces are clad
in incised and gilded marble and copper-plated and
Bower-Barff ironwork.

In 1905 Frank Lloyd Wright was commissioned to
redesign the lobbies and light court, and he replaced
Root's iron railings and terracotta cladding with those
of his own more geometric design. Wright's former
student William Drummond later altered the lobbies
into onestory spaces and replaced the open-grille
elevator cages with solid doors ornamented with
rook motifs designed by Annette Byrne. During the
following decades the skylight was covered over, the
mosaic floor was removed, and the interior surfaces
grew dim.
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A comprehensive program completed in 1992
revitalized the offices and public spaces and resto-
red the Rookery’s historic features. The exterior
was returned to its original ruddy hues, the public
lobbies were re-created to approximate the 1907
renovation, and Drummond’s elevator lobbies
were retained. The skylight over the light court
was reopened, with a second skylight added at the
top of the light well. The court’s 1905 marble and
ironwork were restored. Because of this remar-
kable commitment to preservation, the Rookery
offers a rare glimpse of downtown Chicago at the
turn of the twentieth century.

- Deborah Slaton

AIA Guide to Chicago, p. 78-79



Auditorium Building
875 W. Lake St.

The Auditorium Building commission was the
single most important factor in establishing the
internationally recognized role of Dankmar Adler
and Louis H. Sullivan in the evolution of modern
architectural thought. Created to provide a perma-
nent home for Chicago’s operatic, symphonic, and
other cultural events, the building was planned
with large multiuse commercial components, a
400-room hotel, and rental offices in order to offset
possible losses from the operation of the 4,300-seat
theater. It was a civic achievement of enormous sta-
ture, made even more impressive by the modernist
style of its design.

The composition of the street facades, suggesting
the Romanesque character of H. H. Richardson’s
demolished Marshall Field Wholesale Store (1887),
is a highly original expression of the building’s
bearing-wall construction: a rugged base of sup-
porting rusticated granite contrasts with the
smooth, machined Bedford limestone skin above.

Eckansicht

Dakmar Adler und Louis Sullivan

1887-1889

Except for the entrance, the theater was almost
completely enclosed from the street by the hotel,
which was located along the Michigan Ave. and
Congress Pkwy. frontages, and by the office sec-
tion along Wabash Ave. Rising above the tenstory
block on Congress Pkwy. is an eight-story tower
that originally housed additional offices, tanks
for the hydraulic stage equipment and a rooftop
observatory, initially the highest point in the city.
Adler & Sullivan’s own offices were behind the
stone colonnade at what is now the sixteenth
floor.

In contrast to the heavy treatment of the masonry
exterior, the interiors are reflections of the light,
modular, post-and-beam metal frame, and of the
fireproof tile partitions, articulated by the creative
manipulation of interior finishes in plaster, wood,
cast iron, art glass, mosaic, and other materials.
The primary space is the theater itself, enclosed
within a fireproof brick shell. Its excellent acoustics

Blick auf die Bihne
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and sight lines are testament to Adler’s theater
expertise and were given creative form through
Sullivan’s integral collaboration.

Other significant interior spaces can be seen by
touring the facilities of Roosevelt University, which
has owned the building since 1946. The former
hotel lobby is entered on Michigan Ave., and its
central grand staircase leads to the second-floor
parlor. The finely restored Ladies’ Parlor, now the
Sullivan Room and usually closed, is partially visi-
ble through a door at the south end of the loggia.
The barrel-vaulted tenth-floor hotel dining room is
now the university’s library. The restored southern
alcove reflects its original appearance, while the
main room’s restoration awaits funding. One
of Adler & Sullivan’s finest interior spaces is the
hotel’s banquet hall/ballroom, built of lightweight
plaster and birch paneling. Now the Rudolph Ganz
Memorial Recital Hall (Room 745), it was an after-
thought planned when the building was largely
complete. The remarkable room spans forty feet
over the theater’s roof on twin bridge trusses bea-
ring on the theater’s perimeter masonry walls.

AlA Guide to Chicago, p. 46-47




Glessner House
1800 South Prarie Avenue

Two of Richardson’s finest designs were realized in
Chicago: the Marshall Field Wholesale Store and
the John Glessner House, both finished in 1887.
The firmer was razed in 1930 and the latter was
saved from demolition in 1966 only by the con-
certed efforts of a group of private citizens led
by several architects, including Harry Weese and
Ben Weese of Chicago and Philip Johnson of New
York. Thus the Glessner House has been not only
a standing architectural treasure but an arena of
the ongoing preservationist debate of the last two
decades. Richardson’s creative habits often favored
the use of heavy rusticated masonry forms remi-
niscent of the Romanesque period. He employed
this approach consciously and emphatically in the
Glessner House, since his client desired a residence
that conveyed an image of enduring strength. And
so it does, with its expanse of powerful walls of
layered ashlar, its massive arches, and its overall
spareness of ornament.

In the interior, however, a contrasting warmth and
intimacy appropriate to the privacy of its inhabi-
tants are perceptible in generously scaled spaces
dressed in rich dark woods. Richardson was not
content to entrust the interior to assistants, but
rather supervised it himself, he also actively per-
suaded the Glessners to share his taste for the Arts
and Crafts movement, the influence of which is
apparent in the decorative program of the house.
Following its rescue from destruction in 1966, the
house became the property of the Chicago School
of Architecture Foundation, later the Chicago
Architecture Foundation, which still owns it and
which has steadily pursued a program of preser-

Henry Hobson Richardson
1887

vation. Thirteen rooms have been restored to their
original state, although one space on the second
floor, a conference room, was remodeled in 1976
in the contemporary manner by Hammond, Beeby
& Babka. The courtyard, which was once sloped to
accommodate vehicular traffic, has been leveled,
also in the 1970s, but plans for the restoration of
the incline, as well as other components of the
house and its dependencies, are on the drawing
boards.

Chicago’s famous buildings, p. 219-220
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Monadnock Building
53 W. Jackson Bivd.

The Monadnock Building was erected in two parts
along Dearborn St. for Peter and Shepherd Brooks,
Boston developers who commissioned many pro-
minent Chicago buildings. The northern section
was designed with exterior masonry walls; the
southern addition has a steel frame clad in terra-
cotta. At sixteen stories it was briefly the world’s
tallest office building.

The northern half has always been the subject
of attention and wonder. It was constructed as
a thick-walled brick tower, 66 feet wide, 200 feet
long, and 200 feet high. The American Architect
in 1892 described it as a chimney. Two cross walls
divide the interior space into three fluelike cavities,
the centers of which are open from street to roof.
A freestanding staircase spirals down from the
brilliance of the skylit sixteenth floor to the dark
lobby cut lengthwise through the ground floor.
Around this open stairwell a light structural grid
sustains stacks of rental floors. From these extend
the modular alcoves pushing through the facade
to become bay windows.

The thick, perforated exterior wall is an expansion
of the series of thick wall slabs that Bumham & Root
originally proposed to divide the building verti-
cally, like bookends, into a series of steelframed
cells. In the Rookery (1888) Bumham & Root them-
selves used two perforated masonry facade walls
and four elevator and stair stacks to stabilize the
iron skeleton. There is a nice play of hard and soft,
enclosure and exposure in each of these designs.
Steel and masonry are in balance. The old material
has not yet been abandoned; the new material has
not yet supervened.

Burnham & Root
1889-1891

It was not the Monadnock’s remarkable construc-
tive organization that contemporaries particularly
remarked but, rather, the lack of exterior ornament.
Burnham & Root shaped it as a single massive
unit: a plinthlike base below a curved brick plane
moving inward and upward, transformed into a
subtle batter for fourteen floors before returning
outward to overhang in a cavetto comice, giving
the whole a shape suggestive of an Egyptian pylon.
As the walls retreat, the window alcoves emerge as
bays. Bevels (= abgeschragte Kanten) at each cor-
ner expand and pace the rise of the facade.

The windows are not outlined with decoration
but remain mere holes cut in this huge shape.
Contemporary critics saw this as rational, honest,
and exemplary of the starkness that a commercial
building should accept; the Monadnock came to
be cited as a model for steel-framed buildings of
entirely different structure.

Grundriss EG
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The Monadnock was exceptional. Its sense of
upward thrust and the contrast of thick masonry
and fragile steel look back to the traditional craft
of building brick by brick and are appropriate to its
fiercely archaic Egyptoid form.

- David Van Zanten

AlA Guide to Chicago, p. 63-64



The Charnley-Persky-House
1365 N. Astor St.

Has long been recognized internationally as a pi-
votal work of modern architecture and as evidence
of the extraordinary collaborative creativity of Sul-
livan and Wright.

The house is also considered a turning point in the
career of Frank Lloyd Wright, who separated from
Sullivan and later became the progenitor of the
Prairie style. The relatively unadorned exterior wall
is of tawny Roman brick over a limestone base-
ment, with a conspicuous second-floor wooden
loggia adorned with Sullivanesque designs below
and above. A row of columns supports its roof.

By contrast, the interior is centered about a two-
story high skylit atrium that rises from the mosaic-
tiled and oak-paneled entry. Throughout the house
are ornamental carvings typical of the style of both
architects, particularly on fireplace mantels, newel
posts, and door panels, as well as the leaded-glass
windows. The house was commissioned by lum-
ber baron, James Charnley, whose family lived in
it for only 10 years. Through the years it was oc-
cupied as a single-family home, until 1988 when
the architectural firm of Skidmore, Owings & Mer-
rill, purchased and restored it. In 1995 the house
was acquired by philanthropist Seymour Persky,
an active preservationist, who then donated it in
an unprecedented act of generosity to the Society
of Architectural Historians for their national head-
quarters, with the proviso that they move their
headquarters from Philadelphia. In an interview in
Preservation News, the magazine of the National
Trust for Historic Preservation, Persky was asked,
“Why Chicago?” “Because American architecture
originated here, as did all the great architects,” he

Louis Sullivan/Frank Lloyd Wright
1891, 1988 SOM Restoration

replied. The landmark house, formerly known sim-
ply as the James Charnley House, was renamed
in his honor. The goal of the SAH is to study and
preserve the built environment throughout the
world.

Chicago: In and around the Loop, p. 436-438
Grundrisse . Treppenauge
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Reliance Building
32 N. State St.

Its chief virtue is as clear support for the Chi-
cago School’s claim to be a precursor of modern
architecture: it is very glassy. Designer Charles
Atwood used glass at every opportunity. He
folded the bay windows out from the frame to
completely hide the columns, and he balanced
huge picture windows with narrow ones of dou-
ble-hung sashes in the fullest early example of
the Chicago window. His achievement is all the
more remarkable because his work had to use
the foundations and base executed four years
earlier according to John Root’s plans. Root,
Daniel Bumharn’s original design partner, died
in 1891, and his plans for the elevations are lost.
On the terra-cotta facades Atwood stressed
the overriding continuity of the horizontal
spandrels. This was a clear break with the pre-
vailing tradition of letting vertical loadbearing
piers carry down to the ground. At the corner,
where the structural column could not be sup-
pressed behind the glass, two bundled sets of
colonnettes slide up the covering pier to dema-
terialize it, a technique used by Gothic stone
masons for exactly the same purpose. This
corner treatment makes an interesting compa-
rison with those on tall buildings designed by
Mies van der Rohe.

The Reliance Building is almost as weightless
as it looks. The vertical loads are borne down to
preexisting foundations by lightweight, open,
trusswork columns. Constructing the frame
out of factory-assembled two-story columns
with staggered joints reduced the number of
field connections and allowed the steel for the

Daniel H. Burnham/John W. Root

1891 /1895

top ten stories to be erected in fifteen days. Structural
engineer Edward C. Shankland relied for wind bracing
on these tall, stiff columns rigidly coupled to extradeep
girders. This method of construction was a significant
departure from the heavier portal bracing derived from
railroad viaducts. The Reliance’s construction methods
have much in common with more recent construction
and windbracing techniques, such as those used in the
Amoco Building (1974).

Predominantly glassy facades could be found before
1895 on, for example, the Crystal Palace in London
(Joseph Paxton, 1851) and on Oriel Chambers in Liver-
pool (Peter Ellis Jr, 1864), but the promise of these

Grundriss OG
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early aesthetic speculations had to wait a genera-
tion for delivery. The perfection of the high-speed
elevator made the Reliance Building’s height possi-
ble; the explosive demand for modern office space
in Chicago after the Fire of 1871 made it essential.
Today the building exudes the logic of engineering
under clear commercial pressure. Today the ,Hotel
Burnham”.

- Anders Nereim

AlA Guide to Chicago, p. 54-55
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Carson Pririe Scott & Co.
1 S. State St.

One of the first large department stores to be
erected entirely with fireproof steelframe construc-
tion, Carson Pirie Scott served American and Euro-
pean architects as a model for this modern building
type. Designers perceived it as a representation of
its architect’s axiom Form follows function for in
it Louis Henri Sullivan had ingeniously extended
the technology of skyscraper construction to the
department store. However, as he had in his office
buildings, Sullivan took artistic license with the
expression of practical forms and their functions.
On his skyscrapers, Sullivan modified the expres-
sion of the grid of steel construction by emphasi-
zing the vertical dimension with unbroken lines
of piers and recessed spandrels. The main portion
of the Carson Pirie Scott Store comprises a corner
entrance pavilion and tower, flanked by twelve-
story elevations. In the tower Sullivan reproduced
the skyscraper effect, but on the elevations he
emphasized the horizontal dimension by using
unbroken stringcourses to unite expanses of Chi-
cago windows. Sullivan’s emphasis on horizontality
was initially determined by the lighting and spatial
requirements of modern merchandising practices.
Steel framing required minimal internal support,
allowed the maximum amount of daylight for mer-
chandise display, and increased open space for
easy movement around display cases and between
floors. This post-and-lintel construction is exhibited
on the exterior as a thin white-tiled grid that frames
recessed windows and defines layered floors. Its cle-
arest expression isin the plate-glass show windows,
which are as wide as the vertical supports allow.
The base of ornamented display windows were to

Louis Sullivan
1899

attract customers. Equally important, they served
Sullivan’s artistic purpose: to show the originality
of his style of ornament close up. Sullivan used
ornament as an artistic finish or, in his words, as ,a
garment of poetic imagery.” He wrote extensively
about architecture as a kind of poetic representa-
tion of nature capable of offsetting the materialist
culture of an industrialized modern city. The intert-
wining geometric forms and botanical motifs (and
his initials, LHS, above the corner entrance) are
cast in iron and painted green over a red under-
coat, emulating both oxidized bronze and dappled
sunlit foliage. Sullivan’s metaphor of the natural
landscape is made manifest by strolling along the
base and walking through the entrance. Together
with the mahogany-paneled vestibule and foliate
column capitals, the experience recalls a treelined
forest walk.

Sullivan’s store was built in two sections for the
retail firm of Schlesinger & Mayer. The first section
(1899), three bays wide on Madison St., has nine
stories. The twelve-story corner section (1903)
extended the frontage through the seven nort-
hernmost State St. bays. The building lease and
business were sold to Carson Pirie Scott & Co. virtu-
ally upon completion. The building has twice been
sympathetically extended southward and has been
subjected to numerous external and internal alte-
rations, including the unfortunate removal of ori-
ginal ornamentation in metal, wood, and mosaics.
Major restoration work was done on the facades
and the main entrance in 1978-1980.

-Lauren S.Weingarden

AlA Guide to Chicago, p. 56-57

D.H.Burnham, Holabird & Root
Addition 1903-1906, 1961




Chicago Tribune Tower
423 North Michigan Avenue

Ansicht von 1925

The Chicago Tribune’s One Hundred Thousand
Dollar Architectural Competition, announced on
June 10,1922, attained a three-fold objective:

It coincided with the seventy-fifth anniversary of
The Chicago Tribune, coming as a fitting comme-
moration of threefourths of a century of amazing
growth and brilliant achievement.

It had for its prime motive the enhancement of
civic beauty; its avowed purpose was to secure for

John M. Hood/Raymond M. Howells

1922

Chicago the most beautiful office building in the
world.

It aimed to provide for the world’s greatest news-
paper a worthy structure, a home that would be an
inspiration to its own workers as well as a model for
generations of newspaper publishers.

Diamond Jubilee

The Chicago Tribune made its initial appearance
on June 10, 1847 - four hundred copies printed on
a hand press in a single room in a building at Lake
and La Salle Streets. Chicago was then a frontier
town with a population of about 16°000. Out of the
tiny hamlet settled on a swamp has come a roaring
metropolis - fourth city of the world. The Chicago
Tribune, truly part of Chicago and meshed with
its destiny, has also grown; four major wars has it
reported, - the Mexican, the Civil, the Spanish-
American, the World War; it fought for Lincoln and
still fights for what Lincoln fought for; it has cove-
red nineteen presidential campaigns, the World's
Fair; through strikes, panics, violent social and
racial disturbances it has come - each day contri-
buting no mean share to the political, social, and
economic development of Chicago and the Middle
West. Today The Tribune numbers in its employ
over thirtyone hundred men and women, whose
efforts, co-ordinated, produce over four million Tri-
bunes every week.

With such a historic background, with such achie-
vement to record, with such an organization for
which to provide,headquarters” - it is little wonder
that The Chicago Tribune did its utmost to make
its new Administration Building one that would
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achieve in architectural expression what The Tri-
bune had achieved as a living factor in the life of
the community. The Tribune had helped materially
in the building of a world-city in a new world; it
would give to that city the ultimate in civic expres-
sion —the world’s most beautiful office building.

When the Tribune Building, at Madison and Dear-
born Sts., an eighteen story, $1,800,000 structure,
was erected in 1902, it was considered adequate
for The Tribune’s mechanical and housing requi-
rements for a long time to come. But in less than
twenty years, because of tremendously increased
circulation and amplified organization, it was out-
grown. A new site was considered-one removed
from the congested ,Loop,” yet centrally located.
Chicago’s downtown district had already spread
to the south and west, but these expansions had
meant merely the erection of office buildings and
the resultant increase of business activity in the
localities affected by the expansion. The develop-
ment of North Michigan Avenue, however, promi-
sed just the proper co-ordination of effort between
property owners and city officials to achieve a far
greater measure of civic beauty.

At this time Michigan Avenue, which had come
to be the main traffic artery to the north, wound a
tortuous way over the river. Various measures were
proposed and discussed and finally $13,000,000
was voted to straighten, widen and improve it.

In 1919 The Tribune purchased property which,
with Michigan Avenue improvements completed,
would number 431 to 439 North Michigan Avenue.
On part of this property, The Tribune Plant



Chicago Tribune Tower
423 North Michigan Avenue

was erected, in 1920 - frankly a building built for
the swift and efficient production of Tribunes. The
Tribune Tower was to stand between The Plant and
the Boulevard. This site is a most happy one for a
building of great beauty. It will command a general
view from all directions-it is the salient point of the
potential wonder mile of North Michigan Avenue-
place for the world’s most beautiful office building!

Choosing the Winner

Announcement of The Tribune Tower Competition
came on June 10, 1922.The date set for the closing
of the contest was November 1, 1922. One month’s
grace was allowed for the arrival of drawings from
distant points. By December 1, 1922, the final date,
two hundred and four designs were received. Fifty-
nine more designs were received after the compe-
tition closed.

The jury of award, comprising Alfred Granger of the
American Institute of Architects and Capt. Joseph
M. Patterson, Col. Robert R. McCormick, Edward S.
Beck and Holmes Onderdonk of The Tribune,was
assisted by an advisory committee, consisting of
B. M. Winston, chairman; Alderman Dorsey Crowe,
Alderman E. I. Frankhauser, Sheldon Clark, Harry A.
Wheeler and Joy Morton.

By November 23, one week before the winners
were to be announced, twelve designs had been
selected by the advisory committee — any one of
which, they reported, would be ,a credit to Chi-
cago, Michigan Avenue and The Tribune.”

On November 29, with the jury of award and the
advisory committee tentatively committed to a
decision, design Number 187 was cleared through

Der Wettbhewerb
1922

the customs from Finland. Jury and committee,
hurriedly re-assembled, were so struck with the
colossal beauty of the eleventh hour entry that
they immediately included it in the designs to be

Erster Preis: Hood und Howells

Zweiter Preis: Eliel Saarinen
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considered in the final decision.

On December 3, 1922, the decision of the jury was
announced as unanimously in favor of the follow-
ing order of award:

Dritter Preis: Holabird & Roche




Chicago Tribune Tower
423 North Michigan Avenue

Design No. 69 by
J. M.HOWELLS &R.M.HOOD (New York)
First Prize: $50°000

Design No. 187 by
ELIEL SAARINEN (Helsingfors, Finland)
Second Prize: $20'000

Design Number 90 by
HOLABIRD & ROCHE (Chicago)
Third Prize ... $10°000

The remainder of the total of $100,000 goes in
2,000 allotments to the following ten American
architects who were invited to enter the competi-
tion and who did enter:

Bliss & Faville, San Francisco
Bertram G. Goodhue, New York City
James Gamble Rogers, New York City
Benjamin Wistar Morris, New York City
John M. Howells/R. M. Hood, New York City
Holabird & Roche, Chicago
Jarvis Hunt, Chicago
D.H.Burnham & Co, Chicago
Schmidt, Garden & Martin, Chicago
Andrew Rebori, Chicago

Twenty-three Countries Represented

The Tribune Tower Competition brought world-
wide response because it was given worldwide
publicity. Announcements appeared in metro-
politan newspapers in the United States, in The
Tribune’s European Edition, in other newspapers

Der Wetthewerb
1922

throughout Europe, in architectural trade jour-
nals. From June, 1922, until January, 1923, a series
of pages in Rotogravure and Coloroto was run in
The Sunday Tribune, giving examples of architec-
tural achievement through the ages. This attracted
wide attention, and gave weekly evidence of The
Tribune’s high resolve.

Adolf Loos Bruno Taut
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Thus the artistic thought, the architectural ideas, of
twenty-three countries were drawn into the com-
petition. The architects of the world inadvertently
formed a league, as it were, for new and bold treat-
ment of the theme of the skyscraper — one that is
to make architectural history for generations to
come.

Walter Gropius, Adolf Meyer




Chicago Tribune Tower
423 North Michigan Avenue

After the award, the Tribune received requests
from all parts of the country for the exhibition of
the original drawings entered in the contest. These
requests were from art institutes, art associations,
architectural schools, from all chapters of the Ame-
rican Institute of Architects, and from large univer-
sities and educational institutions of the country.

On January 1, 1923 The Tribune made an
announcement stating that, ,For the stimulation
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and encouragement of better designs in skyscra-
per architecture, its appreciation by the public,
and the consequent achievement of beauty in big
buildings, The Tribune will undertake a traveling
exhibition of many of the drawings entered in the
Competition. The importance of such an exhibit in
furthering the advance of architecture, especially
in the study of the skyscraper, cannot well be exag-
gerated. The designs in some instances have cost
the architects competing from $1°000 to $10°000
each. With twenty-three countries represented, the
exhibition will show the ideas of the great archi-
tects from all parts of the world.”

The entire expense of the exhibition was borne by
The Chicago Tribune. 135 perspective drawings
were selected for the exhibition. All of them were
framed and all were insured for a sum aggrega-
ting $150°000. To insure safety of the drawings and
quick delivery, the designs were shipped only by
express, making 27 stops and covering 7500 miles,
the shipment weighing 5200 pounds.

It was decided that the first exhibit should be made
at the University of lllinois. The Tribune, on Decem-
ber 8th and 11th, 1922 had received requests from
the President of the University and from the head
of the Department of Architecture —“We hope that
it may be possible to have these drawings for exhi-
bition at the University of lllinois in the near future.
Our department is your department as we belong
to this great state of lllinois and it would be a fine
recognition of the University if these drawings
were available for exhibition purposes here before
they are sent out on any extended tour of exhibi-
tion.”

Schnitt durch das ausgefiihrte Projekt
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Chicago Tribune Tower
423 North Michigan Avenue

The University of lllinois has the largest enrollment
of any school of architecture in the country. The exhi-
bition was received at the University with open arms.
The installation of the exhibit at other art institutes
and universities was more elaborate, but nowhere
were the drawings received with more appreciation.
Some of the professors and students spent their
entire time studying the designs during the three
days they were shown at the University.

Afterwards the drawings were exhibited at many of
the principal universities and colleges in the coun-
try. Everywhere the students at these institutes and
universities greatly appreciated the opportunity to
study the drawings. The architectural student sees
much more in a drawing than the layman and the
impression created by the exhibition of all the best
drawings submitted in one of the great competitions
of architectural history will be lasting. Many students
stated that they had learned more architecture in
three days viewing The Tribune drawings than they
had learned in several months in their classes.

On the tour of the country, in addition to universities
and colleges, the exhibition was also made at many
important public institutions — at the Minneapolis
Institute of Arts, at the Detroit new public library,
at the Cleveland School of Arts, at the United States
National Museum, Washington, D. C., and at the
Montreal Art Gallery.

For a week, the drawings were shown at the Waldorf
Astoria Hotel, New York. They were also shown at
Kansas City, and at Peoria, lllinois.

At Chicago in May 1923, an exhibition of eighty-five
drawings was made for fifteen days at the Art Insti-
tute, occupying the entire center gallery at the top of

Der Wettbewerb
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the main stairway. 25’000 people visited the Institute
during this period. The Tribune, in December 1922,
had placed all the drawings on display for a month at
the Lake Shore Trust & Savings Bank Building, before
the traveling exhibition was undertaken, and conse-
quently Chicago people have had a splendid oppor-
tunity to see the drawings.

At the time this was written, the exhibit was still on
tour and before July 1, 1923 will be shown at the
John Herron Art Gallery, Indianapolis, the Milwaukee
Art Institute, the Madison Art Gallery, and the Alb-
right Art Gallery, Buffalo, N. Y.

There is no precedent for this great contest, which
has drawn upon the genius of the old world and the
new. The competitive method is adopted in the case
of public buildings with increasing frequency, but
the new Tribune Building will be the first privately
owned edifice the design for which was awarded in

Biiro von Col. Mc Cormick
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a prize competition open to the world. There never
has been such a contest and it is very doubtful that
there ever will be another.

The Tribune’s desire to erect the most beautiful and
distinctive office building in the world, we believe, is
now certain of fulfillment. The response to the offer
of The Tribune was worthy of the occasion. Three
designs receive prizes, but there are a dozen or more
any one of which if erected would, in our opinion,
easily surpass any office building in Chicago and
compare favorably with the highest achievements in
this field of architecture anywhere.

Thus the competition has achieved in a noteworthy
way not only The Tribune’s purpose to procure for
itself the most beautiful and distinctive building,
but its secondary object to stimulate architectural
genius and bring forth works of beauty.”

Tribune Tower Competition, p.3-10
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860-880 N.Lake Shore Drive

.

Blick zum Lake Michigan

These towers constitute the first and most forceful
demonstration of Ludwig Mies van der Rohe’s ideas
for tall buildings. No other building by Mies had as
immediate or strong an impact on his American con-
temporaries, and the influence of these structures
was to pervade much of modern architecture.

Mies had come to Chicago from Germany in 1938 to
become director of the school of architecture at what
would later become the lllinois Institute of Techno-
logy. He also established an architecture practice
and in 1948 designed the concrete-framed Pro-
montory Apartments in Hyde Park, the first of many
projects for developer Herbert Greenwald. Mies had
prepared two versions of the Promontory. One was
the form actually used; the other had a steel-and-
glass exterior on the long elevations, his first use of

Ludwig Mies van der Rohe
1949-1951

Grundriss EG

the curtain wall that came to be his hallmark.

While the Promontory was under construction,
Greenwald commissioned these apartments. The
plan was developed from the alternative version for
the Promontory and from sketches that Mies had
drawn between 1919 and 1921 for two radically inno-
vative glass towers, which had brought him to the
forefront of the modem movement. The unexecuted
designs reemerged here and in 1968, through the
hands of Mies’s former students, in Lake Point Tower.
The buildings acquire their strong verticality from
the narrow I-beams welded to the columns and
mullions, a feature necessitated in part by the
building code’s requirement that steel-framed buil-
dings be fireproofed with concrete. Mies satisfied
the code and achieved the appearance he desired
by finishing the framing elements with steel plate,
which served as formwork for poured concrete, and
by welding I-beams onto the plate.

Questioned on his use of a structural material as
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applied ornament, Mies gave a good reason and
thenthereal reason. He noted that the I-beams func-
tioned well as mullions.,But why weld them onto the
column plates?” he was asked. It strengthens the
plates,” Mies replied.,,Do the plates need strengthe-
ning?”,Well, no," he confessed, ,but if you leave out
the I-beams there, it breaks the rhythm!”

The ,Glass Houses” were startling not only in terms
of form but also as habitation; critics wondered at
the psychological impact of transparent homes.
The apartments were a financial success, however.
The buildings became the international prototype
for steel-and-glass structures and engendered an
architecture now so commonplace that it is almost
impossible to appreciate their initial impact, when
it was ,as if steel and glass [were] seen for the first
time.”

-Joan Pomaranc

AIA Guide to Chicago, p. 85



Marina City
300 N. State St.

Few Chicago buildings were as innovative in
design or had as great an impact on their envi-
ronment as Marina City. Marina City stood out
immediately among Chicago’s many architectural
highlights and was for a long time one of the most
photographed buildings in the city. The two round
apartment towers with their semicircular balconies
—for many people they resembled corncobs — were
especially intriguing, as were the spiraling garages
that occupy the lower half of each tower.

Marina City was designed for the yuppie avant-la-
lettre. Goldberg and his client, the Building Ser-
vice Employees International Union, decided that
despite the exodus to the suburbs, many of those
employed in the Loop were single or childless and
wanted an apartment close to their work. They
were right. The complex was a success from the
start and a prototype for many others on the edge
of the Loop.

In the absence of facilities that would glamorize
living in an area previously devoted to railroading,
Goldbergincorporated stores, arestaurant, a health
center, a swimming pool, a skating rink, an exhi-
bition space, a theater, a manna, a bowling alley,
and an office tower. The complex was advertised
as a,city within a city,” a place for ,24-hour urban
living,” both clearly commentaries on the suburbs,
in which commuters spent only their nights.
Goldberg’s masterful design imparts an open fee-
ling to the small, packed complex, every part of
which seems to defy gravity and move upward;
the plaza, for example, is lifted above the water
and dematerialized by the windows of the restau-
rant. It is experienced as a thin slab, very different

Bertrand Goldberg Assocs.
1959-1967

from the heavy box beneath its neighbor, Mies van
der Rohe’s IBM Building. Because of the spiraling
garage floors, the apartment towers seem to grow
out of the plaza. Indeed, the towers appear virtu-
ally transparent, with the garage floors and balco-
nies cantilevenng from the perimeter columns. The
office tower is also lifted off the plaza, to stand on
columns above a windowless slab containing the
bowling alley. This structure, in turn, is separated
from the plaza by a glass-enclosed floor housing
the lobby of the office tower and spaces for a
bank and stores. The irregularly shaped theater is
the only structure that seems to rest on the plaza
instead of taking off from it.

The apartments themselves are also designed
to create feelings of openness. Not only are they
placed above the garages and the warehouses for-
merly in the vicinity, but also their pie shapes allow
for ever-expanding views of the city. More than in
any other high-rise apartments, in Marina City one
has the feeling of having the whole city at one’s
feet.

Although modernistic in design, Marina City’s
round, cast-concrete forms were a clear reaction
against the glass and steel towers of Mies van der
Rohe, whose style was prevailing in Chicago at the
time.

-Wim de Wit

AlA Guide to Chicago, p. 71-72
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John Hancock Center
875 North Michigan Avenue

Das John Hancock Center ist ein 344 m hoher Wol-
kenkratzer an der Magnificent Mile in Chicago.
Das Gebdude besitzt insgesamt einhundert Stock-
werke. Entworfen von dem Architekten Bruce Gra-
ham aus dem Architekturbiro Skidmore, Owings
and Merrill (SOM) und dem Ingenieur Fazlur Kahn
war das John Hancock Center zu seiner Fertigstel-
lung 1970 das weltweit hochste Gebdude auller-
halb von New York. Heute ist es mit Antenne 457m
hoch und damit das achthochste freistehende
Bauwerk der Welt (Fernsehtiirme mit eingeschlos-
sen). Es Uberragt damit sogar die Petronas Towers
um flnf Meter. Trotzdem ist es nicht einmal das
hochste Bauwerk der Stadt, denn der insgesamt
527m hohe Sears Tower, das vierthochste freiste-
hende Bauwerk der Welt, befindet sich auch in Chi-
cago und ist noch deutlich hoher. Charakteristisch
fir das Gebaude sind die sichtbar in der Fassade
liegenden Auskreuzungen des Stahlskeletts, die
sich nach oben verjiingende Gebadudeform und
die dunkel eloxierte Aluminiumfassade.

Gelegen an der prestigetrachtigen North Michigan
Avenue in unmittelbarer Ndhe zum Lake Shore
Drive, waren die anfallenden Windlasten der,windy
city” und die gewlinschte Schlankheit des Trag-
werks eine Herausforderung fiir die Ingenieure.
Die schrdg stehenden Verstrebungen brachten die
notige Aussteifung. Bei seiner Fertigstellung stief3
das John Hancock Center wegen seiner schwarzen,
abweisenden Fassade auf Ablehnung, heute zdhlt
es zu den Wahrzeichen Chicagos.

In seinem 94. Stockwerk befindet sich das obser-
vatory, die Aussichtsetage. Von hier aus bietet sich
bei klarem Wetter ein 100 km weiter Blick Gber Chi

Skidmore, Owings & Merill
1969

cago und den Michigansee. Im 95. und 96. Stock
befindet sich das Restaurant, Signature Room”.

Der Name des Gebdudes riihrt vom Bauherrn her,
der John Hancock Insurance (John Hancock Versi-
cherung), benannt nach dem Prasidenten des Kon-
tinentalkongresses und ersten Unterzeichners der
Unabhangigkeitserklarung John Hancock (¥*1737,
11793).

Das John Hancock Center ist hauptsdchlich ein
“Wohnwolkenkratzer,. Bis zum 43. Stockwerk
befinden sich jedoch Birordaumlichkeiten. Im 44.
Stock befinden sich ein Schwimmbad, ein Fitness-
zentrum, die Eingangshalle sowie ein kleiner Ein-
kaufsladen fiir die Bewohner. Die Stockwerke 45
bis 93 werden von Privatpersonen bewohnt und
bilden die sogenannte ,resident-area”, die nur von
deren Bewohnern und Gdsten betreten werden
darf. Zwischen dem 93. - 100. befinden sich Fern-
sehstation, Restaurant, Aussichtsetage
(observatory) und Technik.
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Sears Tower
233 S. Wacker Dr.

Stand back and look at the 110-story Sears Tower.
Its modernist rendition of base, middle, and top
clearly illustrates the goals of client Sears, Roebuck
& Co. and architect Bruce Graham: housing 5,000
Sears employees in the base, leasing the middle to
tenants, and using the top to establish the world’s
tallest building for the world’s largest retailer.

By creating the massive, 50°000-square-foot floor
plates in the first fifty floors, Sears was able to
consolidate its merchandising group employees
from seven Chicago locations. The large floors
allowed the greatest amount of employee inter-
action without moving up and down elevators. By
stepping the building back above the fiftieth floor,
Graham created prestige leasable space that hel-
ped Sears pay for — and profit fromthe $186 million
project.

Of that amount, one third was used for the super-
structure. Structural engineer Fazlur R. Khan skill-
fully carried out his duties by designing a,bundled
tube” consisting of nine squares, seventy-five feet
each. These squares, formed by |-beams spaced
fifteen feet apart, are anchored in a deep concrete
slab below the three subbasements. The slab rests
on 114 steel and concrete caissons embedded in
bedrock sixty-five feet below.

Two of the nine tubes stop at the 50th floor, two
more end at the 66th floor, and the last three ter-
minate at the 90th, leaving two tubes to rise the full
1,454 feet. The termination of the tubes was deter-
mined as much by the lateral stiffness required to
resist wind loads as by spatial considerations or
aesthetic needs.

The daily movement of 25000 tenants and visitors

Skidmore, Owings & Merill
1968-1974

in and around the building has been problematic.
The windswept plaza was difficult to access and
rarely used. A redesign of the entry and lower levels
in 1985 improved the original circulation design,
which was confusing. Following Sears’s move to
Hoffman Estates in 1992, another lower-level reno-
vation sorted out circulation for the building’s new
post-Sears life.

Sears Tower has always been more of a structural
engineering triumph than an architectural accom-
plishment.While Graham and Khan were like a well-
oiled, twincam engine firing on all cylinders when
they designed the elegant John Hancock Center,
the architectural manifold was slightly backfiring
when they were running the Sears 500.

- Michael Bordenaro

AlA Guide to Chicago, p. 90-91
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Lake Point Tower
East Grand Avenue

Der Lake Point Tower ist der einzige Wohnungsbau
ostlich des Lake Shore Drive in Chicago. Von dem
Standort vor dem Navy Pier hat man nach drei Sei-
ten Seeblick und nach der vierten einen Blick auf
den nordlichen Loop. Die Architekten Schipporeit
und Heinrich, die im Biiro Mies van der Rohe tdtig
waren, griffen einen ersten Vorschlag von Mies aus
dem Jahr 1921 fiir ein Wohnhochhaus mit gerun-
deten, vollstandig verglasten Fassaden auf.

Aus der Uberlegung soviel Freiraum wie méglich
zu erhalten ergab sich ein Sockelbau mit vier Parke-
benen und zwei Geschaftsgeschosse. Der Zugang
erfolgt Giber eine Vorfahrt mit rundem Innenhof
des Sockelbaus. Das Dach des Sockelgeschosses ist
landschaftsgartnerisch gestaltet, kann jedoch nur
von Hausbewohnern betreten werden.

Im als Dreieck ausgebildeten Erschliessungskern
befinden sich neun Aufziige, drei Treppenhauser,
Millabwurf und Installationsschéchte. Die Woh-
nungen werden durch je drei Stichflure erschlos-
sen, die sich immer an einer Ecke des dreieckigen
Kern befinden. An jeden Flur grenzen maximal
sechs Wohnungen. Ausgangspunkt der Grund-
rissbildung ist eine Dreizimmerwohnung, die mit
wenigen Mitteln entsprechend den Marktanforde-
rungen vergrossert oder verkleinert werden kann.

Aufdem Dach des Hochhauses erhebt sich ein dop-
pelgeschossiger Aufbau, indem sich ein Restaurant
und Technikraume befinden.

Schiporeit-Heinrich Associates
1965-1968

Regelgeschoss

58




Trump Tower Skidmore, Owings & Merill 59
401 N. Wabash Avenue im Bau, Bauvollendung 2009

Wohnungen
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Aqua Tower
225 N Columbus Drive

In an increasingly dense city like Chicago, views
from a new tower must be negotiated between exi-
sting buildings. Aqua tower considers criteria such
as views, solar shading and function to derive a ver-
tical system of contours that gives the structure its
sculptural form. Its vertical topography is defined
by its outdoor terraces that gradually change in
plan over the length of the tower. These terraces
offer a strong connection to the outdoors and
allow inhabitants to occupy the building facade
and city simultaneously. The result is a highly
sculptural building when viewed obliquely that
transforms into a slender rectangle from further
away. Its powerful form suggests the limestone
outcroppings and geologic forces that shaped the
great lakes region.

Architect: STUDIO GANG ARCHITECTS

Program: Hotel and Residential High-rise with retail
and commercial spaces

Size: 1.9 m SF including parking, 823 feet high
Completion: Summer 2009, currently under
construction

Studio Gang Architects

im Bau, Bauvollendung Sommer 2009
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IIT, Minerals and Metals Re-

search Building
IIT Campus

Eckansicht des Baus von 1943

The Minerals and Metals Research Building is the
first structure on campus by Mies van der Rohe. His
earliest completed work in the United States, the
building exploits the advantages of steel, a mate-
rial more typical of construction in the U.S. than in
Germany. Well-suited to the technological needs
of the day in general, steel also seemed an appro-
priate choice for a technical university in particular.
Mies constructed the entire frame of the Minerals
and Metals Research Building, vertical and horizon-
tal members alike, of wide-flange beams and mul-
lions. Freestanding walls of the building were desi-
gned in glass and brick and were inserted within
the frame. Indicative of the primacy of structure in
the abstract, the wide-flange steel section would
later become Mies's signature element.

That the building occupied a transitional place in
Mies’s body of work is apparent on the south end

Ludwig Mies van der Rohe
1943

elevation, where columns and spandrels are con-
nected by bolts rather than by welding, which later
became standard at IIT. Nonetheless, the closest
thing to its dynamic use of steel in the U.S. was the
industrial plant architecture of Albert Kahn. Rela-
tive to the vocabulary of buildings at other Ameri-
can technical universities, the Minerals and Metals
Research Building qualified as a revolutionary
structural effort.

Oddly enough, the columns of the building are not
visible at all on the exterior, where a glass wall and
a brick apron conceal them. Early sketches suggest
that at one point Mies did consider revealing the
columns externally but ruled against it, a decision
that resulted, unhappily, in cracks in the brick wall
atthe mullion points. In later IT buildings, he expo-
sed the columns on the face of the wall, between
brick spandrel panels laid in Flemish bond.
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On the building’s interior, the wide-flange of the
fully constituted frame is most evident. The dif-
ferentiation of the interior, which houses a three-
story foundry hall flanked by three floors of labo-
ratories and offices, was made readable originally
on the end wall of the building. There the surface
of the metal frame appeared on the brick walls as
a geometric pattern. Also externally indicated, by
the wider fascia at the second-story level, was the
balcony that overlooks the main floor of the hall.
This early display of Mies’s often quoted concern
for clarity of expression led some observers to spe-
culate that the building’s structural system was
derived from the geometric abstractions of the
Dutch modernist painter Piet Mondrian, an influ-
ence that Mies denied.The truth behind this specu-
lation became academic when the wall was made
part of the interior by the 1958 six-bay addition to
the north, which maintained the height and width
of the first structure but did not continue the space
of the foundry hall. Thus, with no need to suggest
the presence of a large space, Mies was content to
extend the pattern of clerestory windows around
the three added elevations, rendered in brick laid
in English bond.

It is worth adding that the Minerals and Metals
Research Building figured in a typological distinc-
tion made by Mies. He saw such buildings as
,Gothic,” since they were linear systems that could
be cut off anywhere along their length. Double-
span structures with square bays were regarded as
characteristic of the Renaissance, hence, Classical.”

lllinois Institute of Technology Guide, p. 21-23



IIT, Carr Memorial Chapel
IIT Campus

The nonsectarian Carr Memorial Chapel is the
only ecclesiastical work ever constructed to Mies’s
design. The building went through two major
planning stages. The first scheme consisted of
two parts: the chapel proper, conceived as a steel-
framed structure with a basement, and a nearby
parish house with living quarters for a chaplain and
a parish hall with a conference room and foyer.

As completed, the chapel is more modest, both in
planning and scale. Itis a single, one-story building
measuring thirty-seven by sixty feet. Its end eleva-
tions are identical, although the glass on the east
entry side is clear while that on the west is sand-
blasted opaque. Support is provided by a brick
bearing wall, which, like the steel-frame roof, is
fully visible from within. The plan is basilican, with
two side aisles and a center aisle leading to the
sanctuary. In thisinstance Mies’s inclination toward
refined materials employed with utmost simplicity
is especially evident. The altar is a solid block of
Roman travertine resting upon a platform of the
same substance. The curtain behind the altar is of
natural shantung silk. Slender lineaments of highly
polished stainless steel form the cross and altar rail.
At the rear of the chapel, accessible through doo-
rways lined with white oak, are the sacristy, choir,
and restrooms.

lllinois Institute of Technology Guide, p. 54-55

Ludwig Mies van der Rohe
1952

Carr Memorial Chapel
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IIT, S. R. Crown Hall
IIT Campus

During his American career, Mies came to believe
that structure and space were the essential ele-
ments of architecture; as a result, his American
reputation has centered on the expression of those
concepts. In Crown Hall he exposed the structure
and enclosed the space with a powerful balance of
steel, glass, and light.

Mies’s building for the College of Architecture was
in design as early as 1950 and was completed in
1956. It is dominated by the steel frame and glass
pavilion of its upper level. Effectively a one-room
school, the space is 120 by 220 feet and 18 feet
high.

Crown Hall's greatness derives from both its clarity
and its comprehensive solution of all the problems
it set out to solve. The building reads as a largely
transparent glass box floating between its translu-
cent podium and its roof, which is suspended from
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Ludwig Mies van der Rohe
1956

the four plate girders that punctuate its silhou-
ette. The podium is actually a concrete frame on a
twenty-by thirty-foot module, set with eight feet
below grade and with four feet above grade glazed
with translucent glass.

During the day Crown Hall seems a precisely
defined, translucent, and transparent volume in
perfect repose. At night it becomes a reliquary of
light, asitsinteriorillumination appears to make the
building seem almost to float on a cushion of light.
The travertine main entrance stairs, centered on a
long side of the building, also seem to float, serving
to invite the visitor inside, through entrances mar-
ked by floor-to-ceiling glass. Upon entering, one
faces a central space defined by eight-foot-high
oak partitions; the cross axis that divides this core
into two parts helps orient the visitor to the richly
developed spaces of a building that seems initially
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to be without a plan. One could easily locate the
physical center of the building only to discover that
much of the greatness of the space comes from its
development whereby no single place is seen to
have priority.

Crown Hall departs from the module that Mies
established for the campus in his master plan. As
a result, it — rather than a more traditional cam-
pus structure, such as a library, administration
building, or student union - becomes what Mies
called representational. Such a building, Mies had
maintained, must declare the highest purposes
and ideals of the institution. At the dedication of
Crown Hall he said, ,Let this building be the home
of ideas and adventure” that would bein theend a
real contribution to our civilization.”

- Kevin Harrington

AlA Guide to Chicago, p. 85

Eingangssituation



IIT, Arthur Keating Hall
IIT Campus

One of five IIT campus buildings designed by
Myron Goldsmith of Skidmore, Owings & Metrrill,
Keating Hall differs from the other four most obvi-
ously in that it does not closely resemble any of
Mies van der Rohe’s work at lIT. The difference may
be accounted for by its function, which is that of a
sports center.

That basic dissimilarity aside, in some respects
the building is recognizably related to the rest of

Skidmore, Owings & Merill
1966

the campus. Goldsmith gave it the form of a clear-
span structure, with plate girders supporting the
roof from its underside. The exterior is clad in a
curtain wall of multicolored glass. A columnfree
main floor, large enough to accommodate a wide
range of indoor sports, features a gymnasium with
seating for two thousand spectators. At the south
end of the ground floor is the Olympic-size Ekco
swimming pool; at the north end are practice and

64

exercise rooms as well as handball and racquet ball
courts. Keating Hall replaced a gymnasium that
had earlier stood on Thirty-second Street between
Dearborn and State streets. To the east of the buil-
ding is a baseball field.

lllinois Institute of Technology Guide, p. 73

Visualisierung, im Hintergrund die Gebaude fiir,Graduate Student
Housing": Bailey, Cunningham und Carmen Halls.



The McCormick Tribune

Campus Center
IIT Campus

In 1993 IIT formed a national commission compo-
sed of faculty, trustees, and informed outsiders and
charged them with assessing the school’s entire
financial, academic, and physical condition. A cam-
paign to raise $250 mio, launched three years later,
with an initial $120 mio gift from the families of
alumni Robert Galvin and Robert Pritzker, eventu-
ally proved successful. Among the mostimmediate
architectural consequences of the campaign was a
new master plan for a reshaped campus, presented
by Chicago architect (and grandson of Mies van
der Rohe) Dirk Lohan.

An international competition funded by the
Richard H. Driehaus Foundation followed. From
the fifty-six architects invited from around the
globe, five finalists were selected: Peter Eisenman
of New York; Zaha Hadid of London; Helmut Jahn
and Werner Sobek of Chicago and Stuttgart; Rem
Koolhaas and OMA of Rotterdam; and Kazuyo
Sejima and Ryue Nishizawa of Tokyo. In 1998 the
jury awarded the commission to Koolhaas.

The building bearing the name The McCormick
Tribune Campus Center was dedicated in the fall of
2003. It is effectively a student union. Like Helmut
Jahn's State Street Village dormitories just south
across Thirty-third Street, it is located beneath
the elevated train track of one of the branches of
Chicago’s public transportation system. The noise
generated by the trains is considerable, and muff-
ling it was a problem for both Jahn and Koolhaas.
By putting up a 530-foot-long, elliptically sectioned
concrete tube clad in corrugated stainless steel (its
upper arc open to the sky) that wraps around the
elevated track, Koolhaas dealt with the problem.

Rem Koolhaas and OMA
2003

This solution, like Jahn's glass wall and screens, has
been successful.

The two works have little in common formally. Jahn's
dormitories are notable for their symmetry of plan
and elevation and the neutrality of palette. Externally
and internally, Koolhaas’s center is dominated by dia-
gonals, and the principal color of the outer walls is a
bright orange. The fascia is maroon striped in black.
So as to give the State Street facade sufficient height,
the architect canted the roof to accommodate the
tube. The resulting southern elevation is V-shaped.
The building serves a wide variety of purposes. The
most notable spaces are occupied by a theater, a

Eingangssituation
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sports bar, a ballroom, a conference room, and a
bookstore. Also included are a radio station, a cof-
fee bar, a faculty-staff dining room, Ping Pong and
billiard halls, an internal courtyard, a corridor with
computers, a convenience store, a suspended bridge
lined with plants, an information station, and a wel-
come center - the last relating the story of IIT and the
surrounding Bronzeville. Wall graphics are based on
an abstracted standing figure. This motif, designed
by the New York studio 2x4, has been created to
produce images of Mies and some of IIT’s founding
fathers.

lllinois Institute of Technology Guide, p. 85
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Wiliam H.Winslow House
River Forest, lllinois

Aus heutiger Sicht strahlt das Haus fur William
H. Winslow eine schlichte, noble Eleganz aus, im
Jahre 1894 jedoch war es aussergewdhnlich, dass
sich die Nachbarn mokierten. Verschiedene Merk-
male bezeugen eine deutliche Abkehr von der
Wohnhaus Architektur, die im neunzehnten Jahr-
hundert im Mittleren Westen der USA Ublich war.
Die Aussenmauern erheben sich direkt von einem
Sockel aus Betonsteinen, den Wright wasserspie-
gel nannte. Nur wenige Pflanzen umgeben den
Bau, um die Einheit von Haus und Grund zu beto-
nen.Anstatt des liblichen steilen Daches, das

Frank Lloyd Wright
1893-1894

von einem hohen, diinnen Kamin durchstossen
wird, fallt das Dach von einem kraftigen Kamin aus
sanft ab und ragt weit tiber die Fenster des ersten
Stocks hinaus. Die Fenster selber reichen von der
Bristung bis zur Traufhohe, statt etwa dreissig
Zentimeter tiefer zu enden,wodurch sie nicht wie
Lécher in einer Mauer, sondern wie Offnungen
in einer Flache wirken. Die Baustoffe sind ihrem
jeweiligen Charakter entsprechend verarbeitet
Beton ist urspriinglich Weiss belassen, goldene
rémische Ziegel bleiben goldene rémische Ziegel,
der Terrakotta Fries in Hohe des ersten Stocks ist
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tiefbraune Terrakotta, und all dies in einer Zeit,
als man Ziegel verputzte, Holz bemalte, Beton
versteckte usw. Im Inneren des Hauses sind die
Raume zwar klar definiert, fliessen aber weich
ineinander statt wie Ublich ,Kisten in Kisten” anzu-
haufen. Die Holausstattung ist einfach und nattir-
lich bearbeitet, nur Schnitzwerk und Verkleidung
finden sich im Vergleich zum Ublichen Zuviel an
Schnorkeln. Das Ganze verstromt eine bewusst
zurlickhaltende, wiirdevolle Eleganz, die in dieser
Epoche der Ubertreibungen bis dahin unbekannt

gewesen war.

Grundriss



Home & Studio
428 Forest Ave, 951 Chicago Ave

Wright began this small residence in 1889 shortly
after his marriage to Catherine Tobin. It was here
that he lived during his first twenty years of archi-
tectural practice while designing the now-famous
buildings of his Oak Park period. Originally the
room at the front of the house on the second floor
served as his drafting room until his studio buil-
ding was finished in 1898 on Chicago Avenue.

In 1895 he added the two-story polygonal bay
onto the south side. It contained a new dining
room on the ground floor and above it, an enlar-
ged bedroom.

In 1895 he also added a two-story structure onto
the rear of the house. Occupying its ground floor
was a new kitchen and a maid’s room. Over them
Wright built the superb vaulted room that was
to serve as his children’s playroom. This splendid
space, illuminated on both sides by art-glass win-
dows, also received light from above through a
skylight shielded from view by exquisite screens of
fret-sawed (fret-saw = Laubsage) wood.

Adjoining Wright's house on the north is a brick-
and-shingle building that he designed in 1898 to
serve as his architectural office. A large portion of
the funds for its erection came from a commission
of 1897 from the Luxfer Prism Company in con-
nection with a promotional competition calling
attention to their newly-developed electro-glazed
illuminating prisms.

When finished in 1898, the studio consisted of a
low entrance pavilion connecting an octagonal
library on the right with a two-story drafting room
on the left. Wright's private office was located
directly behind the reception hall.

Frank Lloyd Wright
1889-1898

When Wright remodeled the house as a rental unit
in 1911, he changed the house significantly by
adding a porch and moving the main entrance to
the south side. The house has been restored to the
way it was in 1909 the last time that Wright and his
family lived here.

A wide flight of steps leads from Chicago Avenue
past brick piers into the reception hall. The drafting
room consists of a square first floor of bricks and
shingles and an octagonal second story covered
with boards and battens laid horizontally. Inside,
the two-story space is open to a pitched octagonal
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ceiling 27 feet above the floor. An encircling balcony
is suspended from the roof beams on chains. The
library is also covered by an octagonal roof of low
pitch that is mostly a skylight.

This picturesque group of buildings, now commonly
known as“The Frank LIoyd Wright Home and Studio,”
was declared a National Historic Landmark in 1975.
A major restoration program for the buildings has
been completed by the Frank Lloyd Wright Home
and Studio Foundation, a non-profit organization.

Guide to Frank Lloyd Wright, p. 20-21
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Unity Temple
875 W. Lake St.

Frank Lloyd Wright
1889-1898

Throughout his life, Wright was absorbed with
pathways of discovery. At Unity Temple, the expe-
rience is both physical and spiritual. The route from
the radical and uncompromising Lake St facade to
the warm and intimate Temple is a sequence of
spaces as compelling as any Wright ever created.
After their Gothic Revival church burned in June
1905, Oak Park’s Universalists asked Wright to
design a new building for four hundred members.
The chosen site was prominent but small and close
to noisy streetcar and train tracks. The budget was
a modest $45,000.

These limitations, and a deep understanding of
the principles of the Universalist faith, stimulated
Wright's creativity. For reasons of economy, the
architect selected reinforced concrete, usually
used for important buildings only if covered with
another material or molded to resemble stone.
Construction technology and economics dictated
broad, unornamented expanses and repetitive
shapes. High walls and side entries set far back
would shield worshipers from as much noise as
possible.

Two similar but unequal blocks - ‘Unity Temple’
for worship and ,Unity House’ for social-service
functions are joined by a low entry link. The deep
overhang of the slab roof covers the walkway; the
monumentally scaled planter cuts off the view of
the street as one ascends the short flight of stairs.
The visitor is sheltered and then encircled by
the building before ever crossing the threshold.
Facing the doors, the sheer walls of the two blocks
and the entry parapet dramatically emphasize the
sky, presaging the Temple space. The inscription
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above each entry, ,For the Worship of God and the
Service of Man,” reflects the Universalist belief that
a house of worship must serve both sacred and
secular needs.

Inside, the low-ceilinged entry area leads cir-
cuitously to even more confining cloisters from
which one enters the dramatic Temple space. Only
30’ from the clamor of Lake St is another world,
flooded with light from amber-colored skylights
which create the impression of what Wright called
a ,happy cloudless day.” Three sets of galleries
for the congregation and an alcove for the choir
create a Greek cross within the square, with the
corners occupied by square stair towers. No seat
is more than 45’ from the pulpit, and most seats
are just barely above or below the speaker’s eye
level. There are no religious symbols; the Univer-
salists chose to focus all attention on the speaker.
Wright placed doors to either side of the pulpit so
the congregants would sit toward the minister.
Even before it gained worldwide renown, Unity
Temple was widely praised both by the congrega-
tion and by local newspapers. Despite the unor-
thodox form and materials, they recognized that
Wright had given form to a deeply rooted spiritua-
lity. It remains a transcendent work, bound to the
earth and open to the heavens.

- Alice Sinkevitch

AlA Guide to Chicago, p. 325



Frederick C. Robie House
5757 S. Woodlawn Ave

Frank Lloyd Wright
1906-1908

This house, which Frank Lloyd Wright designed in
1906 for a bicycle and motorcycle manufacturer, is
one of the world’s most famous buildings. Magni-
ficently poised, like a great steamship at anchor, it
is the distilled essence of Wright's Prairie School
style and the culmination of his search for a new
architecture. It is also among the last of his Prairie
houses; during construction Wright abandoned
both his Oak Park practice and his family to em-
bark on a new phase of his long career.

The Robie House faces west and south on a lot
measuring 60 by 180 feet. Its basic form consists of
two parallel, rectangular two-story masses at the
meeting of which rises a smaller, square third story.
The massive chimney effectively anchors these se-
parate parts. The main living quarters occupy the
second floor, with three bedrooms above. There
is no basement. The exterior formulation of base,
wall, and cornice, common to all of Wright's Prairie
houses, is repeated in every part of the elevations.
Here it is expressed by thin, long Roman bricks and
limestone trim. Floors and balconies are reinforced
concrete, while the great overhangs are made pos-
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sible by numerous concealed steel girders, some
as long as sixty feet.

Space is defined not by walls, in the conventio-
nal sense, but by a series of horizontal planes in-
tercepted by vertical wall fragments and rectan-
gular piers. These horizontals extend far beyond
the enclosures, defining exterior space as well and
echoing the flat midwestern landscape that so
inspired the architect. The chief embellishments
are the exquisite leaded- and stained-glass doors
and windows, which not only provide accents of
color and ornament but also screen interior from
exterior space while preserving the unity between
outside and inside.

The Robie House's calculated asymmetry, irregular
form, and striking silhouette invite us to explore its
carefully arranged sequences of spaces. This pic-
turesque manner of composition can ultimately
be traced to the freely experimental buildings of
the Shingle Style that Wright had learned in the
1880s from his first significant employer, Joseph L.
Silsbee. The beautiful abstraction of the building’s
surfaces, clean geometry of form, and personal
manner of decoration - its emphatic style — as well
as the strong central axis that orders its raised li-
ving and dining rooms, are the legacy of Wright's
,Lieber Meister,” Louis H. Sullivan. Only by uniting
these seemingly opposing traditions was Wright
able to create a personal modern style in 1900 and
give it its perfect expression six years later in the
Robie House.

- Paul Kruty

AlA Guide to Chicago, p. 433



Johnson Wax Factory
1525 Howe Street Racine, Wisconsin

Wright is best known for his residential work, but
the Johnson Wax Building also puts him at the fore-
front of commercial design. It was certainly a pro-
duct of its time, with its sleek, streamlined appea-
rance. Unlike other buildings of the period that
were often called Art Deco, this building appears
moderne without being trendy. It has no plate glass
windows, only Pyrex glass tubes to admit light. At
night these become more pronounced, their lumi-
nosity making the roof appear to float above the
red brick walls. The tubing not only serves to insu-
late the space, but also to prevent the workers from
gazing out of the windows, daydreaming.

When one approaches the Johnson Wax Building,
there is an element of surprise as it is smaller than
expected. Even the tower cannot be seen from
more than a few blocks away, despite appearing

Frank Lloyd Wright
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very tall in photographs. The building permit was
issued on 30 April 1927, building started on 3 Sep-
tember 1936, and work finished on 1 April 1939.
The idea for the mushroom columns was first pro-
posed five years earlier in unexecuted designs for
a newspaper building in Salem, Oregon. In the
Johnson Wax Building they were a great point of
contention. The State building inspectors stopped
construction in order to perform a full-scale test to
determine their permissible and ultimate carrying
weights. The columns were designed to support 12
tons. When tested they were able to hold 60 tons,
five times the allowable limit: the inspectors allo-
wed construction to continue.

The interior of the main Administration Building is
unexpected. It is like looking through a small grove
of concrete trees. The space is very large but the

columns create differing effects, at times making
it appear larger and at others smaller - one of the
visual dichotomies common to many Wright desi-
gns. The office furniture is innovative and certainly
as moderne as any of the time, yet it also has a
timeless quality. The desks have three table levels
which could almost have been designed to accom-
modate today computer keyboards and screens.
Most of the chairs for those working on the main
floor were three-legged without wheeled casters,
and had pivoted hacks. The colours of their original
fabric covering included the familiar Cherokee red
of the floor and brick, along with a soft blue, green
and yellow ochre.The original Cherokee red rubber
tiles of the floor are now covered with carpet. The
underside of the balcony that surrounds the work-
room is surfaced with cork to absorb sound. The
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brass guard rail along the top of the balcony wall
was fitted in the early 1970s to conform to OSHA
standards, even though no one had fallen from the
balcony in the previous thirty-five years. Similar
requests to add a metal fire escape to the outside
of the tower - which would have destroyed the
building’s beauty - resulted in its closure.

The Research Tower is a later addition to the Admi-
nistration Building and was built in the mid 1940s.
The walls are not supported from the outside, but
by the cantilevered floors that extend from the
central spine of the building. This spine also con-
tains all the mechanical systems and the elevator.
The pools and granite sculptures at the base of
the Research Tower were added in the late 1970s
by Taliesin Associated Architects. The sculptures
are upscaled versions of those that were originally
designed for the Nakoma Country Club of Madi-
son in the 1920s. Before these additions, the Tower
rose directly from the grade level and made a very
strong statement.

The Golden Rondelle Theater, where tours of the
building begin, was designed by William Wesley
Peters, the late chief architect and engineer of
Taliesin Associated Architects. Built for the New
York World Fair, the Golden Rondelle was flown by
helicopter back to Racine.

The Johnson family started business in Racine as a
wood flooring company. Responding to inquiries
on how to protect these beautiful wooden floors,
they decided to produce a protective wax.

The Frank Lloyd Wright field guide, p. 91



Farnsworth House
Plano. lllinois

Ansicht

The Farnsworth House is one of Mies van der
Rohe’s few completed residential designs in the
United States, and by far the most celebrated. It is
also Mies’s first fully realized example of a unitary
space enclosed in a rectangular prism, a building
form that more than any other distinguishes his
American work from his European.

Architecturally, the house is a remarkable distillate
of structure and space: a floor slab and a roof slab
are welded to eight wide-flange columns, four to
a side, that have been sandblasted to a smooth
surface and painted white. The exterior walls are
panes of floor-to-ceiling glass hung behind - that
is to say, within - the enclosing columns. The slabs
are cantilevered from the column rows so that on
the western, short side they form an entry porch
accessible by a low stair from an asymmetrically
oriented terrace, itself reached by another low stair
from ground level. While Mies is often criticized for
having paid little attention to the contexts of his

Ludwig Mies van der Rohe
1945-1950

Innenansicht

buildings, it is worth noting the southern exposure
of the house, where the terrace and the house pro-
per effectively embrace a splendid old sugar maple
tree that mediates between the manmade and the
natural elements.

The main floor slab is poised about feet above the
ground to protect the house from occasional floo-
ding from the Fox River, a stream that flows along
the front, or southern, edge of the property. This
functional attribute, together with the white struc-
ture and glass walls, gives the structure a floating,
near-apparitional effect.

The interior, which features a core lined mostly
in primavera wood, contains kitchen facilities,
cabinets, two baths and a fireplace. There is also
a freestanding teak closet nearby. So disposed,
these elements suggest, without defining, a living-
dining area, a sleeping area, and a kitchen area, all
linked by unpartitioned space. Mies's practical rati-
onale for so reductivist a design was that the house
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was commissioned as a country retreat for a single
woman, Dr. Edith Farnsworth of Chicago.

The house is isolated on a wooded 9.6 acre tract
near Plano, about 50 miles west of Chicago.

Chicago's Famous Buildings, p. 291



Biographien

American architect and engineer of German birth.
His family moved to the USAin 1854, and he trained
in Detroit, in the architectural offices of John Scha-
efer, E. Willard Smith and others. After his family
moved from Detroit to Chicago, Adler worked
under a German émigré architect, Augustus Bauer
(1827-94). Adler’s ability soon brought him to the
attention of an established practitioner, Edward
Burling (1818-92), who needed assistance in the
aftermath of the Chicago fire of 1871.

In 1879 he and Burling parted.

Adler’s firstindependent commission was the Cen-
tral Music Hall (1879; destr. 1900), Chicago. Other
early commissions in Chicago were a number of
commercial buildings: the Borden Block (1881;
destr. 1916), Jewelers’ Building (1882), the Bruns-
wick and Balke Factory (1882-91; destr. 1989) and
the Crilly & Blair Complex (1881; destr. c. 1970). By
1881 Adler’s employees included Louis Sullivan, as
is evident from the style and placement of the orna-
ment on the Borden Block. Adler made Sullivan a
full partner in 1883, by which time the office was
designing factories, stores, houses, office-blocks
and especially theatres. The early success of Adler
& Sullivan was due to Adler’s planning and engi-
neering innovations and his reputation as a care-
ful builder and businessman of integrity. He could
recognize and guide talent in others, and the firm
also benefited from his many social connections. A
founder of the Western Association of Architects,
he led its merger into the American Institute of
Architects, of which he was secretary in 1892.

Dankmar Adler
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Between 1879 and 1889 Adler executed many
commissions for theatres and concert halls,
ranging from remodellings to enormous multi-
purpose complexes. He was recognized as a lea-
ding expert in acoustics and served as acoustics
consultant during the construction (1890-91)
of Carnegie Hall, New York. Adler & Sullivan’s
records do not survive, and the contribution of
the partners and their employees can only be
inferred; for the Auditorium Building, Chicago
(1886-9), Sullivan, Paul Mueller and Frank Lloyd
Wright, who was employed as a draughtsman,
all contributed to the building complex, but the
commission and the overall design were Adler’s.
Other theatre commissions carried out by Adler
& Sullivan include the Schiller Theatre (1891-3;
destr. 1961), Chicago, which—Ilike the Audito-
rium Theatre—was part of a tall office building.
Several influential early skyscrapers were also
produced by the firm, notably the Wainwright
Building, St Louis (1890-91, the Chicago Stock
Exchange (1893; destr. 1971) and the Guaranty
Building, Buffalo (1894-6)

The financial crash of 1893-4, a shift in architec-
tural taste and irreconcilable aesthetic and eco-
nomic arguments between Adler and Sullivan
led to the partnership being acrimoniously dis-
solvedin 1895.Thatyear Adler became a consul-
tant for a company manufacturing lifts for new
skyscrapers, mostly in New York. He left after six
months, returning to architecture and to

Chicago, taking his son Abraham (1876-1914)
into partnership. Adler and Sullivan now

74

became competitors. Of the edifices built after the
split with Sullivan, Adler’'s Morgan Park Academy
dormitories (1896; destr. c. 1970) for a college pre-
paratory school and Isaiah Temple (1898), both in
Chicago, were architecturally the most interesting.

Adler spent much of his later life writing and wor-
king successfully for state licensing of architects.
He was particularly interested in two causes: reco-
gnition for architecture as a learned profession and
the education of both the public and the practiti-
oners on how to design for modern society. There
were some unbuilt projects, but after his death the
firm he left behind did not flourish. The work of this
brilliant and conscientious architect and engineer
was dominated by the idea of the building as a
synthesis, in which form and function are one’ He
solved practical problems creatively and literally
put a firm foundation under the skyscraper and a
solid skeleton under its skin. Adler opposed height
limitations and slavish obedience to historical
precedents, and he was unusual in his willingness
to experiment with new materials and relatively
untried structural and foundation techniques, as
well as in the breadth of building type undertaken.
With Sullivan he provided a model for the modern,
multi-specialist architectural office, providing also
a creative and productive milieu, in which some of
the 20th century’s leading architects began their
careers.

Rochelle Berger Elstein, Grove Art Dictionary Online
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American architect, urban planner and writer. The
most active and successful architect, urban plan-
ner and organizer in the years around 1900, Burn-
ham, with his partner John Wellborn Root, created
a series of original and distinctive early skyscrapers
in Chicago in the 1880s. Burnham’s urban plans,
particularly those for Washington, DC (1901-2),
and Chicago (1906-9), made a crucial contribution
to the creation of monumental city centres with a
great emphasis on parks.

1. Architectural work, to 1892.

In 1854 Burnham’s established New England
family settled in Chicago. His father, ambitious for
his son, sent him for tutoring and to a preparatory
school in Waltham, MA (1863). He failed the ent-
rance examinations for both Harvard University,
Cambridge, MA, and Yale University, New Haven,
CT, before returning in 1867 to Chicago where his
father placed him temporarily in the office of the
engineer and architect William Le Baron Jenney. In
1872 he was presented by his father to Peter Bon-
nett Wight of Carter, Drake & Wight. There he met
Root, who was chief draughtsman, and in 1873
they set up their own firm of Burnham & Root, with
Burnham in charge of business and planning and
Root of design. Initially they received only house
commissions, the first being that in 1874 (destr.) for
the businessman and organizer of the Union Stock
Yards, John B. Sherman, whose daughter Burnham
married in 1876. The firm’s domestic commissions
for a fashionable clientele were executed in an
accurate Ruskinian Gothic Revival style, which Root
had learnt from Wight.

Daniel Hudson Burnham
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From 1880 Burnham & Root emerged as the prin-
cipal designers of the new ten-storey skyscraper
office buildings, especially with the Montauk Block
(1881-2; destr.), Chicago. Here and in some two
dozen subsequent structures in the city, the firm
perfected ‘raft’ foundations to support tall buil-
dings on the muddy Chicago soil, iron (and even-
tually steel) skeletal frames to lighten and expedite
their construction, and a frank, unfussy treatment
of facades in red brick, terracotta and sandstone
to express this new technological creation. The
Rookery Building (1885-8) was their next promi-
nent work, followed by the Rand-McNally Buil-
ding (1888-90; destr.) with a complete steel frame
lightly clad only in terracotta, the Monadnock Buil-
ding (1889-92, with a brick exterior ornamented
only by the elegant batter of its walls and cavetto
cornice, and finally the steel and terracotta Maso-
nic Temple (1890-92; destr.), at 22 storeys then the
tallest building in the world.

2. Urban plans for the World’s Columbian Exposi-
tion, 1890-93.

In 1890 Burnham & Root were appointed consul-
ting architects to the World’s Columbian Exposi-
tion, a world fair in commemoration of the disco-
very of America in 1492. Preliminary plans were
worked out in late 1890 by Burnham &Root and the
landscape partnership of Frederick Law Olmsted
and Henry Sargent Codman (1867-93). In Decem-
ber 1890 it was decided that detailed designs for
the pavilions were to be executed by a board of five
of the most prestigious architectural firms in the
country: Richard Morris Hunt, George Browne Post
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and McKim, Mead & White, all from New York; Pea-
body & Stearns of Boston; and Van Brunt & Howe of
Kansas City. In the face of local dismay that no Chi-
cago architects were included, an equal number
of Chicago practices were added: Adler & Sullivan,
Solon S.Beman, Henry Ives Cobb, Jenney & Mundie
and Burling & Whitehouse. The first five firms and
Beman were given the task of designing the pavili-
ons around the monumental Court of Honor, sket-
ched out by Root and Olmsted, and they agreed to
adhere to common facade and cornice lines and to
adopt a consistent Greco-Roman style, executed
in a kind of plaster known as staff. The Chicago
firms were mostly assigned structures behind the
Court of Honor, and they produced freer designs,
especially Louis Sullivan’s Transportation Building
and Cobb's Fisheries Building. Root died unex-
pectedly of pneumonia just after the first meeting
of the board of architects, but Burnham carried the
project through with legendary assiduousness
as Director of Construction, employing Charles
B. Atwood of New York to design structures not
envisioned in the initial plans, most notably the
celebrated Fine Arts Building. Although Burnham
did not design the complex, he was responsible for
its execution, deciding such important secondary
questions as the painting of the buildings in a uni-
form ivory white and their illumination at night.
The opening of the Exposition on 1 May 1893 was a
triumph for Burnham. The monumental harmony,
the classical nostalgia and the white cleanliness of
the Court of Honor made a tremendous impression
on Americans as a vision of what a great orderly
city might be.
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3. Architectural work, 1893 and after.

Burnham had virtually closed his practice during
the erection of the World’s Columbian Exposition
buildings. When he reopened it in 1893, he orga-
nized it around his Exposition staff, with Atwood
in charge of design (until 1895) and with a 27%
interest in the partnership, and Ernest Graham con-
trolling the draughting room and Edward Shank-
land (1854-1924) responsible for engineering,
both of them with a 10% interest.

Atwood withdrew 1895 and Shankland 1900, after
which Graham and Burnham split the firm 40:60. In
1900 Peirce Anderson (1870-1924) returned from
the Ecole des Beaux-Arts, Paris, to take charge of
design and in 1908 he became a partner. In 1910
Burnham'’s sons Hubert (1887-1974) and Daniel
Hudson Jr (1886-1961) also entered the firm.
After Burnham's death in 1912, the firm was reor-
ganized as Graham, Burnham & Co.; in 1917, when
Burnham'’s sons left the practice, it took the name
Graham, Anderson, Probst & White.

The production of the firm after 1893 was almost
exclusively office buildings and department stores,
particularly the large and expensive sort: the Reli-
ance Building (lower storeys, 1889-91; upper
storeys, 1894-5), Chicago; the Ellicott Square Buil-
ding (1894), Buffalo, NY; the Frick Building (1901),
Pittsburgh, PA; the Flatiron Building (1903), New
York; the Railway Exchange (1903) and People’s Gas
buildings (1910), both Chicago; the department
stores Selfridge’s (1906), London, and Wanamaker’s
(1909), Philadelphia. Although widely scattered,
these buildings displayed a remarkably consistent
vocabulary of a few classical motifs applied over a

Daniel Hudson Burnham
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clearly expressed steel skeleton, small variations
in the costliness of materials and extensiveness
of ornament responding to the budget and pre-
tences of particular cases. The designs of Burnham
& Co. were considered practical and fashionable, the
‘latest thing'from Chicago. The firm's few monumen-
tal commissions included the Union Station (1907)
in Washington, DC, of which Peirce Anderson was
in charge. It is a remarkably spacious and success-
ful composition of characteristic volumes without,
however, any individuality or‘punch’in its details.

4.Urban plans, 1901 and after.

The World’s Columbian Exposition ultimately inspi-
red a movement that supported monumental
municipal planning in New York, Philadelphia and
elsewhere. Burnham and his new friend McKim
were honoured and consulted, and Burnham was
awarded honorary degrees from Yale, Harvard
and Northwestern universities. In 1901-2 Senator
James McMillan, chairman of the congressional
committee administering the national capital, the
District of Columbia, commissioned a new plan
for the city, based on the 18th-century Baroque
scheme of Pierre-Charles L'Enfant. Burnham, McKim
and Frederick Law Olmsted jr (1870-1957) were
appointed to a three-man planning commission
and, in collaboration with government authorities,
they worked out a scheme of low Greco-Roman
masses set in broad parks along L'Enfant’s monu-
mental axes, which was followed in the rebuilding
of Washington during the next half century. In
1905 Burnham produced an elaborate plan for
San Francisco; the plan was not, however, adopted

76

when the city was rebuilt after the earthquake of
1906. In 1904-5 the US government dispatched
him to the newly pacified Philippines to redesign
Manila and to lay out a summer capital at Baguio.
Finally, and most importantly, between 1906 and
1909 Burnham, together with Edward H. Bennett
(1874-1954), oversaw a plan for the rebuilding and
expansion of Chicago, which they published as
Plan of Chicago (1909), a magnificent volume with
architectural designs by the Frenchman Fernand
Janin (1880-1912) and renderings by the American
Jules Guérin (1866-1946). The Chicago plan was
Burnham'’s last as well as his greatest work. It pro-
vided for streets laid out on a grid with radial and
concentric boulevards, monumental civic buildings
and efficient transport systems, a greater number
of parks and a lakefront park system stretching
20 miles along Lake Michigan. The drawings were
displayed around the world, with Burnham himself
presenting them at the Town Planning Conference
held in Londonin 1910.

In 1884 Burnham was a founder and officer of the
Western Association of Architects. After it amalga-
mated with the American Institute of Architects
(1889), he served as the AlA’s President in 1894 and
1895, pushing for application of the Tarsney Act of
1893, which provided for the competitive award of
public commissions. In 1894 Burnham and McKim
were the prime movers in the founding of the Ame-
rican School of Architecture in Rome (later the Ame-
rican Academy).In 1910 he was appointed Chairman
of the National Council of Fine Arts to oversee all
public building and art in Washington, DC.

David van Zanten, Grove Art Dictionary Online
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Bertrand Goldberg received his training in archi-
tecture from 1930 through 1936 at several insti-
tutions, including the Cambridge School of
Landscape Architecture (now incorporated into
Harvard University); the Bauhaus in Berlin, Ger-
many; Armour Institute of Technology (now Illi-
nois Institute of Technology) in Chicago; and also
through a tutorial with engineer Frank Nydam. He
worked in the offices of George Fred Keck (1935)
and Paul Schweikher (1935-36) before organizing
his own firm in 1937. During World War Il, Gold-
berg was active under the Lanham Act designing
housing and mobile penicillin laboratories for the
U.S. government. Goldberg’s distinctive designs
often required innovative technology, as seen in
such noted Chicago buildings as Marina City, the
Raymond Hilliard Homes, and River City. He was
the recipient of numerous awards and his work was
the subject of many exhibitionsin the United States
and Europe. Goldberg was elected to the College
of Fellows of the American Institute of Architects in
1966, and was awarded the Officier de I'Ordre des
Arts et des Lettres from the French government in
1985

The Art Institute of Chicago, 2006
http://www.artic.edu/aic/libraries/caohp/goldberg.html

Bertrand Goldberg
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American architect. The son of a prosperous mer-
chant, he studied at Phillips Academy, Andover,
MA, and in 1859 entered the Lawrence Scientific
School, Harvard College, Cambridge, MA, to study
engineering. He took the unusual step of studying
at the Ecole Centrale des Arts et Manufactures in
Paris (1853-6). In contrast to the course at the Ecole
des Beaux-Arts, which stressed the art of design,
the course at the Ecole Centrale focused more on
expressing function in industrial design and on an
empirical and pragmatic approach. Jenney worked
for a French railway company for a few years and
returned to the USA at the outbreak of the Civil
War (1861). He served in the Union Army Corps of
Engineers, being discharged in 1866 with the rank
of major.

In 1868 Jenney established an architectural prac-
tice in Chicago. Gradually he focused on the design
of office and loft buildings, making the struc-
tures more efficient and enlarging the windows.
Such buildings as his Portland Block (1872; destr.)
attracted promising young architects to his office,
including Louis Sullivan, William Holabird, Martin
Roche, Daniel H. Burnham and Enoch H. Turnock;
their work developed the distinctive image of the
Chicago skyscraper.

For the first Leiter Building (1879; destr.) Jenney
used an internal skeleton of iron, with slender iron
columns embedded in the exterior wall carrying
the floor beams; otherwise the exterior masonry
wall carried its own weight, which was reduced due
to the extremely broad windows. In the Chicago
branch of the Home Insurance Company (1883-5;
destr. 1931), working with engineer George B.

William Le Baron Jenney
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Whitney, Jenney took the decisive step of using a
complete steel frame above the second floor, with
metal lintels carrying all exterior masonry clad-
ding and the windows. This was the first building
constructed around a steel skeleton. Working with
engineer Louis E. Ritter (1864-1934), in 1889-90
he also used an iron-and-steel skeletal frame for
the whole of the taller Manhattan Building, 431 S.
Dearborn Street, also adding diagonal wind bra-
cing. None of these office blocks as yet had exterior
masonry skins commensurate with the daring of
their internal frames. In the granite exterior of the
huge Sears, Roebuck & Co. Store (1889-91), State
and Van Buren Streets in Chicago, he finally clearly
expressed the presence of the internal iron and
steel skeleton.

After 1891, when Jenney formed a partnership with
William B. Mundie (1863-1939). In 1893 Jenney &
Mundie participated in producing designs for the
World’s Columbian Exposition in Chicago. Jenney
then retired and in 1905 moved to Los Angeles.
More than any other architect Jenney was instru-
mental in establishing the character of Chicago
office building and contributing to the structural
development of the modern metal-framed sky-
scraper.

Leland M. Roth, Grove Art Dictionary Online
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Dutch architect and theorist. Originally a journalist
and film-script writer, he trained as an architect at
the Architectural Association in London (1968-72),
where he was influenced by the visionary projects
of Archigram. Thus Koolhaas's first work, with Elia
Zenghelis, was ‘Exodus’ (1972; unexecuted), an
imaginary project providing London with a central
ceremonial strip to house all metropolitan acti-
vities. From 1972 to 1975 he studied with Oswald
Mathias Ungers at Cornell University, Ithaca, NY.
Fascination with the metropolitan lifestyle resulted
in the foundation of the Office for metropolitan
architecture in 1975 with Madelon Vriesendorp
and Zoe and Elia Zenghelis. Their conceptual pro-
jects centred mostly around the metaphor of the
metropolitan city as expressing and even genera-
ting a diversity of contemporary cultures, for exa-
mple ‘City of the Captive Globe'(1972) and ‘Welfare
Island Redevelopment, New York’(1975-6).In 1978
Koolhaas published Delirious New York, elabo-
rating the Deconstructivist theories previously
expressed through his drawings. From the late
1970s Koolhaas and OMA began to concentrate on
competition projects, for example the extension
of the Dutch Parliament Building (1978; with Zaha
Hadid), The Hague. This and the restoration project
for Arnhem prison (1979-80) best illustrate their
position on the relationship of past and present,
producing unashamedly modern yet contextual
designs. Influenced by the early modernism of
De Stijl and the Russian Constructivists, Koolhaas
attempted to reinvent and recapture the diversity
of the Modern Movement before the establish-
ment of the Rationalist canon. In the 1980s he

Rem Koolhaas
1944, Rotterdam, NL

shifted towards more realistic projects, particularly
housing programmes, for example two projects
for Interbau (1981), Berlin; a residential building
project (1980-82), Rotterdam; and public housing
(1983), North-east Quarter lll, Amsterdam. His
urban plans include the Amsterdam North Deve-
lopment Plan (1984). His continuing avant-garde
approach is seen in the Kunsthal (1993), Rotter-
dam.

Recent work includes the Dutch embassy in Berlin
(2002), and The McCormick Tribune Campus Cen-
terin Chicago (2003).

Volker Fischer, Grove Art Dictionary Online
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Office for Metropolitan Architecture [OMA].

Initially OMA worked inand about New York, mainly
on theoretical projects based on the premise
that the metropolis is the dominant experience
of human existence in the 20th century, an expe-
rience thatis perceived simultaneously as fragment
and collage, as association and symbol. Specifically
they argued that advertising and design, architec-
ture and fashion, everyday aesthetics and music,
lose their distinctions and form a continuum that
gives the metropolis a ‘second nature’ In Delirious
New York the metropolis is depicted as a surreal
iconographic cosmos, and this allegorical ensem-
ble of architecture and urban planning imbues the
imaginary buildings of the ‘big city’ with anthropo-
morphic qualities, in an almost psychoanalytical
manner. The book’s drawings, which quote images
from the architectural history of the 20th century,
made it a major aesthetic source not only for archi-
tects and architecture students but also for adver-
tisers, film makers and designers in the USA and
Europe.

Volker Fischer, Grove Art Dictionary Online
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German architect, furniture designer and teacher,
active also in the USA. With Frank Lloyd Wright,
Walter Gropius and Le Corbusier, he was a leading
figure in the development of modern architecture.
His reputation rests not only on his buildings and
projects but also on his rationally based method of
architectural education.

1. Education and early work, before 1919.

He was born Ludwig Mies but later adopted his
mother’s name, van der Rohe. The son of a master
stone mason, Mies van der Rohe had no formal
architectural education. He attended the Dom-
schulein Aachen until 1900 and then the local trade
school (1900-02) while working on building sites
for his father, from whom he acquired a respect for
the nature of building materials. The town’s many
fine medieval buildings stimulated a youthful
interest in architecture, and their characteristically
clear and honest construction exerted a lasting
influence upon his creative work. Two years as a
draughtsman and designer for a firm specializing
in stucco decoration followed, before he left for
Berlin in 1905. Wishing to improve his knowledge
of construction in wood, he became an apprentice
to Bruno Paul. He received an independent com-
mission to build a house for Dr Riehl, a philosopher,
who first sent him for three months to Italy, where
he visited Vicenza, Florence and Rome. The Riehl
House (completed 1907), Neubabelsberg, Berlin, is
ostensibly a single-storey house, traditional to the
vicinity, with a steeply pitched roof, which sweeps
smoothly over dormer windows. The placing of
the house on a steeply sloping site is remarkable:

Ludwig Mies van der Rohe
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a tetrastyle verandah at one end of the house rises
from a retaining wall at entrance level. The house
brought him to the attention of Peter Behrens,
in whose office he then worked (1908-12), and
towards the end of his time there he supervised
Behrens's robust neo-classical German Embassy
in St Petersburg (1911-12). He saw and was
impressed by the work of Frank Lloyd Wright when
it was exhibited in Berlin (1910).

Mies van der Rohe established his own office in
Berlin in 1912, and for the next two years or so his
work showed the influence of Karl Friedrich Schin-
kel, whose sparse Neo-classic manner he had seen
reflected in Behrens's prestigious non-industrial
commissions alongside the new rationalism of his
industrial buildings and products. An invitation to
design a house and art gallery (1912; unexecuted)
for Helene Kréller-Mdller at The Hague led Mies
van der Rohe to the Netherlands, where he saw the
work of H. P. Berlage with its clarity of structure and
honest use of materials. He built three houses in
the Berlin area before World War | began and from
1915 to 1918 served in the Engineers Corps of the
German Army.

2.Europe, 1919-38.

In the first half of the 1920s the newly establis-
hed Weimar Republic offered few opportunities
for building in Germany, but progressive deve-
lopments in the arts were beginning to find a
hospitable European centre in Berlin. Mies van
der Rohe participated fully in these activities. He
directed the architectural division of the Novem-
bergruppe (1921-5), helped to finance and wrote
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for the magazine G (Gestaltung) and prepared a
remarkable series of projects in which he explored
the architectural possibilities of the new building
materials. Studies for glass skyscrapers (1919-21),
in which multi-faceted glass skins enclosed open
skeletal structures, were followed by an equally
prophetic seven-storey concrete office building
(1922) in which the cantilevered structure is the
dominant exterior element, with the windows
recessed in continuous horizontal bands. Two pro-
jects for country houses followed in 1923-4, onein
brick, one in concrete. In them he developed the
concept of decellurization of interior space as initi-
ated by Frank Lloyd Wright.

Many other projects were designed during this
period, all to remain unbuilt. The Karl Liebknecht
and Rosa Luxemburg Monument to the November
Revolution (1926; destr.) in the cemetery at Friede-
richsfelde in Berlin was a vigorously three-dimen-
sional symbolic wall, composed of recessed and
raised overlapping rectilinear blocks of brickwork
and carrying a five-pointed star and standard. He
designed and built the Wolf House (1926; destr.)
at Guben, a finely crafted flat-roofed brick house,
and municipal housing in the Afrikanischestrasse
(1926-7) in Wedding, Berlin, three- and four-storey
buildings with balconies on the south side. The
decade closed, however, with two notable achie-
vements. In 1927, as First Vice President of the
Deutscher werkbund, Mies van der Rohe directed
one of the most successful of the inter-World War
initiatives, the Weissenhofsiedlung exhibition in
Stuttgart. He invited the foremost European archi-
tects to participate, among them Walter Gropius,
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busier, Behrens, Max Taut and Bruno Taut. Twenty
permanent residential buildings were built around
his own four-storey steel-framed apartments. They
provide a remarkable exhibition of comparative
individual interpretations of the new architecture.
It was not, however, until 1929 that the ideas of the
earlier experimental period were finally realized in
one of the mostimportant buildings of the Modern
Movement, the German (or Barcelona) Pavilion
(destr.; reconstructed 1986), Montjuic, Barcelona.
It was a last-minute addition to the German sec-
tion of the Exposicion Internacional in Barcelona
in 1929 for which Mies van der Rohe and Lilly
Reich (with whom he collaborated on exhibition
projects) had been given overall design respon-
sibility by the government in 1928. Here Mies van
der Rohe used the open (decellurized) plan as an
architectural analogy of the social and political
openness to which the new German republic aspi-
red. Space-defining elements were dissociated
from the structural columns, planning was free and
open, merging interior and exterior spaces: unbro-
ken podium and roof planes were held apart by a
regular grid of slender cruciform steel columns,
giving a clear field for spatial design, using opaque,
translucent and transparent walls freely disposed
between the columns. These ideas were crucial to
all his subsequent work. The rich materials of the
space-defining walls, the reflecting pools—in one
of which stands a sculpture by Georg Kolbe—and
the furniture that he designed specifically for the
pavilion (the well-known Barcelona chair, stools
and table), all added to the architectonic qualities
in a building of great poetic beauty. The Tugendhat
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House (1928-30; badly damaged by war but now
refurbished), Brno, Czech Republic, interprets the
ideas of the German Pavilion in a domestic context.
These two buildings and the furniture that he desi-
gned for them established him as an architect and
furniture designer of international stature. In 1930,
at the recommendation of Walter Gropius, Mies
van der Rohe was appointed Director of the Bau-
haus, but by 1932, under political pressure from
the Nazi party, he moved the school from Dessau
to adisused factory in Steglitz, Berlin, where he ran
it privately for one further session. Following fur-
ther Nazi interference he closed the school in 1933,
with the full support of his colleagues.

3.USA, 1938-69.

In 1938 Mies van der Rohe settled in Chicago and
took up an appointment as Director of the Archi-
tecture Department of Armour Institute, which in
1940 became the College of Architecture, Planning
and Design at lllinois Institute of Technology. He
also re-established his architectural practice and
for the next 20 years he divided his time between it
and his teaching duties. His work in both capacities
reflected a philosophy of architecture, based upon
Thomas Aquinas’s proposition that reason is the
first principle of all human work. It led him to que-
stion open speculation and personal expression as
the main bases for creative architecture and to fol-
low certain general principles that he learnt from
the buildings of the great architectural epochs of
the past: namely that architecture is derived from,
and eventually becomes an expression of, the signi-
ficant forces that combine to determine the ethos
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of an epoch or a civilization; that architecture’s phy-
sical realization is accomplished through the use
of clear construction, elevated to a higher plane
through an understanding of the art of building—
Baukunst; that a language of architecture gradu-
ally evolves during the epoch in response to the
epoch’s particular needs and means, guided by a
grammar based upon the principle of structure—
the morphological and organic relationship of
things that permeates the whole building fabric,
illuminating each part as necessary and inevita-
ble. At lllinois Institute of Technology (IIT) he set
up a curriculum based on these principles and the
belief that ‘The function of education is to lead us
from irresponsible opinion to truly responsible jud-
gement; and since a building is a work and not a
notion, a method of work, a way of doing should be
the essence of architectural education’

The North American technological environment
facilitated the realization of these architectural
ideas. During the first ten years or so in the USA, the
development of his characteristically clear, highly
influential concept of architecture was made possi-
ble by the Armour Foundation and IIT as clients: first
a master-plan for the campus (1940-41), and suc-
cessively the Research Buildings for Minerals and
Metals (1942-3) and for Engineering (1944-6), both
for the Armour Research Foundation; the Alumni
Memorial Hall (1945-6); and Perlstein Hall (Metal-
lurgy and Chemical Engineering) and Wishnick Hall
(Chemistry), both 1945-6, for IIT. All these were exe-
cuted in association with Holabird & Root, except
the last, which was undertaken in association with
Friedman, Alschuler and Sincere. In parallel
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with these buildings he designed and built a coun-
try retreat (1945-50) for Dr Edith Farnsworth on the
Fox River at Plano, IL. Many other buildings on the
IIT campus followed throughout the period of his
tenure of the Directorship of the School of Archi-
tecture, including the Students’Commons Building
(1952-3; with Friedman, Alschuler and Sincere) and
Crown Hall (1950-56; with Pace Associates). His first
high-rise buildings resulted from a meeting in the
mid-1940s with Herbert S. Greenwald, an active
young developer with particular interests in the
field of urban renewal. Promontory Apartments
(1946-9; with Pace Associates and Holsman, Hols-
man, Klekamp and Taylor), 5530 South Shore Drive,
Chicago, was the first of many buildings to result
from an association that continued for more than a
decade until Greenwald’s untimely death in an air
crash. Many multi-storey urban high-rise buildings
were designed by Mies van der Rohe in the follow-
ing 20 years, which by virtue of their precise, almost
Platonic images found worldwide emulation and
placed him in the forefront of 20th-century urban
design.The list of high-rise structures includes seve-
ral of the best-known and most widely discussed
buildings of the mid-century: 860 Lake Shore Drive
Apartments (1948-51; collaboration with same
practices), Chicago; the Seagram Building (1954-8;
with Philip Johnson, and Kahn & Jacobs; and with
Phyllis Lambert representing the client), Park Ave-
nue, New York; Pavilion and Colonnade Apartments
(1958-60), Colonnade Park, Newark, NJ; and later
the Toronto-Dominion Centre (1963-9) for which
Mies van der Rohe was consultant architect to John
B. Parkin Associates and Bregman and Hamann.

Ludwig Mies van der Rohe

1886, Aachen, D
1969, Chicago, USA

These buildings show clearly Mies van der Rohe’s
development and refinement of a structural aes-
thetic based on an open flexible plan. In contrast
to many of his contemporaries, Mies van der Rohe
profoundly questioned the concept ‘form follows
function’ because he recognized that functional
requirements often change. He believed that buil-
ding solutions should allow for an optimum degree
of flexibility in order to accommodate economically
the frequent need to revise the arrangement of
living and working spaces. Thus, within a concept
of overall size and complexity of function taken in
generalized terms, he chose to develop and work
within three trabeated building types: the low-rise
skeleton frame building, the high-rise skeleton
frame building, and the single-storey clear-span
building. In all these types those functions not
requiring daylight, such as lecture theatres and law
courtrooms, andthefixed coreaccommodatinglifts,
stairs, toilets and service ducts, are located within
the interior spaces of the plan, leaving the periphe-
ral areas available for the flexible arrangement of
classrooms, workshops, laboratories, offices, flats
or exhibition spaces as the particular building’s
function required. The development of the low-rise
building type is apparent in the numerous campus
buildings at [IT (1939-58), or between the clear for-
mal disciplines of the early examples such as the IIT
Metallurgical and Chemical Engineering Building
(1945-6; with Holabird and Root) and the later spa-
tial and structural sophistication of such buildings
as the Bacardi Administration Building (1957-61) in
Mexico City or the School of Social Service Admini-
stration (1962-5) for the University of Chicago.
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Refinement of the high-rise building type moved
from the reinforced concrete structural frame with
brick and glass infill at Promontory Apartments, to
the fireproofed steel structural frame enclosed by
a skin of black-painted steel mullions, column and
floor fascia plates with clear glass at the 26-storey
860 Lake Shore Drive Apartments, through to
the prestigious Seagram Building with its skin of
bronze mullions, floor fascia plates, glazing frames
and louvres, with tinted glass and marble. The for-
mer visually expressed both columns and floors
externally, the latter expressed the floor lines and
the corner and ground-floor columns. For the 30-
and 42-storey buildings of the Chicago Federal
Centre (1959-63; with Schmidt, Garden and Erick-
son, C. F. Murphy Associates and and A. Epstein and
Sons Inc.) the skin follows the Seagram Building’s
solution but comprises black-painted steel compo-
nents with aluminium glazing frames and louvres,
with tinted glass. There are also subtle differencesin
proportions between bay sizes and the positioning
of projecting mullions to express scale in terms of
an overall category of use or to take account of the
building’s magnitude.

Following a number of unrealized projects, the first
built example of Mies van der Rohe’s single-storey
clear-span building was the Farnsworth House,
Plano, IL—one of the best-known houses of the
20th century. The house, which is raised above
the ground against the Fox River’s spring flooding,
comprises a classically proportioned and finely
crafted white steel structure with rectangular floor
and roof planes cantilevering beyond externally
positioned ‘I' section columns—the space bet-
ween
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being subdivided into interior and exterior living
areas. In the interior area (enclosed by large sheets
of plate-glass and paved with Roman Travertine
marble), living, sleeping and kitchen spaces are
subtly defined around a free-standing wood-
panelled core housing bathrooms and services.
The exterior area, also paved with Travertine, forms
a protected terrace, and this is connected by a flight
of steps to a lower open floating terrace and similar
steps to the ground. There is no suggestion of a
contrived formal relationship between the house
and its natural surroundings, and the building’s
occurrence in the landscape would seem almost
fortuitous were it not for the harmony achieved
between it and the terrain. Its independence of,
and at the same time interdependence with, its sur-
roundings creates a convincing and moving image
in a technological era and is prophetic of the hand-
ling of the relationships of buildings to context
in many future projects. As a microcosm of the
mature work of Mies van der Rohe the Farnsworth
House has all the elements of the developed clear-
span single-storey building type as exemplified by
the larger Crown Hall (College of Architecture) at
IIT and the new Nationalgalerie (1962-8), Tiergar-
ten, Berlin. The former has a rectangular steel roof
structure carried by external steel plate girder por-
tal frames; the latter has a square steel roof struc-
ture supported in a cantilevered manner by eight
peripherally located steel cruciform columns.

The majority of Mies van der Rohe’s buildings were
designed for centrally located urban sites, inclu-
ding the campus of IIT and his best-known housing
development for Greenwald, the Lafayette Park

Ludwig Mies van der Rohe

1886, Aachen, D
1969, Chicago, USA

urban renewal scheme in central Detroit. The
Toronto-Dominion Centre is another of the traffic-
free schemes in which it is notable that the atten-
tion to scale in descending order through struc-
ture, plan module and components of construction
extends also to those elements that confront the
pedestrian: paving, steps, benches etc. The com-
mon recognizable factor in all Mies van der Rohe’s
urban design is the ability to handle the space bet-
ween buildings and the integration of space with
landscaping. No one can walk between the high
and low buildings of Lafayette Park, or between
the buildings at IIT, without being conscious of the
spatial definition achieved without formal enclo-
sure. Mies van der Rohe’s projected Mansion House
Square (1967), London, which brought a new office
building and existing historical structures together
through the introduction of a public landscaped
square, was rejected by the British planning autho-
rities.

Because Mies van der Rohe developed his concept
of architecture in a logical manner from one buil-
ding to another, his work as a whole is endowed
with a unity of purpose and expression. Regard-
less of magnitude or function the works belong
together as a coherent group and speak with a
single architectural language. This consanguinity
is due to a number of factors: structural systems
have been selected in accordance with the overall
requirements of the building’s functions, and their
components are revealed, either actually or sym-
bolically: non-load-bearing external skins and inte-
rior space-defining divisions are articulated sepa-
rately from stressed members, leaving no doubt
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as to what is structural and what is not; materials,
whether natural or industrially produced, are used
in such away as to acknowledge the nature of each;
visible modules represent subdivisions of the struc-
tural bays in relation to function and provide a tool
for internal planning and a practical inducement
to flexibility in use; careful and thorough detailing
exemplifies to the user the visual refinement called
for in the further division of space; subtle propor-
tions result from visual judgements, not systems;
provisions are made for expressive response to
changing conditions of light and weather.

Few architects practising after World War Il have
remained completely untouched by Mies van der
Rohe’s influence. He believed architecture to be a
historical process, and that in consequence archi-
tects should recognize relationships between the
significant facts of their own epoch and the ideas
thatare capable of guiding these factsin a direction
beneficial to society in general. In his own work he
tried to reach a practical synthesis of this ideal with
the disciplines set by the principle of structure: he
tried to evolve a truly contemporary language for
architecture, a language that comes from the past
yet is open to the future.

Mies van der Rohe was awarded the Gold Medal of
the Royal Institute of British Architects (1959), that
of the American Institute of Architects (1960) and
the United States Presidential Medal of Freedom
(1963).

Peter Carter, Grove Art Dictionary Online
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Childhood and education.

H. H. Richardson was the eldest of the four children
of Catherine Caroline Priestley and Henry Dicken-
son Richardson, a native of Bermuda who had
become a successful Louisiana cotton merchant.
He spent his early life on the Priestley Plantation
and in New Orleans, and he showed an aptitude for
mathematics and was intended for the US Military
Academy, West Point, NY, but failed to qualify due
to a speech impediment. He spent one year at the
University of Louisiana, then entered Harvard Col-
lege, Cambridge, MA, in February 1856.

After graduating from Harvard in 1859, Richard-
son spent the summer travelling in Great Britain
before going to Paris, where he studied at the
Ecole des Beaux-Arts. He failed the examinations
that autumn but passed after months of study in
November 1860. He entered the atelier of Louis-
Jules André, but, with the outbreak of the Ameri-
can Civil War in 1861, his family’s support was cut
off, and he was able to pursue his studies only
intermittently thereafter. Although he returned
briefly to the USA in 1862, his stay was short as he
was torn between opening a practice in Boston
and attempting to return to Louisiana. Instead he
returned to Paris, where he worked in the offices of
Théodore Labrouste and J. I. Hittorff, while conti-
nuing his studies in his spare time. He never com-
pleted the course at the Ecole, and he returned to
the USA in October 1865.

Henry Hobson Richardson

1838, St James Parish, LA, USA
1886, Brookline, MA, USA

Masterpieces.

Two of the finest works of Richardson'’s career, and
two of the projects that he is known to have been
most proud of, were the Allegheny County buil-
dings and the Marshall Field Wholesale Store.

The Marshall Field Wholesale Store (1885-7; destr.
1930), Chicago, is thought to be Richardson’s
greatest design achievement. This seven-storey
U-shaped building in downtown Chicago was
constructed in granite and red sandstone.
Richardson’s personal resolution of the problem
of the commercial building was demonstrated by
the pattern of fenestration with windows grou-
ped regularly under arches, which doubled and
quadrupled on the higher floors. The impact of
the building’s massiveness (it filled a full Chicago
block) and regularity was particularly enhanced by
the contrast it presented to the surrounding chao-
tic development. The building inspired immediate
and widespread comment, and its impact on the
Chicago school architects, including Louis Sullivan,
was particularly significant. As a result, the Field
Store has since been regarded as a critical forerun-
ner to the development of modern architecture.
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Decline and death.

Richardson’s health deteriorated rapidly in the last
years of his life under the increasing demands of
his practice. In the summer of 1882, while he was
travelling in Europe, Richardson consulted Sir Wil-
liam Gull about his chronic case of Bright's disease,
a renal disorder. Gull cautioned Richardson about
his work-load, but he continued to practise at the
same pace on his return to Brookline. He died four
years later. Richardson’s office was maintained by
his three chief assistants at the time of his death,
George Foster Shepley, Charles Hercules Rutan and
Charles Allerton Coolidge, under the name She-
pley, rutan & coolidge. Nearly all of the works under
construction at the time of Richardson’s death were
completed under their supervision.

Jeffrey Karl Ochsner, Grove Art Dictionary Online



Biographien

American architect and writer. He was educated in
Atlanta, GA, then in England at Clare Mount School
(1864-6), near Liverpool, and graduated in 1869
from New York University where he trained as a civil
engineer. In January 1872 Root moved to Chicago
to serve as head draughtsman (and prospective
partner) with Peter Bonnett Wight who had for-
med a partnership with Asher Carter (1805-77)
and William H. Drake (b 1837). Daniel H. Burnham
entered Wight's office soon afterwards, and in 1873
he and Root set up Burnham & Root, with Root as
the designer and Burnham the businessman and
organizer.

Domestic commissions occupied the practice until
1880 when they received their first commission
for a tall office building, from the Boston investors
Peter Brooks and Shepherd Brooks, the Grannis
Block (1880-81; destr.), Chicago, followed by the
Montauk Block (1881-2; destr.), Chicago, a ten-
storey building. These were the first of Burnham &
Root’s skyscraper office buildings, built between
1880 and 1891, a type that developed out of the
invention of the elevator and the intense pressure
on land values in the booming city of Chicago. It
was also made technically and economically pos-
sible by the evolution of light steel skeletons on
to which a fireproof brick or terracotta cladding
might be attached. Stone facings with carved
ornament were avoided, and the skyscraper was
consequently inappropriate for conventional
architectural treatments based on the horizontal
organization of the orders. Root composed with
bare red brick or sandstone masses, peppered with
windows, shaped like medieval fortifications. The

John Welborn Root
1850, Lumpkin, GA, USA
1891, Chicago, USA

Grannis Block was of warm red brick with exactly
matching terracotta. The exterior of the Montauk
was devoid of stonework and carving, being one
of the first structures of note in Chicago to be
built only of brick and terracotta. In this block he
invented the ‘raft'foundation, a concrete slab laced
with steel rails underlying parts of the structure to
spread its weight as evenly as possible, which sup-
ported a building of unprecedented height on the
soft Chicago subsoil.

The Rookery Building (1885-8) was again built
for Peter and Shepherd. In the Rookery, Root sup-
ported ten storeys in a block 200 ft square, open
on all four sides with an inner courtyard and with
a continuous grid of steel columns and beams. Its
two principal facades are powerfully composed
in stone and brick. The impressive internal court is
covered at second-floor level by glass supported
on a filigree of exposed iron beams. In the Rand-
McNally Building (1888-90; destr.), Chicago, he
adopted a complete steel skeleton, clothed only
in thin sheets of mass-produced terracotta. In
the Monadnock Building (1889-92), Chicago, the
Brooks commissioned 16 storeys on a narrow site.
They were reluctant for the new steel skeletal tech-
nology to be used, and so Root erected the struc-
ture as a row of tall brick cells, open on the interior.
Exterior walls of specially moulded bricks are plain,
with a projecting series of window bays from the
third to the fifteenth floor. The walls have an ele-
gant batter and flare outwards at the cornice, like
an Egyptian cavetto.
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The firm was now at the peak of its success and
Root was a leader of his profession, appointed
Secretary of the American Institute of Architects in
1889. In 1890 planning for the World’s Columbian
Exposition (1893) to celebrate the discovery of
America began in Chicago, and Burnham & Root
were placed in charge, Burnham of construction,
Root of design. Root had produced imaginative
sketches for the exposition buildings as well as for
the Art Institute of Chicago, when he died unex-
pectedly of pneumonia. Between 1880 and 1891
Burnham & Root had erected eighteen office buil-
dings in Chicago as well as eight in other cities.
In Chicago they contributed significantly to the
urban development of the central business district,
known as the Loop, which became almost a private
testing ground for their architectural experiments.
Critics, such as Root’s friend Henry Van Brunt, Sig-
fried Giedion, Carl Condit and Reyner Banham,
have acknowledged Root as the creator of one of
the great icons of modern technical building, the
tall office building.

David van Zanten, Grove Art Dictionary Online
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American architectural practice founded in Chi-
cago in 1939 by Louis Skidmore (b Lawrenceburg,
IN, 8 April 1897; d Winter Haven, FL, 27 Sept 1962)
and Nathaniel A. Owings (b Indianapolis, IN, 5 Feb
1903; d Santa Fe, NM, 13 June 1984), and the engi-
neer John O. Merrill (b St Paul, MN, 10 Aug 1896;
d Chicago, IL, 13 June 1975). Both Skidmore and
Owings were trained as architects, and they worked
together on the Century of Progress Exposition in
Chicago (1929-34) before forming a partnership in
1936.In an attempt to gain more commissions they
opened a branch office in New Yorkin 1937. During
World War Il SOM were commissioned to design the
town at Oak Ridge, TN (completed 1946), to house
those who worked on the atom bomb. The expe-
rience that they gained on this enabled them to
develop an exceptional organizational and mana-
gerial capability at an early stage. The firm domi-
nated American corporate architectural practice
for over three decades and during this time grew
to be the largest in the country, if not the world. It
created an American image and style: Internatio-
nal Style, modernist, glossy, meticulously detailed
buildings, fitted out with modern furniture and art.
At one time or another the firm had branch offices
in nearly every American city, and they would com-
pete with one another for commissions.

SOM defined a new architectural approach of team
work and total or comprehensive design, since the
firm undertook everything: design, engineering,
landscaping, urban planning and interiors. Also
an innovation, especially given the quality of work
and the prominence of the firm, was that none of
the founding partners actually designed. The cha-

Skidmore, Owings & Merill, SOM

racter of SOM'’s work was much influenced by the
engineers who became partners in the practice. In
addition to Merrill, who established the multi-dis-
ciplinary nature of the firm, they included Myron
Goldsmith and Fazlur Khan (1929-82), both of
whom joined the firm in 1955. The firm's designers
included Gordon Bunshaft in New York and Bruce
Graham (b 1925) and Walter Netsch (b 1920) in
Chicago. Architectural recognition came first with
Lever House (1952), New York, by Bunshaft. It is a
21-storey rectangular block, in plan only about
one third of the available plot area, placed above
one end of a 2-storey podium, which extends to
the edges of the site and is open at street level. Not
only was this the genotype of hundreds of city buil-
dings, giving better access to natural light and air,
but its almost transparent curtain-wall skin, made
possible by brilliant structural engineering, ope-
ned a new, glass-aesthetic phase of modernism,
to be imitated all over the world. Structural inno-
vation continued as the Miesian frame moved out-
side the building skin in examples such as the Busi-
ness Men’s Assurance building (1963), Kansas City,
and the Tennessee Gas Corporation Headquarters
(1964), Houston. Virtuosity reached a new dimen-
sion when Khan and Graham put into practice the
‘tubular frame’ method of design, which enabled
super-tall structures to be built without cost-
penalty for additional height. It resulted in such
buildings as the Sears Tower (1974), in Chicago,
one of the world’s tallest buildings (442 m), and
Exchange House (1990), London, with its exoskel-
etal steel arches bridging the railway lines entering
Liverpool Street.
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Another of SOM’s great achievements was their
establishment of the low-rise peri-urban company
headquarters as a building type in the 1950s and
1960s; they gave it a desirable image as a corporate
modern Versailles set in park-like surroundings. An
early example is the Connecticut General Life Insu-
rance company headquarters (1957) at Blooming-
field, CT. Also significant was Netsch’s ‘field theory,
developed in the early 1960s, a three-dimensional
open-planning technique designed to free major
complexes such as hospitals and universities from
the boxiness of repetition, for example the campus
of the University of lllinois at Chicago (1965-71).
Although the rise of Post-modernism was antago-
nistic to SOM’s major designers whose roots were
in abstract modernism, throughout the 1980s SOM
continued to build creative, high-quality corpo-
rate and institutional buildings across the USA and
increasingly overseas, for example the huge Haj
Terminal (1981-2) at King Abdul Aziz International
Airport, Jiddah, Saudi Arabia, and the American
Embassy (1987), Moscow, Russia.

Richard Guy Wilson, Grove Art Dictionary Online
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American architect and writer. He was the leading
progressive architect in Chicago at its most revolu-
tionary period in the 1890s, and a designer of ama-
zing virtuosity. His executed buildings include tall
office buildings, theatres, department stores and
banks, some of them in partnership with dankmar
Adler. Sullivan accepted frankly the new creation of
industrialized architecture, the steel-framed sky-
scraper building, but covered it with the most deli-
cate ornament, also designed by him and executed
in mass-produced terracotta slabs. He also wrote
poetically of the position of the sensitive individual
in the mechanized world.

Louis Henry Sullivan

1856, Boston, MA, USA
1924, Chicago, USA

Before 1890.

In 1872 Sullivan entered the Massachusetts Insti-
tute of Technology, Cambridge, MA, as a non-
degree student, following the first architectural
course in the USA. This was directed by William
Robert Ware, a student of the French-trained
Richard Morris Hunt in New York. Design was
taught by Eugéne Letang, who had recently arri-
ved from Emile Vaudremer’s atelier at the Ecole
des Beaux-Arts, Paris. Sullivan was a brilliant, but
impatient student and left after only a year, but
Ware and Letang influenced the course of his later
architectural training. In the summer of 1873 he
visited Hunt in New York, then continued to Phila-
delphia, where he lodged at the home of his cousin
and found a job with Hunt’s student Frank Furness.
After being made redundant during the depression
of September 1873, Sullivan followed his parents
to Chicago, which was still being rebuilt after the
fire of 1871, and joined the office of the engineer
and architect William Le Baron Jenney, who had
studied at the Ecole Centrale des Arts et Manufac-
tures in Paris. In the summer of 1874 Sullivan went
to France and entered the atelier of Vaudremer at
the Ecole des Beaux-Arts, Paris. Again he proved to
be an impatient student, and after only a year he
returned to the USA in May 1875, although in his
Autobiography he claims to have stayed two years
in France.

Sullivan probably did occasional work for other
architects, and by 1880 he was working in the office
of Dankmar Adler. In 1883 he became a full partner,
and the firm was renamed Adler & Sullivan, with
Sullivan in charge of design and Adler of business
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and engineering.

In 1886 Adler & Sullivan obtained the commission
for the Auditorium Building, an opera house enclo-
sed in a ten-storey block of hotel rooms and offices
and the largest building yet projected in Chicago.
It was a difficult job, both technically and aesthe-
tically, and both partners carried off their depart-
ments magisterially.

1890-1908.

The inauguration of the Auditorium Theatre on
9 December 1889 marked an epoch in Sullivan’s
work. In his Autobiography the architect himself
writes of a long vacation, followed by his return to
Chicago and his conception of his first steel-framed
‘skyscraper;, the Wainwright Building in St Louis,
MO, builtin 1890-91.

The ambitions kindled by the success of the Audi-
torium Theatre were in fact not focused so much
on the Wainwright Building as on another project
of the period, the design of the World's Columbian
Exposition of 1893. Indeed it was the frustration of
his ambitions here that diverted Sullivan’s atten-
tion to skyscraper design and later to writing and
proselytizing.

Curiously, Sullivan’s perfection of the ‘skyscraper
type was little appreciated. The depression of 1893
had curtailed his firm’s practice, and then in 1895
he had parted with Adler. Only a few opportunities
came after that; the Carson Pirie Scott Store was
his last large urban structure. In 1896 he published
his celebrated article, ‘The Tall Office Building Arti-
stically Considered; and as his practice contracted
after the completion of the Carson Pirie Scott Store,
he began writing in earnest, particularly in his‘Kin

’
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dergarten Chats; published weekly in the Cleve-
land Interstate Architect and Builder in 1902-3.

Other manuscripts followed, including the mas-
sive Democracy: A Man Search of 1904-8 (publis-
hed posthumously in 1961). Sullivan was probably
encouraged to write seriously by the group of
younger architects who gathered around him in
the closing years of the 19th century. They consti-
tuted what in 1908 one of them, Thomas Tall-
madge (1876-1940), named the Chicago school.
Frank Lloyd Wright (once Sullivan’s chief drau-
ghtsman) was a leading member, together with
such contemporaries as George Elmslie, Dwight
Perkins (1867-1941), George R. Dean, Richard E.
Schmidt and his partner Hugh M. G. Garden, Myron
Hunt (1868-1952) and Tallmadge himself, as well
as Wright's own assistants Walter Burley Griffin,
Marion Mahony Griffin and William E. Drummond.

After 1908.

The last phase in Sullivan's career was largely
devoted to designing banks in small towns in the
Midwest. Midwestern agriculture thrived in the
early 20th century, leading to a revolution in rural
banking and the proliferation of small institutions
sympathetic to local needs. These buildings posed
no problems in the expression of structure, as they
were all low, load-bearing brick constructions; they
did, however, raise important questions of institu-
tional expression. Sullivan’s solution was to make
them monumental, as befitted banks, but’'modern’
and unrelated to historical precedent in order to
communicate their transformed character. They

Louis Henry Sullivan

1856, Boston, MA, USA
1924, Chicago, USA

are the final and most richly impressive demonstra-
tions of his ornamental skill, with their rich use of
polychromy in brick and terracotta. Furthermore,
the design of each was sensitively adapted to its
setting, usually at the end of the main street facing
the town square (as at Owatonna, Grinnell, New-
ark, Sidney and Columbus). At Owatonna the mass
of the structure rises above the surrounding shops
and balances the mass of the court-house facing it
across the square; at Columbus an arcade down the
side of the bank frames the town’s Civil War monu-
ment. Although these buildings were in remote
areas, the care bestowed on them by Sullivan sug-
gests that here he had finally found appreciative
recipients for his exquisite talents.

During this period Sullivan also designed the Van
Allen Department Store (1913-15), Clinton, IA, and
two large houses, the Babson House (1907; destr.),
Riverside, IL, and the Bradley House (1909), Madi-
son, WI. He continued to be beset by financial dif-
ficulties, however. His only executed design after
the Merchants’ Union Bank in Columbus was the
front of the Krause Music Store (1922), Chicago. He
became destitute and dependent on the charity of
friends. In 1922-4 Sullivan executed the elegant
plates of his System of Architectural Ornament
According with a Philosophy of Man'’s Powers and
wrote his lyrical Autobiography of an Idea, both
published by the American Institute of Architects
immediately before his death.

2. Critical reception, posthumous reputation.
Critical evaluation of Sullivan’s work has been
inconsistent. European or European-inspired
modernists have praised the frankness of the
articulation of his steel-framed skyscrapers and
overlooked (or denigrated) the Transportation
Building, the late banks and his new vocabulary of
ornament. This interpretation is evident, for exam-
ple, in the assessments offered by Hugh Morrison
(1935), Sigfried Giedion (1941) and Carl Condit
(1952 and 1964). More recently, American scholars,
led by Vincent Scully, have reversed this emphasis
and depicted Sullivan as a humanist who shunned
historical imitation to create a vivid sense of shape
and surface through his ornament. To these writers
the surfaces of his skyscrapers, clad in terracotta,
communicate the elastic stresses within the steel
membering, and the shape of his office buildings
and banks give form to their settings, while the
obscure poeticizing of his later theoretical works
express a belief in spontaneous expression. This
interpretation informs the assessments given by
Sherman Paul (1962), Narciso Menocal (1981),
Robert Twombly (1986), Lauren Weingarden (1986)
and others.

David van Zanten, Grove Art Dictionary Online
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1.Training, influences and work, before 1901.

After leaving school, Wright went to work for the
engineer Allan D. Conover in Madison; he also
studied engineering at the University of Wiscon-
sin, Madison, for two quarters until 1887, when he
went to Chicago to seek his fortune in architecture.
There he worked first for Joseph Lyman Silsbee, an
architect who had designed religious buildings
for the Lloyd Jones family. From early 1888 to
mid-1893 he served as chief draughtsman for Adler
& Sullivan, whose designing partner, Louis Sullivan,
was then gaining recognition for the unique style
of architecture he was forging. In 1891 Wright
began to design houses in his spare time and, as
this practice was not authorized by his contract,
his employment was terminated in June 1893. In
1889 Wright married Catherine Tobin and later that
year they moved into a house Wright designed for
them in Oak Park, a suburb of Chicago. During this
ensuing decade of marital stability, during which
Catherine bore him six children, Wright worked to
perfect his own architectural expression. Wright
absorbed the essentials of picturesque design from
Silsbee, whose houses consisted of asymmetrically
organized rooms of contrasting shapes opening
into each other through wide doorways, the spa-
tial flow accentuated by long diagonal views that
often continued outside on to wide porches. The
complex exterior massing of these houses echoed
the irregularity of their interior plans and volumes.
If Wright derived his fascination for complex inte-
rior spaces from Silsbee, however, his mastery of
plane and mass came from Louis Sullivan.
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Wright was also inspired by Japanese architec-
ture, from which he derived his method of using
solid and transparent rectangular planes to define
space. Another significant attribute of Wright's
design process may be traced to the same source:
the planning module, a rectangular grid laid over
drawings to regulate the placement of walls, win-
dows and doors, thus giving a consistent scale to
a building. Wright also found inspiration in the
abstract aesthetics of Japanese prints, which he
later collected, exhibited and wrote about. From
the English Victorian Gothic Revival, Wright bor-
rowed the casement window, which he arranged
most often in horizontal bands that served both to
open up and to echo the rectangular shape of the
wall planes from which he constructed his houses
and, at the same time, illuminated their interiors
with nearly continuous horizontal bands of light.
The development of Wright's mature architecture
may be traced in a series of house designs of the
1890s, beginning with the brick house for James
Charnley, which he designed in 1891 while with
Adler & Sullivan. Its abstract massing and formal
composition was based on Sullivan’s experiments
with pure geometry in the late 1880s. The same
theme reappeared in the William Winslow House
(1894), River Forest, IL, also of brick. Not until 1900
was Wright able to design an equally abstract
house of wood frame. He accomplished this by
replacing traditional board-and-batten with plaster
in the house he built that year for B. Harley Bradley,
Kankakee, IL. In doing so, he was influenced by the
modern plaster houses of English architects such
as C.F. A.Voysey.
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2. Prairie houses and mature work, 1901-13.

In 1901 Wright published a project for ‘A Home in
a Prairie Town'’ (Ladies’ Home Journal, XVIII/3, Feb
1901, p. 17); it was characterized by continuous hip
roofs of low pitch extended to cover the carriage
entrance, a continuous screen or frieze of casement
windows, and a wall and base course below them.
This approach culminated in 1902 in the house
he designed for Ward Willits, Highland Park, IL.
Buildings are organized around interlocking spa-
tial units defined by solid and transparent planes.
Simplicity of expression accorded each surface,
which serves to convert the planes and masses into
abstract geometric shapes and masses.

Between 1903 and 1913 Wright designed many
brilliant variations on the theme of the Willits
House. They included houses for Darwin Martin
(1903-6), Buffalo, NY; Thomas Hardy (1905), Racine,
WI; Steven Hunt (1907), La Grange, IL; Avery Coon-
ley (1907-10), Riverside, IL; Isabel Roberts (1908),
River Forest, IL; Fred Robie (1908-10), Chicago; Mrs
Thomas Gale (1909), Oak Park; and Francis Little
(1913-14; destr.), Lake Minnetonka, MN.

In the early years Wright had relatively few com-
missions for non-residential buildings. The largest
and most significant executed examples were
the Larkin Building, Buffalo, NY, and Unity Temple
(1905-8), Oak Park. Both were similar in the way
their interior volumes were expressed on the exte-
rior. Both had a vertically orientated rectilinear
space at the centre, with subsidiary volumes ope-
ning into it at various levels, and they were both
originally designed to have brick walls trimmed in
stone. Another project of this period, the 25-storey
San Francisco Call Buil
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ding (1912; unexecuted), San Francisco, would
have been his first tall building in reinforced con-
crete, conceived as a rectangular slab skyscraper
with concrete load-bearing walls.

Wright recognized that his method of composing
buildings—in which the traditional self-contained
‘box’punctured by doors and windows was broken
down into opaque planes and transparent screens
merging inside and outside—was revolutionary,
and he began to write about it in 1908. He asserted
that he designed from the inside outwards, mea-
ning that he did not begin with a preconceived
idea of the exterior form or its details, as he sup-
posed most other architects did, but with the
building’s requirements, both material and sub-
jective, from which he developed a suitable plan
and spatial configuration. Only then did he define
interior spaces with rectangular screens, both solid
and transparent, and raise the elevations that gave
physical reality to the spaces enclosed. That Wright
actually worked in this manner is certain from the
testimony of his employees, both between 1902
and 1910 and after 1931. Architecture conceived of
in this way, growing like a plant ‘from the ground
up into the light by gradual growth’he called ‘orga-
nic’

In Wright's mature architecture there is virtually
no hint of historic styles, and he realized that to
achieve integrated artistic compositions he would
also have to design the furniture and furnishings
for his buildings. For those residential clients who
could afford both house and custom-designed
fittings, Wright provided interiors of the highest
quality, for example in the two houses for Francis
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Little; the Martin House, where he designed such
items as complex rectilinear oak bookcases and
tables, upholstered settles, and armchairs with cir-
cular seats, and coloured, geometrically patterned
art glass windows; and the Robie House, where he
designed settles and chairs, lamps, rugs, and a mas-
sive dining-table with lamps and flower vases at
the corners and tall, rigidly rectangular slat-backed
dining-chairs. For these and many of his early
houses, he also designed coloured, geometrically
patterned art glass windows. Wright also designed
the metal office furniture and filing cabinets for the
Larkin Building as well as other fittings.

In 1905 Wright made his first visit to Japan, where
he studied Japanese architecture and collected
ukiyoe prints. At this time, however, his personal
life changed dramatically as a result of his liaison
with Mrs Mamah Cheney, the wife of a client for
whom he built a house in Oak Park in 1904.1n 1909,
accompanied by Mrs Cheney, he went to Europe to
arrange for the first extensive publication (1911)
of drawings and photographs of his architecture
by Ernst Wasmuth of Berlin; much of the prepa-
ratory work was carried out with the help of his
eldest son, Lloyd Wright. The Wasmuth portfolio
may have influenced a number of early Modern
Movement architects in Europe, including Mies
van der Rohe, Le Corbusier and Walter Gropius. On
his return to the USA in 1911, Wright built Taliesin,
a country home for himself and Mrs Cheney in the
Lloyd Jones Valley near Spring Green.

In August 1914 Wright's affair with Mrs Cheney
ended in tragedy when a deranged servant murde-
red her, her children and four others at Taliesin after
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setting fire to the living-quarters.

3. Decorative years, 1914-34.

Although Wright rebuilt Taliesin, for the next
decade he was a wandering architect, living vario-
usly in Tokyo, Los Angeles and Arizona as well as at
Taliesin.In 1913 he had made preliminary drawings
for the Imperial Hotel, Tokyo, and he returned there
with his drawings late in 1916, accompanied by the
artist Miriam Noel, with whom he had begun a liai-
son. During World War | and after he spent consi-
derable periods of time in Japan, returning perma-
nently to the USA only in 1922 after the completion
of the hotel. During the time Wright travelled bet-
ween the USA and Japan, he designed the vaguely
Pre-Columbian Barnsdall House (1916-22), Los
Angeles, and after his return he continued in the
decorative vein of the Imperial Hotel with a number
of designs for concrete-block houses. These are
distinguished by their rich ornamentation produ-
cing a textile-like wall pattern both inside and out,
achieved by casting geometric designs into outer
and inner blocks, which were tied together with
steel reinforcing. Among the best of the block buil-
dings are houses for Mrs George Millard, ‘La Minia-
tura’ (1923), Pasadena, CA, for Charles Ennis (1924)
and for Dr John Storer (1924), both in Los Angeles;
Phi Gamma Delta Fraternity House (1924; unexe-
cuted), Madison, WI, and San Marcos in the Desert
Resort Hotel (1927-9; unexecuted), Chandler, AZ.
Meanwhile Wright's relationship with Miriam Noel,
whom he married in 1922, had proved disastrous
because of her mental instability and they were
divorced in 1927. In 1925 he had met Olgivanna
Milanoff, the daughter of a Montenegrin judge,
whom he took to live with him
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atTaliesin following a second fire there in that year,
and their marriage in 1927 ushered in a period of
domestic tranquillity in his life that lasted until his
death.

During the years before and after the Depres-
sion, writing, teaching and the dissemination of
his ideas played a major part in Wright's work at
a time when commissions were scarce. In 1927
he and Olgivanna were planning to convert the
abandoned Hillside Home School, near Taliesin,
that he had built for his aunts in 1903, into a new
educational institution. Originally intended as an
art school, it became a place where aspiring archi-
tects could receive instruction from Wright. Known
as the Taliesin Fellowship, the school opened in
1932 and aimed to educate the whole person: in
the communal life fostered by the Fellowship, stu-
dents assisted with farming, food preparation and
other chores, performed as musicians and thespi-
ans, and worked as draughtsmen.In 1927-8 Wright
contributed a series of theoretical articles to the
Architectural Record, and in 1930 he was invited
to give the Kahn Lectures at Princeton University,
which were published in 1931 as Modern Architec-
ture. He subsequently lectured extensively in the
USA, Europe and South America. In 1932 Wright's
An Autobiography appeared, to be followed by a
series of books that brought him worldwide publi-
city, enhancing his international reputation and
providing fees, royalties and commissions that hel-
ped to ensure the financial security of the Fellow-
ship. Among the best known are The Disappearing
City (1932), The Future of Architecture (1953), The
Natural House (1954) and A Testament (1957).
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4. Late work, 1935 and after.

An incredibly rich and varied second career began
forWright in 1935 with the commission from Edgar
J. Kaufmann for a country house at Bear Run, near
Pittsburgh, PA. The result was Fallingwater, a multi-
level structure of rugged stone walls and smooth
concrete terraces cantilevered over a waterfall. The
Johnson Wax Administration Building (1936-8),
Racine, WI, is no less unique: a smooth, curvilinear,
streamlined building of brick, indirectly lit through
rooflights and continuous bands of glass tubing, its
main roof carried on elegant tapered mushroom
columns.

In thisimmensely creative period Wright also deve-
loped the Usonian house, intended as a relatively
low-cost home affordable by the middle classes.
Wright believed that his Usonian homes, cleansed
of historic traditions and styles and organically uni-
ted with the landscape, were appropriate dwellings
for the free people of democratic ‘Usonia’ (United
States of North America). The first of these houses
to be built was designed in 1936 for Herbert Jacobs
at Madison. More than 100 Usonian houses were
subsequently built throughout the USA.

In spite of the visual and spatial diversity of Wright's
late work, itis possible to identify two common cha-
racteristics of this period: surfaces became smooth
or lightly textured, with ornament virtually elimi-
nated; and innovative geometric planning grids,
incorporating triangles, hexagons and circles, were
introduced to generate unusually shaped interior
volumes as well as exterior forms. Triangular grids,
for example, became the planning module for as
many as 100 homes designed between 1936 and
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1959 and also for such non-residential buildings as
the First Unitarian Church (1947-51), Shorewood
Hills, WI, which has a dramatic triangular roof of
acute pitch over the sanctuary. Wright had pre-
viously used a triangular grid in a project (1929;
unexecuted) for St Mark’s-in-the-Bouwerie, high-
rise blocks of two-storey apartmentsin New York. In
addition to the angular walls produced by the grid,
these towers also were to have floors cantilevered
from a central spine of reinforced concrete, which
Wright likened to a tree trunk. The same structural
system was used in the Johnson Wax Laboratory
Tower (1944-50), Racine, WI, the external form of
which continued the streamlined character of the
earlier administration building, with rounded cor-
ners and bands of brick and glass-tube cladding.
The ‘tree-trunk’ structure was also used in the
Harold Price Tower (1956), Bartlesville, OK, a com-
bined office and apartment building clad in glass
and copper; and it was envisioned for the Mile-
High Skyscraper (1956; unexecuted) projected for
Chicago, the faceted walls of which formed an elon-
gated pyramid tapering to a needle-like point. In
the Beth Shalom Synagogue (1954-7), Elkins Park,
PA, a triangular ground-plan was developed into a
hexagonal structural pyramid filled in with translu-
cent fibreglass panels which illuminate the interior
with a diffuse milky light, while the hexagon was
used as a planning device in the Paul Hanna House
(1936-7), Palo Alto, CA, and the Arizona State Capi-
tol (1957; unexecuted), Phoenix.

Wright's use of the circle as a planning device can
also be traced back to the 1920s, although he did
not employ it regularly until the late 1930s. Examp
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les include Olin Terraces, a civic centre for Madi-
son later renamed Monona Terrace when the pro-
ject was revived in the 1950s (1938; unexecuted
but built in a revised form on the original site in
1995-6); the so-called solar hemicycle house for
Herbert Jacobs (1943), Middleton, WI, laid out as a
segment of a circle, its south wall of glass and its
north wall an earth berm; and the Friedman House
(1948), Pleasantville, NY. The spiral first appeared
as a motor car ramp leading to a mountain-top
planetarium overlook (1925; unexecuted) but
did not appear again until the first designs for the
Solomon R. Guggenheim Museum (1943), New
York, resulting in the extraordinary (and function-
ally controversial) upwardly expanding helix of the
main gallery (built 1956-9); it also appeared in the
graceful ramp in the V. C. Morris Shop (1948), San
Francisco; and in the house (1950) built for his son
David Wright at Phoenix. In the 1950s the circle,
used both as a planning tool and as a formal ele-
ment, occurred more and more often in Wright's
work, as seen in the segmental arches and dome of
the Marin County Government Center (1957-66),
San Rafael, CA, and the space-age Greek Orthodox
Church (1959), Wauwatosa, WI, which resembles a
flying saucer.

Wright continued to work actively as an archi-
tect, teacher, lecturer and writer until his death in
1959 just two months short of his 92nd birthday.
Although his work has been widely admired since
the beginning of the 20th century, relatively little
of a scholarly or critical nature was written about
it during his lifetime, the first book about his archi-
tecture in English being published only in 1942
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when Wright was 75 years old. Between then and
1976 only a handful of scholarly books about
Wright appeared and most of them dealt with
contextual issues, though in 1976, beginning with
a study of the Usonian house, there began a steady
stream of books about Wright's architecture. Once
the archives at Taliesin West were fully opened for
research in the mid-1980s, and copies of their cor-
respondence, drawings and photographs depo-
sited at the Getty Research Institute, Los Angeles,
CA, the pace of scholarly study and critical reas-
sessment of Wright's work began to accelerate.

Paul E. Sprague, Grove Art Dictionary Online
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