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A landmark nomination was submitted for the house at 1427 Waverly Road on April 30, 2013.  
The Historic Preservation Commission considered the nomination at the June, 2013 meeting and 
adopted a resolution making a preliminary landmark designation recommendation for the 
property.  Following the adoption of the resolution, the property owner submitted a letter 
declining consent for the landmark designation.    Because the owner has not provided consent, 
the HPC must hold a public hearing to “provide a reasonable opportunity for all interested 
persons to present testimony or evidence” regarding the nomination and the findings of the 
Commission.  The intent of the public hearing is to allow additional testimony and evidence to 
be submitted for the Commission’s consideration before a recommendation is forwarded to the 
City Council. 

Landmark Nomination for 1427 Waverly Road – Public Hearing 

To:  Historic Preservation Commission

From:  Andy Cross, Planner II 

Date:  August 13, 2013 

Historical 
Name: 

Oakcliffe ‐ Allen Loeb House 

Year Built:  1929 

Style:  Georgian Revival 

Historical 
Status: 

S – Significant 

Size:  10,198 square feet 

Original 
Owner: 

Allen Loeb 

Architect: 
Russell Walcott and Robert Work /  
Arthur Heun 

Original Cost:  $96,000 

Significant 
Features: 

 Slate roof 

 Roman brick 

 Front parking court 

 Brick built‐in planter wall 

Requested 
Action: 

The Commission is asked to conduct 
a public hearing and consider 
whether to recommend the 
proposed landmark designation to 
the City Council. 
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Previous Consideration  
The owners of the property at 1427 Waverly Road appeared before the HPC in July, 2012 with a 
request to demolish the house.  Following extensive discussion about the architectural style of 
the house, the Commission found that the property satisfied landmark standards #4 and #6: 
 

(4)  It embodies distinguishing characteristics of an architectural and/or 
landscape style valuable for the study of a specific time period, type, method of 
construction or use or indigenous materials; 
 
(6)  It embodies, overall, elements of design, detailing, materials, and/or 
craftsmanship that renders it architecturally, visually, aesthetically, and/or 
culturally significant and/or innovative; 

 
There was discussion about the architects of record for the house on the property, Walcott and 
Work, and whether they met the standards for Landmark Criterion #5.  The HPC agreed that 
more research on the pair was necessary before positive findings could be made, so discussion 
on this criterion was continued to the following meeting.   
 
The Commission resumed discussion about Walcott and Work at the August 9, 2012 meeting to 
determine whether their work could be found to have “influenced the development of the City, 
county, state, or country.”   Staff assembled extensive research and invited Arthur Miller, 
archivist and librarian for special collections at Lake Forest College library, to attend the meeting 
and provide information about Wolcott and Work and the genre of country estates.  After 
extensive discussion, the Commission found by a unanimous vote (6‐0) that Landmark Criterion 
#5 was applicable to 1427 Waverly Road: 
 

(5)  It is identifiable as the work of a notable builder, designer, architect, artist, 
or landscape architect whose individual work has influenced the development 
of the City, county, state, or country; 
 

The applicability of this standard was important for two reasons: 
 

1) With a third landmark standard being satisfied, a one‐year demolition delay was 
enacted. 

2) Finding that Landmark Criterion 5 was satisfied opened the possibility of designating the 
property as a local landmark without the owner’s consent. 

 
With the finding of the Historic Preservation Commission of three landmark criteria being met, a 
365‐day Review Period became effective for the property  pursuant to Section 170.040(E)(2).  
 
After the Historic Preservation Commission made its findings for a 365‐day Review Period 
review, the property owner filed an appeal of the Commission’s finding with the City Council.  
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On September 24, 2012 the City Council considered the owner’s appeal and upheld the finding 
of the Commission for the 365‐day Review Period.  
 
 
Landmark Nomination Process & Public Hearing 
The landmark designation process for 1427 Waverly was initiated by the submission of a signed 
landmark nomination form.  Section 24.025 of the City Code establishes who is authorized to 
sign and submit a landmark nomination: 

1) One or more Historic Preservation Commissioners 
2) The owners of the applicable property, structure, area, object, or landscape of 

significant 
3) The City Council, by resolution duly adopted 
4) The City Manager 
5) An organization or individual with an interest in preservation, restoration, rehabilitation, 

local history, archaeology, modes of cultural of artistic expression, and/or neighborhood 
conservation or revitalization. 

 
In this case, the landmark nomination for 1427 Waverly Road has been submitted by a resident 
in the last category:  ”an individual with an interest in preservation.”   
 
The owner of the property was sent a certified letter on May 16th with information about the 
nomination and date, time, and location of the 6/13/13 HPC meeting at which the Historic 
Preservation Commission considered the application materials and adopted  a resolution (13‐
02)of preliminary landmark designation.  In order to make the recommendation and approve 
the resolution, the Historic Preservation Commission had to make the following determinations: 
 

1)  The property at 1427 Waverly Road meets two or more of the landmark criteria 
established in section 24.015, and 

2) The property has sufficient integrity of location, design, materials, and workmanship to 
make it worthy of preservation or rehabilitation. 

 
Resolution 13‐02 adopted by the Commission found that the property met landmark criteria #4, 
#5, and #6.  This finding was consistent with the Commission’s 2012 findings concerning 
demolition delay for the property.  In its consideration of the landmark nomination, the HPC 
also determined that the house had sufficient integrity of location, design, materials, and 
workmanship to make it worthy of preservation or rehabilitation.  
 
A certified follow‐up letter was sent to the property owner on June 20th notifying them of the 
HPC’s findings and the adopted resolution.  The letter also requested that the owner provide 
written consent or objection to the landmark designation. 
 
The owner submitted a letter dated July 2, 2013 that declined consent for the landmark 
designation.  Section 24.025(D)(4) of the City Code states that the HPC shall schedule and hold a 
public hearing on the proposed designation if the owner declines consent. 
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At the conclusion of the public hearing the Commission may vote to recommend to the City 
Council that the property should be designated as a landmark, or may vote not to forward a 
recommendation to the City Council, or alternatively may not take any action.  If the 
Commission takes no action, then the property shall no longer be a Regulated Structure at the 
conclusion of 180 days after the passage of Resolution 13‐02. 
 
Within 30 days after the conclusion of the public hearing, if the Historic Preservation 
Commission recommends to the City Council the approval of the proposed landmark 
designation and if the owner continues to oppose, or fails to give written consent to the 
landmark designation, the HPC’s recommendation for approval of the landmark designation 
must include the following: 

 The affirmative vote of at least five members of the Commission 

 A determination by the HPC that the property meets three or more of the landmark 
criteria, and that either or both landmark criteria 2 or 5 are among the three. 

 
Since, in this case, the owner has not thus far provided consent to the landmark designation, 
then the recommendation to the Council must be accompanied by findings of fact that address 
the criteria which qualify the property for  landmark designation.   
 
If the Commission acts to recommend to the City Council the approval of landmark designation, 
the Commission must also direct staff to prepare draft Findings of Fact for the Commission’s 
consideration and approval.  The staff‐drafted findings of fact will be reviewed by the 
Commission, and amended as necessary, prior to transmittal to the City Council.   
 
Upon receiving the Commission’s recommendation , the City  Council may, by Ordinance duly 
adopted, designate the Regulated Structure as a local landmark if they determine, based on the 
findings, recommendations, and official record of the HPC, that: 
 

1) The property at 1427 Waverly Road meets two (if owner consent given) or three  (if 
owner not given) or more of the landmark criteria established in section 24.015, and 

2) The property has sufficient integrity of location, design, materials, and workmanship to 
make it worthy of preservation or rehabilitation. 

 
If the owner continues to oppose or fails to give written consent to the landmark, then the 
Council must also find that the property meets three or more landmark criteria, and that either 
or both landmark criteria 2 or 5 are among the three in order to designate the property as a 
landmark.  Alternatively, the City Council may reject the HPC’s recommendation to landmark the 
property by a resolution duly adopted.  This would constitute the final disposition of the 
nomination.  No proposed landmark nomination that is substantially the same as one defeated 
can be resubmitted or considered for two years from the date of the final action on the current 
nomination. 
 

Recommended Action 
The Historic  Preservation  is  asked  to  hold  a  public  hearing  to  accept  testimony  from  parties 
interested in the landmark nomination for 1427 Waverly Road.  Following the conclusion of the 
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public  hearing,  the  Commission  is  asked  to  vote  on  whether  to  recommend  the  proposed 
landmark designation  to  the City Council.    If  the vote  is  in  the affirmative, and  in anticipation 
that the owner will not reverse his opposition to the designation, the HPC is asked to direct Staff 
to prepare draft  Findings of  Fact based on  the  landmark  criteria  that  comprise  the  landmark 
nomination  and  any  additional  criteria  the  Commission  finds  applicable  as  a  result  of  its 
deliberation of at  the public hearing..   The staff‐drafted Findings of Fact will be placed on  the 
agenda of the next Commission meeting for the Commission’s review and modification, prior to 
transmittal to City Council. 
 
 
Attachments 

 Landmark Nomination for 1427 Waverly Road with Appendix 

 Resolution 13‐02‐ Preliminary Landmark Designation Recommendation 

 Planning Report for 1427 Waverly Landmark Nomination dated July 11, 2013 

 Letter from Property Owner Declining Consent to the Landmark Designation dated July 
2, 2013 

 Exhibits submitted by Property Owner 
o Brief drafted by the Owner 
o Letter from Stuart Cohen, dated August 13, 2013 
o Excerpt from an  Oral history of Edward Robert Humrich 
o Excerpt from Oral history of Paul Schweikher 
o Excerpt from Oral history of William Keck 
o Interview with Walter T. Stockton 
o Full Oral History Transcript from Grunsfeld  (available digitally) 
o Full Oral History Transcript from Keck  (available digitally) 
o Full Oral History Transcript from Lackner  (available digitally) 
o Full Oral History Transcript from Schweikher  (available digitally) 
o Full Oral History Transcript from Stockton  (available digitally) 





 
 
Highland Park Historic Preservation Commission 
1717 S. Johns ave. 
Highland Park, IL 60035 
Attn: Ms. Linda Sloan 
 
Landmark Nomination Form 
 
Name of Property:  Oakcliffe 
Address:  1427 Waverly rd. Highland Park, IL. 60035 
Legal Description or Pin: 16 - 25 - 102 - 012 
 
Name and Address of Property Owners:  Per HPC Documents: Scott Canel 1086 Saxony 
Dr. 
 
Present use: Residential - application for Demolition 
Past use: Residential 
Architects of Record: Russell S. Walcott and Robert Work  
With strong oral history of participation of Arthur Heun and David Alder 
Built: 1929 
 
 
The home Oakcliffe at 1427 Waverly rd. has undergone review and has already been 
determined to qualify for at least 3 of the criteria as set forth to determine Landmark 
status. This home has been deemed architecturally significant, has been on historical 
home tours and, along with it's sister house at 1425 Waverly is mentioned in the National 
Register of Historic Places Nomination Form. 
 
Evidence of past NRHP nomination: 
 
1427 Was nominated in the past for National Historic recognition. And certainly was just 
as eligible and deserving to receive the status as it's sister house at 1425. 
The home was not added to the registry solely because the owners at the time declined 
the honor. Each time they were approached over the years they declined because it was 
mistakenly perceived that National recognition would be self ingratiating. The home is 
uniquely designed and elegant, their perception was not to flaunt their wealth. The other 
benefit of Historic Registration is preservation of the home. However, there simply was 
no perception that anyone would ever consider demolishing this very unique home. 
This document shows the home would have been on the National Registry many years 
ago and I am requesting to correct the error made at that time. 
 

-2- 
 
 
 



 
 
 
National Register of Historic Places Nomination Collection, 1981-2005 
http://digital-
libraries.saic.edu/cdm/compoundobject/collection/findingaids/id/13653/rec/1 
 
Ryerson and Burnham Archives, Ryerson and Burnham Libraries 
The Art Institute of Chicago 
 
Excerpt taken from properties listed in Highland Park: 
 
GP-BOX.FF IV-4.59  
Loeb, Allan, House (“Oakcliffe”). 
1427 Waverly. No NRHP listing. 
  
GP-BOX.FF IV-4.50  
Loeb, Ernest, House and Property . 
1425 Waverly 
 
 
 
The original architect Arthur Heun, who was closely tied with the Loeb family on 
multiple prior projects, allegedly was dismissed at some point in the design phase of 1427 
by Allen Loeb, while he also completed the 1425 Waverly project for Ernest Loeb. In 
documents already provided to the Highland Park Preservation Commission, 1427 
Waverly was referred to as the “Stone House”. This is significant in that contrary to 
opinion; the house is not built with a brick exterior, it is in fact, hand cut Lannon stone. 
Presumably simple brick could not be kilned in long enough sections to achieve the 
home’s unique exterior design. Certainly, this could not be repeatable in this day and age, 
and contributes to why this home is truly irreplaceable. 
 
 
 
 
 
 
 
 
 
 

-3- 
 
 
 
 



 
 
1427 was deemed an architecturally important landmark home and was invited to be 
listed on the National Historic Registration multiple times over the years. It was never 
listed, solely because the prior owners of 37 years, deliberately declined the honor – at 
the time – it seemed self ingratiating and lacking humility. It never occurred to them that 
anyone would ever consider demolishing this home. It is only due to this error in 
judgement that the home was not Landmarked along with 1425, as it should have been, 
many years ago. 
 
During the prior number of years before the 1427 and 1425 homes were constructed, 
there was a great overlap of architectural work, partnerships and influences beginning 
from Arthur Heun: including: Henry Dangler, Howard Van Doren Shaw, and David 
Adler. Robert Work was the licensed architect who worked with these men and signed 
many blueprints for Adler. Both Adler and Work traveled and studied in Europe, where 
they found many influences reflected in the home’s symmetry and Country French detail. 
I contend that this home is deserving of landmark status because it represents a 
culmination of design and influences unique to their aggregate body of work. 
This commission is primarily concerned with exterior design and architecture. But I feel 
it necessary to point out the home’s very unique internal materials and design are 
absolutely just as significant and irreplaceable. As already stated the home has a very 
special stone exterior, but the interior walls, ceilings and floors were designed using steel 
and concrete in the walls and sub-floors, carved stone, rare woods and elegant trim. The 
home was built to an exceedingly high standard of construction quality. 
But most importantly, it would be impossible to not be moved by the beauty, elegance 
and unique character this home emotes. 
 
Intrinsically, Oakcliffe simply is not wrecking ball fodder. Historic Preservation by 
definition, should concern itself with preventing extinction of a property such as this. 
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Re Architect - #7 Landmark Nomination Form 
Literal interpretation based upon signature block seems to be potentially misleading here. 
Walcott and Work are listed as architects of record. However, it must be taken in context 
and understanding of what was deemed acceptable practices of the era; many premier 
Architects designed projects yet had another individual stamp, sign and notarize final 
building plans. Therefore the structure may well represent the design and influence 
extending beyond the apparent signatory Architect. 
Arthur Heun also seems to have had involvement with at least early design of 1427. He is 
credited with many projects listed either as local or National Historical status, including 
all of the other structures of his design within Highland Park. 
Note:  Typographical error on form, mistakenly lists Allen Loeb’s residence as 1429 
Waverly Rd. 
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Per HPC documents; Jean Sogin writes: “Heun designed the homes in two very different 
styles for the two brothers. Allen Loeb’s Stone House is in the style of a European 
Chateau, while… Ernest’s brick house is in a Georgian style”   
City Packet 7/12/12 
There also is strong oral history that David Adler who previously employed Robert Work 
was involved with the design of 1427 Waverly. 
 
However, to directly address the Landmark Qualification criteria, based upon an 
Architect’s contributions and the applicant’s assertion that the architects of record, 
Walcott and Work, had little value or contribution in their career’s and body of work, I 
would like to submit some of my findings to the contrary. 
 
Found research: 
 
This is some background on Russell Walcott with descriptive clips found with various 
local and National listings. 
All seem very relevant and while there is a great diversity of design in his custom 
residences, there is a thread of certain elements. But the Highlight here are the North 
Carolina and very much the Virginia properties. This certainly ranks as proving their 
undeniable architectural significance and rationale for supporting preservation. 
http://www.redfin.com/IL/Lake-Forest/301-N-Sheridan-Rd-60045/home/17664664 
 
Lake Forest Preservation Award 2004 
“…The striking stucco and stone English manor home was designed by Russell 
Walcott… 
301 Sheridan rd. Lake Forest  blt 1927” 
$4,799,000  9600 sq ft. 
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and 
http://www.40indianhillroad.com/mls.aspx 
 
40 Indian Hill Winnetka    blt 1927 
$3,525,000 unknown sq ft 
 
“Designed by Renowned architect Russell S. Walcott, this French Provincial home has 
been impeccably updated and maintained…” 
and 
Very significant: 
http://www.hpo.ncdcr.gov/nr/PL0057.pdf 
North Carolina State Historic Preservation Office 
 
National Register of Historic Places 
 
Mill Farm Inn 
Tryon North Carolina 
Russell S. Walcott Architect      completed 1939 
 
This link has an extensive personal history of Walcott. Including that he retired at the age 
of 47 to Tryon N.C. because there was a physician in the area who apparently had a new 
insulin treatment for Walcott’s diabetes. 
But explains that Walcott (and Work) “appears to have been influenced by the Country 
House Movement popular among the nations leading industrial and business families…” 
“Walcott specialized in residential architecture influenced by English and French 
models” 
Please see link for footnotes and bibliographies. 
 
And even more significant: 
Walcott and Work had designed another very significant, highly acclaimed estate in 
Virginia where evidently, they emulated many design elements of 1427 Waverly. That 
home named Canterbury was awarded as: “One of the most beautiful homes in America”  
By the American and French Society of Architects; 1939 
 
Listing for a property in Virginia (not certain if listing is still active) 
9br / 12ba Georgian 
Designed by Russell Walcott and Robert Work. 4 years in design process then 4 years in 
construction and completed in 1936.   
Note:  This documents that Walcott and Work continued their work together after 
Walcott moved to North Carolina for health reasons. 
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The listing is shown on a web site " National Trust for Historic Preservation" 
And the heading is "Historic Properties for Sale" 
 
http://historicrealestate.preservationnation.org/viewlisting.php?id=629 
Click on the Description link 
 
The Description quotes the home as "One of the most beautiful homes in America" 
Now while that seems quite the reaching statement even of the day, it does reflect many 
very similar details in both home's construction detail. Both this home and 1427 Waverly 
rd. have an entryway leading to a large white marble floor formal gallery with black 
insets and carved marble wall details. And an elegantly designed "Bridal" staircase. The 
structural design of both properties are very similar and unique: Both the Virginia and the 
Waverly rd houses unbelievably used steel and concrete supports in the walls and sub-
floor. These walls will NEVER fall on their own! 
 
 
Taken directly from their text: 
 
“The manor home has been meticulously maintained and restored to it original elegance. 
Upon entering the beautiful sun filled Grand Reception Hall (38 x 16) one is immediately 
aware of the quality and the many fine details such as the intricately laid marble flooring 
with black inlays and delicately carved trim and molding. Through an arched doorway 
your eyes are drawn to the exquisite three story Carrera Marble flying staircase, one of 
the few in the world. Marble was used extensively throughout the residence including 
much of the flooring, many of the 14 elegant fireplaces and the exterior windowsills.  The 
beauty is more impressive when one learns that beneath the beauty is construction of 
commercial quality with the use of steel and concrete supports and floors and solid brick 
interior walls making this one of the most structurally superior and costly of residences to 
build.” 
 
Please note there is a Historic Preservation interest for at least two properties of Walcott 
and Work's design. 
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Additional content: 
A. Watson Armour’s ELAWA Farm 
 
 
Historic Resource Assessment 
ELAWA FARM 
Prepared by 
Historic Certification Consultants 
1105 West Chicago Avenue 
Chicago, Illinois 
Susan S. Benjamin 
August 26, 1998 
 
Subsequent to Hopkins’ design for ELAWA FARM, David Adler’s office worked on the 
farm complex. Extant drawings indicate that Robert Work, who was with Adler and 
signed his drawings after Henry Dangler died in 1917, drew up plans for the 
Superintendent’s cottage located in the southwest comer of the farm group in 1919-20. It 
was built in the Georgian Colonial Revival style to complement the farm group. The 
earliest permits on record at Lake Forest’s building department date back only to 1937, 
but Permit #1840, dated June 25, 1937, indicates Adler was hired to enclose a porch at 
990, the address for the farm buildings. Barry Carroll recalls that Adler designed the 
brick chicken coop located west of Hopkins’ farm group at the north end of the property, 
and there is a drawing of this building signed by Robert Work in the collection of the 
Architecture Department of the Art Institute. (footnote l3) There is a drawing for a 
building marked “NW Machine Shed” dated 9/15/28 and designed by R. C. Clark in the 
collection of Lake Forest Open Lands. No information on the importance of R. C. Clark 
is presently available. Permit #3629 indicates that a “brooder house” was built for 
Armour at 990 in 1951. 
 
 
 
Taken from Footnotes: 
 
“Superintendent’s Cottage for A. Watson Armour.” Robert Work Architects. Successor 
to Henry C. Dangler Architect, 220 S. Michigan Ave., Chicago. January 7, 1919. Revised 
January 20, 1920. Dangler signed drawings from David Adler’s office until Henry 
Dangler died in 1917. Then Robert Work signed them. 
HPC Presentation 
 
http://cityhpil.granicus.com/MetaViewer.php?view_id=8&clip_id=576&meta_id=39117 
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Appendix	of	Hyperlinked	Items	in	the	Nomination	
 

1. Page 3:  http://digitallibraries,saic.edu/cdm/compoundobject/collection/findingaids/id/13653/rec/1 

2. Page 7: City HPC meeting packet 7/12/12 

3. Page 7:  http://www.redfin.com/IL/Lake‐Forest/301‐N‐Sheridan‐Rd‐60045/home/17664664 

4. Page 8: http://www.40indianhillroad.com/mls.aspx 

5. Page 8:  http://www.hpo.ncdcr.gov/nr/PL0057.pdf 

6. Page 9:  http://historicrealestate.preservationnation.org/viewlisting.php?id=629 (link not 

functioning) 

7. Page 10:  http://cityhpil.granicus.com/MetaViewer.php?view_id=8&clip_id=576&meta_id=39117 
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Ryerson and Burnham Archives, Ryerson and Burnham Libraries
The Art Institute of Chicago

Finding Aid Published: 2012

National Register of Historic Places Nomination Collection, 1981-2005

Accession Number: 2011.2

COLLECTION SUMMARY:

TITLE: National Register of Historic Places Nomination Collection, 1981-2005
EXTENT: 4 linear feet (8 boxes)
REPOSITORY: Ryerson and Burnham Archives, Ryerson and Burnham Libraries,

The Art Institute of Chicago
111 S. Michigan Ave., Chicago, IL 60603-6110
(312) 443-7292 phone
rbarchiv es@artic.edu
http://www.artic.edu/aic/libraries/rbarchiv es/rbarchiv es.html

ABSTRACT: This collection contains documentation related to various historic properties and places in Il l inois and
Indiana that have been nominated to the National Register of Historic Places (NRHP). Documented
projects in this collection include both successful nominees as well as those ultimately not added to the
NHRP.

PHYSICAL DESCRIPTION: Typescript papers and photocopies.
ORIGINATION: Il l inois Historic Preservation Agency
ACQUISITION INFORMATION: These materials were a gift of the Il l inois Historic Preservation Agency, date unknown.

HISTORICAL NOTE: 
The Illinois Historic Preservation Agency is a government agency of the State of Illinois, created by the Historic Preservation
Agency Act. The Agency's primary purpose "is to preserve and protect public and private historic properties and library
collections, while at the same time making those properties and collections accessible to the public." Historic sites under
the Agency's care include Frank Lloyd Wright's Dana-Thomas House, the Cahokia Mounds, and Lincoln's New Salem site.
Additionally, the Agency oversees the Abraham Lincoln Presidential Library and Museum, which is home to the Agency's
collection of more than 12 million items of Illinois history. The IHPA also administers all state and federal historic
preservation and incentive programs in Illinois, including the National Register of Historic Places.

SCOPE AND CONTENT NOTE:
This collection contains documentation related to various historic properties and places in Illinois and Indiana that have
been nominated to the National Register of Historic Places (NRHP). Documented projects in this collection include both
successful nominees as well as those ultimately not added to the NHRP. All but one item in this collection exists within
Illinois; that remaining item from a border city in Indiana has been included due to its proximity to the state line. As with
NRHP nominees in other states, the style, period, and type of sites documented here is greatly varied. Because many NRHP
nomination forms are already readily available online, the scope of this collection has been limited to successfully
nominated sites whose documentation is not currently available (as of late 2011), or unsuccessful nominations whose
documentation may not be retained or disseminated by the IHPA.

ORGANIZATION AND ARRANGEMENT: 
Originally, materials in this collection were arranged into four groupings: Group I, sites within Chicago; Group II, historic
districts within Chicago; Group III, sites within Cook County; and Group IV, sites in all other counties and cross-county sites.
In order to simplify browsing in this finding aid, the collection has been arranged in one grouping, organized alphabetically
first by city, and then within city by building name. Cross-county sites are listed at the end of the alphabet. However, the
material is still physically arranged by Group, Box and Folder, and should be requested using this information.

CONTROLLED ACCESS POINTS:
This collection and other related materials may be found under the following headings in online catalogs:
Historic buildings--Illinois.
Architecture--Conservation and restoration--Minnesota.
Historic sites--Conservation and restoration.

ABBREVIATIONS:

mailto:rbarchives@artic.edu
http://www.artic.edu/aic/libraries/rbarchives/rbarchives.html
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Abbreviation Defin i tion

AIC Art Institute of Chicago

GP-BOX.FF Group #, Box #, Folder #

NRHP National Register of Historic Places

PHYSICAL LOCATION:
The collection is housed in the Ryerson and Burnham Libraries' on-site stacks.

ACCESS RESTRICTIONS:
This collection may be used by qualified readers in the Reading Room of the Ryerson and Burnham Libraries at The Art
Institute of Chicago. Collections maintained on-site are available for patron use without prior arrangement or appointment.
Collections maintained in off-site storage will be retrieved with advance notification; please consult the Archivist for the
current retrieval schedule. For further information, consult http://w w w .artic.edu/aic/access/access.html

USER RESTRICTIONS: 
The Art Institute of Chicago is providing access to the materials in the Libraries' collections solely for noncommercial
educational and research purposes. The unauthorized use, including, but not limited to, publication of the materials without
the prior written permission of the Art Institute is strictly prohibited. All inquiries regarding permission to publish should be
submitted in writing to the Archivist, Ryerson and Burnham Archives, The Art Institute of Chicago. In addition to permission
from the Art Institute, permission of the copyright owner (if not the Art Institute) and/or any holder of other rights (such as
publicity and/or privacy rights) may also be required for reproduction, publication, distribution, and other uses. Responsibility
for making an independent legal assessment of any item and securing any necessary permissions rests with the persons
desiring to publish the item. The Art Institute makes no warranties as to the accuracy of the materials or their fitness for a
particular purpose.

PREFERRED CITATION:
National Register of Historic Places Nomination Collection, Ryerson and Burnham Archives, The Art Institute of Chicago.

PROCESSING INFORMATION: 
This collection was processed by Ryerson and Burnham Archives staff in 2011 and 2012.

ITEM INVENTORY:
LOCATION CONTENTS DATES ITEMS

ALTAMONT, IL :

GP-BOX.FF IV-2.47 Wright, Dr. Charles M., House.
3 West Jackson St.

ARCOLA, IL :

GP-BOX.FF IV-2.28 Arcola Carnegie Publice Library .
407 East Main St.

ASSUMPTION, IL :

GP-BOX.FF IV-2.6 Illinois State Bank Building.
201 N. Chestnut

ATLANTA, IL :

GP-BOX.FF IV-5.31 Downey  Building .
110-112 Southwest Arch St.

AURORA, IL :

GP-BOX.FF IV-3.32 Aurora College Complex.
347 S. Gladston Ave.

GP-BOX.FF IV-3.33 Aurora College Complex; Eckhart, Dav is, &Wilkinson Halls.
347 S. Gladston Ave.

GP-BOX.FF IV-3.41 Aurora Watch Factory .
603-621 LaSalle St. No NRHP listing.

GP-BOX.FF IV-3.43 Elgin Milk Condensing Company  (Illinois Condensing Company ).
Brook and Water St. No NRHP listing.

GP-BOX.FF IV-3.34 G.A.R. Memorial Building.
23 East Downer Pl.

GP-BOX.FF IV-3.35 Healy  Chapel.
332 West Downer Pl.

http://www.artic.edu/aic/access/access.html
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GP-BOX.FF IV-3.36 Hotel Arthur.
2-4 North Broadway

GP-BOX.FF IV-3.37 Hotel Aurora.
2 North Stolp Ave.

GP-BOX.FF IV-3.38 Hoy t Brother Manuf acturing Co..
42 W. Galena Blvd. No NRHP listing.

GP-BOX.FF IV-3.39 Judson, Lewis B., House.
460 West Galena Blvd. No NRHP listing.

GP-BOX.FF IV-3.42 Stolp Woolen Mill Store.
2 West Downer Pl.

GP-BOX.FF IV-3.40 The Aurora-Leland.
7-9 South Stolp Ave. No NRHP listing.

BARRINGTON, IL :

GP-BOX.FF II-1.1 Barrington Historic District.
602 S. Hough St.

GP-BOX.FF IV-4.2 Jewel Tea Company , Inc..
511 Lake Zurich Rd.

BATAVIA, IL :

GP-BOX.FF IV-3.6 United Methodist Church of  Batav ia.
8 N. Batavia Ave. (Illinois Rte. 31)

BEARDSTON, IL :

GP-BOX.FF IV-1.22 Park House.
200 W. Second. No NRHP listing.

BELLE RIVE, IL :

GP-BOX.FF IV-3.25 Judd, C.H., Place.
2050 E & 225N County Rd. . No NRHP listing.

BELVIDERE, IL :

GP-BOX.FF IV-1.13 Lampert/Wildf lower House.
410 East Lincoln Ave.

GP-BOX.FF IV-1.14 Walker, Colonel Joel, House.
223 East Lincoln Ave. No NRHP listing.

BERWYN, IL :

GP-BOX.FF III-1.1 American State Bank.
6801 Cermak Rd.

GP-BOX.FF III-1.2 Berwy n Health Center.
6600 W. 26th St.

BLUE ISLAND, IL :

GP-BOX.FF III-1.3 DeWitt School.
2413 Canal. No NRHP listing.

GP-BOX.FF III-1.4 Weber, Billy , House.
12956 Greenwood Ave. No NRHP listing.

GP-BOX.FF III-1.5 Young, Joshua P., House.
2445 High St.

BROOKFIELD, IL :

GP-BOX.FF III-1.6 Grossdale Station.
8820 1/2 Brookfield Ave.

BROWNSTOWN, IL :

GP-BOX.FF IV-2.49 Dy cus, Floy d and Glenora, House.
305 South Second St.

CAMBRIDGE, IL :

GP-BOX.FF IV-3.13 Henry  County  Courthouse.
307 W. Center Courthouse

CAMP POINT , IL :
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GP-BOX.FF IV-1.1 Thomas, F.D., House.
321 North Ohio

CARBONDALE, IL :

GP-BOX.FF IV-3.18 Fuller, R. Buckminster and Anne Hewlett Dome Home.
407 S. Forest Ave.

GP-BOX.FF IV-3.19 Illinois Central Railroad Depot.
111 South Illinois Ave.

GP-BOX.FF IV-3.20 Reef  House.
411 S. Poplar St.

CARROLLTON, IL :

GP-BOX.FF IV-3.7 Carrollton Courthouse Square Historic District.
Bounded by alleys 1/2 block south of S. Main St., 1/2 block east of W. Fifth St., 1/2 block north of N. Main St., and
1/2 block west of W. Sixth St.

GP-BOX.FF IV-3.9 Margaret Black Farmstead.
R.R. 3, Box 118

GP-BOX.FF IV-3.8 Walnut Hall; Rainey , Henry  Thomas Farm; Curtius, Luman Homenstead.
Rural Route #1, on State Route #108

CAYUGA and CHENOA, IL :

GP-BOX.FF IV-5.28 Route 66, Cay uga and Chenoa.
Route 66, between just north of Township Road 2200 North and just south of Township Road 3000 North

CHAMPAIGN, IL :

GP-BOX.FF IV-1.24 First Presby terian Church of  Champaign.
301 West Hill. No NRHP listing.

GP-BOX.FF IV-1.25 Georgian, The.
1005 South Sixth St. No NRHP listing.

GP-BOX.FF IV-1.26 Phi Delta Theta Fraternity  House.
309 East Chalmres St.

GP-BOX.FF IV-1.28 Vriner's Conf ectionery .
55 Main St.

GP-BOX.FF IV-1.23 Alpha Phi Fraternity  House-Beta Alpha Chapter.
508 East Armory Ave.

GP-BOX.FF IV-1.27 Virginia Theater.
203 West Park Ave.

CHARLESTON, IL :

GP-BOX.FF IV-2.15 Pemberton Hall and Gy mnasium.
Eastern Illinois University

GP-BOX.FF IV-2.16 Will Rogers Theatre and Commerical Block.
705-715 Monroe Ave.

CHATHAM, IL :

GP-BOX.FF IV-5.22 Caldwell-Farmstead.
Illinois Rt. 4, 2 miles south of U.S. Rt. 36 Intersection

GP-BOX.FF IV-5.23 Caldwell-Thomas House.
Illinois Rt. 4, 2 miles south of U.S. Rt. 36 Intersection

CHENOA, IL :

GP-BOX.FF IV-5.21 Scott, Matthew T., House.
227 1st Ave.

CHICAGO, IL :

GP-BOX.FF I-1.24 5510 North Sheridan.
5510 N. Sheridan

GP-BOX.FF I-1.1 Anderson-Carlson Building.
2044-2048 W. Farwell Ave.

GP-BOX.FF I-1.2 Aquitania, The .
5000 Marine Dr.

GP-BOX.FF I-1.3 Armour Square.
3309 S. Shields Ave.

GP-BOX.FF I-1.4 Automatic Electric Company  Buidling.
1001 W. Van Buren St.

GP-BOX.FF I-1.5 Buckingham Building.
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59-67 E. Van Buren St.

GP-BOX.FF I-1.6 Calumet Park.
9801 South Ave. G.

GP-BOX.FF I-1.7 Central Park Theater.
3531-39 W. Roosevelt Rd.

GP-BOX.FF I-1.8 Chicago and North Western Railroad Depot.
6088 N. Northwest Hwy.

GP-BOX.FF I-1.9 Chicago and North Western Railway  Powerhouse.
211 N. Clinton St. No NRHP listing.

GP-BOX.FF I-1.10 Chicago Club.
81 E. Van Buren St.

GP-BOX.FF I-1.11 Chicago Telephone Company  Kedzie Exchange.
17 S. Homan Ave.

GP-BOX.FF I-1.12 Chicago Varnish Company  Building.
33 W. Kinzie St.

GP-BOX.FF I-1.19 Clarke, Henry  B., House.
1827 S. Indiana Ave.

GP-BOX.FF I-1.13 Cornell Square.
1809 W. 50th St.

GP-BOX.FF I-1.14 Crane Company  Building.
836 S. Michigan Ave.

GP-BOX.FF I-1.15 Dav is Square.
4430 S. Marshfield Ave.

GP-BOX.FF I-1.16 Fuller Park.
331 W. 45th St.

GP-BOX.FF II-1.2 Garden Homes Historic District.
S. Wabash Ave., E. 87th St., S. Indiana Ave., E. 89th St.

GP-BOX.FF I-1.17 Graceland Cemetery .
4001 N. Clark St.

GP-BOX.FF I-1.18 Hanson, Anton E., House.
7601 S. Ridgeland Ave.

GP-BOX.FF I-1.20 Illinois Institute of  Technology  Academic Campus .
31st St., State St., 35th St., and Dan Ryan Expressway

GP-BOX.FF II-1.3 Maxwell Street Market Historic District.
Roosevelt Rd, Liberty and Maxwell St., Union St., Halsted St.

GP-BOX.FF I-1.22 Maxwell-Briscoe Automobile Co. Showroom.
1737 S. Michigan Ave.

GP-BOX.FF I-1.21 May ward, Isaac N., Rowhouses.
119, 121, 123 W. Delaware Pl.

GP-BOX.FF I-1.23 Motor Row.
14th and 24th S. Michigan Ave.

GP-BOX.FF II-1.4 Motor Row Historic District.
S. Michigan Ave., Cermak Rd., 24th Pl.

GP-BOX.FF I-1.25 Narragansett, The.
1640 E. 50th St.

GP-BOX.FF I-1.26 Noble-Sey mour-Crippen House.
5622-5624 N. Newark Ave.

GP-BOX.FF II-1.5 North May f air Bungalow Historic District.
W. Foster Ave., N Pulaski Rd., N. Kilbourne Ave., W. Lawerence Ave.

GP-BOX.FF II-1.6 Norwood Park Historic District.
Harlem Ave., Nagle Ave., Bryn Mawr Ave., Avondale St.

GP-BOX.FF I-1.27 Palmoliv e Building.
919 N. Michigan Ave.

GP-BOX.FF II-1.7 Pilsen Historic District.
W. 16th St., W. Cermak Rd., S. Halsted St., S. Western Ave.

GP-BOX.FF I-1.28 Reid House.
2013 S. Prairie Ave.

GP-BOX.FF I-1.29 Roche-Tait House (Martin Roche, John Tait).
3614 S. Martin Luther Kind Dr.

GP-BOX.FF II-1.8 Rogers Park Manor Bungalow Historic District.
W. Lunt Ave., N. Western Ave., W. Farewell Ave., N. California Ave.

GP-BOX.FF II-1.9 Schorsch Irv ing Park Historic District.
Grace St., Patterson Ave., N. Austin Ave., N. Melvena Ave.

GP-BOX.FF II-1.10 South Park Manor Historic District .
S. King Dr., S. State St., 75th St., 79th St.

GP-BOX.FF I-1.30 South Water Market.
W. 14th Pl., S. Racine Ave., S. Morgan St., and W. 16th St. rail embankment

GP-BOX.FF I-1.31 Thompson & Tay lor Spice Company  Building.
500 W. Cermak Rd. . No NRHP listing.

GP-BOX.FF I-1.32 U.S. Post Of f ice (Chicago, IL).
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433 W. Van Buren St.

GP-BOX.FF I-1.33 Univ ersity  Apartments.
1401-1451 E. 55th St.; 1401-1450 E. 55th St.

GP-BOX.FF II-1.11 Uptown Square Historic District.
4520-4850 (even) & 4601-4833 (odd) N. Broadway, 1020-1212 (even) & 941-1211 (odd) W Lawrence, 4734-4760
(even) N. Racine, 4730 N. Sheridan, 1050 W. Wilson, and 1100-1116 W. Leland

GP-BOX.FF I-1.34 Washington Park.
E. 51st St., S. Cottage Grove Ave., E. 60th St., S. King Dr.

GP-BOX.FF II-1.12 Washington Square Historic District.
Washington Square, portions of 800 and 900 blocks of N. Dearborn St., 22-28 & 27-31 W. Chestnut St., 60 W.
Walton St.

GP-BOX.FF I-1.35 West Town State Bank Building.
2400 W. Madison St. No NRHP listing.

GP-BOX.FF I-1.36 Wooden Alley  .
1535 North; Between Astor and State

GP-BOX.FF II-1.13 Wrightwood Bungalow Historic District.
4600- and 4700-blocks Wrightwood Ave.

CHICAGO HEIGHTS, IL :

GP-BOX.FF III-1.7 Flat Iron Building .
1441-1449 Emerald Ave.

CICERO, IL :

GP-BOX.FF III-1.8 Morton, J. Sterling, High School, East Auditorium.
2423 South Austin Blvd. No NRHP listing.

CLARKSVILLE, IL :

GP-BOX.FF IV-2.9 Millhouse Blacksmith Shop.
corner of Main and Poplar St. No NRHP listing.

CLINTON, IL :

GP-BOX.FF IV-2.27 Magill House.
100 North Center St.

CRYSTAL LAKE, IL :

GP-BOX.FF IV-5.20 Palmer, Colonel Gustav ius A., House.
5516 Terra Cotta Rd. (Illinois Route 176)

DECATUR, IL :

GP-BOX.FF IV-5.34 Decatur Downtown Historic District.
Appx. 10 blocks in downtown Decatur centered around Merchant St.; roughly bound by North, Water, Wood, and
Church St.

GP-BOX.FF IV-5.35 Roosev elt Junior High School.
701 West Gran Ave.

GP-BOX.FF IV-5.36 Transf er House.
1 Central Park East

GP-BOX.FF IV-5.37 West End Historic District.
Roughly Bounded by S. Fairview Ave. and Park Pl.; Fairview Park; Westdale Ave., W. Main St., and Glencoe Ave.;
Forest and Sunset Ave.

DEKALB, IL :

GP-BOX.FF IV-2.23 Glidden, Joseph F., House.
921 West Lincoln Highway

DES PLAINES, IL :

GP-BOX.FF III-1.9 Des Plaines Methodist Camp Ground.
1250 Campground Rd.

GP-BOX.FF III-1.10 Des Plaines Theater.
1476 Miner St. No NRHP listing.

DIXON, IL :

GP-BOX.FF IV-5.24 Brookner, Christopher, House.
222 North Dixon Ave.

GP-BOX.FF IV-5.25 Nachusa House .
215 S. Galena Ave.
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DWIGHT, IL :

GP-BOX.FF IV-5.29 Ambler's Texaco Gas Station.
Route 17 and Old Route 66

GP-BOX.FF IV-5.30 Pioneer Gothic Church .
201 North Franklin

EARLVILLE, IL :

GP-BOX.FF IV-2.24 Nisbet Homestead Farm.
R.R. #3, Suydam Rd.

EAST DUBUQUE, IL :

GP-BOX.FF IV-3.27 East Dubuque School.
Montogmery Ave.

EFFINGHAM, IL :

GP-BOX.FF IV-2.48 Watson-Hough House.
611 South Maple St.

ELGIN, IL :

GP-BOX.FF IV-3.44 Elgin Historic District.
Portion of the near east side residential area of Elgin

GP-BOX.FF IV-3.46 Pelton, Ora, House.
214 South State St.

GP-BOX.FF IV-3.45 Elgin Tower Building.
100 E. Chicago St.

ELMHURST, IL :

GP-BOX.FF IV-2.33 Elmhurst Historic Business District.
Crescent St., Forest St., Hillside St., and Main St.". No NRHP listing.

GP-BOX.FF IV-2.29 Emery , Jr., William H., House.
281 Arlington

GP-BOX.FF IV-2.30 Henderson, Frank B., House.
301 S. Kenilworth

GP-BOX.FF IV-2.31 Pentecost, John L., House.
259 Cottage Hill Ave.

GP-BOX.FF IV-2.32 Robinwood.
208 Arlington

EVANSTON, IL :

GP-BOX.FF III-1.12 Ev anston Lakeshore Historic District.
SE Evanston between Northwestern University, Lake Michigan, Clavary Cemetery, and Chicago Ave.

GP-BOX.FF II-1.14 Oakton Historic District.
Oakton St., Howard St., Ridge Ave., Asbury Ave.

GP-BOX.FF III-1.13 Perkins, Dwight, House.
2319 Lincoln St. No NRHP listing.

GP-BOX.FF III-1.14 Roy cemore School.
640 Lincoln St. No NRHP listing.

GP-BOX.FF III-1.15 Shakespeare Garden.
Campus of Northwestern University. No NRHP listing.

GP-BOX.FF III-1.16 Suburban Apartment Building.
The Ridgwood, The Greenwood, The Judson, The Melwood, 1209-17 Maple Ave, The Hereford, The Boylston,
1401-07 Elmwood, The Evanston, Colonnade Court, Michigan-Lee

GP-BOX.FF III-1.17 Visitation (Mary wood) Academy .
2100 Ridge Ave. No NRHP listing.

GP-BOX.FF III-1.18 Warren, Edward Kirk, House and Garage.
2829 and 2831 Sheridan Pl.

GP-BOX.FF III-1.19 Woman's Christian Temperance Union Adminstration Building.
1730 Chicago Ave. No NRHP listing.

GP-BOX.FF III-1.11 Homestead, The.
1625 Hinman Ave. No NRHP listing.

FAIRBURY, IL :

GP-BOX.FF IV-5.27 Beach, Thomas A., House.
402 E. Hickory Street

FLORA, IL :
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GP-BOX.FF IV-2.12 Mey er, Pearl and Bess, House.
233 East 2nd St.

GP-BOX.FF IV-2.13 Shriv er House.
117 East Third

GALENA, IL :

GP-BOX.FF IV-3.28 Wenner, Charles House.
Rocky Road (Rural Route 1)

GENESEO, IL :

GP-BOX.FF IV-3.14 Atkinson Hall.
108 West Main St. No NRHP listing.

GENEVA, IL :

GP-BOX.FF IV-3.47 Faby an Villa.
1511 S. Batavia Ave., Rt. 31

GP-BOX.FF IV-3.48 Riv erbank Laboratories.
1512 S. Batavia Ave.

GLEN ELLYN, IL :

GP-BOX.FF IV-2.34 Glen Elly n Historic District.
Downtown Glen Ellyn within Oak St., Essex St., Crescent St., Park St., Hill St., Prospect St., Western St., Highland
St. ". No NRHP listing.

GP-BOX.FF IV-2.35 Main Street Historic District.
North Residential Section on Main St. between Anthony and Maple St.

GLENCOE, IL :

GP-BOX.FF III-1.20 Glasner, William A., House.
850 Sheridan Rd. No NRHP listing.

GP-BOX.FF III-1.21 Montgomery , John Rogerson, House.
15 Old Green Bay Rd.

GOLDEN, IL :

GP-BOX.FF IV-1.2 Exchange Bank.
Quincy St.

GRAFTON, IL :

GP-BOX.FF IV-4.16 Duncan Farm.
Rte 100 Pere Marquette State Park. No NRHP listing.

HIGHLAND PARK, IL :

GP-BOX.FF IV-4.14 "City  Building".
667 Central. No NRHP listing.

GP-BOX.FF IV-4.82 "Stonemede".
3107 Dato. No NRHP listing.

GP-BOX.FF IV-4.88 "Villa Ensor".
200 Vine Ave. No NRHP listing.

GP-BOX.FF IV-4.3 Adams, Mary  W., House.
1923 Lake Ave.

GP-BOX.FF IV-4.4 Apartments and Stores.
447 Roger Williams. No NRHP listing.

GP-BOX.FF IV-4.5 Baldauf , Arthur J., Residence.
1419 Waverly Rd. No NRHP listing.

GP-BOX.FF IV-4.7 Beatty , Ross J., Second, House ("Haly con Hall").
344 Ravine Dr.

GP-BOX.FF IV-4.6 Beatty , Ross, House.
1499 Sheridan Rd.

GP-BOX.FF IV-4.8 Becker, A.G., House and Property .
405 Sheridan Rd. No NRHP listing.

GP-BOX.FF IV-4.9 Bemis, Belle, Duplex.
295 Cedar. No NRHP listing.

GP-BOX.FF IV-4.10 Benson, August, House.
1674 Green Bay Rd. No NRHP listing.

GP-BOX.FF IV-4.11 Braeside School.
142 Pierce Rd. No NRHP listing.

GP-BOX.FF IV-4.12 Campbell, Albert, House.
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434 Marshman

GP-BOX.FF IV-4.13 Churchill, Richard House.
1214 Green Bay Rd.

GP-BOX.FF IV-4.15 Clif f ord, Ray mond, House.
1050 Wade. No NRHP listing.

GP-BOX.FF IV-4.17 Colburn, D.S., House.
610 Green Bay Rd. No NRHP listing.

GP-BOX.FF IV-4.18 Dean, A., Richmond.
180 Beech St. No NRHP listing.

GP-BOX.FF IV-4.19 Deere Park Bridge.
South Deere Park Dr. No NRHP listing.

GP-BOX.FF IV-4.20 Dubin, Henry , House.
441 Cedar

GP-BOX.FF IV-4.21 Ev erhardt, George, House ("Miralago").
2789 Oak St. No NRHP listing.

GP-BOX.FF IV-4.22 Ev ert, W., House.
2687 Logan

GP-BOX.FF IV-4.23 First National Bank of  Highland Park.
513 Central Ave. No NRHP listing.

GP-BOX.FF IV-4.24 Florsheim, Harold, House and Property .
650 Sheridan Rd.

GP-BOX.FF IV-4.25 Frank Green's Tea Room.
1869 Sheridan Rd. No NRHP listing.

GP-BOX.FF IV-4.26 Friedman, Robert, House.
2130 Sheridan Rd. No NRHP listing.

GP-BOX.FF IV-4.27 Gey so, Mrs. Frank, Houses.
450, 456 Rd.

GP-BOX.FF IV-4.28 Goldberg, Julius, House.
185 Vine. No NRHP listing.

GP-BOX.FF IV-4.29 Gradle, Walter, House.
2401 Egandale. No NRHP listing.

GP-BOX.FF IV-4.30 Granv ille-Mott House.
80 Laurel Ave.

GP-BOX.FF IV-4.31 Hately , Walter C., House.
246 Beech. No NRHP listing.

GP-BOX.FF IV-4.32 Hessler Farm.
82 Green Bay Rd. No NRHP listing.

GP-BOX.FF IV-4.33 Highland Park Presby terian Church.
330 Laurel Avenue. No NRHP listing.

GP-BOX.FF IV-4.34 Highland Park Water Tower.
West Side of Green Bay Rd, North of Central

GP-BOX.FF IV-4.35 Hirsch, Milton, House.
65 Prospect Ave. No NRHP listing.

GP-BOX.FF IV-4.36 Historic Resources of  Highland Park.
Incorporation limits of Highland Park. No NRHP listing.

GP-BOX.FF IV-4.37 Holmes, Samuel, House.
2693 Sheridan Rd.

GP-BOX.FF IV-4.38 Humer Building.
1894 Sheridan Rd.

GP-BOX.FF IV-4.40 James, Jean Butz, Museum of  Historical Society .
326 Central Ave.

GP-BOX.FF IV-4.39 Jens Jensen Park (f ormerly  Station Park).
corner St. John's and Roger St. No NRHP listing.

GP-BOX.FF IV-4.41 Kimball Coach House.
750 Kimball Rd. No NRHP listing.

GP-BOX.FF IV-4.42 Kline, Wilson, House.
1570 Hawthrone. No NRHP listing.

GP-BOX.FF IV-4.43 Krenn-Dato Speculativ e House.
3268 Summit. No NRHP listing.

GP-BOX.FF IV-4.44 Kunstadter, Sigmund, House.
1436 Waverly. No NRHP listing.

GP-BOX.FF IV-4.45 Kurtzon, Albert J., House.
266 Delta. No NRHP listing.

GP-BOX.FF IV-4.46 Lacey , Kenneth, House.
3121 Dato. No NRHP listing.

GP-BOX.FF IV-4.47 Lanzl, Haerman, House.
1635 Linden

GP-BOX.FF IV-4.48 Lichtstern, E., House.
105 South Deere Park Dr.

GP-BOX.FF IV-4.49 Lightning Products, Inc..
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1549 West Park Ave. No NRHP listing.

GP-BOX.FF IV-4.59 Loeb, Allan, House ("Oakclif f e").
1427 Waverly. No NRHP listing.

GP-BOX.FF IV-4.50 Loeb, Ernest, House and Property  .
1425 Waverly

GP-BOX.FF IV-4.51 Mandel, Robert, House and Coachhouse.
1249, 1237 Sheridan Rd.". No NRHP listing.

GP-BOX.FF IV-4.52 Middleton, John, House.
185 Maple

GP-BOX.FF IV-4.54 Millard, George Madison, House.
1689 Lake Ave.

GP-BOX.FF IV-4.56 Millard, Sy lv ester, House.
1623 Sylvester Pl.

GP-BOX.FF IV-4.57a Montgomery , Palmer, House.
184 Moraine Rd. No NRHP listing.

GP-BOX.FF IV-4.57b Multiple resource nomination.

GP-BOX.FF IV-4.58 North Shore Sanitary  District Tower.
Cary Ave. at Lake Michigan

GP-BOX.FF IV-4.60 Obee House.
1642 Green Bay Rd.

GP-BOX.FF IV-4.61 Old Baptist Church.
745 Judson. No NRHP listing.

GP-BOX.FF IV-4.62 Old Briargate Station (now, Brencor, Inc. Radiation Equipment).
1495 Old Deerfield Rd. No NRHP listing.

GP-BOX.FF IV-4.53 Old Fire Station and Police Building .
675 Central Ave. No NRHP listing.

GP-BOX.FF IV-4.66 Old Pure Oil Gas Station.
1454 Old Deerfield Rd. No NRHP listing.

GP-BOX.FF IV-4.63 Pick, George, House.
970 Sheridan Rd.

GP-BOX.FF IV-4.65 Prall, Colonel, Residence ("Prallmere").
126 Edgecliff. No NRHP listing.

GP-BOX.FF IV-4.67 Rav inia School.
763 Dean Ave. No NRHP listing.

GP-BOX.FF IV-4.68 Rav inia Station.
510 Roger Williams Ave. No NRHP listing.

GP-BOX.FF IV-4.69 Retail Store Building.
1882-8 Sheridan Rd. No NRHP listing.

GP-BOX.FF IV-4.70 Rosenwald, Marion and Albert Stern House.
855 Sheridan Rd. No NRHP listing.

GP-BOX.FF IV-4.71 Rosewood Park (f ormerly , Julius Rosenwald estate).
Roger Williams Ave., Lake Michigan

GP-BOX.FF IV-4.72 Sandwick Hall (Highland Park High School).
433 Vine Ave. No NRHP listing.

GP-BOX.FF IV-4.74 Schaf f ner, Robert C., House.
35 Ravine Dr. No NRHP listing.

GP-BOX.FF IV-4.73 Sey f arth, Robert E., House.
1498 Sheridan Rd. No NRHP listing.

GP-BOX.FF IV-4.75 Shav er, John, House.
326 Delta. No NRHP listing.

GP-BOX.FF IV-4.76 Sheahen Farmhouse.
1756 Sunset Rd. No NRHP listing.

GP-BOX.FF IV-4.77 Sheridan-Park Apartments.
430 Park Ave. No NRHP listing.

GP-BOX.FF IV-4.78 Snite, John Tay lor, House.
225 North Deere Park Ave. E.

GP-BOX.FF IV-4.55 Soule, C.S., House.
304 Laurel

GP-BOX.FF IV-4.79 Sproate, William E., Property .
2788 Roslyn Ln. No NRHP listing.

GP-BOX.FF IV-4.80 Stewart, Alexander, House.
1442 Forest Ave. No NRHP listing.

GP-BOX.FF IV-4.81 Stoddard, Albert S. and Laura Stoddard, House.
290 Cedar. No NRHP listing.

GP-BOX.FF IV-4.83 Straus, Martin L., House.
945 Dean Ave. No NRHP listing.

GP-BOX.FF IV-4.84 Swanson, Hilmer, House.
711 Marion . No NRHP listing.

GP-BOX.FF IV-4.85 Sweeny  Farmhouse.
3543 Krenn. No NRHP listing.
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GP-BOX.FF IV-4.86 Thay er, Clarence Holmes, House ("Verde Vista").
325 Orchard. No NRHP listing.

GP-BOX.FF IV-4.64 The Power Plant.
525 Elm Pl. No NRHP listing.

GP-BOX.FF IV-4.87 Van Bergen, John S., House .
234 Cedar. No NRHP listing.

GP-BOX.FF IV-4.89 Villa Saint Cy ril.
1111 St. Johns. No NRHP listing.

GP-BOX.FF IV-4.90 Watson, Dudley  Craf ts, House.
291 Marshman. No NRHP listing.

GP-BOX.FF IV-4.91 Watts, May  T., House.
487 Groveland. No NRHP listing.

GP-BOX.FF IV-4.92 Whitehouse, James L., House.
660 De Tamble. No NRHP listing.

GP-BOX.FF IV-4.93 Winchester House and Barn.
2145 Sheridan Rd. No NRHP listing.

GP-BOX.FF IV-4.94 Wood, General Robert E., House.
54 Laurel Ave. . No NRHP listing.

GP-BOX.FF IV-4.95 Yerkes, Chas. T., Horse Trough and Fountain.
SE corner Sheridan and Forest. No NRHP listing.

GP-BOX.FF IV-4.96 Zahnle, Casper, Homestead.
1520 Ridge Road. No NRHP listing.

HINSDALE, IL :

GP-BOX.FF IV-2.36 Bassett, Orland P., House.
329 East Sixth St.

GP-BOX.FF IV-2.38 Downtown Hinsdale Historic District.
Bounded by Maple St., Lincoln St., Garfield St., Second St.

GP-BOX.FF IV-2.39 Immanuel Ev angelical Church.
302 South Grant St.

GP-BOX.FF IV-2.37 Peabody , Francis Stuy v esant, House.
8 East Third St.

JERSEYVILLE, IL :

GP-BOX.FF IV-3.26 Jersey v ille Downtown Historic District.
Bounded by 1/2 block north of exchange, 1/2 west of Lafayette, to Prairie, to 1/2 block east of Jefferson

KANKAKEE, IL :

GP-BOX.FF IV-3.31 Swannell, Charles E., House.
901 South Chicago

KENILWORTH, IL :

GP-BOX.FF III-1.22 Hiram, Baldwin, House.
205 Essex Rd.

GP-BOX.FF III-1.23 Wild Flower and Bird Sanctuary  (Mahony  Park).
Sheridan Rd. at southeastern boundary of village

KEWANEE, IL :

GP-BOX.FF IV-3.15 Kewanee Hotel.
125 North Chestnut

LAGRANGE, IL :

GP-BOX.FF III-1.24 Purple, George E., House.
338 Sunset Ave.

LAKE BLUFF, IL :

GP-BOX.FF IV-4.97 Armour, Lester, House.
Between Sheridan Rd. and Lake Michigan

GP-BOX.FF IV-5.1 Ely , Mrs. C. Morse, House.
111 Moffett Rd.

GP-BOX.FF IV-5.2 Grif f ith, John, Store Building.
103-113 East Scranton Ave.

LAKE FOREST, IL :

GP-BOX.FF IV-5.3 Lake Forest Cemetery .
1525 North Lake Rd.
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GP-BOX.FF IV-5.4 Leonard, Clif f ord Milton, Farm.
550,561,565,570,575,579 Hathaway Circle, 1190 Inverlieth Rd.

GP-BOX.FF IV-5.5 Morse, Robert Hasmer, House.
1301 Knollwood Circle

GP-BOX.FF IV-5.6 Reed, Mrs. Kersey  Coates, House.
1315 North Lake Rd.

GP-BOX.FF IV-5.7 Swif t, Louis F., House ("Westleigh").
255 East Foster Pl.

LANSING, IL :

GP-BOX.FF III-1.25 Ford Airport Hanger.
SE corner Glenwood-Lansing Rd. and Burnham Ave.

LEMONT, IL :

GP-BOX.FF III-1.26 Lemont Methodist Episcopal Church .
306 Lemont St. . No NRHP listing.

LEWISTON, IL :

GP-BOX.FF IV-3.4 First Presby terian Church.
101 North Main St.

LIBERTYVILLE, IL :

GP-BOX.FF IV-5.8 Adler, Mrs. Isaac D., House.
1480 North Milwaukee Ave.

GP-BOX.FF IV-5.9 Cook Memorial Library .
413 North Milwaukee Ave.

GP-BOX.FF IV-5.10 Lewis, Lloy d, House.
153 Little St. Mary's Road

GP-BOX.FF IV-5.11 Public Serv ice Building .
344-354 North Milwakee Ave.

LINCOLN, IL :

GP-BOX.FF IV-5.32 Allen Chapel Af rican Methodist Episcopal Church .
902 Broadway

GP-BOX.FF IV-5.33 Foley , Stephen A., Judge, Home.
427 Tremont St.

MAHOMET, IL :

GP-BOX.FF IV-1.29 Mahomet Graded School.
Main St.

MAKANDA, IL :

GP-BOX.FF IV-3.22 Giant City  Stone Fort Site.
50 feet east Stone Fort Rd.

MARSHALL, IL :

GP-BOX.FF IV-2.10 First Congregational Church.
202 North Sixth St.

GP-BOX.FF IV-2.11 Harlan Hall.
603 Locust St.

MATTOON, IL :

GP-BOX.FF IV-2.17 Clev eland, Cincinnati, Chicago, and St. Louis Railroad Station.
Rear of 1632 Broadway. No NRHP listing.

GP-BOX.FF IV-2.18 Illinois Central Railroad Depot.
1718 Broadway Ave

MENDON, IL :

GP-BOX.FF IV-1.3 Lewis Round Barn.
2007 E 1250th, Adams County Fairgrounds

METTAWA, IL :

GP-BOX.FF IV-5.12 Stev enson, Adlai E., II, Farm.
25200 North St. Mary's Rd.
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MICHIGAN CITY, IN:

GP-BOX.FF IV-5.18 Chicago South Shore and South Bend Railroad Historic District .
North Carroll Ave.

MILLEDGEVILLE, IL :

GP-BOX.FF IV-1.20 Stef f ens, Joseph, House.
off Elkhorn St.

MORRIS, IL :

GP-BOX.FF IV-3.11 Morris Downtown Commercial Historic District.
Liberty St. bounded by the railroad (north), Illinois St (south), Fulton and Wauponsee St. (west), and Franklin
(east)

MOUNT CARROLL, IL :

GP-BOX.FF IV-1.21 Mark, Caroline, Home.
222 East Lincoln St.

MOUNT OLIVE, IL :

GP-BOX.FF IV-5.38 Soulsby  Serv ice Station.
102 South Route 66 St.

MOUNT STERLING, IL :

GP-BOX.FF IV-1.15 Mount Sterling Commerical Historic District.
Bounded by Brown County Courthouse on the north, the alley east of Capitol on th east, South St. on south, and the
alley of Capitol on the west.

MURPHYSBORO, IL :

GP-BOX.FF IV-3.23 Hennessy , Cornelius Building.
1023 Chestnut St.

GP-BOX.FF IV-3.21 M & O Railroad Depot (Mobile and Ohio).
1701 Walnut St.

GP-BOX.FF IV-3.24 Murphy sboro Elk Lodge.
1329 Walnut St.

NILWOOD, IL :

GP-BOX.FF IV-5.39 Route 66, Girard to Nilwood.
Route 66 between Illinois Route 4 south of Girard and Ilinois Route 4 in Nilwood

NIOTA, IL :

GP-BOX.FF IV-3.12 Cambre House and Farm.
R.R.

NORTH CHICAGO, IL :

GP-BOX.FF IV-5.13 Holy  Family  Church.
1840 Lincoln St.

OAK BROOK, IL :

GP-BOX.FF IV-2.40 Butler School.
1200 31st. St. (Oak Brook Rd.)

GP-BOX.FF IV-2.41 Saint Joseph's Seminary  .
Between 31st & 35th St. East of Summit (Midwest) Ave. No NRHP listing.

OAK PARK, IL :

GP-BOX.FF II-1.15 Gunderson Historic District.
Madison St., Harrison St., Gunderson St., S Ridgeland Ave.

GP-BOX.FF III-1.27 Marshall Field and Company  Store.
1144 W. Lake St.

GP-BOX.FF III-1.28 Oak Park Conserv atory .
615 Garfield St.

GP-BOX.FF III-1.30 Scov ille Place.
NW corner of Lake St and Oak Park Ave.

OAKLAND, IL :

GP-BOX.FF IV-2.19 Rutherf ord, Dr. Hiram, House and Of f ice.
14 South Pike St.
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OLD SHAWNEETOWN, IL :

GP-BOX.FF IV-3.5 Peeples, Robert and John McKee, Houses.
Main St.

OLYMPIA FIELDS, IL :

GP-BOX.FF III-1.29 Oly mpia Fields Country  Club.
2800 Country Club Dr.

ORION, IL :

GP-BOX.FF IV-3.16 Music Pav ilion, The.
1208 5th St.

GP-BOX.FF IV-3.17 West Water Tower and Ground Storage Tank.
310 11th Ave.

ORLAND PARK, IL :

GP-BOX.FF III-1.31 Humprey , John, House.
9830 W. 144th Pl. No NRHP listing.

GP-BOX.FF III-1.32 Twin Tower Sanctuary .
9967 W. 144th St.

PALESTINE, IL :

GP-BOX.FF IV-2.20 Harper, John B., House.
102 N. Lincoln

PARIS, IL :

GP-BOX.FF IV-2.44 Paris Carnegie Public Library .
207 South Main St.

GP-BOX.FF IV-2.45 Pine Grov e Community  Club.

GP-BOX.FF IV-2.46 Pine Grov e School House.
. No NRHP listing.

PAW PAW, IL :

GP-BOX.FF IV-5.26 Wright, Stephen, House.
612 Chicago Rd.

PAXTON, IL :

GP-BOX.FF IV-3.1 Paxton Carnegie Public Library .
254 South Market St.

GP-BOX.FF IV-3.2 Paxton Water Tower and Pumphouse.
145 South Market St.

PLANO, IL :

GP-BOX.FF IV-4.1 Steward, Lewis, House.
611 East Main St.

PLATO CENTER, IL :

GP-BOX.FF IV-3.50 Muirhead, Robert, House.
Rohrsen Rd. No NRHP listing.

PONTIAC, IL :

GP-BOX.FF IV-5.19 Liv ingston County  Courthouse.
112 West Madison

PRINCETON, IL :

GP-BOX.FF IV-1.17 Greenwood Cottage.
543 East Peru St.

GP-BOX.FF IV-1.18 Skinner, Richard M., House.
627 East Peru St.

QUINCY, IL :

GP-BOX.FF IV-1.6 Downtwon Quincy  Historic District.
Between 4th & 8th St, North side of Hampshire to South side of Jersey St.
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GP-BOX.FF IV-1.4 Newcomb, Richard F., House.
1601 Maine St.

GP-BOX.FF IV-1.7 Quincy  Northwest Historic District.
Bounded by Broadway, North Second, Locust and North Twelfth St.

GP-BOX.FF IV-1.5 Qunicy  East End Historic District.
Signigicant portion of residential East End

GP-BOX.FF IV-1.9 Wood, Ernest M., Of f ice and Studio.
126 North 8th St.

GP-BOX.FF IV-1.10 Woodland Cemetery .
1020 South Fifth St.

GP-BOX.FF IV-1.8 One Thirty  North Eighth Building.
130 North 8th

RANTOUL, IL :

GP-BOX.FF IV-1.30 Chanute Field Historic District.
Rantoul National Aviation Center. No NRHP listing.

RIVERDALE, IL :

GP-BOX.FF II-1.16 Pacesetter Gardens Historic District.
13604-13736 S Lowe Ave.

ROBINSON, IL :

GP-BOX.FF IV-2.21 Robinson High School Auditorium/Gy mnasium.
200 block East Highland Ave.

SAINT CHARLES, IL :

GP-BOX.FF IV-3.49 Hunt House.
304 Cedar Ave.

SANDWICH, IL :

GP-BOX.FF IV-2.25 v on KleinSmid Mansion.
218 West Center

SCALES MOUND, IL :

GP-BOX.FF IV-3.29 Allan, James, House.
309 N. Railroad St. No NRHP listing.

SCHAUMBURG, IL :

GP-BOX.FF III-1.33 Schweikher, Paul, House and Studio.
645 South Meacham Rd.

SHIPMAN, IL :

GP-BOX.FF IV-5.40 Little Red School.
Virginia St. No NRHP listing.

SKOKIE, IL :

GP-BOX.FF III-1.34 Harrer Building.
8051 Lincoln Ave.

SOMONAUK, IL :

GP-BOX.FF IV-2.26 Somonauk United Presby terian Church.
Governor Beveridge and Chicago Roads. No NRHP listing.

STOCKTON, IL :

GP-BOX.FF IV-3.30 Townsend Home.
117 N. Canyon Park Rd.

TAMMS, IL :

GP-BOX.FF IV-1.12 Chicago and Eastern Illinois Railroad Depot.
Front Street

TAYLORVILLE, IL :

GP-BOX.FF IV-2.8 Courthouse Square Historic District.
Walnut St. (west), Vine St (north), Walnut St. (east), Adams St. (south); boundaries
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GP-BOX.FF IV-2.7 Tay lorv ille Chautauqua Auditorium.
Manners Park

TISKILWA, IL :

GP-BOX.FF IV-1.19 Lone Tree School.
19292 250 North Ave.

TOLEDO, IL :

GP-BOX.FF IV-2.22 Ward, Thornton, Estate.
1387 U.S. Route 40

URBANA, IL :

GP-BOX.FF IV-1.35 "Lincoln".
1000 block of South Race St.

GP-BOX.FF IV-1.31 Alpha Delta Pi Sorority  House.
1202 West Nevada St.

GP-BOX.FF IV-1.32 Elm Street Court.
1-8 Elm St.

GP-BOX.FF IV-1.33 First Methodist Episcopal Church.
304 South Race St. No NRHP listing.

GP-BOX.FF IV-1.34 Kappa Kappa Gamma Sorority  House.
1102 South Lincoln Ave.

GP-BOX.FF IV-1.36 Ricker, Nathan C., House.
612 West Green St.

GP-BOX.FF IV-2.1 Univ ersity  of  Illinois at Urbana-Champaign, Astronomical Observ atory .
901 South Mathews Ave.

GP-BOX.FF IV-2.2 Univ ersity  of  Illinois at Urbana-Champaign, Buildings by  Nathan Clif f ord Ricker.
Three of five buildings on the north end of campus facing Green St., one at Burrill Ave. between Springfield Ave.
and Green St., one on Springfield Ave.

GP-BOX.FF IV-2.4 Univ ersity  of  Illinois at Urbana-Champaign, Women's Gy nasium.
906 South Goodwin Ave.

GP-BOX.FF IV-2.5 Univ ersity  of  Illinois at Urbana-Champaign, Women's Residence Hall/West Residence Hall.
1111 West Nevada St.

GP-BOX.FF IV-2.3 Warm Air Research Residence.
1108 West Stoughton St.

URSA, IL :

GP-BOX.FF IV-1.11 Ursa Town Hall.
109 South Warsaw St.

VANDALIA, IL :

GP-BOX.FF IV-2.50 Central School.
211 N. Kennedy (U.S. Rte. 51). No NRHP listing.

VERNON TOWNSHIP, IL :

GP-BOX.FF IV-5.14 Knopf  Cemetery .
Eastside of Arlington Heights Rd., 3/4 of a mile south of Illinois Rt. #83". No NRHP listing.

VERSAILLES, IL :

GP-BOX.FF IV-1.16 DeWitt, Benjamin, House.
N/A. No NRHP listing.

WAUKEGAN, IL :

GP-BOX.FF IV-5.15 Karcher Hotel .
405 Washington St.

GP-BOX.FF IV-5.16 Waukegan Building.
4 South Genesee St.

WEST FRANKFORT, IL :

GP-BOX.FF IV-3.3 West Frankf ort City  Hall.
108 North Emma St.

WHEATON, IL :

GP-BOX.FF IV-2.42 Grand Theater.
123 North Hale St.
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WHITE HALL, IL :

GP-BOX.FF IV-3.10 White Hall Historic District.
Bounded by Bridgeport, Jacksonville, Ayers, and Main St.

WILMETTE, IL :

GP-BOX.FF III-1.35 Bailey -Michelet House.
1028 Sheridan Rd.

GP-BOX.FF III-1.36 Bersbach, Alf red, House.
1120 Michigan Ave.

GP-BOX.FF III-1.37 Gross Point Village Hall.
609 Ridge Rd.

GP-BOX.FF III-1.38 Linden Av enue Terminal .
330 Linden Ave.

GP-BOX.FF II-1.17 Oak Circle Historic District.
318-351 Oak Circle

GP-BOX.FF II-1.18 Ouilmette North Historic District.
46-block extending from Chestnut Ave., excluding Sheridan Rd., continue on Lake Ave., and 13th St.

WINFIELD, IL :

GP-BOX.FF IV-2.43 Hedges Station.
(No Number at Present) North Winfield Rd. No NRHP listing.

WINNETKA, IL :

GP-BOX.FF III-1.39 Burnham, Anita Willets, Log House.
1140 Willow Rd.

GP-BOX.FF III-1.40 Mav erick Lloy d, Lola, House.
455 Birch St.

WINTHROP HARBOR, IL :

GP-BOX.FF IV-5.17 Paddock, Henry  I., House.
346 Sheridan Rd.

XENIA, IL :

GP-BOX.FF IV-2.14 Paine House.
Route 1. Box 19 A

CROSS-COUNTY SITES:

GP-BOX.FF IV-5.41 Illinois round barns.
Includes McCarty Round Barn, Tillery Round Barn, Schultz Barn, Kleinkopf Barn, Forehand Barn, George Barn,
White Barn, Bruce Round Barn, Otte Round Barn, Lewis Round Barn, and others.

GP-BOX.FF IV-5.42 Illinois State Parks (lodges and cabins).



Historic Preservation Commission 

 
 
 

 
 

 
The owners of 1427 Waverly Road have applied for a demolition permit.  The house, built in 
1929 for Allen Loeb, was featured on the Historical Society’s 2011 walking tour, but is not a local 
landmark or on the National Register of Historic Places.  The house is a stately 10,200 square 
foot Georgian Revival with a brick driveway and parking court in the front built.  Jens Jensen 
designed the landscape around this property and the adjacent house at 1425 Waverly, though 
little of the original design remains. 
 
Architectural drawings and original building permits indicate that the house was designed by 
Russell Walcott and Robert Work, though there is thought that Arthur Heun may have begun the 
design.  Heun is credited with designing the adjacent house for Ernest Loeb, brother of Allen 

1427 Waverly Road ‐  Demolition Review 

To:  Historic Preservation Commission

From:  Andy Cross, Planner II 

Date:  7/12/2012 

Historical 
Name: 

Oakcliffe ‐ Allen Loeb House 

Year Built:  1929 

Style:  Georgian Revival 

Historical 
Status: 

S – Significant 

Size:  10,198 square feet 

Original 
Owner: 

Allen Loeb 

Architect: 
Russell Walcott and Robert Work /  
Arthur Heun 

Original Cost:  $96,000 

Significant 
Features: 

 Slate roof 

 Roman brick 

 Front parking court 

 Brick built‐in planter wall 

Staff Opinion: 

Staff recommends that the 
Commission discuss the structure at 
1427 Waverly Road and how it may 
satisfy any of the landmark criteria 
listed in Article 24. 



Historic Preservation Commission 

Loeb.  Heun was a long‐time friend of the family and designed several other houses for them, 
including the family’s summer estate called “Castle Farms” in Charlevoix, Michigan. 
 
HPC Chairwoman Jean Sogin drafted a narrative about 1425 & 1427 Waverly Road for the 
Historical Society’s 2011 walking tour.  In it, she writes, “Heun designed the homes in two very 
different styles for the two brothers.  Allen Loeb’s stone house [at 1427 Waverly] is in the style 
of a European chateau while his brother Ernest’s brick house is in a Georgian style.  Both are 
large, formal houses.  The fact that they were designed at the same time in completely different 
styles gives us some insight into Heun’s knowledge of historical styles.”  For helpful reference, 
historical information, including photographs, of 1425 Waverly Road are included in the 
attachments to this memo. 
 
The narrative further indicates that Heun started the design, but he did not complete it. Jens 
Jensen did the landscape for the two homes and on his drawings he cites the architects as 
Russell Walcott and Robert Work.   Evidence is also found within the City’s archives:  The 
application for the original 1929 building permit for 1427 Waverly lists Walcott and Work as the 
architects of the house, and architectural drawings in the City’s microfilm archives are labeled 
with the names “Russell Walcott and Robert Work” in the title blocks. 
 
Discussion about whether the house was designed by Arthur Heun or Wolcott & Work is nothing 
new.  A Highland Park Historical Resource Inventory Sheet was completed for the property in 
1982 lists the following information for the architect:  “Present owner says [Roger] Work did the 
house with David Adler…The Loeb family and owner of 1425 Waverly Road say Heun did the 
house.”  The blurb also notes that the original 1929 building permit lists Wolcott and Work as 
the project architects. 
 
Walcott & Work 
The partnership of Russell Walcott and Robert Work began in 1928 and lasted until 1936.  As 
prominent area architects, they did extensive work on the North Shore and had housing designs 
featured in national publications, including the Russell Kelly house in Lake Forest that was 
photographed in a November, 1931 edition of House & Garden.  
 
Robert Work worked under Robert Van Shaw as his first employee and was later a partner of 
noted architect David Adleri until he joined Walcott in 1928. 
 
Russell Walcott was identified in the Who’s Who in Chicago in 1931.  According to the write‐up, 
he was born in 1889, graduated from Evanston High School in 1908, and later from Princeton in 
1912.  He worked in Chicago with various partners until opening a business under his own name 
in 1922.  According to information from Ball State University’s College of Architecture and 
Planning, several of his designs for houses in the northern suburbs of Chicago were published 
between 1923 and 1927 in American Architect and Architectural Record.    In 1928 he partnered 
with Robert Work, which would last until he moved out of state in 1936.  Their office was on 
Wacker Drive in downtown Chicago. 
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Arthur Heun 
The City’s architectural surveys contain the following biographical information about the 
architect: 

 
“Arthur Heun (1864‐1946) was born in Saginaw, Michigan.  He spent most of his life in 
Chicago, where he began his architectural training under Frank Waterhouse before establishing 
a private practice. Heun specialized in designing large, historic revival style estates along 
Chicago’s North Shore.   Among the most well known of his residential works is the J. Ogden 
Armour estate in Lake Forest.  At the turn of the 20th century, Heun became part of the group 
of Prairie School architects known as “the Eighteen.”  Influenced by this group, he began 
incorporating several Prairie School elements into his designs. Although his work was considered 
less adventurous than the work of colleagues like George Maher and Howard Van Doren Shaw, 
Heun’s designs display an interesting combination of traditional forms with Prairie School 
features.  
 
Like Shaw, Arthur Heun designed revival style residences for an upper class clientele. Born in 
Michigan, he came to Chicago when he was 21 and took over the practice of Francis Whitehouse 
in 1893. Heun acquired a noteworthy reputation in the field of domestic architecture, with 
designs that were largely derived from the classical styles but were extremely simplified in the 
use of detail. The proportions and symmetry of his designs are graceful and sophisticated. “ 
 
Within the surveys, Heun is credited with designing four houses in Highland Park: 
 

Address  Name  Year Built Style  Status 

103 South Deere Park Drive  Lichtstern Coach 
House 

1919  Italian 
Renaissance 

Local Landmark (1982) 

105 South Deere Park Drive  Lichtstern House  1919  Italian 
Renaissance 

Local Landmark (1982) 

1425 Waverly Road  Ernest Loeb 
House 

1929  Georgian 
Revival 

National Register 
(1982) 

1427 Waverly Road  Allen Loeb House  1929  Georgian 
Revival 

Petition to Demolish 
(2012) 

 
Among other North Shore houses, Heun is also associated with the Armour Estate in Lake 
Forest.  Known as “Mellody Farm”, it was designed for   J. Ogden and Lolita Armour and 
completed in 1908 at a cost of ten million dollars.  Jens Jensen is credited with its landscape.  
The estate was purchased in 1947 by the Lake Forest Academy and now serves as their primary 
banquet and event hall. 
 

Allen Loeb 
1427 Waverly Road was built for Allen Loeb.  HPC Chairwoman Sogin included the following 
biographical information about Albert and his brother Ernest in the narrative for the Historical 
Society’s 2011 walking tour:  “The two brothers were real estate and investment experts. They 
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owned the Chicago Arena in downtown Chicago, which was first a riding stable and then an ice 
arena. In 1946 they were part of the group of 13 arenas nationwide that founded the Basketball 
Association of America.” 
 
Ernest and Allen were the older brothers of Richard Loeb, who was found guilty in the murder of 
Bobbie Franks in 1924.  At the time, the Loeb family lived in the Kenwood neighborhood in 
Chicago.  Their father, Albert Loeb, was vice president of Sears and was considered next‐in‐line 
to become the president.  Following the publicity of the murder, however, the family moved to 
Highland Park and Albert died shortly afterward.   
 

Jens Jensen Landscape 
The landscape plan for 1425 Waverly was designed by Jensen to cover both 1425 and 1427 
Waverly, which gave continuity between the lots.  As the houses changed hands over the years, 
subsequent owners wanted individual identities for their properties and removed much of the 
Jensen landscape elements. 
 
The book “Jens Jensen, Maker of Natural Parks and Gardens” by Robert E. Grese lists several 
projects where Arthur Heun and Jens Jensen corroborated.  These include the O.C. Doering 
property in Oak Park (1911), the Lichtstern Estate in Highland Park at 103 S Deere Park Drive 
(1915), the Albert H. Loeb (father of Albert M. Loeb) property in Chicago (1910), and the Ernest 
Loeb house at 1425 Waverly Drive in Highland Park (1929).  They also worked together on 
Mellody Farms, which is the Armour Estate in Lake Forest. 
 

Georgian Revival Style 
The house at 1427 Waverly is done in the Georgian Revival architectural style.  The 1999 Central 
East architectural survey contains the following description of the style:   Georgian Revival, as 
practiced in Highland Park by several nationally prominent architects, is a grander variation on 
the Colonial Revival style. Georgian was the dominant style in England and in the colonial cities 
of the eastern United States for most of the 18th century. Typical Georgian Revival homes are 
stately, rectangular, and often sheathed in red brick. This style was generally popular in the U.S. 
for estate houses from the turn of the century until the Depression. A Georgian facade is 
symmetrical and often emphasized by a pedimented projecting pavilion. Sometimes the front 
entrance, which is typically located in the center of the pavilion, is surrounded by a one story, 
columned porch. A Palladian window (three part window with a round arched sash in the 
center, flanked by two, often shorter, double hung sash) may be found above the pavilion. 
Other classical details, such as dentils, modillions, and pilasters are prevalent.  Georgian Revival 
homes generally do not have full temple fronts like Classical Revival residences. 
 

Alterations 
The former owners of the house renovated the kitchen in 1973 and added a pool building onto 
the east side of the house in 1982. 
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Landmark Criteria 
Below are the landmark criteria from the City Code: 
 
1) It  demonstrates  character,  interest,  or  value  as  part  of  the  development,  heritage,  or 

cultural characteristics of the City, county, state, or country. 
 

2) It is the site of a significant local, county, state, or national event. 
 

3) It  is associated with a person or persons who significantly contributed to the development 
of the City, County, State, or Country. 

 
4) It embodies distinguishing characteristics of an architectural and/or landscape style valuable 

for the study of a specific time period, type, method of construction, or use of  indigenous 
materials. 

 
5) It  is  identifiable as  the work of a notable builder, designer, architect, artist, or  landscape 

architect whose individual work has influenced the development of the City. 
 

6) It  embodies,  overall,  elements  of  design,  details,  materials,  and/or  craftsmanship  that 
renders  it  architecturally,  visually,  aesthetically,  and/or  culturally  significant  and/or 
innovative. 

 
7) It  has  a  unique  location  or  it  possesses  or  exhibits  singular  physical  and/or  aesthetic 

characteristics that make it an established or familiar visual feature. 
 

8) It  is  a  particularly  fine  or  unique  example  of  a  utilitarian  structure  or  group  of  such 
structures,  including,  but  not  limited  to  farmhouses,  gas  stations  or  other  commercial 
structures, with  a  high  level  of  integrity  and/or  architectural,  cultural,  historical,  and/or 
community significance. 

 
9) It possesses or exhibits significant historical and/or archaeological qualities. 
 
 
Recommended Action 
The Commission is asked to review the structure per the Landmark Criteria listed above.  If the 
Historic Preservation Commission determines that the Structure that is the subject of the 
Demolition Application satisfies “one or two of the Landmark Standards, then the Commission 
shall have a 180‐day review period, commencing on the Application Completion Date, within 
which to receive applications for Landmark nominations for the Structure.” (Chapter 170 of the 
City Code) 
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Attachments 
Location Map 
Site Photos 
Architectural Survey Entry – 1427 Waverly 
Architectural Survey Entry – 1425 Waverly 
Highland Park Multiple Resource Inventory Sheet – 1427 Waverly 
Highland Park Multiple Resource Inventory Sheet – 1425 Waverly 
 
 
                                                                        
i Cohen, Benjamin, “North Shore Chicago, Houses of the Lakefront Suburbs 1890‐1940”, Acanthus Press, 
New York, 2004  
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Property Details for 301 N Sheridan Rd, LAKE FOREST, IL 60045

Details provided by MRED and may not match the public record. Learn More.

Interior Features

Bedroom Information
# of Bedrooms (Above Grade): 6

Master Bedroom
Size: 20X15
On 2nd Level
Hardwood Flooring

Bedroom #2
Size: 22X14
On 2nd Level
Hardwood Flooring

Bedroom #3
Size: 17X16
On 2nd Level
Hardwood Flooring

Bedroom #4
Size: 15X15
On 2nd Level
Hardwood Flooring

Bathroom Information
# of Full Baths: 5
# of Half Baths: 3
Master Bath
Whirlpool, Separate Shower, Double Sink
Bathroom(s) in Basement

Living Room
Size: 34X24
On Main Level
Hardwood Flooring

Dining Room
Separate Dining Room
Size: 28X17
On Main Level
Hardwood Flooring

Kitchen
Size: 17X15
Island, Pantry (Butler)
On Main Level
Hardwood Flooring

Additional Rooms
5th Bedroom, 6th Bedroom, Breakfast Room,
Exercise Room, Gallery, Library, Mud Room,
Office, Recreation Room, Walk-In Closet
Partial Basement
Partially Finished Basement

Additional Room #1
Library
Size: 17X16
On Main Level
Hardwood Flooring

Additional Room #2
Breakfast Room
Size: 15X10
On Main Level
Hardwood Flooring

Additional Room #3
Gallery
Size: 30X11
On Main Level

Additional Room #4
Bedroom #5
Size: 15X12
On 2nd Level

https://support.redfin.com/entries/22537543-Home-Details-Public-Facts
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Hardwood Flooring

Additional Room #5
Bedroom #6
Size: 16X10
On 2nd Level
Hardwood Flooring

Additional Room #6
Office
Size: 11X10
On 2nd Level
Hardwood Flooring

Additional Room #7
Exercise Room
Size: 16X9
On 2nd Level
Hardwood Flooring

Additional Room #8
Mud Room
Size: 12X10
On Main Level

Additional Room #9
Recreation Room
Size: 24X15
In Basement
Carpet Flooring

Additional Room #10
Walk-in Closet
Size: 20X20
On 2nd Level
Carpet Flooring

Equipment
Double Oven, Microwave, Dishwasher, Sub-Zero
Refrigerator, Washer, Dryer, Disposal

Fireplace Information
# of Fireplaces: 3
In Living Room, In Master Bedroom, Other
Fireplace Location (See Remarks)
Wood Burning

Interior Features
Wet Bar, Hardwood Flooring

Heating & Cooling
Gas Heating, Radiators
SpacePak Air Conditioning

Property / Lot Details

Property Features
Patio, Screened Patio, In-Ground Pool

Lot Information
Dimensions: 131116
3.0-3.99 Acres

Property Information
# of Rooms: 14
Ownership: Fee Simple
School Bus Service, Commuter Train
Parcel Identification Number: 12343030080000

Parking / Garage, Exterior Features, School / Neighborhood & Utilities

Parking Information
# of Cars: 3
# of Garage Spaces: 3
Garage Parking
Detached Garage
Garage On-Site
Owned Garage
Circular Driveway, Side Driveway

Building Information
Sq. Ft. Source: Assessor
Built Before 1978
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Recent Rehab (Y/N): Yes
Age: 81-90 Years
Stucco Exterior, Stone Exterior
Tile Roof

School Information
Elementary School: SHERIDAN ELEMENTARY
SCHOOL
Elementary School District: 67
Junior High: DEER PATH MIDDLE SCHOOL
Junior High District: 67
High School: LAKE FOREST HIGH SCHOOL
High School District: 115

Utility Information
Water: Lake Michigan
Sewer (Public)

Financing, Location Details, Listing Information & Agent & Office Information

Financial Information
Tax: $62,517.48
Tax Year: 2011
Special Service Area: N

Location Information
Township: SHIELDS
Directions: Sheridan Road south of Deerpath to
301

Listing Information
Franchisor Feed(y/n): N

Information For Agents
Compensation paid on: Net Sale Price

Follow This Home

No Tour Insights on This Home
We haven't left any insights about this home yet, but as
soon as we do, we'll leave our thoughts here.

Notify Me When Tour Insights Are Added...

Questions about this
home?

Contact Our North Shore
Team

Tour This Home 

Redfin Tour Insights for 301 N Sheridan Rd

Follow This Home

MRED #07975629

MRED #07975629

MRED #07975629

MRED #07975629

Public Records

Public Records

Records For completeness, Redfin often displays tw o records for one sale: the MLS record and the public record. Learn More.

Date Event Price Appreciation Source

Mar 18, 2013 Price Changed (Price Change) $4,319,000 —

Oct 12, 2012 Price Changed (Price Change) $4,799,000 —

Apr 23, 2012 Price Changed (Price Change) $4,999,000 —

Jan 16, 2012 Listed (New) $5,499,000 —

Jun 28, 2000 Sold (Public Records) $3,950,000 97.8%/yr

Nov 05, 1997 Sold (Public Records) $650,000 —

Pricing Estimates

Home Value Tool

Compare this home to nearby
recent sales and see what it's

really worth.

Price This Home

The seller of this home has
requested that home value
estimates not be shown. Per
MLS rules, Redfin and other
public MLS-powered sites
may not display any
automated valuation for this
home.

Property History for 301 N Sheridan Rd

mailto:north-shore@redfin.com
https://support.redfin.com/entries/22538156-Search-for-Sold-Homes#county-and-mls-solds
http://www.redfin.com/what-is-my-home-worth?estPropertyId=17664664&src=ldp-estimates
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Basic Info

Beds — Style Single Family Residential

Baths 3 Finished Sq. Ft. 9,156

Floors 2 Unfinished Sq. Ft. 1,729

Year Built 1927 Total Sq. Ft. 10,885

Year Renovated 1927 Lot Size 131,116

County Lake County APN 12343030080000 Last Updated Oct 1, 2012

Taxable Value

Land $657,287

Additions $663,048

Total $1,320,335

Taxes
(2011) $62,517

When Will This Info Update?

Public Records for 301 N Sheridan Rd

Public records are from Lake County and may not match the MLS record. Learn More.

Featured Collections in this Area

No Mentions of This Property

The seller has requested that all public comments be removed from this listing.
Per MLS rules, we are not allowed to link to blog posts about this home.

Mentions / Trackbacks

Activity for 301 N Sheridan Rd

Redfin Activ ity 

1,024 9 0 0

Serving This Home Nearby Elementary Nearby Middle Nearby High

Serves
Home School Name & GreatSchools Rating Type Grades Parent Rating Distance Homes

 Public 9 to 12 1.51 mi

Schools for 301 N Sheridan Rd

School data provided by GreatSchools. School service boundaries are intended to be used as reference only. To verify enrollment eligibility for a property, contact the school directly.

Views Favorites X-Outs Redfin Tours

 Susan Barrera

Lake Forest High School

Cover photo from 410

Farrington Dr, LINCOLNSHIRE,

IL, l isted by Debra Hymen, Coldwell

Banker Residential. MLS#: 07780704

Design Inspirations
(438 photos)

http://www.redfin.com/county/760/IL/Lake-County
https://support.redfin.com/entries/22537543-Home-Details-Public-Facts
http://www.redfin.com/county/760/IL/Lake-County
https://support.redfin.com/entries/22537543-Home-Details-Public-Facts
http://www.redfin.com/homes-for-sale#!uipt=1%2C2%2C3%2C4&region_type=7&region_id=142185&v=8
http://www.greatschools.net/
http://www.redfin.com/school/142185/IL/Lake-Forest/Lake-Forest-High-School
http://www.redfin.com/IL/Lincolnshire/410-Farrington-Dr-60069/home/17645154
http://www.redfin.com/collections/susan-b-u442007/design-inspirations-c3561
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--  Private Preschool
to 8 0.86 mi

--  Public 5 to 6 1.20 mi

--  Public K to 4 1.43 mi

--  Public K to 4 1.43 mi

--  Public K to 5 2.71 mi

--  Private Preschool
to 8 0.86 mi

--  Public 5 to 6 1.20 mi

--  Public 7 to 8 1.29 mi

--  Public 6 to 8 2.34 mi

--  Public 6 to 8 2.88 mi

 Public 9 to 12 1.51 mi

--  Private 9 to 12 2.92 mi

--  Public 9 to 12 3.87 mi

--  Public 9 to 12 4.25 mi

Median List Price $1,249,000 Avg. # Offers —

Median $ / Sq. Ft. $314 Avg. Down Payment —

Median Sale / List 92.4% # Sold Homes 59

Area Overview for 60045 (last 90 days) Learn More

Demographics

View 60045 Demographics

Questions

Contact Our North Shore
Team

Neighborhood Info for 301 N Sheridan Rd

School of St Mary

Deer Path Middle School East

Sheridan Elementary School

Cherokee Elementary School

Wayne Thomas Elementary School

School of St Mary

Deer Path Middle School East

Deer Path Middle School West

Lake Bluff Middle School

Northwood Junior High School

Lake Forest High School

Lake Forest Academy

Highland Park High School

Deerfield High School

Map data ©2013 Google

http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.2495963&long=-87.8419053&zoomLevel=16
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.248211&long=-87.849358&zoomLevel=16
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.264706&long=-87.835381&zoomLevel=16
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.225574&long=-87.835327&zoomLevel=16
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.205935&long=-87.8251938&zoomLevel=16
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.2495963&long=-87.8419053&zoomLevel=16
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.248211&long=-87.849358&zoomLevel=16
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.247982&long=-87.851074&zoomLevel=16
http://www.redfin.com/homes-for-sale#!uipt=1%2C2%2C3%2C4&region_type=7&region_id=94313&v=8
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.2034691&long=-87.8242689&zoomLevel=16
http://www.redfin.com/homes-for-sale#!uipt=1%2C2%2C3%2C4&region_type=7&region_id=142185&v=8
http://www.redfin.com/homes-for-sale#!market=chicago&uipt=1%2C2%2C3%2C4&v=8&lat=42.2400788&long=-87.8829394&zoomLevel=16
http://www.redfin.com/homes-for-sale#!uipt=1%2C2%2C3%2C4&region_type=7&region_id=105404&v=8
http://www.redfin.com/homes-for-sale#!uipt=1%2C2%2C3%2C4&region_type=7&region_id=33761&v=8
http://www.redfin.com/zipcode/60045
http://www.onboardnavigator.com/1.5/webContent/OBWC_Results.aspx?AID=386-b385f004f6c7&DataType=1&SearchType=1&State=IL&City=Lake%20Forest&Zip=60045
mailto:north-shore@redfin.com
http://www.redfin.com/school/126210/IL/Lake-Forest/School-of-St-Mary
http://www.redfin.com/school/123957/IL/Lake-Forest/Deer-Path-Middle-School-East
http://www.redfin.com/school/32789/IL/Lake-Forest/Sheridan-Elementary-School
http://www.redfin.com/school/32787/IL/Lake-Forest/Cherokee-Elementary-School
http://www.redfin.com/school/33762/IL/Highland-Park/Wayne-Thomas-Elementary-School
http://www.redfin.com/school/126210/IL/Lake-Forest/School-of-St-Mary
http://www.redfin.com/school/123957/IL/Lake-Forest/Deer-Path-Middle-School-East
http://www.redfin.com/school/32788/IL/Lake-Forest/Deer-Path-Middle-School-West
http://www.redfin.com/school/94313/IL/Lake-Bluff/Lake-Bluff-Middle-School
http://www.redfin.com/school/95937/IL/Highland-Park/Northwood-Junior-High-School
http://www.redfin.com/school/142185/IL/Lake-Forest/Lake-Forest-High-School
http://www.redfin.com/school/138697/IL/Lake-Forest/Lake-Forest-Academy
http://www.redfin.com/school/105404/IL/Highland-Park/Highland-Park-High-School
http://www.redfin.com/school/33761/IL/Deerfield/Deerfield-High-School
http://maps.google.com/maps?ll=42.240143,-87.873449&z=10&t=m&hl=en-US
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Median House Values

Location List Price $ / Sq. Ft. Sale / List

60045 $1,249,000 $314 92.4%

Lake Forest $1,295,000 $319 92.4%

Lake County $279,900 $137 96.6%

Houses: $/Sq. Ft. in 60045

About CMAs 

Average: $616/Sq. Ft.  This home at $616/Sq. Ft.: $5.64M  Range: $5.00M - $12.00M

Average: $408/Sq. Ft.  This home at $408/Sq. Ft.: $3.74M  Range: $3.39M - $3.60M

Similar Homes to 301 N Sheridan Rd

Nearby for Sale Closes t lis t ings  s im ilar  to 301 N Sher idan Rd

901 E Rosem ary Rd
LAKE FOREST, IL 60045

6
Beds

 7
Baths

 10,548
Sq. Ft.

417 Mayflow er  Rd
LAKE FOREST, IL 60045

8
Beds

 9.5
Baths

 8,700
Sq. Ft.

405 N Mayflow er  Rd
LAKE FOREST, IL 60045

10
Beds

 14
Baths

 24,500
Sq. Ft.

700 N Mayflow er  Rd
LAKE FOREST, IL 60045

7
Beds

 7
Baths

 10,911
Sq. Ft.

620 Lake Rd
LAKE FOREST, IL 60045

7
Beds

 7.5
Baths

 12,213
Sq. Ft.

763 N Mayflow er  Rd
LAKE FOREST, IL 60045

5
Beds

 5.5
Baths

 7,894
Sq. Ft.

808 E Deerpath Rd
LAKE FOREST, IL 60045

8
Beds

 6.5
Baths

 7,705
Sq. Ft.

855 E Wes tm ins ter  Rd
LAKE FOREST, IL 60045

7
Beds

 8
Baths

 11,233
Sq. Ft.

55 Stonegate Rd
LAKE FOREST, IL 60045

6
Beds

 8.5
Baths

 7,862
Sq. Ft.

333 N Green Bay Rd
LAKE FOREST, IL 60045

5
Beds

 7
Baths

 7,500
Sq. Ft.

Map These Listings

Nearby Recently Sold Closes t hom es  s im ilar  to 301 N Sher idan Rd that sold w ithin the pas t s ix m onths

277 Bluffs  Edge Dr
Lake Forest, IL 60045

6
Beds

 9
Baths

 7,600
Sq. Ft.

660 N Green Bay Rd
Lake Forest, IL 60045

5
Beds

 6
Baths

 9,876
Sq. Ft.

Map These Solds  Price This Home

0.14 m i$5,950,000 0.33 m i$5,999,000 0.40 m i$12,000,000 0.43 m i$5,999,000 0.43 m i$6,500,000

0.56 m i$5,100,000 0.61 m i$5,850,000 0.67 m i$4,995,000 0.71 m i$6,250,000 0.80 m i$5,200,000

Sold
4/11

0.93 m i$3,600,000

Sold
12/18

1.11 m i$3,385,247

http://www.redfin.com/zipcode/60045
http://www.redfin.com/city/10471/IL/Lake-Forest
http://www.redfin.com/county/760/IL/Lake-County
http://www.redfin.com/zipcode/60045
http://www.redfin.com/home-buying-guide/cma#similar_data
http://www.redfin.com/IL/Lake-Forest/901-Rosemary-Rd-60045/home/23045155
http://www.redfin.com/IL/Lake-Forest/417-N-Mayflower-Rd-60045/home/17664262
http://www.redfin.com/IL/Lake-Forest/405-N-Mayflower-Rd-60045/home/17664671
http://www.redfin.com/IL/Lake-Forest/700-N-Mayflower-Rd-60045/home/17664693
http://www.redfin.com/IL/Lake-Forest/620-Lake-Rd-60045/home/17664670
http://www.redfin.com/IL/Lake-Forest/763-N-Mayflower-Rd-60045/home/17664692
http://www.redfin.com/IL/Lake-Forest/808-E-Deerpath-60045/home/23461205
http://www.redfin.com/IL/Lake-Forest/855-E-Westminster-60045/home/17666828
http://www.redfin.com/IL/Lake-Forest/55-Stone-Gate-Rd-60045/home/17632769
http://www.redfin.com/IL/Lake-Forest/333-N-Green-Bay-Rd-60045/home/18985494
http://www.redfin.com/homes-for-sale#!market=chicago&min_listing_approx_size=7500&min_lat=42.225688&max_lat=42.264660&min_long=-87.857407&max_long=-87.795059&uipt=1&status=3&v=8
http://www.redfin.com/IL/Lake-Forest/277-Bluffs-Edge-Dr-60045/home/14154848
http://www.redfin.com/IL/Lake-Forest/660-N-Green-Bay-Rd-60045/home/17665542
http://www.redfin.com/homes-for-sale#!market=chicago&min_listing_approx_size=7500&min_lat=42.224720&max_lat=42.265628&min_long=-87.865829&max_long=-87.786637&uipt=1&sold_within_days=180&sf=&v=8
http://www.redfin.com/what-is-my-home-worth?estPropertyId=17664664&src=ldp-similars
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40
Indian Hill Road
Winnetka, IL 60093 For Sale $3,525,000

Bedrooms: 5 +++ Bathrooms: 7 Style: French

Provincial

Lot Size: 1 acre Year Built: 1927

Designed by Renowned architect Russell S. Walcott, this
French Provincial home has been impeccably updated and
maintained

40 Indian Hill Road Winnetka, Illinois 60093 Designed by renowned architect Russell S. Walcott, this

classic French Provincial home overlooks the fairways of Indian Hill Golf Club and is set on a

beautifully landscaped property that is slightly over one acre. The new owners will enjoy a home built

to the demanding standards of a great architect-they will live in a home that is as livable today as it

was for its original owners. All rooms have generous proportions and elegant touches, including a

reception hall with soapstone flooring, marble fireplaces, and exquisite paneling and moldings. The five

bedrooms, all with en suite full bathrooms, can be used for family and guest quarters as well as for

office and entertainment rooms. The terrific third floor offers wonderful spaces for whatever the new

family desires. this is a much admired home by an architect who was called "the best of the

residential designers in chicago by Buckminister Fuller. Mr. Walcott's designs are in the Architectural

Archives of the Chicago Historical Society as well as in university collections, and have achieved

recognition by the National Registry of Historic Places. This house has been impeccably maintained

and is in pristine condition and is now ready for a new owner. Seller financing available. Offered by:

Jean Wright Real Estate | www.jeanwrightrealestate.com | 847-446-9166

Exterior Entrance
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Exterior

Concrete and Stucco French Provincial

Entrance

Reflecting Pool with fountain at each end

Reception hall 

The spacious reception hall with soap stone floor

opens to private landscaped yard with panoramic

views of the golf course.

Formal Living Room

20 x 30 on first floor includes versailles patterned

parquet floor and classic curved marble fireplace

Formal Dining Room

17 x 20 features herringbone parquet floor and

fireplace

Library

15 x 15 is paneled with four walls of bookshelves

and fireplace

Family Room/Garden Room

20 x 12 on first floor is sun-filled with exceptional

views of the 1 acre property 

Kitchen

17 x 17 includes generous butler's pantry with

great storage, eating area, hadwood floors and

wood cabinetry

Butler's Pantry

18 x 9 off kitchen has great storage and sink

Master Bedroom

20 x 20 on second floor with lovely fireplace, his

and her dressing areas and private bath

2nd Bedroom

16 x 15 on second floor with hardwood floor with

private en-suite bath

3rd Bedroom

16 x 16 on second floor has hardwood floor with

private en-suite bath

4th Bedroom

18 x 15 on second with private en-suite bath

5th Bedroom

18 x 16 on second floor with hardwood floor with

private en-suite bath

Fireplace

4 fireplaces - living room, dining room, library and

master bedroom

Laundry

13 x 9 on first floor

Recreation Room

18 x 17 on third floor with hardwood floor

Game Room

18 x 12 on third floor with hardwood floor

Garage

2 car attached

Schools

Avoca West District 37 Marie Murphy Junior High

37 New Trier High School 203 

Lot Size

Over 1 acre - 150 x 300

 



NORTH CAROLINA STATE HISTORIC PRESERVATION OFFICE
Office of Archives and History
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Mill Farm Inn
Tryon, Polk County, PL0057, Listed 1/22/2009
Nomination by Clay Griffith
Photographs by Clay Griffith, April 2008

Facade view

Rear view



NPS Form 10-900 OMB No. 1024-0018
(Rev. 10-90)

United States Department of the Interior
National Park Service

National Register of Historic Places
Registration Form

This form is for use in nominating or requesting determinations for individual properties and districts. See instructions in How to Complete the
National Register of Historic Places Registration Form (National Register Bulletin 16A). Complete each item by marking "x" in the appropriate
box or by entering the information requested. If any item does not apply to the property being documented, enter "N/A" for "not applicable." For
functions, architectural classification, materials, and areas of significance, enter only categories and subcategories from the instructions. Place
additional entries and narrative items on continuation sheets (NPS Form 10-900a). Use a typewriter, word processor, or computer, to complete
all items.

1. Name of Property

historic name Mill Farm Inn

other names/site number

2. Location

street & number 701 Harmon Field Road not for publication N/A
city or town Tryon vicinity X
state North Carolina code NC county Polk code 149 zip code 28782

3. State/Federal Agency Certification

As the designated authority under the National Historic Preservation Act of 1986, as amended, I hereby certify that this _X_
nomination/____ request for determination of eligibility meets the documentation standards for registering properties in the National
Register of Historic Places and meets the procedural and professional requirements set forth in 36 CFR Part 60. In my opinion, the
property _X meets ____ does not meet the National Register Criteria. I recommend that this property be considered significant
___ nationally ___ statewide _X_ locally. ( ___ See continuation sheet for additional comments.)

________________________________________________________________________
Signature of certifying official Date

North Carolina Department of Cultural Resources _________
State or Federal agency and bureau

In my opinion, the property ____ meets ____ does not meet the National Register criteria. ( ___ See continuation sheet for additional
comments.)

________________________________________________________________________
Signature of commenting or other official Date

________________________________________________________________________
State or Federal agency and bureau

4. National Park Service Certification

I, hereby certify that this property is: Signature of the Keeper Date of Action

____ entered in the National Register
___ See continuation sheet.

____ determined eligible for the
National Register
___ See continuation sheet.

____ determined not eligible for the
National Register

____ removed from the National Register
____ other (explain): _________________

__________________________



Mill Farm Inn Polk County, North Carolina
Name of Property County and State

5. Classification

Ownership of Property Category of Property
(Check as many boxes as apply) (Check only one box)

X private X building(s)
___ public-local ___ district
___ public-State ___ site
___ public-Federal ___ structure

___ object

Name of related multiple property listing
(Enter "N/A" if property is not part of a multiple property listing.)

N/A

Number of Resources within Property
(Do not include previously listed resources in the count)

Contributing Noncontributing
1 1 buildings
0 0 sites
0 1 structures
0 0 objects
1 2 Total

Number of contributing resources previously listed
In the National Register

N/A

6. Function or Use

Historic Functions
(Enter categories from instructions)

DOMESTIC/hotel

Current Functions
(Enter categories from instructions)

DOMESTIC/hotel
DOMESTIC/secondary structure

7. Description

Architectural Classification
(Enter categories from instructions)

Colonial Revival

Materials
(Enter categories from instructions)

foundation Stone/granite

roof Asphalt
walls Stone/granite

Wood/rough-cut siding
other

Narrative Description
(Describe the historic and current condition of the property on one or more continuation sheets.)



Mill Farm Inn Polk County, North Carolina
Name of Property County and State

8. Statement of Significance

Applicable National Register Criteria
(Mark "x" in one or more boxes for the criteria qualifying the property
for National Register listing)

X A Property is associated with events that have made
a significant contribution to the broad patterns of
our history.

_ B Property is associated with the lives of persons
significant in our past.

X C Property embodies the distinctive characteristics
of a type, period, or method of construction or
represents the work of a master, or possesses
high artistic values, or represents a significant and
distinguishable entity whose components lack
individual distinction.

_ D Property has yielded, or is likely to yield,
information important in prehistory or history.

Criteria Considerations
(Mark "X" in all the boxes that apply.)

Property is:

_ A owned by a religious institution or used for
religious purposes.

_ B removed from its original location.

_ C a birthplace or a grave.

_ D a cemetery.

_ E a reconstructed building, object, or structure.

_ F a commemorative property.

_ G less than 50 years of age or achieved significance
within the past 50 years.

Areas of Significance
(Enter categories from instructions)

Architecture
Entertainment/Recreation

Period of Significance

1939 – 1958

Significant Dates

1939

Significant Person
(Complete if Criterion B is marked above)

N/A

Cultural Affiliation

N/A

Architect/Builder

Walcott, Russell S. - architect

Narrative Statement of Significance
(Explain the significance of the property on one or more continuation sheets.)

9. Major Bibliographical References

Bibliography
(Cite the books, articles, and other sources used in preparing this form on one or more continuation sheets.)

Previous documentation on file (NPS):

___ preliminary determination of individual listing (36
CFR 67) has been requested.

___ previously listed in the National Register
___ previously determined eligible by the National

Register
___ designated a National Historic Landmark
___ recorded by Historic American Buildings Survey

# __________
___ recorded by Historic American Engineering

Record # __________

Primary Location of Additional Data

X State Historic Preservation Office
___ Other State agency
___ Federal agency
___ Local government
___ University
X Other

Name of repository:
Polk County Public Library, Columbus, NC
Polk County Historical Museum, Tryon, NC



Mill Farm Inn Polk County, North Carolina
Name of Property County and State

10. Geographical Data

Acreage of Property 3.75 acres

UTM References
(Place additional UTM references on a continuation sheet)

1 17 387070 3898450
Zone Easting Northing

2 ____

3 ____
Zone Easting Northing

4 ____
___ See continuation sheet

Verbal Boundary Description
(Describe the boundaries of the property on a continuation sheet.)

Boundary Justification
(Explain why the boundaries were selected on a continuation sheet.)

11. Form Prepared By

name/title Clay Griffith

organization Acme Preservation Services LLC date September 2, 2008

street & number 825-C Merrimon Ave., #345 telephone (828) 281-3852

city or town Asheville state NC zip code 28804

Additional Documentation
Submit the following items with the completed form:

Continuation Sheets

Maps

A USGS map (7.5 or 15 minute series) indicating the property's location.

A sketch map for historic districts and properties having large acreage or numerous resources.

Photographs

Representative black and white photographs of the property.

Additional items
(Check with the SHPO or FPO for any additional items)

Property Owner
(Complete this item at the request of the SHPO or FPO.)

name Gary W. Corn and James R. Blanton

street & number 701 Harmon Field Road telephone 864-590-7410 / 828-817-0215

city or town Tryon state NC zip code 28782

Paperwork Reduction Act Statement: This information is being collected for applications to the National Register of Historic Places to
nominate properties for listing or determine eligibility for listing, to list properties, and to amend existing listings. Response to this request is
required to obtain a benefit in accordance with the National Historic Preservation Act, as amended (16 U.S.C. 470 et seq.).

Estimated Burden Statement: Public reporting burden for this form is estimated to average 18.1 hours per response including the time for
reviewing instructions, gathering and maintaining data, and completing and reviewing the form. Direct comments regarding this burden estimate
or any aspect of this form to the Chief, Administrative Services Division, National Park Service, P.0. Box 37127, Washington, DC 20013-7127;
and the Office of Management and Budget, Paperwork Reductions Project (1024-0018), Washington, DC 20503.



NPS Form 10-900-a OMB Approval 1024-0018
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United States Department of the Interior
National Park Service

National Register of Historic Places
Continuation Sheet

Section number __7_ Page _1_ Mill Farm Inn, Polk County, NC

Section 7. Narrative Description

(N.B. The Mill Farm Inn is oriented to the southeast, but for the ease of reading herein the façade is
identified as the south elevation. Similarly, the two ends are referred to as the east and west elevations, and
the rear is designated as the north elevation.)

Designed by architect Russell S. Walcott and completed in 1939, the Mill Farm Inn is located at the
intersection of three important roads in southern Polk County. The Mill Farm property lies a short distance
north of the Tryon town limits on North Carolina Highway 108 (Lynn Road), which connects Tryon to the
small village of Lynn and the county seat of Columbus, approximately three miles to the northeast. Mill
Farm Inn occupies a 3.75-acre site that is bound by Harmon Field Road (SR 1121) to the south, Howard Gap
Road (SR 1122) to the east, Pacolet River to the north and northwest, and adjacent property lines to the west.
The inn sits in the southwest section of the property, facing southeast and overlooking the intersection of
Highway 108, Howard Gap Road, and Harmon Field Road. The property is bordered by mature vegetation
between the inn and the roads, and along the west and far north property lines. A semi-circular, gravel
driveway enters the property from Harmon Field Road, with parking areas at the southwest end of the main
building. Two square, stone pillars mark the entrance walkway from the driveway to the front of the inn, and
a manicured lawn and garden area lies directly in front of the building, framed by hedges and tall trees. A
small creek runs through the property on the east side of the inn, flowing roughly north to the Pacolet River.
The property is also accessed from the east, off Howard Gap Road, by a gravel driveway that serves an eight-
bay frame garage built around 1988. A wood gazebo, erected around 1990, is located to the northwest of the
inn. An open, grass lawn extends north and northeast from the inn to the banks of the Pacolet River.

Mill Farm Inn, 1937-1939; ca. 1985. Contributing building
Exterior

The Mill Farm Inn, designed by Chicago architect Russell Walcott and completed in 1939, is a two-
story, Colonial Revival-style, stone building topped by an asphalt-shingle side-gable roof with exposed rafter
ends. The building is constructed of irregularly coursed granite quarried near the Green River in northern
Polk County. The symmetrical façade is six bays wide with a central entrance bay on the first story and an
interior stone chimney rising from the center of the roof’s ridge line. Windows across the façade are single
eight-over-eight double-hung wood sash except for a square, four-light wood casement to the side of the
front entry. Articulated granite keystones and voussoirs form flat-arch lintels above the window openings,
which are also framed with granite block sills. The single-leaf entry contains a glazed-and-paneled wood
door topped by a flat-arch lintel and framed by decorative wood shutters. The entrance bay and granite stoop
are sheltered by a gable-roof porch supported by square wood posts, with weatherboard siding and exposed
rafter ends in the gable end. The current owners replaced the porch posts in 2007 with oak timbers sawn to
match the original posts.
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The four-bay west elevation of the building is relatively plain with single eight-over-eight double-
hung windows on both stories and a rectangular, louvered vent in the gable end. The east elevation, which
was originally obscured by a one-story shed-roof sleeping porch, displays only two eight-over-eight
windows (instead of four) on the second story and a rectangular vent in the gable end. The first- and lower-
story exterior walls are now covered by an apartment addition, built to replace the sleeping porch in the late
1980s following a local ordinance requiring that the innkeeper live on-site. The lower story of the building is
exposed at the east end due to the slope of the site, allowing the two-story addition to appear subordinate to
the main building. The addition features rough-cut wood siding, paired one-over-one windows, and entry
porches on the south and east sides. Both porches, which shelter single-leaf glazed-and-paneled wood doors,
consist of a gable roof supported on slender wood posts and feature exposed rafter ends and weatherboards in
the gable end. A wood walkway wraps around the corner of the building and connects to a modern wood
deck projecting to the southeast. At the north (rear) end of the addition, the upper-story wall projects beyond
the rear wall of the inn and the overhang is supported by thick, carved brackets.1

The north elevation of the building offers a similar appearance to the façade but lacks its strong
symmetry. Eight bays wide on the first story and six bays on the second story, an extra first-story window
located on the east side of the elevation provides additional light to the dining room at the northeast corner of
the building. A flat-roof porch supported by decorative iron posts and brackets shelters the single-leaf glazed
rear entry door. Ghostmarks at the second story on the east side of the elevation indicate the location of a
suspended walkway, now removed, that connected an exterior stair from the original end porch to a balcony
located atop the rear porch roof. The exterior stair, which provided access for to Ms. Williams’ apartment on
the second floor at the northeast corner, was likely removed by the Hedrick family in the 1960s or 1970s.

Interior
The Mill Farm Inn is entered through a transverse foyer with a half bath located to the east and the

main stair rising against the north wall. A narrow hall to the east provides access to the basement stairs, the
wood closet beneath the main stair, and to the kitchen. A passageway at the west end of the foyer continues
through to the large living room on the north side of the building, as well as a hallway to the bedrooms
located at the west end of the building. The interior is generally finished with chestnut floors in the main
living rooms, oak floors in the hallways, six–panel doors with brass hardware, tall baseboard moldings, and
picture moldings. The flat window and door surrounds of the main public rooms (foyer, living, and dining)
are differentiated by a narrow outer band. The walls and ceilings are composed of wall board covered with a
thin coat of plaster for texture.

1 James Blanton and Gary Corn, owners of Mill Farm Inn since 2006, have gathered information about the inn from conversations
with Frank Albrecht, grandson of Frances Williams; Rena Hubl, granddaughter of Russell Walcott; and the previous owners, Chip
and Penny Kessler. Some of these details, which have subsequently been incorporated into the written description, were
communicated to the author by the owners on April 16, 2008.
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The living room measures fourteen feet by twenty-eight feet and is punctuated by a fireplace on the
south wall and a beamed ceiling. The restrained mantel features fluted pilasters framing the fireplace and
supporting a tall architrave and mantel shelf. Glazed tiles originally framed the fireplace opening, but the
tiles were removed by a previous owner, who painted the exposed brick. A solid wood door accented with
iron strap hinges to the east of the fireplace accesses the wood closet that was added sometime after 1960.
The decorative wood beams were also added to the room sometime after 1960. A partition wall added in the
1980s to the west end of the living room shortened its original length but created an additional guest
bathroom and office for the inn (now a closet). An open doorway at the east end of the living room leads into
the dining room, where the current owners added built-in bookshelves against the east wall in 2007. At the
south end of the dining room, a small butler’s pantry connects back to the kitchen and features a swinging
wood door and built-in shelves and cabinets. The kitchen displays a linoleum tile floor in angled
checkerboard pattern, pine paneled cabinets from the 1950s, and breakfast nook. The current owners
installed tile counter tops and backsplashes in 2007. At the west end of the first floor, a narrow hallway leads
from the foyer to two bedrooms, each with a private bathroom. Access to the bathroom on the south side of
the hall was altered by removing the doorway from the hall and opening a new doorway from inside the
bedroom.

The stairs from the foyer open onto a small sitting area on the second story, with two suites of rooms
located to the east and west. Each suite consists of two bedrooms, two bathrooms, and a kitchen. The two
kitchens were created in the 1980s from a large common room originally located above the first-story living
room. The second-story interior is generally finished in the same manner as the first story with chestnut
floors, six–panel doors with brass hardware, flat window and door surrounds, tall baseboard moldings, and
picture moldings. However, the two bedrooms at the east end are carpeted. Original walls and ceilings are
composed of wall board covered with a thin coat of plaster for texture, while the kitchen partition walls are
painted wood paneling. In the east kitchen, a doorway originally opened onto the rear porch roof deck, but
the previous owners replaced the door in the 1980s with a one-over-one window.

Garage, ca. 1988. Non-contributing building
In the late 1980s, the Kesslers built a freestanding, eight-bay, frame garage to the east of the inn to

house their family’s numerous automobiles. The Kesslers attempted to visually mitigate the size the building
by designing it to look like a barn with rough-cut wood siding, asphalt-shingle side-gable roof, and false barn
doors on the south side. The garage is a long, rectangular structure with four bays on either side of a blind
center bay, and each open bay contains a metal roll-up door. Carved brackets support the eaves at the four
corners, and louvered vents are located in the gable ends. Two eight-over-eight double-hung windows are
located on the west elevation of the building facing the inn, and two pairs of decorative wood shutters are
located on the east elevation. A square cupola is positioned at the center of the roofline and features a
pyramidal roof and latticed openings. On the south (rear) elevation, the false “barn” doors consist of
plywood panels painted red with applied decorative rails and stiles painted white. Two sets of paired shutters
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flank the false doors on the south elevation. The Kesslers also planted a row of hemlock trees to screen the
building from Highway 108 and Harmon Field Road. A second gravel driveway was laid from Howard Gap
Road to access the garage. The current owners rent out the garage bays as individual storage units.

Gazebo, ca. 1990. Non-contributing structure
Built around 1990, the gazebo is a large, octagonal, wood structure with wood posts, wood deck

flooring, screened sides, and diagonally braced rails. The asphalt shingle roof is topped by a short, solid
cupola with a ball finial. The structure stands to the northwest of the inn, accessed by a short walkway from
the rear porch and entered through a single-leaf screen door.
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Section 8. Statement of Significance

Summary

Completed in 1939, Mill Farm Inn is a two-story Colonial Revival-style inn constructed of local blue
granite and located at 701 Harmon Field Road near the town of Tryon, North Carolina. Proprietress Frances
Williams, a divorcee, had run a boarding house in Cambridge, Massachusetts and lived in France prior to
coming to Tryon, where she operated the inn for the literary and artistically minded visitors that frequented
the area. Ms. Williams commissioned architect Russell S. Walcott to design the country inn, a rare surviving
example of expressly designed tourist accommodations in Tryon. Mill Farm Inn meets National Register
Criterion A in the area of Entertainment/Recreation as a domestic guest accommodation common to Tryon
and Polk County. Mill Farm Inn also meets National Register Criterion C as an intact Colonial Revival-style
inn designed by Chicago architect Russell Walcott, who retired to Tryon in 1936. Upon relocating to Tryon,
Walcott’s work evolved from the popular revival styles that he frequently employed during his career toward
a more modern aesthetic. The inn represents a vernacular expression of the popular Colonial Revival style.
The period of significance for the Mill Farm Inn, which remains in operation, extends from the construction
of the main building in 1939 to 1958; the years after 1958 do not meet Criteria Consideration G for
exceptional significance.

Historical Background

The small mountain town of Tryon, North Carolina, lies in the far southern section of Polk County,
just north of the North Carolina/South Carolina state line. Polk County is relatively small in area, covering
only 237 square miles, and ranges in elevation from 750 feet above sea level in the south to 3,238 feet above
sea level at its highest point in the northwest. The crest of the Blue Ridge Mountains forms the northern
boundary of the county, which is drained by the Pacolet and Green rivers. Lying on the southern slopes of
the Blue Ridge, Polk County enjoys characteristics of both the mountain and piedmont regions. Thermal
belts occurring in the county provide frost-free areas that allow farmers to grow a wide range of crops. The
variety and influence of geography in Polk County is manifested in the two towns of Tryon, a popular winter
resort, and Saluda, a summer resort only eight miles to the north.2

2 D. William Bennett, ed., Polk County, North Carolina, History (Tryon, NC: Polk County Historical Association, Inc., 1983), 5.
Bill Sharpe, A New Geography of North Carolina, Volume III (Raleigh, NC: Sharpe Publishing Company, 1961), 1536-1538.
Elizabeth Doubleday Frost, Tryon Memories (Tryon, NC: Polk County Historical Association and Tryon Publishing Company,
Inc., 1995), 7-10, 27-28.
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Located approximately three miles southwest of Columbus, the county seat, which was formed in
1855, the town of Tryon remained a modest settlement through much of the nineteenth century. The
community began to take its present shape following the arrival of the Asheville-Spartanburg Railroad,
which reached Tryon in 1877. Built with the intention of connecting South Carolina ports and markets with
people and resources in North Carolina, Tennessee, and the Ohio Valley, the railroad had a dramatic impact
on the economic and social development of Tryon in the late nineteenth century as the trains between South
Carolina and Asheville began to expose a wide range of visitors to the community. Located at the base of the
Saluda Grade, the steepest mainline railroad grade in the country, Tryon became a frequent stopping place as
northbound trains prepared for the grueling climb and southbound trains cooled their wheel bearings and
brakes. As a result, a hotel was erected and boarding houses were opened to accommodate the accidental
tourists and Tryon’s reputation as a pleasant resort quickly grew.3

Following its incorporation in 1885, Tryon was laid out in a circle around the railroad depot, which
was located on the east side of the tracks near their intersection with South Trade Street (roughly opposite
the current Tryon Theatre). Trade Street, the town’s original commercial street, ran parallel to the railroad
tracks on the east and northeast side and was the location of T. T. Ballenger’s dry goods store and his
blacksmith shop. Ballenger, who was one of the town’s most prominent citizens and its first mayor, built
Oak Hall (originally known as the Tryon City Hotel), the first building constructed specifically as a hotel for
visitors to Tryon, with John Garrison in 1882. The hotel, a local landmark until its demolition in 1979, was a
large frame structure with Italianate and Queen Anne ornamentation that was restrained yet stylish for its
day.4

Early visitors to Tryon were also served by the McAboy House, a popular inn located north of town
near the community of Lynn. Dr. L. R. McAboy, a Presbyterian minister from Pittsburgh, Pennsylvania,
purchased the Dr. Columbus Mills House in the 1870s, added a third story, and converted it into an inn that
became popular among visitors from the north. McAboy House attracted many guests seeking a cure for
respiratory ailments, especially tuberculosis, in the late nineteenth century. Asheville had become renowned
for its sanitoriums, but Tryon began to attract patients who were disillusioned with Asheville’s unpredictable
weather and looking for a more relaxed environment in which to convalesce. The poet Sidney Lanier (1842-
1881) transferred from Asheville to McAboy House in 1881, as he was dying of tuberculosis. Lanier’s
widow and two sons moved to Tryon after his death, and contributed to the town’s reputation in literary and
cultural circles. In 1889, several new Tryon residents saw the need for a public library and formed a club of
community members to promote a library and provide a focus for intellectual and cultural activities. Club

3 Diane E. Lea and Claudia Roberts, An Architectural and Historical Survey of Tryon, North Carolina (Raleigh, NC: North
Carolina Department of Cultural Resources, Division of Archives and History, 1979), 1-3. Catherine W. Bishir, Michael T.
Southern, and Jennifer F. Martin, A Guide to the Historic Architecture of Western North Carolina (Chapel Hill: University of
North Carolina Press, 1999), 186-188.
4 Lea and Roberts, 9. Frost, 20-21.
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members decided to name the group in honor of Sidney Lanier, and Mrs. Lanier responded by donating two
volumes of her husband’s poems for the library, known today as the Lanier Library. In addition to founding
the library, the Lanier Club worked to establish the town cemetery, educate people about tuberculosis, and
beautify the depot. The club also hosted popular fundraising events, which often featured dramatic or
musical performances.5

David Stearns later purchased the McAboy House, which he extensively remodeled, modernized, and
renamed Mimosa Inn. To the old structure Stearns added an elevator, running water, steam heat, gaslights,
and a casino at the rear. The Mimosa Inn burned in 1914, but a new building, which continues to operate
today, was erected on the same site and utilized portions of the casino structure. Stearns, along with partner
Aaron French, also operated the Skyuka Hotel, a popular lodge built near Tryon on White Oak Mountain in
the 1890s (no longer standing).6

Whether visitors to Tryon arrived by accident or came specifically for the salubrious climate, a
substantial number became enchanted with the community and decided to buy property for seasonal or year-
round use. Many of these new residents came from the North or upper Midwest regions of the country and
infused the small town with their own diverse interests. In addition to Sidney Lanier’s association with
Tryon, William Gillette, the renowned New York stage actor, General Ulysses Doubleday, and industrialist
Charles E. Erskine of Wisconsin, all helped to solidify and spread Tryon’s reputation as a first class resort
town in the early twentieth century. Many of the individuals who adopted Tryon as their home contributed
generously to its institutions and organizations.7

One of the most important individuals to make their home in Tryon was Carter Brown, who owned
and managed the Castle Park Hotel in Michigan and came to Tryon in search of a new resort property to
develop. He settled on a lodge and several cottages that had been built for a tuberculosis sanitorium in 1906.
Brown acquired the property in 1917, erected some additional buildings, and operated it as the Pine Crest Inn
(NR, 1982) from October to May. The inn quickly gained notice for its hospitality, good food, and rustic
charm. The Pine Crest Inn exemplified the unpretentious comfort that made Tryon so popular among it well-
to-do clientele. Brown became an important promoter of Tryon, especially with the formation of the Tryon
Riding and Hunt Club in the 1920s. He worked to rehabilitate the Block House, an eighteenth-century
trading post near Tryon, establish riding trails, and organize the annual horse and hound shows and
steeplechase. Brown’s efforts to popularize equestrian activities in the area have contributed to Tryon’s
strong association with these pursuits that continues to this day.8

While Carter Brown was often the most visible of Tryon’s proponents in the second quarter of the
twentieth century, the town also gained recognition from other sources, including the Lanier Library, a

5 Lea and Roberts, 2 and 4-5.
6 Ibid., 5.
7 Ibid., 4-6.
8 Claudia P. Roberts, Pine Crest Inn National Register of Historic Places Nomination (1980). Lea and Roberts, 6-7.
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subscription library organized in 1890. The library, which established its permanent home in 1905, served
for many years as the principal cultural center in town. At 5½ inches by 8½ inches and only four pages in
length, the Tryon Daily Bulletin, a local newspaper organized in 1928 by Seth Vining Sr., was touted as the
world’s smallest daily newspaper. Eleanor Vance and Charlotte Yale, who had formed Biltmore Industries in
Asheville, relocated to Tryon and organized the Tryon Toy Makers and Wood Carvers in 1915. The Tryon
Toy Makers helped initiate a crafts revival in Polk County that led to the formation of other groups such as
the Blue Ridge Weavers, a crafts guild organized in 1922 for the production and promotion of local
handcrafts including textiles, basket weaving, and ceramics.

Before coming to Tryon in the mid-1930s, Frances Nevins Williams, a Kentucky native, grew up in
Nashville, Tennessee and married Mason Williams of North Carolina. Mr. Williams eventually became the
District Attorney of San Antonio, Texas. Around 1900, however, the Williams’ divorced and Frances
Williams moved to Cambridge, Massachusetts, where she ran a boarding house for Harvard professors. After
her children were grown, she moved to Grasse, France, a village in the hills of Provence, where she intended
to spend the rest of her life. She eventually returned to the United States, as her financial situation worsened
following the stock market crash in October 1929, and purchased the Mill Farm property from J. J. and
Flossie Cantrell in September 1936. At the time, Mill Farm contained a farmhouse and grist mill, which was
located near the alignment of present-day Harmon Field Road and alongside the small creek that runs
through the property. Williams commissioned Chicago architect Russell Walcott, who retired to Tryon in
1936, to design a two-story stone country inn on the site of the existing farmhouse, which was torn down to
make room for the new building. Williams reportedly envisioned the inn as French farmhouse similar to
examples she remembered from her time in France. She received a loan from the Bank of Tryon and began
construction of the inn. The blue granite for the building came from a quarry on the Green River in northern
Polk County, near property owned by the Walcotts. Frances Williams welcomed the first guests to Mill Farm
Inn in July 1939. Ms. Williams lived in a second-floor apartment at the northeast corner of the inn.9

At the time of its construction, Mill Farm Inn surely seemed to be a moderately risky investment.
Nationwide economic conditions, coupled with improving highway systems, forced many local
establishments to close their doors. With the notable exception of Oak Hall, the majority of tourist
accommodations in Tryon were simply large private residences that had been opened to guests. Mill Farm
Inn differed significantly in that it was architect-designed and built specifically as an inn, although clearly
domestic in scale. Many of Tryon’s inns and guest houses catered to visitors making extended stays during
the summer or winter seasons, but automobile tourism increasingly challenged this type of business by
allowing easier access to destinations farther afield and shorter stays. Williams persisted, however, and
catered to the well-to-do literary and artistically-minded visitors that helped to make Tryon’s reputation as a

9 Frank Albrecht, letter to Gary Corn, September 14, 2006. Polk County Register of Deeds Book, 60, page 583. James Blanton and
Gary Corn, personal communication.
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resort area. Considered a stern businesswoman, Williams reportedly advertised the inn exclusively in the
New York Times Book Review and expected her guests to discuss their current book choices in the evenings.
Requiring that guests of the inn stay for at least a month, Williams preferred that guests reserve their room
for the entire season. Meals were served for guests of the inn and included in the room fare. The inn had no
public restaurant, but Tryon residents were occasionally invited to join guests for Sunday lunch in the dining
room. Though invited, diners were expected to pay for their meal.

Frances Williams operated Mill Farm Inn with the assistance of three employees: housekeeper,
groundskeeper, and cook. Williams maintained the inn from 1939 to 1948, when she suffered a stroke and
was no longer able to run the business. She built a house, known as the Pink House, immediately west of the
inn overlooking the Pacolet River, where she lived until her death. Williams sold the inn to Paul and Natalie
Lower on March 1, 1948 (89/114), who ran it for just two years before selling the property to Ethel Sturgis in
1951 (94/247). Ms. Sturgis operated the inn for several years and produced a promotional brochure
describing its amenities at the time. Elliott and Lula Ranney purchased the inn from Sturgis in 1954
(100/200), and after the death of his wife, Elliott Ranney sold the property to Gordon and Jeanette Hedrick in
1961 (120/65). The Hedricks converted the building into a single-family dwelling where they raised their
two children.10

In October 1981, Chip and Penny Kessler purchased the old inn from the Hedricks and set about
returning the building to use as an inn. The Kesslers, Chicago transplants, came to Tryon in 1977 and the
following year purchased Auberge, an upscale European-influenced inn from the 1940s that they remodeled
and converted into guest accommodations after several years of use as apartments. With the demise of the
Thousand Pines Inn, Mimosa Inn, and Oak Hall, the Kesslers recognized a market for guest rooms in Tryon
and refurnished the building’s seven apartments for daily, weekly, or monthly accommodations. After
completing work on Auberge, the Kesslers purchased the old Mill Farm Inn to offer additional rooms. The
Kesslers made several changes to the building before it reopened as an inn in 1982, including enclosing the
end porch for innkeepers’ quarters and adding the garage and gazebo to the grounds. The Kesslers continued
to operate the inn until 2006, when it was sold to the current owners, James Blanton and Gary Corn.11

Architecture Context
Prominent Chicago architect Russell Smith Walcott (1889-1959), who retired to Tryon in 1936,

designed the Mill Farm Inn for Frances Williams. Born in Evanston, Illinois, a suburb of Chicago, Walcott
studied architecture at Princeton University, where he graduated with high honors, and following graduation,
he travelled to Europe. Upon his return, Walcott started his career in the office of Howard Van Doren Shaw,
a renowned architect to Chicago’s leading families. In 1917, Walcott married Eugenia Buffington, and

10 Polk County Register of Deeds Office.
11 Bennett, 95 and 235. Polk County Register of Deeds Office.
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together they raised two adopted children. After a stint in the armed forces during World War I, Walcott
joined his older brother, Chester Walcott, in a partnership with Edwin H. Clark from 1919 to 1922. Walter T.
Stockton, a former employee of the Clark and Walcott office, recalled that Russell Walcott was not heavily
involved in the firm’s work and started his own practice in 1922. Based in Chicago, Walcott specialized in
residential architecture influenced by English and French architectural models.12

Walcott enjoyed a successful private practice in the 1920s, designing large houses and estates along
Chicago’s North Shore. His designs were typically executed in the Colonial Revival, Tudor Revival, or
Normanesque styles, with pleasant proportions and fine craftsmanship but lacking excessive ornament. The
renowned designer Buckminster Fuller credited Walcott with introducing him to the influential writings of
French architect Le Corbusier. Fuller considered Walcott among “the best of residential designers in
Chicago….” Walcott appears to have been influenced by the Country House movement popular among the
nation’s leading industrial and business families during the first part of the twentieth century, although he
worked on that scale less frequently than some of his contemporaries. Situated on generous, private grounds,
country houses were usually designed as a family’s principal residence that was close to urban centers or
transportation lines and spacious enough to allow for leisurely recreation and elaborate entertaining. New
York architect Harrie T. Lindeberg (1880-1959), a leading proponent of the Country House movement in the
United States, designed several North Shore estates at the same time Walcott was establishing his practice.
Lindeberg frequently drew on a vocabulary of forms and details influenced by Medieval-, Tudor-, and
English Arts and Crafts-style houses, and he felt that the key compositional element of a building was its
roof, which served to unite the whole structure.13

In 1928 Walcott teamed with Robert J. Work, and the new firm continued to design imposing
suburban houses and country estates for Chicago’s elite families. Examples of Walcott’s work portray his
clear understanding of the popular revival styles that were dominating residential architecture at the time.
Walcott and Work also completed projects outside of Chicago, including the Normanesque Ben Alexander
House in Wausau, Wisconsin, built in 1932, and Canterbury in Fauquier County, Virginia. Completed in
1933 for Col. and Mrs. Albert E. Pierce of Chicago, Canterbury is a grand Georgian Revival-style house with
an imposing three-story central block flanked by symmetrical two-story wings and projecting pavilions.14

12 “Interview with Walter T. Stockton” (rev. ed.), interviewed by Betty J. Blum, Chicago Architects Oral History Project (The Art
Institute of Chicago, Chicago, IL, 2005), 1-5, 7. Vital records, Polk County Register of Deeds.
13 Fuller quoted in Your Private Sky: R. Buckminster Fuller: Discourse, Joachim Krausse and Claude Lichtenstein, eds. (Springer,
1999), 80. Mark Alan Hewitt, The Architect and the American Country House, 1880-1940 (New Haven, CT: Yale University
Press, 1990), 53-55, 278. Lindeberg is known to have designed two buildings in western North Carolina: the rambling, Norman-
style Grove Park Country Club clubhouse (1924) in Asheville and Ellsleigh (1927), a large Colonial Revival-style stone dwelling
in Biltmore Forest. See Clay Griffith, “Grove Park Country Club Clubhouse Local Landmark Designation Report,” Asheville, NC,
June 14, 2002.
14 Trowbridge & Beals Collection, Drawings and Document Archive, Ball State University Architecture Library, Muncie, IN. Joan
Evanich, “House of the Season: ‘The 1928 Vernon Welsh Home,’” Winnetka Historical Society website
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In addition to his architectural practice Walcott was active in finance, and together with seven other
men founded the First Federal Savings and Loan of Barrington, Illinois. Walcott served on the board of
directors of the bank, which opened in March 1934 with approximately $1,800 beginning capital. Twenty
years after its organization the bank’s assets had grown to $2.5 million. The success of his architectural
practice and other investment ventures allowed Walcott to leave Chicago in 1936, intent on retiring at the
relatively young age of forty-seven, to Tryon, North Carolina.15

Russell and Eugenia Walcott purchased a large tract of land from Dr. and Mrs. Marion C. Palmer in
March 1936. Dr. Palmer acquired the property off Howard Gap Road at the foot of Warrior Mountain and
began work on a log house. During the Depression Dr. Palmer’s patients who were unemployed and unable
to pay would work on the property in exchange for medical services. Walcott later expanded the property,
now known as Walcott Farm, and enlarged the cabin. His decision to come to Tryon was based, in part, on
being diagnosed with diabetes, and at the time a doctor in Spartanburg, South Carolina was having success
with new insulin treatments for the disease. From his home near Tryon, Walcott could take the train to
Spartanburg, receive his treatment, and return home all in the same day.16

Walcott was unable to stay away from architectural practice completely after arriving in Tryon, and
he undertook a select number of commissions. He designed Mill Farm Inn for Frances Williams, a neighbor
of sorts, who lived a few miles south on Howard Gap Road. In 1938, he designed the main house at the large
hunt country estate known as “Cotton Patch,” located on South River Road (SR 1516) east of Tryon. Walcott
served as the local architect on the Art Deco-style Tryon Theatre, which was built according to designs by
Hendersonville architect Erle Stillwell in 1938. In 1940, Walcott also designed Auberge, an upscale
European-influenced inn located on Melrose Avenue in Tryon known for its four-star restaurant. The
distinctive two-story, U-shaped stucco building sits slightly below grade with engaged portico, second-story
balconies, curving exterior stairs, and plain square posts framing the entrance. The austere exterior finish and
blocky massing suggests the introduction of modern architectural influences in Walcott’s work, possibly
dating from his collaboration with Stillwell on the Tryon Theatre design.17

Among the several residences that Walcott designed in Tryon, he appears to move away from the
strict use of revival styles into a more modern aesthetic, combining rambling one-story plans with rough-cut
wood siding and informal stone work. Designs for the Washburn House, Holt-Webster House, and Turck
House in Tryon mark a departure from Walcott’s more traditional application of revival styles. The Holt-

(http://www.winnetkahistory.org/gazette/homes/1180 westmoor.html - accessed April 3, 2008). Springs Valley Rural Historic
District National Register of Historic Places Nomination, Warrenton, VA, 2006.
15 From Arnett C. Lines, A History of Barrington, Illinois (1977), which is reprinted on the Barrington Area Library website
(http://www.barringtonarealibrary.org/LocalHistory/LinesHistory/part4.htm).
16 Polk County Register of Deeds Book 68, page 74. Bennett, 276. James Blanton and Gary Corn, personal communication.
17 Holland Brady, “Architects in the Life of Tryon,” manuscript, Holland Brady, AIA, Architect, Tryon, NC (February 17, 2004;
updated October 2007).
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Webster House on Overlook Circle, which was chosen as the House Beautiful House of the Year in 1941,
still stands and features a ten-foot high dry-stacked stone wall supporting a terrace “that extends about eighty
feet along the south side of Little Piney Mountain.”18

Beyond the small number of buildings that he designed in Tryon, Walcott quietly influenced the life
of the community in a number of other ways. He served on the Board of Trustees of St. Luke’s Hospital in
Tryon and drew the first plans for the hospital’s expansion program. He also served as an advisor to the
Tryon School Board during its building campaign of the late 1940s and early 1950s. Around 1938, Walcott
formed a partnership with architect Shannon Meriwether that lasted until 1942. Walcott may have also
influenced architect Ernst Benkert to come to Tryon. Benkert, architect of the Tryon Fine Arts Center (1967-
1969), had worked for various architects in Chicago during the 1920s and was a good friend of Walcott.
Walcott died at his farm off Howard Gap Road in 1959. His wife, Eugenia, continued to live at Walcott Farm
until her death in 1994, at the age of 104.19

Frances Williams reportedly approached Walcott about designing the Mill Farm Inn to evoke a sense
of a provincial French farmhouse. Williams lived in south France for a while before returning to the United
States and settling in Polk County. Walcott, who had also travelled in France and designed a number of
residences in the Normanesque style, was good choice as architect for the project. Although the building
lacks any specific references to the French architecture that Ms. Williams envisioned, the vernacular
Colonial Revival style effectively captures some of the spirit that she desired. Beginning in the 1930s, the
popularity of the Colonial Revival style started to wane as changing fashions and economic conditions led to
a simplification of the style, and the Mill Farm Inn’s stone construction, simple forms, and restrained details
fit within the characteristics of the style while also standing apart from the more common frame dwellings in
the area.20

As an architectural style, Colonial Revival represented a broad rebirth of interest in the early English
and Dutch houses of the Atlantic coast states. The 1876 Centennial Exhibition in Philadelphia is commonly
cited as the first awakening of interest in the nation’s colonial architectural heritage. The nationally
prominent architectural firm of McKim, Mead and White popularized colonial architectural precedents
through a widely publicized tour of New England to study original Georgian- and Federal-style buildings.
However, the firm’s work in the late nineteenth century contributed to the often eclectic nature of early
Colonial Revival-style buildings, which were rarely historically correct copies of colonial precedents. Across

18 Jeffrey A. Byrd, ed., A Sense of Heritage: A Pictorial History of the Thermal Belt Area (Tryon, NC: Tryon Chamber of
Commerce, 1991), 311-312. Tryon Daily Bulletin (July 17, 1939). See also Brady.
19 Tryon Daily Bulletin (May 7, 1959 and October 17, 1994) and Brady. Holland Brady, a Tryon native, worked for a while for
Paul Schweikher in Chicago before eventually returning to Tryon in 1951. Schweikher had worked in Russell Walcott’s office in
the 1920s. Upon returning to Tryon, Brady joined Shannon Meriwether’s office, and eventually the two became partners in 1953.
Mr. Brady continues to practice architecture in Tryon.
20 James Blanton and Gary Corn, personal communication.
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the country, Colonial Revival was the dominant style for domestic architecture in first half of the twentieth
century. A renewed emphasis on symmetry and a central portico, along with classicized embellishments
around entrances, cornices, and windows, are hallmarks of the style. Beginning in the mid-1910s the style
shifted toward more carefully studied designs with correct proportions and details influenced, in part, by new
published sources of information including the White Pine Series of Architectural Monographs (1915-1928).
These widely available publications contributed to a greater understanding of the original buildings, and
from 1915 to 1935 Colonial Revival-style houses more closely reflected the early prototypes. From the mid-
1930s through World War II changing fashions and economic conditions led to a simplification of the style
before it lost favor.21

In North Carolina the Colonial Revival style entered residential architecture at the turn of the
twentieth century with classicized adornments grafted onto Queen Anne forms. As the Colonial Revival style
became accepted in the state, it grew to represent the architecture of Anglo-Saxon heritage and encompassed
not only seventeenth- and eighteenth-century precedents but also examples from the early nineteenth
century. A “Southern Colonial” variant of the Colonial Revival style emerged with a central portico of
colossal order and one-story porches extending out to the sides as its principal feature. The symmetrical form
returned to a double-pile, central-passage plan familiar in antebellum architecture of the southern states.
Although the Southern Colonial model frequently appeared in towns and rural areas across the Piedmont and
coastal regions of North Carolina, it found less favor in the western mountain region where the associations
with idealized antebellum society and values were not as strong.22

In western North Carolina—especially outside of Asheville—the Colonial Revival style commonly
appears as classicized embellishments applied to transitional Queen Anne or vernacular house forms. In the
sparsely populated rural areas of Polk County examples of Colonial Revival-style buildings are less common
than in the resort towns of Saluda and Tryon, which contain an eclectic mix of architectural styles. Early
examples of the Colonial Revival style often continued the commodious, rambling forms of the Queen Anne
with classicized elaborations at the entrances, cornices, and windows. Variations of the style, exemplified by
the symmetrical, red brick and white trim Georgian model, did not appear in these resort communities.
Originally built as a tuberculosis sanitorium in 1906, the Pine Crest Inn in Tryon, a two-story frame building
and three detached cottages with simple Colonial Revival detail—pedimented gables, wide cornice boards,
and Tuscan porch columns—captures the informality typical of the area.23

21 Virginia McAlester and Lee McAlester, A Field Guide to American Houses (New York: Alfred A. Knopf, 1992), 321-326.
22 Catherine W. Bishir, North Carolina Architecture (Chapel Hill, NC: University of North Carolina Press, 1990), 416-423.
23 Lea and Roberts, 10-11.
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At Mill Farm Inn the symmetrical arrangement of the exterior elevations exhibits the typical
formality of the Colonial Revival style, although it is not so rigid as to disallow subtle variations between the
front and rear and the two end elevations. The stone construction, simple forms, and restrained details fit
within the general tenets of the style, while at the same time convey a relaxed, vernacular character
appropriate for a country inn. On the interior, the spacious main living room, narrow halls, chestnut floors,
plaster walls, and tasteful moldings help to express the casual elegance of Ms. Williams’ establishment.
Although the building has been altered as it has changed functions over the years, the overall form and
character of the building remain intact, with most of the changes occurring on the second story of the interior
and the addition at the northeast end for innkeeper’s quarters. The two additional structures—an eight-bay
garage and a gazebo—added to the property in the late 1980s and early 1990s also do not diminish the
historic integrity of the Mill Farm Inn.
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Section 10. Geographical Data

Verbal Boundary Description

The nominated property for the Mill Farm Inn contains the full extent of Polk County tax parcel P48-127.
The boundary is shown by a heavy line on the accompanying tax map.

Boundary Justification

The nominated property includes the residual parcel historically associated with the Mill Farm Inn. Frances
N. Williams acquired the property from J.J. and Lottie Cantrell in 1936. The 3.75-acre tract contains all of
the buildings, structures, driveways, parking areas, and landscape features associated with the inn. The
property is described in Polk County Deed Book 343, page 99.
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Photograph Index

All photographs of Mill Farm Inn at 701 Harmon Field Road in Polk County, North Carolina by Clay
Griffith of Acme Preservation Services, on April 16, 2008. Digital images kept at the Survey and Planning
Branch of the North Carolina Historic Preservation Office in Raleigh, North Carolina.

1. Oblique view from Harmon Field Road, looking north

2. Facade, looking northwest

3. Oblique view of northeast side elevation, looking southwest

4. Rear elevation, looking southeast

5. Interior – foyer, looking west

6. Interior – living room fireplace, looking east

7. Interior – 1st story bedroom (northwest corner), looking east

8. Interior – 2nd story bedroom (northwest corner), looking west

9. Garage, main elevation, looking southeast (non-contributing)

10. Gazebo, looking west (non-contributing)
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The owners of 1427 Waverly Road have applied for a demolition permit.  The house, built in 
1929 for Allen Loeb, was featured on the Historical Society’s 2011 walking tour, but is not a local 
landmark or on the National Register of Historic Places.  The house is a stately 10,200 square 
foot Georgian Revival with a brick driveway and parking court in the front built.  Jens Jensen 
designed the landscape around this property and the adjacent house at 1425 Waverly, though 
little of the original design remains. 
 
Architectural drawings and original building permits indicate that the house was designed by 
Russell Walcott and Robert Work, though there is thought that Arthur Heun may have begun the 
design.  Heun is credited with designing the adjacent house for Ernest Loeb, brother of Allen 

1427 Waverly Road ‐  Demolition Review 

To:  Historic Preservation Commission

From:  Andy Cross, Planner II 

Date:  7/12/2012 

Historical 
Name: 

Oakcliffe ‐ Allen Loeb House 

Year Built:  1929 

Style:  Georgian Revival 

Historical 
Status: 

S – Significant 

Size:  10,198 square feet 

Original 
Owner: 

Allen Loeb 

Architect: 
Russell Walcott and Robert Work /  
Arthur Heun 

Original Cost:  $96,000 

Significant 
Features: 

 Slate roof 

 Roman brick 

 Front parking court 

 Brick built‐in planter wall 

Staff Opinion: 

Staff recommends that the 
Commission discuss the structure at 
1427 Waverly Road and how it may 
satisfy any of the landmark criteria 
listed in Article 24. 
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Loeb.  Heun was a long‐time friend of the family and designed several other houses for them, 
including the family’s summer estate called “Castle Farms” in Charlevoix, Michigan. 
 
HPC Chairwoman Jean Sogin drafted a narrative about 1425 & 1427 Waverly Road for the 
Historical Society’s 2011 walking tour.  In it, she writes, “Heun designed the homes in two very 
different styles for the two brothers.  Allen Loeb’s stone house [at 1427 Waverly] is in the style 
of a European chateau while his brother Ernest’s brick house is in a Georgian style.  Both are 
large, formal houses.  The fact that they were designed at the same time in completely different 
styles gives us some insight into Heun’s knowledge of historical styles.”  For helpful reference, 
historical information, including photographs, of 1425 Waverly Road are included in the 
attachments to this memo. 
 
The narrative further indicates that Heun started the design, but he did not complete it. Jens 
Jensen did the landscape for the two homes and on his drawings he cites the architects as 
Russell Walcott and Robert Work.   Evidence is also found within the City’s archives:  The 
application for the original 1929 building permit for 1427 Waverly lists Walcott and Work as the 
architects of the house, and architectural drawings in the City’s microfilm archives are labeled 
with the names “Russell Walcott and Robert Work” in the title blocks. 
 
Discussion about whether the house was designed by Arthur Heun or Wolcott & Work is nothing 
new.  A Highland Park Historical Resource Inventory Sheet was completed for the property in 
1982 lists the following information for the architect:  “Present owner says [Roger] Work did the 
house with David Adler…The Loeb family and owner of 1425 Waverly Road say Heun did the 
house.”  The blurb also notes that the original 1929 building permit lists Wolcott and Work as 
the project architects. 
 
Walcott & Work 
The partnership of Russell Walcott and Robert Work began in 1928 and lasted until 1936.  As 
prominent area architects, they did extensive work on the North Shore and had housing designs 
featured in national publications, including the Russell Kelly house in Lake Forest that was 
photographed in a November, 1931 edition of House & Garden.  
 
Robert Work worked under Robert Van Shaw as his first employee and was later a partner of 
noted architect David Adleri until he joined Walcott in 1928. 
 
Russell Walcott was identified in the Who’s Who in Chicago in 1931.  According to the write‐up, 
he was born in 1889, graduated from Evanston High School in 1908, and later from Princeton in 
1912.  He worked in Chicago with various partners until opening a business under his own name 
in 1922.  According to information from Ball State University’s College of Architecture and 
Planning, several of his designs for houses in the northern suburbs of Chicago were published 
between 1923 and 1927 in American Architect and Architectural Record.    In 1928 he partnered 
with Robert Work, which would last until he moved out of state in 1936.  Their office was on 
Wacker Drive in downtown Chicago. 
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Arthur Heun 
The City’s architectural surveys contain the following biographical information about the 
architect: 

 
“Arthur Heun (1864‐1946) was born in Saginaw, Michigan.  He spent most of his life in 
Chicago, where he began his architectural training under Frank Waterhouse before establishing 
a private practice. Heun specialized in designing large, historic revival style estates along 
Chicago’s North Shore.   Among the most well known of his residential works is the J. Ogden 
Armour estate in Lake Forest.  At the turn of the 20th century, Heun became part of the group 
of Prairie School architects known as “the Eighteen.”  Influenced by this group, he began 
incorporating several Prairie School elements into his designs. Although his work was considered 
less adventurous than the work of colleagues like George Maher and Howard Van Doren Shaw, 
Heun’s designs display an interesting combination of traditional forms with Prairie School 
features.  
 
Like Shaw, Arthur Heun designed revival style residences for an upper class clientele. Born in 
Michigan, he came to Chicago when he was 21 and took over the practice of Francis Whitehouse 
in 1893. Heun acquired a noteworthy reputation in the field of domestic architecture, with 
designs that were largely derived from the classical styles but were extremely simplified in the 
use of detail. The proportions and symmetry of his designs are graceful and sophisticated. “ 
 
Within the surveys, Heun is credited with designing four houses in Highland Park: 
 

Address  Name  Year Built Style  Status 

103 South Deere Park Drive  Lichtstern Coach 
House 

1919  Italian 
Renaissance 

Local Landmark (1982) 

105 South Deere Park Drive  Lichtstern House  1919  Italian 
Renaissance 

Local Landmark (1982) 

1425 Waverly Road  Ernest Loeb 
House 

1929  Georgian 
Revival 

National Register 
(1982) 

1427 Waverly Road  Allen Loeb House  1929  Georgian 
Revival 

Petition to Demolish 
(2012) 

 
Among other North Shore houses, Heun is also associated with the Armour Estate in Lake 
Forest.  Known as “Mellody Farm”, it was designed for   J. Ogden and Lolita Armour and 
completed in 1908 at a cost of ten million dollars.  Jens Jensen is credited with its landscape.  
The estate was purchased in 1947 by the Lake Forest Academy and now serves as their primary 
banquet and event hall. 
 

Allen Loeb 
1427 Waverly Road was built for Allen Loeb.  HPC Chairwoman Sogin included the following 
biographical information about Albert and his brother Ernest in the narrative for the Historical 
Society’s 2011 walking tour:  “The two brothers were real estate and investment experts. They 
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owned the Chicago Arena in downtown Chicago, which was first a riding stable and then an ice 
arena. In 1946 they were part of the group of 13 arenas nationwide that founded the Basketball 
Association of America.” 
 
Ernest and Allen were the older brothers of Richard Loeb, who was found guilty in the murder of 
Bobbie Franks in 1924.  At the time, the Loeb family lived in the Kenwood neighborhood in 
Chicago.  Their father, Albert Loeb, was vice president of Sears and was considered next‐in‐line 
to become the president.  Following the publicity of the murder, however, the family moved to 
Highland Park and Albert died shortly afterward.   
 

Jens Jensen Landscape 
The landscape plan for 1425 Waverly was designed by Jensen to cover both 1425 and 1427 
Waverly, which gave continuity between the lots.  As the houses changed hands over the years, 
subsequent owners wanted individual identities for their properties and removed much of the 
Jensen landscape elements. 
 
The book “Jens Jensen, Maker of Natural Parks and Gardens” by Robert E. Grese lists several 
projects where Arthur Heun and Jens Jensen corroborated.  These include the O.C. Doering 
property in Oak Park (1911), the Lichtstern Estate in Highland Park at 103 S Deere Park Drive 
(1915), the Albert H. Loeb (father of Albert M. Loeb) property in Chicago (1910), and the Ernest 
Loeb house at 1425 Waverly Drive in Highland Park (1929).  They also worked together on 
Mellody Farms, which is the Armour Estate in Lake Forest. 
 

Georgian Revival Style 
The house at 1427 Waverly is done in the Georgian Revival architectural style.  The 1999 Central 
East architectural survey contains the following description of the style:   Georgian Revival, as 
practiced in Highland Park by several nationally prominent architects, is a grander variation on 
the Colonial Revival style. Georgian was the dominant style in England and in the colonial cities 
of the eastern United States for most of the 18th century. Typical Georgian Revival homes are 
stately, rectangular, and often sheathed in red brick. This style was generally popular in the U.S. 
for estate houses from the turn of the century until the Depression. A Georgian facade is 
symmetrical and often emphasized by a pedimented projecting pavilion. Sometimes the front 
entrance, which is typically located in the center of the pavilion, is surrounded by a one story, 
columned porch. A Palladian window (three part window with a round arched sash in the 
center, flanked by two, often shorter, double hung sash) may be found above the pavilion. 
Other classical details, such as dentils, modillions, and pilasters are prevalent.  Georgian Revival 
homes generally do not have full temple fronts like Classical Revival residences. 
 

Alterations 
The former owners of the house renovated the kitchen in 1973 and added a pool building onto 
the east side of the house in 1982. 
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Landmark Criteria 
Below are the landmark criteria from the City Code: 
 
1) It  demonstrates  character,  interest,  or  value  as  part  of  the  development,  heritage,  or 

cultural characteristics of the City, county, state, or country. 
 

2) It is the site of a significant local, county, state, or national event. 
 

3) It  is associated with a person or persons who significantly contributed to the development 
of the City, County, State, or Country. 

 
4) It embodies distinguishing characteristics of an architectural and/or landscape style valuable 

for the study of a specific time period, type, method of construction, or use of  indigenous 
materials. 

 
5) It  is  identifiable as  the work of a notable builder, designer, architect, artist, or  landscape 

architect whose individual work has influenced the development of the City. 
 

6) It  embodies,  overall,  elements  of  design,  details,  materials,  and/or  craftsmanship  that 
renders  it  architecturally,  visually,  aesthetically,  and/or  culturally  significant  and/or 
innovative. 

 
7) It  has  a  unique  location  or  it  possesses  or  exhibits  singular  physical  and/or  aesthetic 

characteristics that make it an established or familiar visual feature. 
 

8) It  is  a  particularly  fine  or  unique  example  of  a  utilitarian  structure  or  group  of  such 
structures,  including,  but  not  limited  to  farmhouses,  gas  stations  or  other  commercial 
structures, with  a  high  level  of  integrity  and/or  architectural,  cultural,  historical,  and/or 
community significance. 

 
9) It possesses or exhibits significant historical and/or archaeological qualities. 
 
 
Recommended Action 
The Commission is asked to review the structure per the Landmark Criteria listed above.  If the 
Historic Preservation Commission determines that the Structure that is the subject of the 
Demolition Application satisfies “one or two of the Landmark Standards, then the Commission 
shall have a 180‐day review period, commencing on the Application Completion Date, within 
which to receive applications for Landmark nominations for the Structure.” (Chapter 170 of the 
City Code) 
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Attachments 
Location Map 
Site Photos 
Architectural Survey Entry – 1427 Waverly 
Architectural Survey Entry – 1425 Waverly 
Highland Park Multiple Resource Inventory Sheet – 1427 Waverly 
Highland Park Multiple Resource Inventory Sheet – 1425 Waverly 
 
 
                                                                        
i Cohen, Benjamin, “North Shore Chicago, Houses of the Lakefront Suburbs 1890‐1940”, Acanthus Press, 
New York, 2004  
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“One of the most beautiful homes in America,” that was how the grand three story

Georgian Revival Mansion of Canterbury was hailed by the American and French

Society of Architects soon after completion in 1939. Col. Albert Pierce and his wife

were drawn to the magnificent horse country of the Virginia countryside to build an

estate, which would rival other fine estates of Virginia.

Four years in the design process with renowned architects Russell Walcott and Robert Work of Chicago and
another four years in construction, using the finest of materials and craftsmen the exquisite manor home was
completed. During the same time, Col. Albert Pierce commissioned the highly acclaimed Ferruccio Vitale to
design the landscape of the then 14,000-acre estate to bring the foxhunt to his door. Col. Pierce’s manor home
was completed just prior to the Great Depression.

Traveling the mile long drive with its lovely stone bridges gives a glimpse of the current 373-acre estate, which
encompasses beautiful farmland, ponds, breathtaking views of the Blue Ridge Mountains and enjoys over one
half mile of dramatic river frontage on the Rappahannock. Located in the coveted Warrenton Hunt, Canterbury
is also adjacent to the Fauquier Springs Country Club, with its 18-hole golf course, built on the grounds of the
famous and historic Fauquier White Sulphur Springs Resort and Spa of pre Civil War times.

CANTERBURY



The manor home has been
meticulously maintained and
restored to it original elegance.

Upon entering the beautiful sun filled Grand Reception Hall (38 x 16) one is
immediately aware of the quality and the many fine details such as the intricately
laid marble flooring with black inlays and delicately carved trim and molding.
Through an arched doorway your eyes are drawn to the exquisite three story
Carrera Marble flying staircase, one of the few in the world. Marble was used
extensively throughout the residence including much of the flooring, many of the
14 elegant fireplaces and the exterior windowsills. The beauty is more impressive
when one learns that beneath is construction of commercial quality with the use
of steel and concrete supports and floors and solid brick interior walls making
this one of the most structurally superior and costly of residences to build.

THE MANOR HOME



Included in the more than 30 rooms of Canterbury
is the richly carved English Oak paneled Canterbury
Room (48 x 20) with stately fireplace, book shelves,

Palladian window capturing the expansive views of the Blue Ridge Mountains and French doors leading
out to the columned veranda with views of the landscaped grounds. The cozy English Heart Pine paneled
Weather Room (16 x 12) has hidden doorways behind which stairs lead to the upper and lower levels.
On each side of the Reception Hall is the formal Dining Room (24 x 17’8) and Drawing Room (25 x 18)
each with inlaid wood floors, intricate molding and beautiful fireplaces. The luxurious Owner’s Suite
has combined two of the previous stately bedrooms and includes the Bedroom, Sitting Room, Exercise
room, as well as two marbled baths. Six additional bedroom suites, most with dressing rooms and each
with a working fireplace and private bath, are located on the second and third floors.

OVER THIRTY ROOMS



Step back in
time as you
enter the lower

level. The arched and columned Hunt Room reminiscent of
medieval times has hosted many hunt breakfast. Also included
in this room is an English tavern and 2000 bottle wine vault. On
this level are numerous game rooms, storage and mechanical
rooms, as well as a large laundry.

STEP BACK IN TIMEIn 2007 major renovation came to Canterbury. In
keeping with the superior quality of the home, the
current owners commissioned Clive Christian

Kitchens to design and install their new exquisite kitchen, family room (27 x 21) and prep room
(23 x 10) with walls of fine cabinetry, superior appliances and marble countertops. At the same time
they remodeled the space above this area into a lovely one-bedroom apartment.

Also in 2007, all electrical and plumbing throughout the home was replaced. Commercial quality,
energy efficient heating and air conditioning systems were installed throughout the entire home,
providing comfortable and affordable heating and cooling.

2007 RENOVATIONS



From the impressive back verandah of the home, the formal lawn was
extended by leveling an area above the dramatic slope to the
Rappahannock. With spectacular and expansive views over protected

land, the grounds have the potential to be truly magnificent world-class gardens. The hardscape design of
Ferruccio Vitale is still in place; the beautiful old stone walls, serpentine brick walls and terraced lawn still exist.
The Swimming Pool with its two bathhouses is gracefully sited at the base of the grand terraced lawn. The
Tennis Court has its own pavilion with kitchen and bath. Both the pool and tennis pavilion are exquisite and
awaiting restoration. 

There are four tenant homes and one large barn. Two of the houses have
been remodeled; one of the homes is rumored to be the oldest home in
Fauquier County.

Forty-five minutes from Dulles International Airport and in the magnificent
countryside west of D.C., Canterbury with its extensive grounds and
convenient location offers the potential to afford the new owner an

elegant country home, corporate retreat or private hotel.

FORMAL LAWN

DEPENDENCIES

LOCATION
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DATE REFERRED:  July 11, 2013 
 
ORIGINATED BY:  Department of Community Development 
 
SUBJECT: Planning Report for 1427 Waverly Road Landmark Nomination 
 
 
SUMMARY AND BACKGROUND OF SUBJECT MATERIAL 
 
Address: 1427  Waverly Road 
 The Allan Loeb House 
  
Owner: Land Trust #8002360791, Scott Canel as Trustee 
 
Zoning: R4 Single Family Residential; Lakefront Density & 

Character Overlay Zone (LFOZ) 
  
Style: Georgian Revival 
 
Date of Construction: 1929 
 
Architects: Russell Walcott & Robert Work 
 
 
ADMINISTRATIVE HISTORY 
 
The owners of 1427 Waverly Road appeared before the Historic Preservation Commission in July, 2012 
with a request to demolish the house.  After extensive research and discussion, the HPC determined that 
the structure satisfied three landmark criteria.  As a result of that finding, the property was put under a 
365-day demolition delay that had an expiration date of June 18, 2013.   
 
On April 30, 2013, a nomination was submitted to the City to designate 1427 Waverly Road as a local 
landmark.  It was submitted by Phillip Holland, a resident of Highland Park whose parents owned the 
house from 1959 to 1996.  The nomination was presented to the Historic Preservation Commission on 
June 13, 2013 per the requirements of Sec. 24.025(A) of the Historic Preservation Ordinance.  The 
Commission considered the landmark nomination and determined that the property satisfied three of the 
landmark criteria established in Article 24 and has sufficient integrity of location, design, materials, and 
workmanship to make it worthy of preservation.  The Commission adopted Resolution 13-02 (7-0) 
which affirmed a preliminary landmark designation for the property. 
 
In accordance with the landmark designation process, the property at 1427 Waverly Road remains a 
Regulated Structure until the landmark nomination process is complete.  The Owner has declined to 
give consent to the landmark designation, which advances the process of landmark designation to a 
public hearing that will be scheduled at an upcoming meeting of the Historic Preservation Commission. 
 
DESCRIPTION OF THE PROPERTY 
 
The Allan Loeb House at 1427 Waverly Road house is a stately 10,200 square-foot Georgian Revival 
with a brick driveway and parking court in the front.  The house located on a lot in depth behind 1425 
Waverly Road and isn’t directly visible from the street.  The design of 1427 Waverly Road is credited 



HISTORIC PRESERVATION COMMISSION 
PLANNING REPORT FOR 1427 WAVERLY ROAD 

 

 - 2 - 

to architects Russell Walcott and Robert Work, but Arthur Heun may have begun the drawings before 
Walcott and Work became involved.  Heun is known to have designed 1425 Waverly Road and was 
well-acquainted with the Loeb family through previous construction projects.   
 
Former HPC Chairwoman Jean Sogin drafted a narrative about 1425 & 1427 Waverly Road for the 
Historical Society’s 2011 walking tour that included the Allan Loeb House.  In it, she writes, “Heun 
designed the homes in two very different styles for the two brothers.  Allan Loeb’s stone house [at 1427 
Waverly] is in the style of a European chateau while his brother Ernest’s brick house is in a Georgian 
style.  Both are large, formal houses.  The fact that they were designed at the same time in completely 
different styles gives us some insight into Heun’s knowledge of historical styles.”  Credit to Heun may 
result from oral tradition more than solid evidence, however.  The application for the original 1929 
building permit for 1427 Waverly lists Walcott and Work as the architects of the house and 
architectural drawings in the City’s microfilm archives are labeled with the names “Russell Walcott and 
Robert Work” in the title blocks. 
 
Walcott & Work 
The partnership of Russell Walcott and Robert Work began in 1928 and lasted until 1936.  As 
prominent area architects, they did extensive work on the North Shore and had housing designs featured 
in national publications, including the Russell Kelly house in Lake Forest that was photographed in a 
November, 1931 edition of House & Garden.  
 
Extensive biographical research for both Robert Walcott & Robert Work was undertaken for a meeting 
of the Historical Preservation Commission on August 9, 2012.  The report from that meeting 
summarizing the research is included in its entirety in the attachments to this planning report. 
 
Allan Loeb 
1427 Waverly Road was built for Allan Loeb.  Research by former HPC Chairwoman Jean Sogin 
indicated the following:  “The two brothers [Allan and Ernst] were real estate and investment experts. 
They owned the Chicago Arena in downtown Chicago, which was first a riding stable and then an ice 
arena. In 1946 they were part of the group of 13 arenas nationwide that founded the Basketball 
Association of America.”1 
 
Ernest and Allan were the older brothers of Richard Loeb, who was found guilty in the murder of 
Bobbie Franks in 1924.  At the time, the Loeb family lived in the Kenwood neighborhood in Chicago.  
Their father, Albert Loeb, was vice president of Sears and was considered next-in-line to become the 
president.  Following the publicity of the murder, however, the family moved to Highland Park and 
Albert died shortly afterward.   
 
Jens Jensen Landscape 
The landscape plan for 1425 Waverly was known to be designed by Jensen and is presumed to cover 
both 1425 and 1427 Waverly, which gave continuity between the lots.  However, documentation of the 
Jensen design on 1427 is still subject to verification.   
The book “Jens Jensen, Maker of Natural Parks and Gardens” by Robert E. Grese lists several projects 
where Arthur Heun and Jens Jensen corroborated.  These include the O.C. Doering property in Oak 
Park (1911), the Lichtstern Estate in Highland Park at 103 S Deere Park Drive (1915), the Albert H. 
Loeb (father of Albert M. Loeb) property in Chicago (1910), and the Ernest Loeb house at 1425 
Waverly Drive in Highland Park (1929).  They also worked together on Mellody Farms, which is the 
Armour Estate (Lake Forest Academy) in Lake Forest. 

                                                 
1 Narrative for the Historical Society’s 2011 walking tour 
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The verification of Jensen’s design for for 1427 Waverly Road is subject to a presently missing Jensen 
drawing file that is archived at the Bentley Historical Library at the University of Michigan.  The 
Library is currently searching for files (LOE1 and LOE2)  which contains: 
 

Plot plan of the Ernest Loeb and Allan Loeb residences. ,  1929 (LOE1) (Blueprint; plan of 
buildings, topo lines; Russell Walcott and Robert Work, architects; unsigned. 96 x 62 cm. 
Scale: 1/32"" = 1')  
 
A planting plan for the home of Mr. Ernest Loeb,  1930 (LOE2) (Ink on linen; location, type, 
amounts of plantings; planting list, with heights and quantities; signed. 101 x 83 cm. Scale: 
1"" = 10')  
 
The garden of Mr. Ernest Loeb,  1930 (LOE3) (Ink on linen; location, type of plantings; 
notes; signed. 91 x 64 cm. Scale: 1"" = 5')  
 

 
Efforts to locate the original Jensen drawings are ongoing, however, and any new findings will be 
presented to the Historic Preservation Commission and added to the City’s archives when found. 
 
FINDING OF HISTORIC OR ARCHITECTURAL SIGNIFICANCE 
 
The Historic Preservation Commission accepted a landmark nomination for 1427 Waverly Road at the 
June 13, 2013 meeting and made the preliminarily determination that the Property meets three 
Landmark criteria: 
 

(4) It embodies distinguishing characteristics of an architectural and/or landscape style 
valuable for the study of a specific time period, type, method of construction or use or 
indigenous materials; 

 
(5) It is identifiable as the work of a notable builder, designer, architect, artist, or landscape 
architect whose individual work has influenced the development of the City, county, state, or 
country; 

 
(6) It embodies, overall, elements of design, detailing, materials, and/or craftsmanship that 
renders it architecturally, visually, aesthetically, and/or culturally significant and/or innovative; 

 
By Code, any proposed individual landmark must meet two or more Landmark criteria and have 
sufficient integrity of location, design, materials and workmanship to make it worthy of preservation or 
rehabilitation.  The property at 1427 Waverly Road was determined to satisfy three of nine Landmark 
criteria, while retaining sufficient integrity to qualify for local Landmark designation. 
 
HISTORIC PRESERVATION COMMISSION POLICY 
 
The Historic Preservation Commission discussed a preliminary Landmark designation recommendation 
on June 13, 2013.  Upon adoption of Resolution 13-02, the property at 1427 Waverly Road became a 
Regulated Structure.  No building permits or demolition permits shall be issued per Section 
24.025(B)(3): 
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Upon adoption of the resolution making a preliminary landmark designation recommendation, 
and until provided otherwise in this Chapter, the nominated Property, Structure, Area, Object, 
or Landscape of Significance shall be a Regulated Structure. 

 
The permit issuance moratorium described above will conclude upon final disposition of the landmark 
nomination process. 
 
 
HISTORIC PRESERVATION AND THE CITY OF HIGHLAND PARK MASTER PLAN 
 
The City of Highland Park Master Plan establishes “a philosophy of preservation,” as a community 
value and principle, clarifying it with a  call to “maintain Highland Park’s sense of place, character, and 
history; maintain quality of architecture in residential and public structures,” preserving “the quality of 
residential neighborhoods” and protecting the City’s “natural, historic and physical resources.”2   
 
The Plan further states that the City should “pursue landmark nominations of individual properties and 
districts which have historic, architectural and/or cultural significance to protect them from 
inappropriate changes.”3 The Neighborhood Strategic Plan for the Lakefront District where 1427 
Waverly Road is located points out that “Lakefront District residents feel that public input should be a 
higher priority in community decision-making, and that information about public hearings for proposed 
development should be increased.”4  Any consideration of this Property should not only respect the 
issues raised by the master plan and give the plan’s recommendations careful deliberation, but should 
also respect any additional considerations raised by Lakefront community. 
 
The Lakefront District Neighborhood Strategic Plan recognizes that “historic landmarks and 
landscapes, and winding streets that conform to the topography of the ravines significantly contribute to 
the character of the neighborhood. Four National Register Historic Districts and one Local Historic 
District have been designated in the eastside of Highland Park. Within these districts and scattered 
throughout the Lakefront District are numerous local and national landmarks. These include Yerkes 
Fountain/Horse Trough at Forest Avenue, donated in 1896 for the dedication of Sheridan Road; the 
Ward Willits House at 1445 Sheridan Road, designed by Frank Lloyd Wright in 1902; an impressive 
log house built in 1893 at 1623 Sylvester Place; the Senior Center on Laurel Avenue.” The plan notes 
that although no distinct architectural style or house size dominates the Lakefront District, residents 
within the District generally feel that high quality architecture and “understated elegance” are its 
unifying elements. 
 
EFFECT OF PROPOSED LANDMARK ON SURROUNDING NEIGHBORHOOD 
The Waverly Road area has seen a number of tear-downs in recent years.  Since 2001, the original 
houses at 1346, 1415, 1426, 1436, 1441, and 1447 Waverly Road have been demolished.  There are still 
significant houses in the neighborhood, however.  As part of the research for the demolition of 1441 
Waverly Road in 2001, a map was created of significant homes in the Waverly Road/Sheridan Road 
area that could potentially form a historic district.  The map, which also shows where all the 
demolitions have taken place since 2001, is included in the attachments to this report.  The remaining 
significant houses in the area were designed by a range of well-known architects and represent a 

                                                 
2 City of Highland Park, A Comprehensive Master Plan, Master Plan Amendment: New Goals & Objectives 
(1997), pg. 2 
3 Ibid, pg.10 
4 City of Highland Park, Lakefront District Neighborhood Strategic Plan, (1997), pg. 23. 
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number of different styles, including Tudor Revival, Miesian, Prairie, Colonial Revival, and 
International. 
 
As indicated above, there were conceptual discussions of a historic district in the Waverly Road area at 
the time of the demolition of 1441 Waverly road in 2001.  A historic district encompassing all the 
homes fronting on Waverly Road and Knollwood Lane, as well as those houses on the north side of 
Sheridan between the Waverly Road entrances would contain 51 structures.   Of those, 26 (51%) have 
either an S – Significant of C – Contributing status in the 1999 Central East survey area.  A new 
contiguous historic district requires that at least 50% of the houses within it satisfy at least one of the 
criteria for landmark designation in Article 24.  Based on the survey’s findings and using the historic 
district borders mentioned above, the removal of another S-Significant structure from this area could 
impact the area’s eligibility for a historic district designation. 
 
DEPARTMENT OF COMMUNITY DEVELOPMENT RECOMMENDATION 
 
Based on the information presented, the Department of Community Development recommends that the 
Historic Preservation Commission continue with the Landmark designation of the property at 1427 
Waverly Road. 
 
ATTACHMENTS 
 
Exhibit A Map  
Exhibit B Photographs 
Exhibit C Preliminary Landmark Designation Resolution 
Exhibit D Staff Report to the Historic Preservation Commission dated August 9, 2012 
Exhibit E Lakefront District Neighborhood Strategic Plan 
Exhibit F Master Plan Goals & Objectives 
Exhibit G Map of Significant Houses in the Area 
Exhibit H Highland Park Landscape Survey (1988) 
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The owners of 1427 Waverly Road have applied for a demolition permit.  The house, built in 1929 for 
Allen Loeb, was featured on the Historical Society’s 2011 walking tour, but is not a local landmark or 
on the National Register of Historic Places.  The house is a stately 10,200 square foot Georgian 
Revival with a brick driveway and parking court in the front built.  City records indicate Jens Jensen 
designed the landscape around this property and the adjacent Ernest Loeb house at 1425 Waverly 
(which is listed on the National Register), though little of the original design remains.  Verification of 
the original design is possible through examination of a known drawing in the University of Michigan 
Library archive. 
 
 

1427 Waverly Road ‐  Demolition Review 

To:  Historic Preservation Commission

From:  Andy Cross, Planner II 

Date:  8/9/2012 

Historical 
Name: 

Oakcliffe ‐ Allen Loeb House 

Year Built:  1929 

Style:  Georgian Revival 

Historical 
Status: 

S – Significant 

Size:  10,198 square feet 

Original 
Owner: 

Allen Loeb 

Architect:  Russell Walcott and Robert Work  

Original Cost:  $96,000 

Significant 
Features: 

 Slate roof 

 Roman brick 

 Front parking court 

 Brick built‐in planter wall 

Staff Opinion: 

Staff recommends that the 
Commission discuss the structure at 
1427 Waverly Road and how it may 
satisfy landmark criterion #5. 
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Previous	Consideration	
The Historic Preservation Commission discussed this demolition application at the previous meeting 
on July 12, 2012.  The Commission found that the structure satisfied Landmark Criteria 4 and 6 and 
enacted a six‐month delay on the demolition.  Further discussion at the meeting focused on whether 
Landmark Criterion #5 was also applicable to this house:   
 

“[The Structure] is identifiable as the work of a notable builder, designer, 
architect, artist, or landscape architect whose individual work has influenced the 
development of the City, county, state, or country. 

 
The applicability of this standard is important for two reasons: 
 

1)  If a third landmark criterion is satisfied by the house at 1427 Waverly Road, the HPC 
will be authorized to enact a one‐year demolition delay. 

2) Finding that Landmark Criterion 5 is satisfied allows the possibility of designating the 
structure as a local landmark without the owner’s consent. 

 
The Historic Preservation Commission voted to continue the discussion on the applicability of 
Landmark Criterion #5 to allow for more research on Russell Walcott and Robert Work.  The 
research will help determine whether their work “has influenced the development of the City, 
county, state, or country.” 

	
Walcott	&	Work	
The following brief biographical information was provided to the Commission at the previous 
meeting: 
 

The partnership of Russell Walcott and Robert Work began in 1928 and lasted until 1936.  
As prominent area architects, they did extensive work on the North Shore and had housing 
designs featured in national publications, including the Russell Kelly house in Lake Forest 
that was photographed in a November, 1931 edition of House & Garden.  

 
Robert Work worked under Robert Van Shaw as his first employee and was later a 
partner of noted architect David Adleri until he joined Walcott in 1928. 
 
Russell Walcott was identified in the Who’s Who in Chicago in 1931.  According to the 
write‐up, he was born in 1889, graduated from Evanston High School in 1908, and later 
from Princeton in 1912.  He worked in Chicago with various partners until opening a 
business under his own name in 1922.  According to information from Ball State 
University’s College of Architecture and Planning, several of his designs for houses in the 
northern suburbs of Chicago were published between 1923 and 1927 in American 
Architect and Architectural Record.    In 1928 he partnered with Robert Work, which 
would last until he moved out of state in 1936.  Their office was on Wacker Drive in 
downtown Chicago. 
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Additional research has been undertaken over the last three weeks to collect new information about 
Russell Walcott & Robert Work. While more time would have allowed for more thorough research 
and fact‐finding, the following information will help the Commission have a more informed 
discussion about the architects.   
 
A second house by Walcott & Work in Highland Park was identified at 2340 Egandale Road.  The 
French Eclectic‐style house was built for Harold Marks in 1929 and is still standing.  It was nominated 
for local landmark designation in 1991 based on landmark criteria 4, 5, and 6, but the process was 
not completed.  The landmark nomination form is included in the attachments to this memo.  
Minutes from the meeting do not reveal any dialogue about the landmark criteria, but indicated a 
unanimous vote in favor of the nomination. 
 
 There are five houses by Walcott in Lake Forest’s historic district from the mid‐1920’s:  

 1100 N. Edgewood, 1928, Ronald Boardman House, Colonial Revival 

 155 N. Mayflower, 1924, David Dangler House, Tudor Revival 

 301 N. Sheridan Road, 1925, Charles Glore House, Tudor Revival 

 142 S. Stonegate, 1926, H. T. Millett House, French Eclectic 

 771 N. Washington, 1926, George Richardson House, Colonial Revival 
 
Additional Walcott & Work homes in the region are included in a photographic collection at Ball State 
University.  The houses in the collection include:    
 

 The W.T. Bacon House, 860 Auburn Road, Winnetka 

 The A.J. Bowman House, 585 Ingleside Avenue, Evanston 

 The C. Donald Dallas House, 655 Sheridan Road, Winnetka 

 The Alfred Ettlinger House, Cary, Illinois 

 The Max Frieman House, Fish Creek, Wisconsin 

 The Owen B. James House, Lake Forest 

 The Russell Kelley House, Lake Forest 

 The Clifford Off House, 40 Indian Hill Road, Winnetka 

 The Arthur Wheeler House, Sterling, Illinois 
 
Most of the photographs are of interior design work, but several are exteriors and are included in the 
attachments to this memo.  The photos show a variety of scale in the homes and demonstrate how 
the Walcott & Work partnership created large, stately homes in classical styles. 
 
The Chicago History Museum has a collection of documents for nearly seventy Walcott & Work 
projects from their time working separately, as well as during their partnership.  The inventory shows 
drawings for projects across the Midwest, including residences in Minnesota, Iowa, and Wisconsin.  
The majority are around Illinois, including the homes of Russell Walcott Robert Work around 
Barrington.   
 
The partnership broke up in 1936 when Russell Walcott retired and moved to Tyron, North Carolina.  
He continued practicing, first alone, then with the partnership of Walcott & Meriwether from 1939 – 
1942.  During this time Walcott designed the Mill Farm Inn in Tyron, NC, which is currently on the 
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National Register of Historic Places.  Walcott’s architectural legacy continues in North Carolina within 
the practice of Holland Brady in Tyron.  The Special Collections Research Center at North Carolina 
State University has cataloged the history of the practice, which began with Russell Walcott in 1937.  
He was joined by Shannon Meriwether in 1939, then the firm continued as follows:  Walcott & 
Meriwether, Architects, (1939‐1942); Shannon Meriwether, Architect (1942 ‐1953); Meriwether & 
Brady, Architects (1953‐1965); Brady & Brannon, Architects (1970‐1986); Holland Brady, AIA, 
Architect (1965‐1970, 1986‐ present).  The firm has retained sketches, renderings, and construction 
drawings dating from Walcott’s time in 1937.      
 
Staff data gathering established that Russell Walcott worked with or  had collegial relationships with 
significant architects including  Paul Schweikher, Edward Humrich, and William Keck.  Edward 
Humrich worked as a draftsman at the Chester Walcott firm (Russell’s older brother) and gained a 
traditional influence that carried into his early career.  Humrich was a self‐taught architect who 
worked with Walcott following the Second World War.  He moved on and started his own firm 
shortly afterward, specializing on modestly‐scaled homes in the northern suburbs.  He is credited 
with designing over a dozen homes in Highland Park and many more in cities around the region. 

"The great revolutionist in architectural design whose book should be read in 
conjunction with my 4D. My own reading of Corbusier's "Towards a New 
Architecture", at the time when I was writing my own, nearly stunned me by the 
almost identical phraseology of his telegraphic style of notion with the notations of 
my own set down completely from my own intuitive searching and reasoning and 
unaware even of the existence of such a man as Corbusier. Corusier [sic] was first 
called to my attention by Russell Walcott, the best of residential designers in 
Chicago, when I was explaining my principles to him last November." 

Paul Schweikher ran a highly‐regarded architectural office in Chicago in the 1930’s and 40’s.  Once 
the chairman of the Department of Architecture at Yale and later at Carnegie Melon University in 
Pittsburgh, Schweikher talked about his time working with David Adler in the mid‐1920’s.  He credits 
his time in the firm with teaching him Adler’s eye for proportion and incorporating the relationship of 
human use into the scale of things within his designs.   Schweikher references Russell Walcott in 
discussions about the International Style and how Walcott had respect for the movement as it began 
to replace the French Beaux Arts system that was popular in academic circles at the time.  
Schweikher is known to have designed one house in Highland Park, 166 Park Avenue, that he 
designed in 1950 and which is ranked S – Significant in the City’s architectural survey.   
 
Robert Work partnered with Walcott for eight years.  Before that, he worked with David Adler from 
1917 to 1928.  Work was a licensed architect and provided the authority to approve final plans when 
Adler was operating without a professional license.   Adler worked independently in Chicago for most 
of his career, save for his partnership with Robert Work.  Adler had a love for symmetry, including 
even designing false doors to balance a functioning door.  His career spanned four decades, during 

 

In 2001, in the City University of New York Journal of the PhD Program in Art History, Loretta 
Lorance, who later wrote Becoming Bucky Fuller, wrote an essay titled  “Buckminster Fuller ‐ 
Dialogue With Modernism” in which she documents Russell Walcott as the person who introduced Le 
Corbusier to Fuller: 
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which time he undertook commissions for about 200 projects, the majority of them single‐family 
residences which are located in 15 states, from Massachusetts to Hawaii, along with one in British 
Columbia.ii   
 
Their work as a team was located all around the country.  The Art Institute of Chicago contains 
photographs of an Adler & Work building known as the Stanley Field Residence on 70th Street in New 
York.  They also designed the house at 366 Summit Avenue in St. Paul, Minnesota, the Boeckmann 
House, built in 1928 in the Georgian Revival in style.iii  Photographs of these works are included in the 
attachments to this report. 
 
Robert Work was an associate of Howard Van Doren Shaw before he partnered with David Adler.  
Arthur Miller, the Archivist and Librarian for Special Collections at Lake Forest College and expert on 
Walcott and Work, shared the following information about Robert Work:   
 

“ Robert Work was the main on‐site fixer for Shaw on Market Square, the first shopping center 
and one of the major 20th century architectural innovations, and key to that project‐‐leaving only 
after that to join Adler [in 1917] for over a decade with many of the great houses under his 
signature.  Not unlike Daniel Burnham, Work enabled great designers like Shaw and Adler, who 
defined the North Shore surely, to excel and gain national attention: Burnham was the boss, but 
Work did this as chief draftsman/office mgr.  “ 

 
As a point of interest, Robert Work’s application for membership into the National Chapter of the 
American Institute for Architects (AIA), completed in 1930, was signed by Bertram Weber.  Weber 
was a Highland Park architect and designed several local buildings, including the Karger Recreation 
Center and the American Legion Building at 1957 Sheridan Road.    
 
Recommended Action 
The Commission is asked to discuss Landmark Criterion #5 and whether it is satisfied by the subject 
property at 1427 Waverly Road.  The Criterion is as follows: 
 

5) [The Structure]  is  identifiable as the work of a notable builder, designer, architect, artist, or 
landscape architect whose individual work has influenced the development of the City. 

 
If  the Commission  finds  that  the criterion  is satisfied, a 365‐day demolition delay may be enacted.  
The  delay  will  commence  from  the  date  that  a  completed  application  was  submitted  to  the 
Department of Community Development, which was June 18, 2012. 
 
 
Attachments 

 Trowbridge Photos of Walcott & Work Houses 

 Photos of two Adler & Work Designs: 
o 366 Summit Avenue, St. Paul, MN 
o Stanley Field Residence on 70th Street in New York 

 National Register Nomination for the Russell Walcott’s Mill Farm Inn, 1938, Tyron, North 
Carolina 
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 Highland Park Historic Survey Entry for 2340 Egandale Road 

 1991 Landmark Nomination Form for 2340 Egandale Road 
 
 
                                                                        
i Cohen, Benjamin, “North Shore Chicago, Houses of the Lakefront Suburbs 1890‐1940”, Acanthus Press, New 
York, 2004  
ii Thursday Night Hikes: Architecture Notes ‐ St. Paul Architects 1859‐1903, Lawrence A. Martin Minneapolis,  Minnesota,  
August 10, 2001 
iii Ibid 
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1. Name of Property

historic name Mill Farm Inn

other names/site number

2. Location

street & number 701 Harmon Field Road not for publication N/A
city or town Tryon vicinity X
state North Carolina code NC county Polk code 149 zip code 28782

3. State/Federal Agency Certification

As the designated authority under the National Historic Preservation Act of 1986, as amended, I hereby certify that this _X_
nomination/____ request for determination of eligibility meets the documentation standards for registering properties in the National
Register of Historic Places and meets the procedural and professional requirements set forth in 36 CFR Part 60. In my opinion, the
property _X meets ____ does not meet the National Register Criteria. I recommend that this property be considered significant
___ nationally ___ statewide _X_ locally. ( ___ See continuation sheet for additional comments.)

________________________________________________________________________
Signature of certifying official Date

North Carolina Department of Cultural Resources _________
State or Federal agency and bureau

In my opinion, the property ____ meets ____ does not meet the National Register criteria. ( ___ See continuation sheet for additional
comments.)

________________________________________________________________________
Signature of commenting or other official Date

________________________________________________________________________
State or Federal agency and bureau

4. National Park Service Certification

I, hereby certify that this property is: Signature of the Keeper Date of Action

____ entered in the National Register
___ See continuation sheet.

____ determined eligible for the
National Register
___ See continuation sheet.

____ determined not eligible for the
National Register

____ removed from the National Register
____ other (explain): _________________

__________________________
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Name of Property County and State

5. Classification

Ownership of Property Category of Property
(Check as many boxes as apply) (Check only one box)

X private X building(s)
___ public-local ___ district
___ public-State ___ site
___ public-Federal ___ structure

___ object

Name of related multiple property listing
(Enter "N/A" if property is not part of a multiple property listing.)

N/A

Number of Resources within Property
(Do not include previously listed resources in the count)

Contributing Noncontributing
1 1 buildings
0 0 sites
0 1 structures
0 0 objects
1 2 Total

Number of contributing resources previously listed
In the National Register

N/A

6. Function or Use

Historic Functions
(Enter categories from instructions)

DOMESTIC/hotel

Current Functions
(Enter categories from instructions)

DOMESTIC/hotel
DOMESTIC/secondary structure

7. Description

Architectural Classification
(Enter categories from instructions)

Colonial Revival

Materials
(Enter categories from instructions)

foundation Stone/granite

roof Asphalt
walls Stone/granite

Wood/rough-cut siding
other

Narrative Description
(Describe the historic and current condition of the property on one or more continuation sheets.)



Mill Farm Inn Polk County, North Carolina
Name of Property County and State

8. Statement of Significance

Applicable National Register Criteria
(Mark "x" in one or more boxes for the criteria qualifying the property
for National Register listing)

X A Property is associated with events that have made
a significant contribution to the broad patterns of
our history.

_ B Property is associated with the lives of persons
significant in our past.

X C Property embodies the distinctive characteristics
of a type, period, or method of construction or
represents the work of a master, or possesses
high artistic values, or represents a significant and
distinguishable entity whose components lack
individual distinction.

_ D Property has yielded, or is likely to yield,
information important in prehistory or history.

Criteria Considerations
(Mark "X" in all the boxes that apply.)

Property is:

_ A owned by a religious institution or used for
religious purposes.

_ B removed from its original location.

_ C a birthplace or a grave.

_ D a cemetery.

_ E a reconstructed building, object, or structure.

_ F a commemorative property.

_ G less than 50 years of age or achieved significance
within the past 50 years.

Areas of Significance
(Enter categories from instructions)

Architecture
Entertainment/Recreation

Period of Significance

1939 – 1958

Significant Dates

1939

Significant Person
(Complete if Criterion B is marked above)

N/A

Cultural Affiliation

N/A

Architect/Builder

Walcott, Russell S. - architect

Narrative Statement of Significance
(Explain the significance of the property on one or more continuation sheets.)

9. Major Bibliographical References

Bibliography
(Cite the books, articles, and other sources used in preparing this form on one or more continuation sheets.)

Previous documentation on file (NPS):

___ preliminary determination of individual listing (36
CFR 67) has been requested.

___ previously listed in the National Register
___ previously determined eligible by the National

Register
___ designated a National Historic Landmark
___ recorded by Historic American Buildings Survey

# __________
___ recorded by Historic American Engineering

Record # __________

Primary Location of Additional Data

X State Historic Preservation Office
___ Other State agency
___ Federal agency
___ Local government
___ University
X Other

Name of repository:
Polk County Public Library, Columbus, NC
Polk County Historical Museum, Tryon, NC
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Name of Property County and State

10. Geographical Data

Acreage of Property 3.75 acres

UTM References
(Place additional UTM references on a continuation sheet)

1 17 387070 3898450
Zone Easting Northing

2 ____

3 ____
Zone Easting Northing

4 ____
___ See continuation sheet

Verbal Boundary Description
(Describe the boundaries of the property on a continuation sheet.)

Boundary Justification
(Explain why the boundaries were selected on a continuation sheet.)

11. Form Prepared By

name/title Clay Griffith

organization Acme Preservation Services LLC date September 2, 2008

street & number 825-C Merrimon Ave., #345 telephone (828) 281-3852

city or town Asheville state NC zip code 28804

Additional Documentation
Submit the following items with the completed form:

Continuation Sheets

Maps

A USGS map (7.5 or 15 minute series) indicating the property's location.

A sketch map for historic districts and properties having large acreage or numerous resources.

Photographs

Representative black and white photographs of the property.

Additional items
(Check with the SHPO or FPO for any additional items)

Property Owner
(Complete this item at the request of the SHPO or FPO.)

name Gary W. Corn and James R. Blanton

street & number 701 Harmon Field Road telephone 864-590-7410 / 828-817-0215

city or town Tryon state NC zip code 28782

Paperwork Reduction Act Statement: This information is being collected for applications to the National Register of Historic Places to
nominate properties for listing or determine eligibility for listing, to list properties, and to amend existing listings. Response to this request is
required to obtain a benefit in accordance with the National Historic Preservation Act, as amended (16 U.S.C. 470 et seq.).

Estimated Burden Statement: Public reporting burden for this form is estimated to average 18.1 hours per response including the time for
reviewing instructions, gathering and maintaining data, and completing and reviewing the form. Direct comments regarding this burden estimate
or any aspect of this form to the Chief, Administrative Services Division, National Park Service, P.0. Box 37127, Washington, DC 20013-7127;
and the Office of Management and Budget, Paperwork Reductions Project (1024-0018), Washington, DC 20503.
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Section 7. Narrative Description

(N.B. The Mill Farm Inn is oriented to the southeast, but for the ease of reading herein the façade is
identified as the south elevation. Similarly, the two ends are referred to as the east and west elevations, and
the rear is designated as the north elevation.)

Designed by architect Russell S. Walcott and completed in 1939, the Mill Farm Inn is located at the
intersection of three important roads in southern Polk County. The Mill Farm property lies a short distance
north of the Tryon town limits on North Carolina Highway 108 (Lynn Road), which connects Tryon to the
small village of Lynn and the county seat of Columbus, approximately three miles to the northeast. Mill
Farm Inn occupies a 3.75-acre site that is bound by Harmon Field Road (SR 1121) to the south, Howard Gap
Road (SR 1122) to the east, Pacolet River to the north and northwest, and adjacent property lines to the west.
The inn sits in the southwest section of the property, facing southeast and overlooking the intersection of
Highway 108, Howard Gap Road, and Harmon Field Road. The property is bordered by mature vegetation
between the inn and the roads, and along the west and far north property lines. A semi-circular, gravel
driveway enters the property from Harmon Field Road, with parking areas at the southwest end of the main
building. Two square, stone pillars mark the entrance walkway from the driveway to the front of the inn, and
a manicured lawn and garden area lies directly in front of the building, framed by hedges and tall trees. A
small creek runs through the property on the east side of the inn, flowing roughly north to the Pacolet River.
The property is also accessed from the east, off Howard Gap Road, by a gravel driveway that serves an eight-
bay frame garage built around 1988. A wood gazebo, erected around 1990, is located to the northwest of the
inn. An open, grass lawn extends north and northeast from the inn to the banks of the Pacolet River.

Mill Farm Inn, 1937-1939; ca. 1985. Contributing building
Exterior

The Mill Farm Inn, designed by Chicago architect Russell Walcott and completed in 1939, is a two-
story, Colonial Revival-style, stone building topped by an asphalt-shingle side-gable roof with exposed rafter
ends. The building is constructed of irregularly coursed granite quarried near the Green River in northern
Polk County. The symmetrical façade is six bays wide with a central entrance bay on the first story and an
interior stone chimney rising from the center of the roof’s ridge line. Windows across the façade are single
eight-over-eight double-hung wood sash except for a square, four-light wood casement to the side of the
front entry. Articulated granite keystones and voussoirs form flat-arch lintels above the window openings,
which are also framed with granite block sills. The single-leaf entry contains a glazed-and-paneled wood
door topped by a flat-arch lintel and framed by decorative wood shutters. The entrance bay and granite stoop
are sheltered by a gable-roof porch supported by square wood posts, with weatherboard siding and exposed
rafter ends in the gable end. The current owners replaced the porch posts in 2007 with oak timbers sawn to
match the original posts.
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The four-bay west elevation of the building is relatively plain with single eight-over-eight double-
hung windows on both stories and a rectangular, louvered vent in the gable end. The east elevation, which
was originally obscured by a one-story shed-roof sleeping porch, displays only two eight-over-eight
windows (instead of four) on the second story and a rectangular vent in the gable end. The first- and lower-
story exterior walls are now covered by an apartment addition, built to replace the sleeping porch in the late
1980s following a local ordinance requiring that the innkeeper live on-site. The lower story of the building is
exposed at the east end due to the slope of the site, allowing the two-story addition to appear subordinate to
the main building. The addition features rough-cut wood siding, paired one-over-one windows, and entry
porches on the south and east sides. Both porches, which shelter single-leaf glazed-and-paneled wood doors,
consist of a gable roof supported on slender wood posts and feature exposed rafter ends and weatherboards in
the gable end. A wood walkway wraps around the corner of the building and connects to a modern wood
deck projecting to the southeast. At the north (rear) end of the addition, the upper-story wall projects beyond
the rear wall of the inn and the overhang is supported by thick, carved brackets.1

The north elevation of the building offers a similar appearance to the façade but lacks its strong
symmetry. Eight bays wide on the first story and six bays on the second story, an extra first-story window
located on the east side of the elevation provides additional light to the dining room at the northeast corner of
the building. A flat-roof porch supported by decorative iron posts and brackets shelters the single-leaf glazed
rear entry door. Ghostmarks at the second story on the east side of the elevation indicate the location of a
suspended walkway, now removed, that connected an exterior stair from the original end porch to a balcony
located atop the rear porch roof. The exterior stair, which provided access for to Ms. Williams’ apartment on
the second floor at the northeast corner, was likely removed by the Hedrick family in the 1960s or 1970s.

Interior
The Mill Farm Inn is entered through a transverse foyer with a half bath located to the east and the

main stair rising against the north wall. A narrow hall to the east provides access to the basement stairs, the
wood closet beneath the main stair, and to the kitchen. A passageway at the west end of the foyer continues
through to the large living room on the north side of the building, as well as a hallway to the bedrooms
located at the west end of the building. The interior is generally finished with chestnut floors in the main
living rooms, oak floors in the hallways, six–panel doors with brass hardware, tall baseboard moldings, and
picture moldings. The flat window and door surrounds of the main public rooms (foyer, living, and dining)
are differentiated by a narrow outer band. The walls and ceilings are composed of wall board covered with a
thin coat of plaster for texture.

1 James Blanton and Gary Corn, owners of Mill Farm Inn since 2006, have gathered information about the inn from conversations
with Frank Albrecht, grandson of Frances Williams; Rena Hubl, granddaughter of Russell Walcott; and the previous owners, Chip
and Penny Kessler. Some of these details, which have subsequently been incorporated into the written description, were
communicated to the author by the owners on April 16, 2008.
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The living room measures fourteen feet by twenty-eight feet and is punctuated by a fireplace on the
south wall and a beamed ceiling. The restrained mantel features fluted pilasters framing the fireplace and
supporting a tall architrave and mantel shelf. Glazed tiles originally framed the fireplace opening, but the
tiles were removed by a previous owner, who painted the exposed brick. A solid wood door accented with
iron strap hinges to the east of the fireplace accesses the wood closet that was added sometime after 1960.
The decorative wood beams were also added to the room sometime after 1960. A partition wall added in the
1980s to the west end of the living room shortened its original length but created an additional guest
bathroom and office for the inn (now a closet). An open doorway at the east end of the living room leads into
the dining room, where the current owners added built-in bookshelves against the east wall in 2007. At the
south end of the dining room, a small butler’s pantry connects back to the kitchen and features a swinging
wood door and built-in shelves and cabinets. The kitchen displays a linoleum tile floor in angled
checkerboard pattern, pine paneled cabinets from the 1950s, and breakfast nook. The current owners
installed tile counter tops and backsplashes in 2007. At the west end of the first floor, a narrow hallway leads
from the foyer to two bedrooms, each with a private bathroom. Access to the bathroom on the south side of
the hall was altered by removing the doorway from the hall and opening a new doorway from inside the
bedroom.

The stairs from the foyer open onto a small sitting area on the second story, with two suites of rooms
located to the east and west. Each suite consists of two bedrooms, two bathrooms, and a kitchen. The two
kitchens were created in the 1980s from a large common room originally located above the first-story living
room. The second-story interior is generally finished in the same manner as the first story with chestnut
floors, six–panel doors with brass hardware, flat window and door surrounds, tall baseboard moldings, and
picture moldings. However, the two bedrooms at the east end are carpeted. Original walls and ceilings are
composed of wall board covered with a thin coat of plaster for texture, while the kitchen partition walls are
painted wood paneling. In the east kitchen, a doorway originally opened onto the rear porch roof deck, but
the previous owners replaced the door in the 1980s with a one-over-one window.

Garage, ca. 1988. Non-contributing building
In the late 1980s, the Kesslers built a freestanding, eight-bay, frame garage to the east of the inn to

house their family’s numerous automobiles. The Kesslers attempted to visually mitigate the size the building
by designing it to look like a barn with rough-cut wood siding, asphalt-shingle side-gable roof, and false barn
doors on the south side. The garage is a long, rectangular structure with four bays on either side of a blind
center bay, and each open bay contains a metal roll-up door. Carved brackets support the eaves at the four
corners, and louvered vents are located in the gable ends. Two eight-over-eight double-hung windows are
located on the west elevation of the building facing the inn, and two pairs of decorative wood shutters are
located on the east elevation. A square cupola is positioned at the center of the roofline and features a
pyramidal roof and latticed openings. On the south (rear) elevation, the false “barn” doors consist of
plywood panels painted red with applied decorative rails and stiles painted white. Two sets of paired shutters
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flank the false doors on the south elevation. The Kesslers also planted a row of hemlock trees to screen the
building from Highway 108 and Harmon Field Road. A second gravel driveway was laid from Howard Gap
Road to access the garage. The current owners rent out the garage bays as individual storage units.

Gazebo, ca. 1990. Non-contributing structure
Built around 1990, the gazebo is a large, octagonal, wood structure with wood posts, wood deck

flooring, screened sides, and diagonally braced rails. The asphalt shingle roof is topped by a short, solid
cupola with a ball finial. The structure stands to the northwest of the inn, accessed by a short walkway from
the rear porch and entered through a single-leaf screen door.
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Section 8. Statement of Significance

Summary

Completed in 1939, Mill Farm Inn is a two-story Colonial Revival-style inn constructed of local blue
granite and located at 701 Harmon Field Road near the town of Tryon, North Carolina. Proprietress Frances
Williams, a divorcee, had run a boarding house in Cambridge, Massachusetts and lived in France prior to
coming to Tryon, where she operated the inn for the literary and artistically minded visitors that frequented
the area. Ms. Williams commissioned architect Russell S. Walcott to design the country inn, a rare surviving
example of expressly designed tourist accommodations in Tryon. Mill Farm Inn meets National Register
Criterion A in the area of Entertainment/Recreation as a domestic guest accommodation common to Tryon
and Polk County. Mill Farm Inn also meets National Register Criterion C as an intact Colonial Revival-style
inn designed by Chicago architect Russell Walcott, who retired to Tryon in 1936. Upon relocating to Tryon,
Walcott’s work evolved from the popular revival styles that he frequently employed during his career toward
a more modern aesthetic. The inn represents a vernacular expression of the popular Colonial Revival style.
The period of significance for the Mill Farm Inn, which remains in operation, extends from the construction
of the main building in 1939 to 1958; the years after 1958 do not meet Criteria Consideration G for
exceptional significance.

Historical Background

The small mountain town of Tryon, North Carolina, lies in the far southern section of Polk County,
just north of the North Carolina/South Carolina state line. Polk County is relatively small in area, covering
only 237 square miles, and ranges in elevation from 750 feet above sea level in the south to 3,238 feet above
sea level at its highest point in the northwest. The crest of the Blue Ridge Mountains forms the northern
boundary of the county, which is drained by the Pacolet and Green rivers. Lying on the southern slopes of
the Blue Ridge, Polk County enjoys characteristics of both the mountain and piedmont regions. Thermal
belts occurring in the county provide frost-free areas that allow farmers to grow a wide range of crops. The
variety and influence of geography in Polk County is manifested in the two towns of Tryon, a popular winter
resort, and Saluda, a summer resort only eight miles to the north.2

2 D. William Bennett, ed., Polk County, North Carolina, History (Tryon, NC: Polk County Historical Association, Inc., 1983), 5.
Bill Sharpe, A New Geography of North Carolina, Volume III (Raleigh, NC: Sharpe Publishing Company, 1961), 1536-1538.
Elizabeth Doubleday Frost, Tryon Memories (Tryon, NC: Polk County Historical Association and Tryon Publishing Company,
Inc., 1995), 7-10, 27-28.
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Located approximately three miles southwest of Columbus, the county seat, which was formed in
1855, the town of Tryon remained a modest settlement through much of the nineteenth century. The
community began to take its present shape following the arrival of the Asheville-Spartanburg Railroad,
which reached Tryon in 1877. Built with the intention of connecting South Carolina ports and markets with
people and resources in North Carolina, Tennessee, and the Ohio Valley, the railroad had a dramatic impact
on the economic and social development of Tryon in the late nineteenth century as the trains between South
Carolina and Asheville began to expose a wide range of visitors to the community. Located at the base of the
Saluda Grade, the steepest mainline railroad grade in the country, Tryon became a frequent stopping place as
northbound trains prepared for the grueling climb and southbound trains cooled their wheel bearings and
brakes. As a result, a hotel was erected and boarding houses were opened to accommodate the accidental
tourists and Tryon’s reputation as a pleasant resort quickly grew.3

Following its incorporation in 1885, Tryon was laid out in a circle around the railroad depot, which
was located on the east side of the tracks near their intersection with South Trade Street (roughly opposite
the current Tryon Theatre). Trade Street, the town’s original commercial street, ran parallel to the railroad
tracks on the east and northeast side and was the location of T. T. Ballenger’s dry goods store and his
blacksmith shop. Ballenger, who was one of the town’s most prominent citizens and its first mayor, built
Oak Hall (originally known as the Tryon City Hotel), the first building constructed specifically as a hotel for
visitors to Tryon, with John Garrison in 1882. The hotel, a local landmark until its demolition in 1979, was a
large frame structure with Italianate and Queen Anne ornamentation that was restrained yet stylish for its
day.4

Early visitors to Tryon were also served by the McAboy House, a popular inn located north of town
near the community of Lynn. Dr. L. R. McAboy, a Presbyterian minister from Pittsburgh, Pennsylvania,
purchased the Dr. Columbus Mills House in the 1870s, added a third story, and converted it into an inn that
became popular among visitors from the north. McAboy House attracted many guests seeking a cure for
respiratory ailments, especially tuberculosis, in the late nineteenth century. Asheville had become renowned
for its sanitoriums, but Tryon began to attract patients who were disillusioned with Asheville’s unpredictable
weather and looking for a more relaxed environment in which to convalesce. The poet Sidney Lanier (1842-
1881) transferred from Asheville to McAboy House in 1881, as he was dying of tuberculosis. Lanier’s
widow and two sons moved to Tryon after his death, and contributed to the town’s reputation in literary and
cultural circles. In 1889, several new Tryon residents saw the need for a public library and formed a club of
community members to promote a library and provide a focus for intellectual and cultural activities. Club

3 Diane E. Lea and Claudia Roberts, An Architectural and Historical Survey of Tryon, North Carolina (Raleigh, NC: North
Carolina Department of Cultural Resources, Division of Archives and History, 1979), 1-3. Catherine W. Bishir, Michael T.
Southern, and Jennifer F. Martin, A Guide to the Historic Architecture of Western North Carolina (Chapel Hill: University of
North Carolina Press, 1999), 186-188.
4 Lea and Roberts, 9. Frost, 20-21.
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members decided to name the group in honor of Sidney Lanier, and Mrs. Lanier responded by donating two
volumes of her husband’s poems for the library, known today as the Lanier Library. In addition to founding
the library, the Lanier Club worked to establish the town cemetery, educate people about tuberculosis, and
beautify the depot. The club also hosted popular fundraising events, which often featured dramatic or
musical performances.5

David Stearns later purchased the McAboy House, which he extensively remodeled, modernized, and
renamed Mimosa Inn. To the old structure Stearns added an elevator, running water, steam heat, gaslights,
and a casino at the rear. The Mimosa Inn burned in 1914, but a new building, which continues to operate
today, was erected on the same site and utilized portions of the casino structure. Stearns, along with partner
Aaron French, also operated the Skyuka Hotel, a popular lodge built near Tryon on White Oak Mountain in
the 1890s (no longer standing).6

Whether visitors to Tryon arrived by accident or came specifically for the salubrious climate, a
substantial number became enchanted with the community and decided to buy property for seasonal or year-
round use. Many of these new residents came from the North or upper Midwest regions of the country and
infused the small town with their own diverse interests. In addition to Sidney Lanier’s association with
Tryon, William Gillette, the renowned New York stage actor, General Ulysses Doubleday, and industrialist
Charles E. Erskine of Wisconsin, all helped to solidify and spread Tryon’s reputation as a first class resort
town in the early twentieth century. Many of the individuals who adopted Tryon as their home contributed
generously to its institutions and organizations.7

One of the most important individuals to make their home in Tryon was Carter Brown, who owned
and managed the Castle Park Hotel in Michigan and came to Tryon in search of a new resort property to
develop. He settled on a lodge and several cottages that had been built for a tuberculosis sanitorium in 1906.
Brown acquired the property in 1917, erected some additional buildings, and operated it as the Pine Crest Inn
(NR, 1982) from October to May. The inn quickly gained notice for its hospitality, good food, and rustic
charm. The Pine Crest Inn exemplified the unpretentious comfort that made Tryon so popular among it well-
to-do clientele. Brown became an important promoter of Tryon, especially with the formation of the Tryon
Riding and Hunt Club in the 1920s. He worked to rehabilitate the Block House, an eighteenth-century
trading post near Tryon, establish riding trails, and organize the annual horse and hound shows and
steeplechase. Brown’s efforts to popularize equestrian activities in the area have contributed to Tryon’s
strong association with these pursuits that continues to this day.8

While Carter Brown was often the most visible of Tryon’s proponents in the second quarter of the
twentieth century, the town also gained recognition from other sources, including the Lanier Library, a

5 Lea and Roberts, 2 and 4-5.
6 Ibid., 5.
7 Ibid., 4-6.
8 Claudia P. Roberts, Pine Crest Inn National Register of Historic Places Nomination (1980). Lea and Roberts, 6-7.
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subscription library organized in 1890. The library, which established its permanent home in 1905, served
for many years as the principal cultural center in town. At 5½ inches by 8½ inches and only four pages in
length, the Tryon Daily Bulletin, a local newspaper organized in 1928 by Seth Vining Sr., was touted as the
world’s smallest daily newspaper. Eleanor Vance and Charlotte Yale, who had formed Biltmore Industries in
Asheville, relocated to Tryon and organized the Tryon Toy Makers and Wood Carvers in 1915. The Tryon
Toy Makers helped initiate a crafts revival in Polk County that led to the formation of other groups such as
the Blue Ridge Weavers, a crafts guild organized in 1922 for the production and promotion of local
handcrafts including textiles, basket weaving, and ceramics.

Before coming to Tryon in the mid-1930s, Frances Nevins Williams, a Kentucky native, grew up in
Nashville, Tennessee and married Mason Williams of North Carolina. Mr. Williams eventually became the
District Attorney of San Antonio, Texas. Around 1900, however, the Williams’ divorced and Frances
Williams moved to Cambridge, Massachusetts, where she ran a boarding house for Harvard professors. After
her children were grown, she moved to Grasse, France, a village in the hills of Provence, where she intended
to spend the rest of her life. She eventually returned to the United States, as her financial situation worsened
following the stock market crash in October 1929, and purchased the Mill Farm property from J. J. and
Flossie Cantrell in September 1936. At the time, Mill Farm contained a farmhouse and grist mill, which was
located near the alignment of present-day Harmon Field Road and alongside the small creek that runs
through the property. Williams commissioned Chicago architect Russell Walcott, who retired to Tryon in
1936, to design a two-story stone country inn on the site of the existing farmhouse, which was torn down to
make room for the new building. Williams reportedly envisioned the inn as French farmhouse similar to
examples she remembered from her time in France. She received a loan from the Bank of Tryon and began
construction of the inn. The blue granite for the building came from a quarry on the Green River in northern
Polk County, near property owned by the Walcotts. Frances Williams welcomed the first guests to Mill Farm
Inn in July 1939. Ms. Williams lived in a second-floor apartment at the northeast corner of the inn.9

At the time of its construction, Mill Farm Inn surely seemed to be a moderately risky investment.
Nationwide economic conditions, coupled with improving highway systems, forced many local
establishments to close their doors. With the notable exception of Oak Hall, the majority of tourist
accommodations in Tryon were simply large private residences that had been opened to guests. Mill Farm
Inn differed significantly in that it was architect-designed and built specifically as an inn, although clearly
domestic in scale. Many of Tryon’s inns and guest houses catered to visitors making extended stays during
the summer or winter seasons, but automobile tourism increasingly challenged this type of business by
allowing easier access to destinations farther afield and shorter stays. Williams persisted, however, and
catered to the well-to-do literary and artistically-minded visitors that helped to make Tryon’s reputation as a

9 Frank Albrecht, letter to Gary Corn, September 14, 2006. Polk County Register of Deeds Book, 60, page 583. James Blanton and
Gary Corn, personal communication.
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resort area. Considered a stern businesswoman, Williams reportedly advertised the inn exclusively in the
New York Times Book Review and expected her guests to discuss their current book choices in the evenings.
Requiring that guests of the inn stay for at least a month, Williams preferred that guests reserve their room
for the entire season. Meals were served for guests of the inn and included in the room fare. The inn had no
public restaurant, but Tryon residents were occasionally invited to join guests for Sunday lunch in the dining
room. Though invited, diners were expected to pay for their meal.

Frances Williams operated Mill Farm Inn with the assistance of three employees: housekeeper,
groundskeeper, and cook. Williams maintained the inn from 1939 to 1948, when she suffered a stroke and
was no longer able to run the business. She built a house, known as the Pink House, immediately west of the
inn overlooking the Pacolet River, where she lived until her death. Williams sold the inn to Paul and Natalie
Lower on March 1, 1948 (89/114), who ran it for just two years before selling the property to Ethel Sturgis in
1951 (94/247). Ms. Sturgis operated the inn for several years and produced a promotional brochure
describing its amenities at the time. Elliott and Lula Ranney purchased the inn from Sturgis in 1954
(100/200), and after the death of his wife, Elliott Ranney sold the property to Gordon and Jeanette Hedrick in
1961 (120/65). The Hedricks converted the building into a single-family dwelling where they raised their
two children.10

In October 1981, Chip and Penny Kessler purchased the old inn from the Hedricks and set about
returning the building to use as an inn. The Kesslers, Chicago transplants, came to Tryon in 1977 and the
following year purchased Auberge, an upscale European-influenced inn from the 1940s that they remodeled
and converted into guest accommodations after several years of use as apartments. With the demise of the
Thousand Pines Inn, Mimosa Inn, and Oak Hall, the Kesslers recognized a market for guest rooms in Tryon
and refurnished the building’s seven apartments for daily, weekly, or monthly accommodations. After
completing work on Auberge, the Kesslers purchased the old Mill Farm Inn to offer additional rooms. The
Kesslers made several changes to the building before it reopened as an inn in 1982, including enclosing the
end porch for innkeepers’ quarters and adding the garage and gazebo to the grounds. The Kesslers continued
to operate the inn until 2006, when it was sold to the current owners, James Blanton and Gary Corn.11

Architecture Context
Prominent Chicago architect Russell Smith Walcott (1889-1959), who retired to Tryon in 1936,

designed the Mill Farm Inn for Frances Williams. Born in Evanston, Illinois, a suburb of Chicago, Walcott
studied architecture at Princeton University, where he graduated with high honors, and following graduation,
he travelled to Europe. Upon his return, Walcott started his career in the office of Howard Van Doren Shaw,
a renowned architect to Chicago’s leading families. In 1917, Walcott married Eugenia Buffington, and

10 Polk County Register of Deeds Office.
11 Bennett, 95 and 235. Polk County Register of Deeds Office.
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together they raised two adopted children. After a stint in the armed forces during World War I, Walcott
joined his older brother, Chester Walcott, in a partnership with Edwin H. Clark from 1919 to 1922. Walter T.
Stockton, a former employee of the Clark and Walcott office, recalled that Russell Walcott was not heavily
involved in the firm’s work and started his own practice in 1922. Based in Chicago, Walcott specialized in
residential architecture influenced by English and French architectural models.12

Walcott enjoyed a successful private practice in the 1920s, designing large houses and estates along
Chicago’s North Shore. His designs were typically executed in the Colonial Revival, Tudor Revival, or
Normanesque styles, with pleasant proportions and fine craftsmanship but lacking excessive ornament. The
renowned designer Buckminster Fuller credited Walcott with introducing him to the influential writings of
French architect Le Corbusier. Fuller considered Walcott among “the best of residential designers in
Chicago….” Walcott appears to have been influenced by the Country House movement popular among the
nation’s leading industrial and business families during the first part of the twentieth century, although he
worked on that scale less frequently than some of his contemporaries. Situated on generous, private grounds,
country houses were usually designed as a family’s principal residence that was close to urban centers or
transportation lines and spacious enough to allow for leisurely recreation and elaborate entertaining. New
York architect Harrie T. Lindeberg (1880-1959), a leading proponent of the Country House movement in the
United States, designed several North Shore estates at the same time Walcott was establishing his practice.
Lindeberg frequently drew on a vocabulary of forms and details influenced by Medieval-, Tudor-, and
English Arts and Crafts-style houses, and he felt that the key compositional element of a building was its
roof, which served to unite the whole structure.13

In 1928 Walcott teamed with Robert J. Work, and the new firm continued to design imposing
suburban houses and country estates for Chicago’s elite families. Examples of Walcott’s work portray his
clear understanding of the popular revival styles that were dominating residential architecture at the time.
Walcott and Work also completed projects outside of Chicago, including the Normanesque Ben Alexander
House in Wausau, Wisconsin, built in 1932, and Canterbury in Fauquier County, Virginia. Completed in
1933 for Col. and Mrs. Albert E. Pierce of Chicago, Canterbury is a grand Georgian Revival-style house with
an imposing three-story central block flanked by symmetrical two-story wings and projecting pavilions.14

12 “Interview with Walter T. Stockton” (rev. ed.), interviewed by Betty J. Blum, Chicago Architects Oral History Project (The Art
Institute of Chicago, Chicago, IL, 2005), 1-5, 7. Vital records, Polk County Register of Deeds.
13 Fuller quoted in Your Private Sky: R. Buckminster Fuller: Discourse, Joachim Krausse and Claude Lichtenstein, eds. (Springer,
1999), 80. Mark Alan Hewitt, The Architect and the American Country House, 1880-1940 (New Haven, CT: Yale University
Press, 1990), 53-55, 278. Lindeberg is known to have designed two buildings in western North Carolina: the rambling, Norman-
style Grove Park Country Club clubhouse (1924) in Asheville and Ellsleigh (1927), a large Colonial Revival-style stone dwelling
in Biltmore Forest. See Clay Griffith, “Grove Park Country Club Clubhouse Local Landmark Designation Report,” Asheville, NC,
June 14, 2002.
14 Trowbridge & Beals Collection, Drawings and Document Archive, Ball State University Architecture Library, Muncie, IN. Joan
Evanich, “House of the Season: ‘The 1928 Vernon Welsh Home,’” Winnetka Historical Society website
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In addition to his architectural practice Walcott was active in finance, and together with seven other
men founded the First Federal Savings and Loan of Barrington, Illinois. Walcott served on the board of
directors of the bank, which opened in March 1934 with approximately $1,800 beginning capital. Twenty
years after its organization the bank’s assets had grown to $2.5 million. The success of his architectural
practice and other investment ventures allowed Walcott to leave Chicago in 1936, intent on retiring at the
relatively young age of forty-seven, to Tryon, North Carolina.15

Russell and Eugenia Walcott purchased a large tract of land from Dr. and Mrs. Marion C. Palmer in
March 1936. Dr. Palmer acquired the property off Howard Gap Road at the foot of Warrior Mountain and
began work on a log house. During the Depression Dr. Palmer’s patients who were unemployed and unable
to pay would work on the property in exchange for medical services. Walcott later expanded the property,
now known as Walcott Farm, and enlarged the cabin. His decision to come to Tryon was based, in part, on
being diagnosed with diabetes, and at the time a doctor in Spartanburg, South Carolina was having success
with new insulin treatments for the disease. From his home near Tryon, Walcott could take the train to
Spartanburg, receive his treatment, and return home all in the same day.16

Walcott was unable to stay away from architectural practice completely after arriving in Tryon, and
he undertook a select number of commissions. He designed Mill Farm Inn for Frances Williams, a neighbor
of sorts, who lived a few miles south on Howard Gap Road. In 1938, he designed the main house at the large
hunt country estate known as “Cotton Patch,” located on South River Road (SR 1516) east of Tryon. Walcott
served as the local architect on the Art Deco-style Tryon Theatre, which was built according to designs by
Hendersonville architect Erle Stillwell in 1938. In 1940, Walcott also designed Auberge, an upscale
European-influenced inn located on Melrose Avenue in Tryon known for its four-star restaurant. The
distinctive two-story, U-shaped stucco building sits slightly below grade with engaged portico, second-story
balconies, curving exterior stairs, and plain square posts framing the entrance. The austere exterior finish and
blocky massing suggests the introduction of modern architectural influences in Walcott’s work, possibly
dating from his collaboration with Stillwell on the Tryon Theatre design.17

Among the several residences that Walcott designed in Tryon, he appears to move away from the
strict use of revival styles into a more modern aesthetic, combining rambling one-story plans with rough-cut
wood siding and informal stone work. Designs for the Washburn House, Holt-Webster House, and Turck
House in Tryon mark a departure from Walcott’s more traditional application of revival styles. The Holt-

(http://www.winnetkahistory.org/gazette/homes/1180 westmoor.html - accessed April 3, 2008). Springs Valley Rural Historic
District National Register of Historic Places Nomination, Warrenton, VA, 2006.
15 From Arnett C. Lines, A History of Barrington, Illinois (1977), which is reprinted on the Barrington Area Library website
(http://www.barringtonarealibrary.org/LocalHistory/LinesHistory/part4.htm).
16 Polk County Register of Deeds Book 68, page 74. Bennett, 276. James Blanton and Gary Corn, personal communication.
17 Holland Brady, “Architects in the Life of Tryon,” manuscript, Holland Brady, AIA, Architect, Tryon, NC (February 17, 2004;
updated October 2007).
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Webster House on Overlook Circle, which was chosen as the House Beautiful House of the Year in 1941,
still stands and features a ten-foot high dry-stacked stone wall supporting a terrace “that extends about eighty
feet along the south side of Little Piney Mountain.”18

Beyond the small number of buildings that he designed in Tryon, Walcott quietly influenced the life
of the community in a number of other ways. He served on the Board of Trustees of St. Luke’s Hospital in
Tryon and drew the first plans for the hospital’s expansion program. He also served as an advisor to the
Tryon School Board during its building campaign of the late 1940s and early 1950s. Around 1938, Walcott
formed a partnership with architect Shannon Meriwether that lasted until 1942. Walcott may have also
influenced architect Ernst Benkert to come to Tryon. Benkert, architect of the Tryon Fine Arts Center (1967-
1969), had worked for various architects in Chicago during the 1920s and was a good friend of Walcott.
Walcott died at his farm off Howard Gap Road in 1959. His wife, Eugenia, continued to live at Walcott Farm
until her death in 1994, at the age of 104.19

Frances Williams reportedly approached Walcott about designing the Mill Farm Inn to evoke a sense
of a provincial French farmhouse. Williams lived in south France for a while before returning to the United
States and settling in Polk County. Walcott, who had also travelled in France and designed a number of
residences in the Normanesque style, was good choice as architect for the project. Although the building
lacks any specific references to the French architecture that Ms. Williams envisioned, the vernacular
Colonial Revival style effectively captures some of the spirit that she desired. Beginning in the 1930s, the
popularity of the Colonial Revival style started to wane as changing fashions and economic conditions led to
a simplification of the style, and the Mill Farm Inn’s stone construction, simple forms, and restrained details
fit within the characteristics of the style while also standing apart from the more common frame dwellings in
the area.20

As an architectural style, Colonial Revival represented a broad rebirth of interest in the early English
and Dutch houses of the Atlantic coast states. The 1876 Centennial Exhibition in Philadelphia is commonly
cited as the first awakening of interest in the nation’s colonial architectural heritage. The nationally
prominent architectural firm of McKim, Mead and White popularized colonial architectural precedents
through a widely publicized tour of New England to study original Georgian- and Federal-style buildings.
However, the firm’s work in the late nineteenth century contributed to the often eclectic nature of early
Colonial Revival-style buildings, which were rarely historically correct copies of colonial precedents. Across

18 Jeffrey A. Byrd, ed., A Sense of Heritage: A Pictorial History of the Thermal Belt Area (Tryon, NC: Tryon Chamber of
Commerce, 1991), 311-312. Tryon Daily Bulletin (July 17, 1939). See also Brady.
19 Tryon Daily Bulletin (May 7, 1959 and October 17, 1994) and Brady. Holland Brady, a Tryon native, worked for a while for
Paul Schweikher in Chicago before eventually returning to Tryon in 1951. Schweikher had worked in Russell Walcott’s office in
the 1920s. Upon returning to Tryon, Brady joined Shannon Meriwether’s office, and eventually the two became partners in 1953.
Mr. Brady continues to practice architecture in Tryon.
20 James Blanton and Gary Corn, personal communication.
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the country, Colonial Revival was the dominant style for domestic architecture in first half of the twentieth
century. A renewed emphasis on symmetry and a central portico, along with classicized embellishments
around entrances, cornices, and windows, are hallmarks of the style. Beginning in the mid-1910s the style
shifted toward more carefully studied designs with correct proportions and details influenced, in part, by new
published sources of information including the White Pine Series of Architectural Monographs (1915-1928).
These widely available publications contributed to a greater understanding of the original buildings, and
from 1915 to 1935 Colonial Revival-style houses more closely reflected the early prototypes. From the mid-
1930s through World War II changing fashions and economic conditions led to a simplification of the style
before it lost favor.21

In North Carolina the Colonial Revival style entered residential architecture at the turn of the
twentieth century with classicized adornments grafted onto Queen Anne forms. As the Colonial Revival style
became accepted in the state, it grew to represent the architecture of Anglo-Saxon heritage and encompassed
not only seventeenth- and eighteenth-century precedents but also examples from the early nineteenth
century. A “Southern Colonial” variant of the Colonial Revival style emerged with a central portico of
colossal order and one-story porches extending out to the sides as its principal feature. The symmetrical form
returned to a double-pile, central-passage plan familiar in antebellum architecture of the southern states.
Although the Southern Colonial model frequently appeared in towns and rural areas across the Piedmont and
coastal regions of North Carolina, it found less favor in the western mountain region where the associations
with idealized antebellum society and values were not as strong.22

In western North Carolina—especially outside of Asheville—the Colonial Revival style commonly
appears as classicized embellishments applied to transitional Queen Anne or vernacular house forms. In the
sparsely populated rural areas of Polk County examples of Colonial Revival-style buildings are less common
than in the resort towns of Saluda and Tryon, which contain an eclectic mix of architectural styles. Early
examples of the Colonial Revival style often continued the commodious, rambling forms of the Queen Anne
with classicized elaborations at the entrances, cornices, and windows. Variations of the style, exemplified by
the symmetrical, red brick and white trim Georgian model, did not appear in these resort communities.
Originally built as a tuberculosis sanitorium in 1906, the Pine Crest Inn in Tryon, a two-story frame building
and three detached cottages with simple Colonial Revival detail—pedimented gables, wide cornice boards,
and Tuscan porch columns—captures the informality typical of the area.23

21 Virginia McAlester and Lee McAlester, A Field Guide to American Houses (New York: Alfred A. Knopf, 1992), 321-326.
22 Catherine W. Bishir, North Carolina Architecture (Chapel Hill, NC: University of North Carolina Press, 1990), 416-423.
23 Lea and Roberts, 10-11.
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At Mill Farm Inn the symmetrical arrangement of the exterior elevations exhibits the typical
formality of the Colonial Revival style, although it is not so rigid as to disallow subtle variations between the
front and rear and the two end elevations. The stone construction, simple forms, and restrained details fit
within the general tenets of the style, while at the same time convey a relaxed, vernacular character
appropriate for a country inn. On the interior, the spacious main living room, narrow halls, chestnut floors,
plaster walls, and tasteful moldings help to express the casual elegance of Ms. Williams’ establishment.
Although the building has been altered as it has changed functions over the years, the overall form and
character of the building remain intact, with most of the changes occurring on the second story of the interior
and the addition at the northeast end for innkeeper’s quarters. The two additional structures—an eight-bay
garage and a gazebo—added to the property in the late 1980s and early 1990s also do not diminish the
historic integrity of the Mill Farm Inn.
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Section 10. Geographical Data

Verbal Boundary Description

The nominated property for the Mill Farm Inn contains the full extent of Polk County tax parcel P48-127.
The boundary is shown by a heavy line on the accompanying tax map.

Boundary Justification

The nominated property includes the residual parcel historically associated with the Mill Farm Inn. Frances
N. Williams acquired the property from J.J. and Lottie Cantrell in 1936. The 3.75-acre tract contains all of
the buildings, structures, driveways, parking areas, and landscape features associated with the inn. The
property is described in Polk County Deed Book 343, page 99.
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Photograph Index

All photographs of Mill Farm Inn at 701 Harmon Field Road in Polk County, North Carolina by Clay
Griffith of Acme Preservation Services, on April 16, 2008. Digital images kept at the Survey and Planning
Branch of the North Carolina Historic Preservation Office in Raleigh, North Carolina.

1. Oblique view from Harmon Field Road, looking north

2. Facade, looking northwest

3. Oblique view of northeast side elevation, looking southwest

4. Rear elevation, looking southeast

5. Interior – foyer, looking west

6. Interior – living room fireplace, looking east

7. Interior – 1st story bedroom (northwest corner), looking east

8. Interior – 2nd story bedroom (northwest corner), looking west

9. Garage, main elevation, looking southeast (non-contributing)

10. Gazebo, looking west (non-contributing)
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INTRODUCTION 
 
Purpose 
The Lakefront District is one of 11 
planning districts that were created 
for the purpose of updating the 
City’s Comprehensive Master Plan 
that guides land use and community 
development decisions in Highland 
Park.  For additional information 
about the City’s Comprehensive 
Master Plan, please refer to the 
“Introduction to the City of 
Highland Park Master Plan”. 
 
The Lakefront District Neighborhood 
Strategic Plan (the Plan) includes a 
Vision Statement describing 
positive qualities of the Lakefront 
District that should be preserved and 
enhanced in the future; Issues  
and Recommendations addressing 
concerns related to land use and 
community development in the 
Lakefront District; and Action Steps 
assigning responsibilities for 
implementing the recommendations 
within a specified timeframe to 
certain individuals or groups. 
 
District Boundaries 
The Lakefront District stretches 
along four miles of lakefront in 
Highland Park, from Fort Sheridan 
on the north to Lake Cook Road on 
the south.  It is bounded by Lake 
Michigan on the east and primarily 
by the Metra/Union Pacific North 
Line railroad and the Central 
Business District on the west.  It also 
encompasses Ravinia Festival Park 
west of the railroad, and the 
residential area south of Ravinia 
Park (see map).   

 
 
Neighborhood Planning Process 
The Lakefront District planning process began in 
December 1997 with a kick-off meeting attended by 
more than 80 residents.  During that meeting and 
eleven subsequent meetings, residents identified 
neighborhood strengths and concerns, and evaluated 
recommendations and actions steps to include in the 
plan.  
 
Public participation was an important element of the 
planning process, and through articles in the 
Highlander, school newsletters, and the local paper 
all Highland Park residents were encouraged to 
attend and participate in the meetings.  Prior to the 
kick-off meeting, a mailing was sent to all 
Lakefront District residents, and everyone who 
expressed interest continued to receive mailings 
throughout the process.  Before the Plan was 
finalized, a second district-wide letter urged all 
District residents to comment on the draft Plan. 
 
Members of the Plan Commission and Community 
Development Department facilitated the meetings, 
and Public Works and Police Department staff 
presented additional background information about 
specific discussion topics, as did members of the 
Lakefront Commission, Environmental 
Commission, and Ravinia Festival Community 
Relations Commission. 
 
Community Development staff drafted the Plan 
based on the meeting discussions and written 
comments from residents.  The Neighborhood 
Planning Committee (NPC), made the final 
decisions about what to include in the Plan before it 
was submitted to the Plan Commission for the 
public hearing process. The NPC consisted of 
neighborhood volunteers who attended at least half 
of the planning meetings, and who agreed to set 
aside personal interests and consider the broad 
issues and input from all residents in making 
recommendations and approving the Plan.  



 

 
LAKEFRONT DISTRICT VISION STATEMENT 
 
The Lakefront District is a peaceful and scenic residential 
neighborhood enhanced by unique natural features, caring, 
involved citizens, and a high quality built environment.  This 
section identifies in greater detail the qualities that define the 
character of the Lakefront District, and which should be 
preserved and enhanced in the future. 
 
The Built Environment 
Historic landmarks and landscapes, and winding streets that 
conform to the topography of the ravines significantly 
contribute to the character of the neighborhood.  Four National 
Register Historic Districts and one Local Historic District 
have been designated in the eastside of Highland Park.  Within 
these districts and scattered throughout the Lakefront District 
are numerous local and national landmarks.  These include 
Yerkes Fountain/Horse Trough at Forest Avenue, donated in 
1896 for the dedication of Sheridan Road; the Ward Willits 
House at 1445 Sheridan Road, designed by Frank Lloyd 
Wright in 1902; an impressive log house built in 1893 at 1623 
Sylvester Place; the Senior Center on Laurel Avenue; Ravinia 
Festival Grounds; Braeside and Ravinia Schools; Rosewood 
Park; and many other unique landmarks and homes.   
 
Although no distinct architectural style or house size 
dominates the Lakefront District, residents feel that high 
quality architecture and “understated elegance” are its 
unifying elements.  Pride of ownership manifests itself in 
excellent property maintenance and frequent home 
improvements throughout the neighborhood, and the relative 
absence of new subdivisions with uniformly designed homes 
is also notable.  In addition to the architecture of the houses, 
lot size and the proportion of house size to lot size are also 
important determinants of the character of each block. 
 

“The rustic setting of 
East Highland Park is 

its most charming 
asset.  The ravines, tall 

trees and winding 
streets create a feeling 

of openness and 
comfort.  The variable 

appearances of the 
homes, the “non-

development” look, is 
visually appealing  

and adds to the 
distinctiveness  
of the area.” 

 
–Lakefront District Resident 



Proposed Plan - April 1999 
NEIGHBORHOOD STRATEGIC PLAN 

 
Natural Features 
The ravines, lake bluffs, beaches and abundance of mature 
trees create a natural setting unique to the Lakefront District.  
Natural landscaping, wildlife, and a lack of fences contribute 
to the sylvan quality of the neighborhood, and a sense of being 
in harmony with nature pervade the neighborhood.  Residents 
wish to preserve and enhance the important relationship 
between the natural and built environment. 
 
Public Amenities 
Public amenities are abundant in and around the Lakefront 
District.  These include numerous recreation areas, some of 
which have limited beach access.  Moraine Park, Central Park, 
and Rosewood Park are just a few of the public parks in the 
neighborhood, and a boat ramp and sailboat storage is 
available at the end of Park Avenue.  The privately owned 
Ravinia Festival Park provides another significant recreational 
opportunity to residents of the Lakefront, and throughout the 
Chicago region.   
 
Other amenities located in the Lakefront District include the 
Senior Center, religious institutions and neighborhood 
schools.  Also, the Central Business District, Ravinia Business 
District, the Highland Park Library and other facilities and 
cultural opportunities are within minutes of the neighborhood. 
 
Transportation 
The Lakefront District provides a pleasant environment for 
walking, biking and driving.  The curving roads were platted 
in a manner that respects the area’s natural beauty and 
topography, and most of the roads in the Lakefront District 
remain relatively congestion-free.  Sidewalks exist in many 
areas throughout the neighborhood, and the Green Bay Trail, 
although primarily used for recreation, also provides a 
transportation alternative for pedestrians and bikers.  
 
In addition, Lakefront District residents have a range of public 
transportation options available to them.  Train stations in 
downtown Highland Park, Ravinia Business District, and 
Braeside Neighborhood Commercial District are easily 
accessible, and the downtown train station is served by all of 
Pace bus routes for Highland Park.  The Senior Connector bus 
offers another transportation alternative for the City’s senior 
citizens. 

“Not many localities in 
the country enjoy the 

vast ocean-like 
panorama of Lake 
Michigan at one’s 
doorstep, or the 

wooded and flowering 
beauty of ravines off 

one’s back yard.  
Because of this unique 

beauty, ravine and 
lakefront properties 

are desirable locations 
for homes.  Some 

ravines contain rare 
and endangered plant 

species and may be 
justly considered 

ecological treasures.” 
 
--Living in a Ravine & 
Lakefront Community.  City of 
Highland Park Lakefront Task 
Force and the Department of 
Community Development, 
1994. 
 



 

 
 

ISSUES AND RECOMMENDATIONS 
 
Lakefront District issues and recommendations are presented  
in six primary categories: 
 

New  
Development 
 

Natural  
Environment 
 

Transportation  
and Infrastructure 
 

Community  
Empowerment 
 

Recreational Areas  
and Opportunities 
 

Braeside Neighborhood 
Commercial District 
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New Development  
 
Size and Appearance of New Homes 
The most common issue raised during the Lakefront District 
planning process was the size and appearance of new homes 
and building additions.  “Teardowns” - tearing down one or 
more older homes to be replaced with a new, larger house - 
was consistently cited as a problem.  Although some 
Lakefront District residents felt this to be an acceptable or 
even desirable side effect of market forces, most residents 
want development regulations to do more to ensure that new 
development is consistent with the existing neighborhood 
character.   
 
Residents were concerned about some new and remodeled 
homes that they identified as “problem sites” because of: 

 Excessive floor area ratio (FAR), or the ratio of the 
floor area of a home to lot size; 

 New homes on ravine lots that appear too large in 
relation to the lot; 

 The height of new homes exceeding older homes; 
 Lack of design compatibility between new homes and 

existing, sometimes historic homes; 
 Uniform house design in new subdivisions; and  
 Prominent garages on new houses. 

 
With the adoption of a new Zoning Ordinance in 1997, many 
provisions were tightened, including FAR, sideyard setbacks, 
garage door width and height limits.  The effects of these 
changes may not yet be fully evident.  Therefore, the 
controversial size or appearance of some “problem sites” is the 
result of old zoning regulations (or zoning ordinance 
variations) rather than inadequate current regulations.  
However, the neighborhood planning process identified some 
specific zoning ordinance amendments that are warranted, 
especially for FAR, uniform house design, and prominent 
garages. 
 
In 1997, the FAR for the R5 zoning district was reduced by 
4% and for the R4 district by 6%.  Residents feel, however, 
that the recent reductions in FAR do not go far enough in 
limiting the size of new homes, and support a further reduction 
in FAR using the zoning regulations for Lake Forest as a 
model.  Residents also favor reducing the maximum FAR for 
homes on ravine lots.  Lake Forest, for example, allows only 

“Our area is subject 
to “teardowns” and 

the subsequent 
construction of large 

homes that cover 
more of the lot than 
the former houses 

did.” 
 

“The heterogeneity of 
the housing stock 

needs to be 
preserved.  The 

current trend for 
“knockdowns” has 

resulted in structures 
which are garish and 
usually inappropriate 

for the lot size and 
other homes in the 

vicinity.” 
 

“The building of 
over-sized houses 
which infringe on 
green space and 

involve loss of trees, 
give the view of 

ostentation and over-
privilege.” 

 
--Comments from Lakefront 
District Residents 

 
New 

Development 
Graphic 



 

 
GRAPHICS: 

Map of Lakefront Single-family Residential Zoning Districts 
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50% of “non-tableland” to be included in measuring overall lot size, 
reducing the maximum house size for that lot. 
 
With the exception of Local Historic Landmarks, the City does not 
require design review for residential development.  In 1998, the City 
passed a Demolition Delay Ordinance giving the Historic 
Preservation Commission the power to delay demolition of an 
architecturally or historically significant home for up to three 
months, in order to find an alternative solution to demolition.   
 
Although the design of a new home can be controversial, especially 
when it replaces or neighbors a historic home, residents are divided 
about whether to recommend design review for new homes 
including replacements for “teardowns”.  However, there is strong 
support for specific regulations that would address the issues of 
uniform house design and prominent garages but without the level 
of subjectivity associated with a full-scale design review. 
 
Requiring that more subdivisions be reviewed as Planned Unit 
Developments is another mechanism the City has for regulating the 
size and appearance of new homes.  The City should also continue 
to evaluate the height regulations and amend them as needed to 
protect the existing character of the neighborhood.   
 
Recommendations 

 Reduce FAR for the lakefront neighborhood zoning districts 
using Lake Forest’s regulations for maximum house size as a 
model. 

 Amend the Zoning Ordinance to allow only 50% of non-
tableland of a lot to be included in measuring overall lot size. 

 Revise dimensional controls for lakefront neighborhood 
zoning districts to ensure that new homes and building 
additions, including those on ravine lots, are more consistent 
with the scale of existing homes, and are appropriately sized 
to preserve and enhance the character of the neighborhood. 

 Continue to evaluate the height regulations and amend as 
needed to protect the existing character of the neighborhood 

 Decrease lot size or number of lots that triggers PUD process.  
 Adopt guidelines, such as those used in Tinley Park, Illinois, 

to discourage uniform design in new subdivisions. 
 Create incentives to reduce garage width facing the street, 

such as allowing modest FAR or impervious surface bonuses 
for facing garage away from street and at back of property. 

 See additional recommendations under Code Enforcement. 
 Encourage residents to attend Plan Commission and City 

Council meetings to give public input regarding new 
development proposals and zoning amendments. 

“No two single-family 
dwellings of identical 

front elevation, or 
façade, shall be 
constructed or 

located on adjacent 
lots, nor shall there 
be constructed or 
located more than 

twenty-five (25) 
percent of single-

family dwellings of 
the same elevation or 
façade in any block.  

A change of front 
elevation or façade 
shall be deemed to 

exist when there is a 
substantial difference 
in roof line, type and 
location of windows, 

and/or kind and 
arrangement of 

materials.” 
 
--Tinley Park, IL  Zoning 
Ordinance. 



 

 
Lot Density 
The Lakefront District is zoned for low to moderate density 
single-family residential uses, with the exception of limited 
areas adjacent to Ravinia Business District that are zoned for 
medium to high density residential uses, and Braeside 
Neighborhood Commercial District. 
 
Lot sizes along the lake are consistently larger than the 
minimum required for the next lower zoning district.  These 
lots should be rezoned from R4 to R3 to preserve the existing 
density and character of the area.  Because new development 
impacts steep slope areas, this will also help protect lake bluffs 
and ravines that are heavily concentrated on those lots. 
 
In other areas of the Lakefront District current zoning 
designations are generally consistent with the existing lot 
density.  Furthermore, provisions of the Zoning Ordinance 
prevent subdivision of lots in many instances when the 
resulting lots would meet the minimum lot size for the zoning 
district.  An ordinance adopted in 1997 defines an “established 
lot width”, which may be greater than the minimum lot width 
for the zoning district.  When 60% or more of the homes on a 
block have a lot width greater than the minimum required, the 
new lot must meet the average.  This regulation limits the 
ability to subdivide property that would result in lots that are 
narrower than the majority of the existing lots on the block 
even if the new lot would meet the minimum lot width and lot 
area for the zoning district.  
 
Many parcels in the Lakefront District that are large enough to 
be subdivided have a high proportion of steep slope areas. 
This further limits the potential for new subdivisions in the 
neighborhood, because new construction is prohibited on the 
slopes of the ravines and lake bluffs.  Strict regulations on 
lots-in-depth (see figure) also prevent subdivision of lots that 
would otherwise meet lot size standards.   
 
Recommendations 

 Rezone from R4 to R3 those areas along the lake where lots 
are consistently 40,000 square feet or greater.  

 Continue to eliminate the approval of lots-in-depth, especially 
where there is potential for additional lots-in-depth that would 
ultimately change the existing character of the block. 

 Also see recommendation concerning PUD trigger under Size 
and Appearance of New Homes. 

“[M]any of the large 
lakefront properties 
have been further 

subdivided and built 
upon.  Often this 
activity has been 

carried on exclusively 
to maximize profits, 
with little thought 

given to architectural 
or ecological 

sensitivities.  Perhaps 
with greater interest 
in Highland Park’s 

fine architectural and 
landscape heritage, 

and with further 
public involvement in 
preservation issues, 

this disturbing trend 
can be reversed.” 

 
--Highland Park: American 
Suburb At Its Best.  An 
Architectural and Historical 
Survey edited by Philip 
Berger, 1982. 

 
GRAPHIC: Sketch of a lot 

in depth. 
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GRAPHIC:Map of Subdividable Lots in Lakefront District. 



 

 
 
 

Impervious Surfaces 
There is strong support from Lakefront District residents as 
well as members of the Environmental Commission and 
Lakefront Commission for adoption of maximum impervious 
surface ratios for new development.  Limiting impervious 
surfaces is particularly important in the Lakefront District 
because any increase in the volume or velocity of storm water 
increases erosion of the ravines and lake bluffs.  
 
Recommendations 

 Adopt impervious surface ratios for all zoning districts in the 
City, or failing that, an overlay zone establishing impervious 
surface ratios for those districts in the Lake Michigan 
watershed. 
 
 

“Any construction of 
impervious surface - 

buildings, patios, 
driveways - covers the 
natural surface of soil 
which could otherwise 
absorb large quantities 

of water.” 
 
--Living in a Ravine & 
Lakefront Community.  City of 
Highland Park Lakefront Task 
Force and Department of 
Community Development, 
1994. 
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Enforcement of City Codes and Ordinances 
Initially during the planning process, residents felt that many 
of the zoning regulations for new development in the 
Lakefront District needed to be tightened.  However, many of 
those homes that residents identified as “problem sites” had 
been granted zoning variances, and therefore do not meet the 
standard regulations for development in the neighborhood.   
 
Residents expressed concern that the frequency with which 
exceptions to the Zoning Ordinance are granted undermines 
the efficacy of the zoning standards and threatens the character 
of the neighborhood.  They urged the Zoning Board of 
Appeals to reduce the number of zoning variations granted, 
especially in cases that would allow larger homes or smaller 
setbacks on ravine lots. 
 
Recommendations 

 Reduce the number of zoning variances granted, especially for 
development on ravine lots that would allow larger homes or 
smaller setbacks than would otherwise be permitted.   

 Amend the standards for granting a variance by redefining 
“hardship” and/or reducing the variance granting powers of 
the Zoning Board of Appeals. 

 Provide stricter overall enforcement of the City’s zoning 
regulations. 

 Encourage residents to attend Zoning Board of Appeals 
hearings to comment on whether requested zoning variations 
in their neighborhood should be granted or not. 

“There is too much 
abuse of the variance 
process.  The charm 
and character of the 

neighborhood is being 
negatively impacted.” 

 
--Lakefront District Resident 



 

 
Natural Environment  
 
Ravines and Lakefront 
The ravines and lake bluffs play a unique and significant role 
in defining the character of the Lakefront District but are 
threatened by debris jams, stormwater run-off, new 
development and other activity that increases soil erosion in 
the area.   
 
Although ravines and lake bluffs were created by the effects of 
erosion, urbanization has increased the volume and velocity of 
water flowing through the ravines eroding the soil at an 
alarming rate.  According to the Lakefront Commission, 
erosion has claimed 50 to 100 feet of land from the lake bluff, 
and the ravines are deepening at a rate of approximately three 
to four feet every 60 years. 
 
The City has become increasingly proactive in publicizing and 
addressing erosion of the ravines and lake bluffs.  In 1994, the 
Lakefront Task Force prepared an educational brochure 
explaining the geology of the ravines and lake bluffs and the 
effects of erosion and other damage.  The brochure provides 
tips for protecting the ravines and lake bluffs including best 
water management, good vegetation, and proper setbacks from 
the steep slope areas.  Also, the Lakefront Commission and 
Public Works staff have mapped the ravines in a project to 
create a base line of ravine data. 
 
The City is currently formulating a funding mechanism for a 
ravine remediation program.  The program is expected to 
provide approximately $200,000 per year for clearing debris 
jams and other maintenance activities to reduce the amount 
and velocity of water traveling through the ravines.  These 
measures are expected to resolve a significant number of 
minor problems in the ravines, but additional funding is 
needed to address the major issues such as stormwater 
drainage improvements.   
 
The City’s Steep Slope Ordinance tries to protect steep slope 
areas by regulating grading, demolition, construction, 
landscaping, tree removal, steep slope maintenance, drainage 
and other activity within ten feet of the ravines and lake bluffs.   

“Ravine and lakefront 
properties are fragile 
lands which require 

special care if they are 
to be preserved for 
current and future 

residents.” 
“Water erosion is the 

most threatening force 
impacting ravine and 

lakefront property.  It is 
a natural force which 

can be slowed, but 
cannot be stopped 

entirely.” 
“The damage is 

accelerated when 
additional erosion is 

caused by human 
activity; this type of 

erosion-causing activity 
can and should be 

controlled.” 
 
--Living in a Ravine & Lakefront 
Community.  City of Highland 
Park Lakefront Task Force and 
the Department of Community 
Development, 1994. 

 
Environment 

Graphic 
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GRAPHIC: Map of Ravines. 



 

The Lakefront Commission has also been working with other 
municipalities and the U.S. Army Corps of Engineers to 
establish a shoreline protection program.  This project will 
help protect the lake bluffs by dissipating wave energy before 
it reaches the bluff. 
 
Recommendations 

 Increase funding for capital improvements to address ravine 
erosion and maintenance. 

 Increase public education and information about available 
resources concerning lakefront and ravine issues, and 
encourage voluntary maintenance and protection of the steep 
slope areas. 

 Enforce the provisions of the steep slope ordinance and amend 
the ordinance as needed to protect the ravines and lake bluffs. 

 Continue to lead the North Shore community effort to secure 
Federal funding for completion of the U.S. Army Corps of 
Engineers’ Shoreline Protection Study Report and to bring 
about the establishment of a regional shoreline protection 
program. 

 Encourage residents to attend Lakefront Commission meetings 
to raise concerns and learn about ravine and lakefront issues. 

 See additional recommendations under Impervious Surfaces 
and Drainage Improvements. 
 
 
 
Noise and Air Pollution 
Clean air and the peaceful ambiance of the Lakefront District 
are important to neighborhood residents but are increasingly 
threatened by air and noise pollution.  Air pollution is a 
regional problem and automobile transportation is one its 
leading sources.  Noise pollution is a more localized issue and 
the use of leaf blowers for residential landscaping is one of the 
leading culprits.  The City is currently seeking ways to reduce 
noise from leaf blowers. 
 
Recommendations 

 Continue to provide and/or promote alternatives to single 
occupancy car travel including public transportation, biking, 
and walking. 

 Increase public education regarding methods to reduce air 
and noise pollution. 

 Strengthen the City’s ordinances to reduce noise from leaf 
blowers. 
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Deer 
Lakefront District residents are eager to restore a balance 
between the deer population and the natural vegetation in the 
area.  Relocation efforts have fallen short of expectations and 
the City has not received approval from the State for 
additional relocation projects.  In 1997 the Highland Park 
Deer Task Force created a “Living with Suburban Deer” 
brochure that provides information about the deer population, 
and techniques to protect landscaping from deer such as 
repellents, auditory deterrents and scare devices, tree wraps, 
fencing and netting.  It also offers extensive lists of plants that 
are preferred and not preferred by deer.  However, many 
North Shore communities are faced with an over abundance of 
deer, and the issue cannot be overcome with individual efforts 
alone.  A long-term regional solution is needed. 
 
Recommendations 

 Coordinate with other municipalities to adopt a regional 
approach to controlling the deer population. 

 Implement all necessary measures to reduce the deer 
population in Highland Park the Lakefront District, and 
actively manage it at a sustainable level. 
 
 
 
Trees 
Mature trees are plentiful in the Lakefront District and greatly 
enhance the natural character of the neighborhood.  Tree 
preservation and maintenance will continue to be an on-going 
concern of residents in the Lakefront District. 
 
Recommendations 

 Increase public education regarding mature tree maintenance 
on public and private property. 

 Increase enforcement of the City’s Tree Preservation 
Ordinance. 

“We know that from 
a cultural-carrying 
capacity, there are 
too many deer in 
certain areas of 

Highland Park.  The 
clamor over damage 

to residential 
landscape and 

gardens is not the 
result of a few nibbles 

here and there.” 
 
--Deer Management Program 
Recommendations for the City 
of Highland Park, Highland 
Park Deer Task Force, 
November 1997. 



 

 
Infrastructure and Transportation  
 
Sidewalks and Bikepaths  
The Lakefront District provides a pleasant environment for 
walking and biking which will be enhanced by providing 
additional sidewalks in the district and by minimizing 
conflicts between bikers, pedestrians and motorists.   
 
Sidewalks and bikepaths are important for both transportation 
and recreation uses in the Lakefront District.  The following 
recommendations for the neighborhood were included in 1995 
as part of the City of Highland Park Greenways Plan: 
 

Sheridan Road  “Several blocks of Sheridan Road 
have no sidewalks which forces pedestrians into the 
street.  This is hazardous due to the narrow width of 
the street and the curves and hills that create sight 
problems for drivers.  This problem is most acute 
between Dean Avenue and Roger Williams Avenue 
where people often walk in the street to reach 
Rosewood Beach.  Problems also occur near Ravinia 
Festival.  Nearly 20% of the 1993 survey respondents 
identified Sheridan Road as the one street in the 
community where new sidewalks are most needed.  
Therefore, the Greenways Plan recommends that a 
sidewalk be built on at least one side of Sheridan Road 
to fill in the gaps that exist.” 
 
Beech Street Trail  “The City owns a strip of public 
right-of-way east of Sheridan Road at the end of Beech 
Street that was originally intended to continue Beech 
Street to Ravine Drive.  The Greenways Plan 
recommends the construction of an off-street path 
within this right-of-way to provide access to Lake 
Michigan and Millard Park.  Due to the topography of 
this area, it may not be possible to allow bicycles on 
this path but it is ideal for a pedestrian path that would 
allow access to the lakefront from the Green Bay Trail 
along Beech Street.  Given the existing trees and 
vegetation on this land and the proximity of adjacent 
residences, this proposed path must be carefully 
designed to protect the vegetation and privacy of this 
neighborhood.” 
 
 

 
Infrastructure 

and 
Transportation 

Graphic 

“[R]elying solely on cars 
for transportation creates 

pollution, congestion, 
accidents, parking 

shortages, and 
deterioration in the 

community’s quality of 
life.  The Greenways Plan 

can help to ease these 
problems by connecting 

open spaces, 
neighborhoods and 

business areas with trails, 
sidewalks, and bicycle 
routes.  These facilities 
will make it easier to 

walk or ride around town 
and offer safe and scenic 

places for recreation 
close to home.” 

 
--City of Highland Park Greenways 
Plan, 1995 
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Green Bay Trail Greenway  “This is the most heavily 
used greenway in Highland Park.   It includes three 
recommended routes: two segments of the Green Bay 
Trail and Green Bay Road.  This Plan recommends 
that the Trail be maintained to make it consistently 10 
feet wide and to remove hazards such as encroaching 
fences, bushes and tree limbs.  Lake County recently 
received funds to build two new sections of the Green 
Bay Trail….  One segment includes a new bridge over 
Vine Avenue to connect the existing trail to Bloom 
Avenue.  The second segment is in Highwood and will 
connect to the Lake Forest Bike Path at Old Elm Road.  
These improvements will significantly improve the 
Trail’s usefulness and safety.” 
 
On-Street Bicycle Routes  “[T]he Greenways Plan 
designates many streets as Bicycles Routes” to 
improve access to all parks, schools, neighborhoods, 
and shopping areas in the community.  It is impossible 
to connect all parts of Highland Park with off-street 
trails because there is simply not enough vacant land in 
the proper locations.  Therefore, it is necessary for 
bicyclists to use the streets for access.  These bike 
routes were chosen based on the 1993 survey findings 
and the knowledge of the Greenways Committee 
members.  Few improvements are needed to most of 
these routes besides properly identifying them with 
Bicycle Route signs.” 

 
Recommendations 

 Expedite implementation of the Greenways Plan 
recommendations for improvements in the Lakefront District. 

 Prioritize funding for a sidewalk along at least one side of 
Sheridan Road to improve pedestrian access and safety to 
Rosewood Beach and Ravinia Festival Park. 

 Maintain the Green Bay Trail to ensure its usefulness and 
safety. 

 Study the possibility of creating a designated pathway in the 
right-of-way extension of Edgecliff Drive for lakefront access. 

 See additional recommendations concerning pedestrians and 
bicyclists under Traffic Safety and Enforcement and Ravinia 
Festival Park. 

“Lack of continuous 
sidewalks poses risks 
to children and limits 

access to other sections 
of neighborhood for 
those who want to 

walk versus ride a bike 
or drive.” 

 
“There is a great need 

for sidewalks on 
Sheridan Road from 

Cedar to Ravinia 
Festival.  This makes 
pedestrian travel to 

Rosewood Beach and 
Ravinia Festival 

dangerous.” 
 
– Comments from Lakefront 
District Residents 

GRAPHIC: Portion of 
Sheridan Road where 

sidewalks are needed and/or 
of the Beech Street 

extension. 



 

 
Sheridan Road 
Sheridan Road is one of the oldest streets in the City and its 
winding, narrow contours have helped define the character of 
the Lakefront District.  A significant amount of traffic travels 
along Sheridan Road, and residents feel that the road is being 
neglected by the Illinois Department of Transportation (IDOT) 
which owns and maintains it.  There is strong support for 
improving maintenance of Sheridan Road, but in a manner 
that will not change its essential character. 
 
Recommendations 

 Reconstruct and maintain Sheridan Road at its current 
dimensions in a way that will not harm its unique character. 
 
Traffic Safety and Enforcement  
Many roads are shared by cars and bikes, and in areas where 
sidewalks don’t exist, by joggers, pedestrians, and roller 
bladers as well.  Potentially dangerous conflicts arise when 
rules of the road aren’t consistently followed.  However, many 
people are unaware that the same laws apply to both drivers 
and bikers, or that bikers are required to ride single file 
adjacent to the edge of the road to keep from blocking traffic.  
Also, pedestrians, joggers and roller bladers are required to 
use sidewalks or other viable alternatives to the street 
whenever they are provided.  The Police Department has 
initiated an educational campaign, which focuses on bike 
clubs and kids, to raise awareness about road rules and safety 
precautions. 
 
Recommendations 

 Continue education efforts and increase enforcement activities 
by the Police Department to improve compliance with rules of 
the road and to increase biker and pedestrian safety. 

 Encourage residents to attend Traffic Commission meetings to 
raise concerns regarding traffic safety in the neighborhood.   

 See additional recommendations under Sidewalks and 
Bikepaths. 
 
Drainage Improvements 
Stormwater management is important in all areas of the City, 
but drainage problems in the Lakefront District can create 
additional problems by eroding the ravines and lake bluffs that 
are so integral to the character of the neighborhood.  
Protecting the unique topography of the Lakefront District will  
 

“It was the intention of 
the Highland Park 

Building Company to 
build a gracious 

community of summer 
homes for nearby 
Chicagoans.  They 

hired landscape 
architects Horace W.S. 
Cleveland and William 

French to plat the 
streets (1872), and by 

so doing initiated a 
tradition of landscape 

stewardship….  
Cleveland and French 

took care to 
incorporate into their 
plans the beauty of the 

area’s natural 
attributes.” 

 
--Highland Park, IL. Historic 
Landscape Survey Final Report, 
Highland Park Historic 
Preservation Commission, July 
1998. 
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require additional financing for capital improvements such as 
storm sewers that protect the ravines. 
 
Recommendations 

 Provide funding in the capital budget for the repair and 
replacement of sanitary and storm sewer facilities in the 
ravines and other areas in a systematic manner. 

 See additional recommendations under Impervious Surfaces 
and Ravines and Lakefront. 
 
Electric Utilities 
Lakefront residents are concerned about the frequency of 
power outages and about tree trimming practices adjacent to 
power lines.  Tree trimming concerns include neglected 
trimming, which results in downed power lines from fallen 
branches, and damage to trees from excessive trimming.  City 
representatives have met with Com Ed to address these issues, 
and as a result, the City expects that there will be faster 
response to downed power lines, and improved tree-trimming 
practices. 
 
In order to reduce the number of power outages from fallen 
tree limbs, and also for aesthetic reasons, there is strong 
support from neighborhood residents to bury existing power 
lines. Utility lines for new subdivisions are placed 
underground, but ComEd has no plans to bury existing power 
lines and the cost would prohibit the City or neighborhood 
residents from funding the project alone.  The cost of burying 
utility lines is very high, and therefore would require a long-
term financing plan and the involvement of the City and 
residents. 
 
Recommendations 

 The City should develop an action plan to provide high quality 
electric service and reduce power outages. 

 The City should ensure that tree trimming practices are 
appropriate to reduce power outages and to preserve the 
health and aesthetics of trees. 

 The City should work with Lakefront District residents to 
formulate a long-term financing program for burying electric 
utility lines in portions of the Lakefront District where 
residents are willing to share in the cost of such a project. 



 

 
Community Empowerment 
 
Lakefront District residents feel that public input should be a 
higher priority in community decision-making, and that 
information about public hearings for proposed development 
should be increased.  In 1997 the City approved the following 
Goals and Objectives related to this issue: 
Goals 
 “To ensure that information flows to all segments of the community, 

including the opportunity for citizen feedback.” 
 “To use the neighborhood strategic planning process as a forum to 

encourage active citizen participation early in the process of making 
planning policies and decisions.” 

 “To expand a community spirit which is characterized by civility and 
courtesy, common concerns and interests, trust and cooperation, and 
community-wide participation in civic and cultural programs.” 

 “To improve communications and better inform the residents of 
pending actions.” 

Objectives 
 “Expand the use of modern technology to better inform residents of 

issues, meetings, decisions, and events including greater use of 
community-access cable-tv, e-mail, the Internet, and interactive Home 
Pages.” 

 “Work with committees of residents and business owners to complete 
all of the neighborhood and district strategic plans by the end of 
1999.” 

 “Continue utilizing commissions and task forces composed of residents 
to conduct hearings and meetings to advise the City Council and staff 
on matters of interest to the community.” 

 “Provide the resources needed to achieve [the 1997] Goals and 
Objectives and the Actions recommended in the neighborhood 
strategic plans.” 

 
Recommendations 

 Assign high priority to the 1997 Master Plan Goals and 
Objectives related to community input, implementing the 
neighborhood strategic plans, and distributing more detailed 
information to residents in advance of public hearings. 

 Refer to relevant sections of the neighborhood plan when 
preparing staff reports for the Plan Commission, Zoning 
Board of Appeals, and City Council concerning development 
in the Lakefront District to determine whether a development 
proposal is consistent with the community’s master plan. 

 Encourage Lakefront District residents to attend meetings of 
the City Council, Zoning Board of Appeals, Plan Commission, 
Lakefront Commission, Environmental Commission, Ravinia 
Festival Commission, and Historic Preservation Commission 
to learn about the issues before the City and provide input 
regarding decisions that will affect their neighborhood. 

 
Community 
Empowerment 

Graphic 
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Recreational Areas and Opportunities  
 
Ravinia Festival Park 
Ravinia Festival Park is a well-established cultural asset 
enjoyed by residents in the Lakefront District and throughout 
the Chicago region.  Its proximity to residential homes 
requires that the Park be sensitive to the adjoining 
neighborhood.  For that purpose, the Ravinia Festival 
Community Relations Commission meets four times a year 
between March and October to address residents concerns.   
 
Recommendations 

 Ravinia Festival Community Relations Commission should 
continue to be sensitive and proactive in addressing neighbors 
concerns regarding programming effects, access to grounds, 
traffic, parking, litter, crowds, or other issues that may affect 
the neighborhood. 

 Ravinia Festival Park is encouraged to work with the 
Environmental Commission to investigate environmentally-
friendly pest control measures for the grounds. 

 Enforce the prohibition of the sale of parking spaces in private 
driveways and yards in residential neighborhoods 
surrounding Ravinia Festival Park. 

 Improve safety of bike path adjacent to Ravinia Festival. 
 Allow pedestrian access to Ravinia Park through east gate. 
 See Sidewalks and Bikepaths for additional recommendation. 
 Encourage residents to attend meetings of the Ravinia Festival 

Community Relations Commission to raise concerns 
regarding the Park.  
 
Lakefront Recreation 
The Lakefront District is well served by passive recreation 
areas.  Four large parks are situated along the lakefront, 
although beach access is generally limited.  A boat ramp and 
sailboat storage is also available at the end of Park Avenue. 
 
Recommendations 

 Projects to provide additional recreational opportunities or 
access along the lakefront should be sensitive to the 
surrounding residential areas. 

 Improve bike and pedestrian access to recreation areas. 
 See Sidewalks and Bikepaths for additional recommendation. 

 
Recreation 

Graphic 

“Ravinia  
has become an 

international center 
for the performing 

arts that enhances its 
reputation with each 

season.” 
 
--Ravinia Strategic Plan: A 
Vision for the Business District 
and its Neighborhoods, City of 
Highland Park, 1994 



 

 
Braeside Neighborhood Commercial District 
 
The Braeside Neighborhood Commercial District is located 
along the southern edge of the City of Highland Park adjacent 
to the Braeside train stop of the Chicago and Northwestern 
Railroad.  The commercial district is zoned B1 for 
neighborhood commercial uses and occupies a portion of the 
irregularly shaped block bounded by St. Johns Avenue 
Lincolnwood Road, Braeside Road, and Pierce Road.  The 
remainder of the block, along Pierce Road, is zoned R6 for 
medium density single family houses.  Property adjacent to the 
Braeside train stop on the West of the tracks is developed with 
townhouses in compliance with the RM1 zoning for medium 
to high density multiple family development.  (See map.) 
 
The current zoning allows neighborhood commercial uses 
with residential units above the first floor, and multi-family 
residential uses adjacent to the train stop on the West.  It also 
provides for a transition zone of medium density single-family 
between the commercial district and the surrounding moderate 
density single family homes.  The zoning reflects the current 
uses and is appropriate for the area.  
 
The only significant change that has been made in the 
Braeside Neighborhood Commercial District since the 1976 
Comprehensive Master Plan is the establishment of Founder’s 
Park directly east of the Braeside train stop.  The Park was 
dedicated in 1997 on the site of a former gas station.  Its 
design, which symbolizes the “many layers of history 
concentrated at this unique location”, was the result of a 
competition sponsored by the City. 
 
Any new development or redevelopment in the Braeside 
Neighborhood Commercial District should be sensitive to the 
surrounding residential areas.  Improvements should enhance 
the character of the area as a pedestrian-friendly district that 
serves limited commercial needs of the neighborhood.  
 

Braeside 
Neighborhood 
Commercial 

District 
Graphic 

GRAPHIC: Braeside 
Neighborhood 

Commercial District 
with zoning 

“To protect and 
strengthen all 

commercial areas in 
the community, 

including all 
neighborhood 

business districts, to 
meet the needs of 

residents and 
effectively capture 
Highland Park’s 

share of the region’s 
retail sales.” 

 
-- City of Highland Park 
Master Plan Goal, Adopted in 
1997. 
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The neighborhood commercial district should be safer and 
more inviting to pedestrians, and a distinct path undisturbed 
by cars should link the Green Bay Trail north and south of the 
train station.  Adequate car and bike parking should serve the 
neighborhood commercial uses and the train station. 
Currently, the street between the commercial uses and the 
Braeside train stop is wide and undefined with scattered 
parking that visually dominates the street. 
 
Recommendations 

 Encourage a mix of residential and commercial uses that are 
appropriate for the neighborhood. 

 Create a “gateway” into the community using paving 
materials and landscape materials. 

 Work with a committee of property owners, business owners, 
and design professionals to establish appropriate urban 
design standards for the neighborhood commercial district. 

 Improve sidewalks, create bump-outs and add street pavers to 
enhance pedestrian access connecting train platforms and the 
commercial area to the surrounding residential neighborhood. 

 Link the Green Bay Trail north and south of the train station, 
by creating a distinct path undisturbed by cars adjacent to the 
train station parking lot and along St. Johns Avenue. 

 Improve the configuration of the parking lot and street 
parking to provide adequate parking capacity and reduce 
conflicts between cars, bikes and pedestrians. 

 Screen parking lots with landscaping. 
 Provide a sufficient number of bike racks and park benches to 

serve the neighborhood commercial uses and train station. 
 Require that new development provide sufficient open space 

and/or other public amenities as well as adequate screening 
for adjacent residential homes with a landscaped buffer. 

 Require new development to provide underground parking 
whenever possible to reduce the visual impact of parking lots 
along the street. 

 Prohibit curb cuts to commercial uses from the residential 
streets. 

“Improve the image 
of all business 

districts by creating 
an attractive and 

unified appearance, 
relating new 

construction to the 
architectural 

character of existing 
buildings.  Establish 

urban design 
standards for 

business districts 
that provide for 
additional yet 

sensitive treatment 
of signage and 

expanded parking.” 
 
--City of Highland Park 
Master Plan  Objective, 
Adopted in 1997. 



 

 
Lakefront District Action Plan 
 



Proposed Goals and Objectives for City Council Approval – May 27, 1997 

 
 

URBAN DESIGN AND PRESERVATION 
 GOALS OBJECTIVES POLICIES/ACTIONS 

1. To maintain the natural ambiance, human scale, 
and pedestrian accessibility found in 
neighborhoods and business districts and to 
preserve and improve the community’s character, 
public image, property values and the public health, 
safety, and welfare 

a. Work with a committee of property 
owners, business owners, and design 
professionals to establish appropriate urban 
design standards and guidelines for all 
business districts. 

Establish programs with the Park Districts 
and School Districts to educate residents 
about Highland Park’s significant natural 
resources, landmarks and the characteristic of 
pedestrian-friendly neighborhoods. 

2. Maintain Highland Park’s character and identity 
by using established guidelines and procedures to 
protect properties that are of historic, architectural, 
and/or cultural value to the community, including 
structures and natural or man-made landscapes. 

b. Explore methods to require or encourage 
contributions from developers and 
businesses for public art. 

Pursue landmark nominations of individual 
properties and districts which have historic, 
architectural and/or cultural significance to 
protect them from inappropriate changes. 

3. To increase community awareness and support 
for preservation of historically, architecturally, 
and/or culturally significant structures, properties, 
and landscapes. 

c. Create more pedestrian-friendly streets 
with identified landmarks that reinforce the 
character of neighborhoods. 

Create distinctive and attractive gateways 
into the community and public spaces that 
incorporate art, signs and landscaping. 

4. To provide technical advice and support to 
property owners and City decision-makers 
regarding development proposals affecting 
historically, architecturally, and/or culturally 
significant properties. 

d. Work with the telecommunications 
industry, property owners, an neighboring 
communities to create a plan and 
regulations to avoid harming the visual 
character of Highland Park with multiple 
towers, antennas, and similar facilities. 

Design new public and private off-street 
parking facilities to include adequate green 
areas with trees and landscaping. 

5. To assure continuity and maintenance of 
neighborhood character as renovation and 
redevelopment of existing properties occurs 
throughout the City. 

e. Continue to work with developers, design 
professionals, contractors, residents, 
business owners, and the Design Review 
Commission to require sensitive designs in 
new development and remodeling projects. 

Require owners of non-compliant properties 
to upgrade theirs sites over time in order to 
improve their appearance and bring them into 
compliance with current regulations 

6. Preserve the cultural and historic places in Fort 
Sheridan by: 
1. Maintaining an overall density appropriate to the 
integrity of the historic structures and landscaping 
2. Relating new construction to the architectural 
character of existing buildings and locating new 
construction to preserve significant views and 
vistas; 
3. Maintaining the parade grounds as open space. 

f. Repeat and retain historic architectural 
details of existing structures in building new 
public structures to create consistency in 
styles. 

Provide financial incentives to assist owners 
of historically or architecturally significant 
structures in repairing and restoring them 
including methods such as waiving permit 
fees, freezing municipal property taxes, and 
providing low interest loans. 



 

  

= Demolished since 2001 



 

Significant Houses in the Waverly Road Area 

Address 
Year 
Built Architect Style 

Historical 
Status 

1375 Sheridan Road 1919 Robert Seyfarth Colonial Revival S 
1379 Sheridan Road 1935 Unknown Tudor Revival S 
1380 Waverly Road 1955 Unknown Colonial Revival S 
1391 Sheridan Road 1925 Unknown Colonial Revival S 
1445 Sheridan Road 1902 Frank Lloyd Wright Prairie  S 
1401 Waverly Road 1959 Ernest Grunsfeld, III Miesian S 
1412 Waverly Road 1937 Unknown French Eclectic S 
1415 Waverly Road 1939 Robert Seyfarth Colonial Revival S 
1418 Waverly Road 1933 Ernest Grunsfeld, Jr. Art Deco S 
1419 Waverly Road 1928 Howard Van Doren Shaw Tudor Revival S 
1425 Waverly Road 1930 Arthur Heun Georgian Revival S 
1426 Waverly Road c. 1910 Robert E. Seyfarth Tudor Revival  S 
1427 Waverly Road 1929 Arthur Heun Georgian Revival  S 
1436 Waverly Road 1952 Keck & Keck  International S 
1441 Waverly Road 1929 Unknown Tudor Revival  S 
1442 Waverly Road C. 1920 Robert E. Seyfarth Colonial Revival S 
1446 Waverly Road 1954 James Eppenstein  Ranch S 
1447 Waverly Road C. 1925 Unknown Tudor Revival  S 
1450 Waverly Road 1902 Frank Lloyd Wright Prairie  S 
1451 Waverly Road C. 1910 Perkins Dwight  Craftsman S 

1514 Hawthorne Lane 1920 Unknown French Eclectic S 
1535 Knollwood Lane 1925 Unknown Georgian Revival S 
1553 Knollwood Lane 1955 Bertram Weber Ranch S 
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the Schwab and the south lots, a formal terrace was added to the north 
entrance of the Goodman house when it was remodeled, the pool was filled in 
and the bridges are in extremely poor condition. The Jensen playhouse was 
donated to the Park District, and was moved to the Heller Nature Center. 

Samuel Holmes House, L- 2693 Sheridan Rd., D- c.1927, A- Robert Seyfarth, 
LA- Jens Jensen, Des- NR, LL 

This property was owned by Highland Park city attorney Samuel Holmes. 
The house was designed by Robert Seyfarth and the landscape was designed by 
Jens Jensen. Seyfarth most often designed in the historical revival styles. 
Of all of his Highland Park work, this shingle style house deviates the most 
as it exhibits sensitivity to the Prairie movement. Seyfarth may have been 
influenced to site the house in an organic way by Jen~Jensen. 

Jensen's plan for the landscape includes: a stone path leading to the 
front door; a natural pool in front of the house; native flowers around the 
pool; native trees such as hawthorn in the front area; and an open lawn on 
the south side of the property. Today the landscape is largely intact. The 
pool is filled and planted with ferns and broad-leaf ground cover. Though 
it is filled it retains a strong sense of the original pool. 

The property retains a number of tiered stratified retaining walls, and 
stone paths and stairs leading down the ravine and to the lake. It is 
interesting that these stone elements do not appear in the plans which are 
now in the Jens Jensen Archives. Alfred Caldwell, a landscape architect who 
worked for Jensen explained that much of the design work actually occurred 
in the field. This stonework is almost certainly original, though plans may 
have never existed. The ravine has become severely eroded, and has been 
reworked many times. In addition to the stone retaining walls, there are 
retaining walls made of railroad ties. 

Northmoor Country Club, L- Edgewood West of Green Bay Rd., D- 1930 
(completion), A- Alfred S. Alschuler, LA- Jens Jensen, Des- no 

The Northmoor Country Club was founded in 1919, though its members 
played for its first two seasons at what is now the Evanston Public Golf 
Course before the present site was pieced together from several old 
farmsteads including Stipe Farm. Club Member Alfred S. Alschuler designed 
the gracious clubhouse in 1921, as well as additions and outbuildings in an 
expansion program which lasted into the 1930's. 

Jensen's plans for the Country Club are dated 1930. It is interesting 
that while he did not design many golf courses, he had designed the 
landscape for the private residence of Nathan Klee who was a founding member 
and first president of Northmoor. Perhaps Klee was responsible for getting 
Jensen the Northmoor Country Club Commission. 

Ernest Loeb Estate, L- 1425 Waverly St., D- 1930, A- Arthur Heun, LA- Jens 
Jensen, Des- NR 

The most significant part of this Jensen landscape is the garden he 
designed for Mrs. Loeb. The flower beds meander around a central sun 
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opening allowing the passage of sunlight to highlight various portions 
during the course of the day. As one moves through the garden, the views 
change, each affording a pleasant sight as one walks along the curving stone 
paths. The garden is surrounded on three sides by woods which contain paths 
leading to two small openings, the children's play area and a clearing. The 
major feature on the back lawn is a downy hawthorn that is quite old. 

This is one of the few sites which had the original plans, the intact 
site, and now has a restored garden which attempts to maintain the design 
and spirit of Jensen. The present owners have restored the original 
stonework to the proper positions outlining the beds, and have used the 
plant materials which were listed in the signed blueprints. Those materials 
had to be placed somewhat differently, however, since the amount and 
location of sunlight has been altered by the greater height ,of the (now 
mature) surrounding trees. The little stone patio in the garden was added 
by the Loebs to pave over the small pool that was part of the original 
design. 

Station Park, C-Jens Jensen Park, L- Roger Williams Ave. Between Dean Ave. 
and St. Johns Ave., D- 1930, A- , LA- Jens Jensen, Des-

Station Park is a small triangular park across from Ravinia Station. In 
1930 the North Shore Garden Club commissioned Jens Jensen to design a 
memorial at the Park for Augusta (Mrs. Julius) Rosenwald. At the time, 
Alfred Caldwell was working for Jensen. He recounts his experience working 
on the Augusta Rosenwald Memorial: 

"I recall when Mrs. Rosenwald died some friends of hers wanted to do 
something for her and they asked Jensen to make a little pool or 
something. And Jensen asked me if I would do that. And I did. And the 
stonework around it, Jensen had Professor Franz Oust get a big rock, a 
granite boulder, ship it down. And I placed that and put a spring at 
the base of the boulder, very cunningly arranged so it looked like the 
spring was coming out of the rock, right in the center. Enough 
conventionalized so that you know it was not realistic but it was 
symbolic. This little pool, and Mrs. Becker paid for it. In fact she 
complained to Mr. Jensen about how much it cost." 

The original drawing for the memorial is in the collections of the Jens 
Jensen Archives. The drawing is a soft watercolor. It shows a narrow stone 
path edging a council ring which surrounds a round pond. A large boulder is 
in the center of the pond. It is surrounded by water lilies. It seems that 
Jensen's involvement was for the memorial itself. There are no drawings in 
the Archives to indicate that Jensen designed the Park, other than the 
memorial. 

In the 1970's the Park was renamed Jens Jensen Park. While the council 
ring and boulder remain, the integrity of the memorial has been lessened. 
The pool has been filled and a floor of stone now paves the area that was 
once the pool. An attempt has been made to match this stonework with Jensen 
stonework. However, Jensen never used stonework beneath a council ring in 
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August 13, 2013 
 
Highland Park Preservation Commission 
Highland Park Illinois 
 
To Whom It May Concern: 
 
Well over a year ago Scott Canel approached me to ask if I would testify on his behalf regarding his desire 
to take down the house at 1427 Waverly in Highland Park. At the time I declined not because of the quality 
of the house, but because of my status as a historian of the North Shore’s historic residential architecture 
and my relationship to the preservation community. I also believed that as a practicing architect my 
comments could be seen as a potential conflict of interest.   
 
As a board member of LPCI in its early days (1970s), I thought it a tragedy to take down old buildings 
because, more often than not, they were replaced by poorly designed badly built new structures. If we look 
at the new “French Chateaux” and “McMansion” built as speculative houses during the 1990s that were 
replacing the North Shore’s older housing stock, this seemed to be the case. The real estate crash of 2008 
seems to have slowed this process and the houses now going up seem to be of a higher and more 
sophisticated quality. The nomination for 1427 Waverly argues that the quality and type of construction of 
this house is “truly irreplaceable in this day and age.” As a practicing architect and a member of the 
Institute for Classical Architecture and Art I can tell you that this is not the case. Given the desire to do so 
and sufficient funds, houses with the level of detail and quality of construction of the great houses built at 
the beginning of the 20th century can be created.  
 
I have read the landmarks nomination and wish to offer the following comments, both as a practicing 
architect and a historian: 
 
What is being nominated? The integrity of the original house has been severely compromised by an 
awkward addition and bad interior remodeling. The swimming pool addition is ungainly and incompatible 
with the symmetry, balance, and style of the original block. The same is true of the garage and servant’s 
quarters which are in a totally different architectural style. I had assumed that these were a later addition 
because they are so different from the original house. Imagine my shock to learn that this French wing was 
part of the original design. It is no wonder that by the 1930s Walcott was denouncing the lack of integrity 
of his earlier work in an article he published in the Architectural Record for November 1936. Conceived as 
a classical symmetrical Georgian Revival house, 1427 Waverly has asymmetrical appendages which are as 
large as the original house. As for the enclosed swimming pool addition, I know that it is the position of 
Landmark legislation to consider additions as also having historical and architectural significance; however 
the nomination makes no mention of this addition or of its architectural significance and authorship.  
 
The nomination questions the authorship of the house, suggesting that it is by Arthur Heun who designed 
1425 Waverly for Ernest Loeb, Allen Loeb’s brother. According to the nomination Arthur Heun was hired 
to design 1427 Waverly and then fired.  The nomination also suggests that David Adler may have had 
something to do with the design of this house. The first claim of Heun’s involvement in the final design is 
unsubstantiated and the second claim of possible involvement by David Adler is absurd. I have been in 
Heun’s 1425 Waverly as well as in the J. Ogden Armour Estate (now Lake Forest Academy). The Armour 
Estate is featured in my North Shore Chicago houses book written with Susan Benjamin. In my judgment 
1427 is not the work of Arthur Heun. It lacks the finesse, refined sense of proportion and detail seen in 
these houses.  I do not pretend to be an expert on the work of Walcott and Work although I do know a bit 
about Robert Work. Work was Howard Van Doren Shaw’s employee until he left to be David Adler’s 
partner after the death of Adler’s partner HenryDangler.  
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My understanding is that landmark legislation exists to protect structures of historic importance and artistic 
merit as they contribute to the public domain. The stipulation in most landmark provisions covering 
structures and portions of structures are that they can be seen from a public way. 1427 Waverly is at the end 
of a private drive and it is only the swimming pool addition that is partially visible from Ravine Drive at 
the bottom of the bluff in the winter when there are no leaves on the trees. We have, over the years done 
work on two houses on Waverly and built a new house on 1547 Knollwood Lane.  I was never aware that 
there was a house located behind 1425 Waverly. 
 
I have first hand knowledge of Work’s house at 2340 Egandale Road having done a large addition and 
interior remodeling to this building. Work does not have an identifiable style and there is no evidence that 
his work had an influence on his contemporaries. Quite the opposite is the case. At the Egandale house, the 
entry loggia reminds me of the entry to Adler’s William McCormick Blair house and the stairway details 
inside the house are reminiscent of Shaw’s work. There is no way to know except from building permits 
that the Egandale house and the Waverly house are by the same hand.  
 
I have had a chance to read the Commission’s planning report for 1427 Waverly Rd. dated July 11, 2013 
which tries to bolster the original argument for Landmark criteria number 5, pertaining to the significance 
and influence of the house’s architects. There are two referenced citations on page 4 of the report which I 
would like to address. 
 
Regarding the suggestion that Walcott somehow knew the famous French architect Le Corbusier and 
introduced him to Buckminster Fuller, who was in Chicago in the 1920s and early 1930s, I think the quote 
has been misinterpreted. There is no mention of Walcott or Fuller in either Le Corbusier’s book, When the 
Cathedrals Were White, written about his first trip to America or in the encyclopedic biography of 
LeCorbuier by Nicholas Fox Weber which quotes from hundreds of Le Corbusier’s letters written over the 
entire span of his life. I assume that Walcott didn’t introduce Le Corbusier to anyone, but that the quote 
which says, “was first called to my attention” is referring to Le Corbusier’s published work. Over my years 
as a teacher I have introduced hundreds of students to Le Corbusier, whose work I admire.  
 
Lastly Paul Schweiker was clearly the most distinguished architect to have worked for Russell Walcott.  
Schweiker built International Style modern buildings, and clearly the time he spent in Walcott’s office had 
no influence on his built work. In Schweiker’s oral history transcribed by Betty Blum for the Art Institute 
Libraries, Schweiker says the following: he is talking about his friend Lehland Atwood, “Lee was a single 
man in a rather obscure office of Russ Walcott and I had gone to work there.” Describing Walcott’s 
architecture, Schweiker say. “It was sort of a minor version of Adler’s.” When asked about Robert Work 
who was David Adler’s partner when Schweiker worked for Adler, he says, “It was generally known in the 
office that Robert Work’s presence there was not as a skilled practitioner as much as simply a name under 
the state law as a registered architect. This gave Adler the sanction to practice architecture in the state of 
Illinois.”  Adler never passed the Illinois licensing exam. When he was finally granted a license by the state 
in recognition of his accomplishments, he terminated his partnership with Work, suggesting as Schweiker 
points out, that Work made no artistic contribution to Adler’s practice. William Keck also mentions 
Walcott in his oral history, but only in relation to Lehland Atwood who also worked for the Keck and 
Keck.  I would suggest that the July 1l document  misrepresents both Schweiker’s opinion of Walcott and 
Work, as well as other references in their oral history collection, for the purpose of strengthening the 
argument for their importance.  
 
In the two recent books on the North Shore’s historic homes, my book written with Susan Benjamin 
includes no work by or reference in the text to Walcott and Work. Arthur Millers’s book Classic Country 
Estates of Lake Forest  does not include any of the five Lake Forest houses by Walcott and Work cited in 
the Preservation Commission’s report dated July 11, 2013. The only reference in Miller’s book to Work is 
in the citation of Adler’s firm as Adler and Work, and the only mention of Russell Walcott is in the caption 
to the photograph of David Adler’s home on page 248. Walcott is mentioned as one of a number of 
architects “fascinated with small French manor houses.”  At the time Miller and his co-authors did not feel 
that Walcott and Work were of sufficient importance to include in their book any discussion of their Lake 
Forest houses, the merit of their work, or their influence, if any, on other residential architects.  It is my 
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understanding that both Susan Benjamin and Arthur Miller have now testified in support of criteria 5 and in 
favor of the Involuntary Landmarking of  1427 Waverly.  
 
While I am not familiar with all the Walcott and Work extant buildings listed in the report I have seen the 
Trowbridge Photo Archive and do not believe that 1427 Waverly is representative of their best work. 
Therefore I would respectfully submit that 1427 Waverly does not meet criteria 5 because it is not visually 
identifiable as the work of the Walcott and Work firm and because it had no identifiable influence on other 
practitioners. I would also submit that it does not meet criteria number 6. It is not architecturally, visually, 
aesthetically or culturally significant, and in no way is it innovative. As to the artistic merit of the house, in 
my opinion, the proportions of the front of the house and the scale of the stone entry surround are less than 
masterful and the back of the house facing south is totally undistinguished. Of the interior spaces, the entry 
hall and stair are the best features, however they don’t begin to compare to the classical hall and stair in 
Adler’s Mrs. Kersey Coats Reed house in Lake Forest a structure which was also featured in my book on 
North Shore houses. 
 
While I support the Commissions efforts to preserve Highland Park’s older housing stock, I do not believe 
that a sufficient number of Landmark criteria have been met to warrant the designation of this house.  
 
Respectfully Submitted, 
 
 
 
 
 
 
Stuart Cohen  
Fellow American Institute of Architects 
Professor of Architecture Emeritus University of Illinois Chicago  
Contributing Member Society of Architectural Historians 
Member of the Institute for Classical Art and Architecture 
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PREFACE

Ernest Alton "Tony" Grunsfeld, III, has earned his place in Chicago's architectural history as
a highly-respected architect specializing in suburban residential commissions for prominent
clients. However, it may be fair to say that the seeds of his success were sown early on, as
the son of noted Chicago architect Ernest Alton Grunsfeld, Jr. In contrast to his father's
unusually short career, for more than forty years Grunsfeld has built across the United
States for clients who return time and again with new commissions. The life stories of these
father and son are woven throughout this document, creating a narrative of the society and
community of the North Shore of Chicago that adds color, texture, and depth to the
emerging scholarship of this region during the post-War period. For my own part, previous
research that I conducted in preparation for an exhibition that I guest-curated at The Art
Institute of Chicago, titled "The Modern Midwest Landscape: Gertrude Kuh and Franz
Lipp," informed many of the questions that I asked about Tony's long collaborations with
both landscape architects.

I met with Tony Grunsfeld at his firm, Grunsfeld Shafer Architects, on January 15, 16, 19, 20,
22, 26, and 27, 2004, to record his oral history memoirs on eleven ninety-minute audio tapes.
In Tony's case, we began by discussing his own recollections of his father, setting the stage
for his own story, which followed on subsequent tapes. We conducted the interview in a
spirit of thoughtful reflection, recognizing that this oral history would address only a
portion of his life story. The transcription has been minimally edited to maintain the spirit,
tone and flow of Grunsfeld’s original narrative and has been reviewed for accuracy and
clarity by both Tony and me. The selected references I found useful in preparing this
interview are appended in two sections: those about his father, Ernest Alton Grunsfeld, Jr.
and those about Tony himself. Grunsfeld’s oral history is available for study in the Ryerson
and Burnham Libraries at The Art Institute of Chicago as well as on The Art Institute of
Chicago’s web page.

My deep gratitude is owed to Tony Grunsfeld for his ready willingness to commit the many
hours needed to record his recollections, for his insightful appraisal of his own life
experiences and those of his father, for his precise recollections of his colleagues's activities
and motivations, and for bringing to life so willingly and candidly the life of North Shore
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Chicago after World War II. Thanks also are due to Department of Architecture intern
Saskia Helin for her tenacious assistance in compiling the lists of selected references for
Tony and his father that are appended to this document. Lastly, I owe a tremendous debt of
thanks to my colleague and dear friend, Betty Blum, for her ceaseless and unconditional
encouragement and mentoring in the art and science of oral history. Her precise eye and
unending patience in editing this lengthy document have been invaluable.

Annemarie van Roessel
September 2004
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Ernest Alton Grunsfeld, III

van Roessel: Today is January 15, 2004, and I'm with Ernest Alton Grunsfeld, III, who is
known to his friends and colleagues as Tony, and we're here in his office,
Grunsfeld Shafer Architects LLC, in Chicago. Now, you are a native
Chicagoan, and you've been practicing architecture, by my count, for just
over fifty years, since you received your degree in architecture from MIT.
You're perhaps best known as an architect of residences in the Chicago
region. Today it's especially important for us to record your oral history,
not only because of your accomplishments, but to document the work of
your father Ernest A. Grunsfeld, Jr., who is also an important figure in
Chicago's architectural history. We will have a chance to cover the stories
that you've been part of, but today it might be a good idea to set the stage
for your career by exploring your father's background in this profession.
Your father, Ernest Grunsfeld, Jr., was born in Albuquerque, New Mexico,
in 1897. Can you tell us how his family came to be there and what his
childhood might have been like?

Grunsfeld: He was there very briefly. He was born in 1897 and his father was a
merchant. I'm not sure when he went out there, but there was a huge
Jewish migration to the West in about 1840.

van Roessel: Where had they come from?

Grunsfeld: My grandfather came from Germany, probably came over to this country in
the late 1800s. My grandmother was born in Plattsburg, New York, and I
don't know when her family came over. I'm not sure why my grandfather
decided to make that very difficult trip, but he and his brothers somehow
found their way to Albuquerque. He was appointed by Grover Cleveland
to be postmaster-general of the territory of New Mexico. Shortly after my
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father was born, they moved back to New York City. So, my father grew up
as a city boy in New York and went to private school, and then went to
prep school at Exeter and enrolled at Yale. I think just before he was to go
there, he got sick or something, and while he was recuperating, he decided
that he really didn't want to go to Yale, he wanted to go to MIT.

van Roessel: Before we get to MIT, can we talk a little bit more about his childhood and
his decision to go to MIT? Do you know much about whether he was
interested in architecture as a young child? Living in New York, he was
surrounded by some excellent work.

Grunsfeld: Well, he had also traveled a lot by then. When he was six years old, he had
gone to school in Germany because my grandfather, all during this period
that my father was young, kept going back to Germany. Ultimately, he
went back to Germany just before he died, just before the Second World
War. I don't remember him very well. I think he went back to Germany in
1934 and then died. I was five years old. I don't think he was ever terribly
happy here. My father drew a lot. Somewhere in all the boxes of stuff I
have around there are some drawings of butterflies that my father did
when he was very young. They're amazing, considering all the scribble-
scrabbles that I did and that my children and grandchildren did.

van Roessel: Were his parents encouraging him to do that? Or was he getting that from
school?

Grunsfeld: Probably they were not encouraging him. I think he was raised mostly by
nannies. I don't think either of the grandparents of mine were terribly
interested in raising kids. His sister, his only sibling, moved to Atlanta or
Savannah, when she was sixteen years old because she wanted to get away
from her parents. I'm not sure that he had a wonderful life as a young boy.
He was very studious and a very good student. He drew a lot, he was
always sketching.
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van Roessel: Did he ever talk to you about his experiences of growing up in New York
City, about the things that impressed him?

Grunsfeld: No. He never much talked about growing up, other than once he got to
MIT.

van Roessel: Well, he had an excellent educational background. Do you have any sense
of the classes or the teachers that he had?

Grunsfeld: No, except that he was of the age that was taught classic architecture,
Beaux-Arts. When he left MIT and his brief time in the United States Navy,
he went to France and attended school there. So, his education really was
very classical. I think that until he got to Chicago that's really all he knew.

van Roessel: Did he ever talk to you about why he decided to go to MIT? You mentioned
that he was ill and reconsidered his choice to go to Yale.

Grunsfeld: I think at that point, he just decided that at least he'd like to investigate
being an architect, and he thought that was a good place to do it. MIT was
the first architectural school in the country and I think he thought that was
probably the place where he could get the best education.

van Roessel: He wasn't interested quite yet in going straight to the Ecole?

Grunsfeld: I don't think so, and I don't think that was an option.

van Roessel: Did he speak French at that point?

Grunsfeld: He spoke German and French as a youth. He spoke French with a German
accent. I know that when we used to go to Europe together, everyone used
to think he was German. The French didn't like him much more than they
liked those of us they thought were Americans. It was bad either way.

van Roessel: Was it his parents who had taught him French?
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Grunsfeld: I think it was just part of his education. You took Latin, you took French,
you took German. He took German because his father spoke German at
home and he went to grammar school in Germany, the sixth grade.

van Roessel: For just one year?

Grunsfeld: Just during one of his father's pilgrimages back to Europe.

van Roessel: Where exactly in Germany were they from?

Grunsfeld: My grandfather was from Kassel. I don't know where my grandmother's
family was from.

van Roessel: Do you still have family in Germany?

Grunsfeld: I went back in 1951 to see if I could find anything and I couldn’t even find
the city. There was no city. Kassel was completely bombed during the war,
leveled. I have no idea what's there now. I just thought maybe I could find
a graveyard or something. No living relatives. I know there were relatives
there during the war, because my father and grandparents used to send
money to family members. There certainly were relatives there then. As a
matter of fact, I got a letter once from a Grunsfeld in Dallas who read about
my son John in the newspaper and somehow traced him back to Chicago,
and he wondered if we were related. I spent a lot of time looking up the
things and the people he told me about. He was, in fact, a distant cousin of
mine. We shared great-great-grandfathers, I think. It's sort of fun. I always
look in phonebooks when I go anywhere to see if there are any Grunsfelds,
and there never are.

van Roessel: Just for the record, we should mention that your son is a well-known
astronaut, so readers will know what the man in Dallas was referring to. To
get back to your father, do you have a sense of how your grandparents
reacted to his choice to begin exploring architecture at MIT?
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Grunsfeld: Well, I think they would have preferred his going to Yale. I think they were
delighted that he was going to college and that he had sort of decided what
he was going to do. I don't know about his father. His mother certainly was
proud that he was an architect; she thought that was pretty neat, so I'm
sure she was happy. Well, what happened is that the war broke out while
he was at MIT and they switched all the architecture students to become
naval architects, so his degree is actually in naval architecture.

van Roessel: Yes, we'll have a chance to talk about that. You mentioned a while ago that
everything at that time was very classical and the curriculum at MIT was
based on the Ecole des Beaux-Arts in Paris. I'm wondering if you can talk
about what his classes were like at MIT. Did he ever speak to you about
that?

Grunsfeld: He never did. I know a little about it because every once in a while when I
go back there I go to the MIT museum and I see the drawings that the
potential architects at that time were turning out. They're all classical, all
just what you'd expect the Beaux-Arts to turn out.

van Roessel: Highly rendered in ink washes.

Grunsfeld: Beautifully rendered. Beautifully drafted. I always thought my father was a
wonderful draftsman. The drawings that he turned out in his office were
just beautiful, as well as his personal drawings.

van Roessel: Do you think he learned to do that at MIT?

Grunsfeld: I think it was a little on his own and a little at MIT. All the drawings, from
all the students of that period, were just beautiful drawings. They were
done with pen and you wonder how they got through the whole drawing
without a big blob of ink somewhere. What happened at that time was that
MIT built the present building and moved everyone over except for the
architects. So the architects were really separated from everyone else at
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MIT, so they didn't get all messed up with engineers and physicists and
chemists and mathematicians. They were over in their own little world. I
don't think it was as foreign as MIT is today compared to Yale or Harvard
or a liberal arts school.

van Roessel: Especially at that time, MIT had a very high reputation for training very
prominent architects, so your father was part of a long lineage of
professionals. He'd gone to school at Exeter, so he was familiar with the
Boston area.

Grunsfeld: Right. He was comfortable on the East Coast. I don't know if it was at the
time he was in school, but my grandmother used to go up to Maine every
summer to Poland Springs, with those big resort hotels. He was very
comfortable on the East Coast.

van Roessel: Do you happen to have any of his renderings? Did you grow up looking at
his artwork?

Grunsfeld: Well, I have some around here.

van Roessel: Did they figure much in your early years?

Grunsfeld: They never were up around our house. The ones I have I got by taking
them from cousins and aunts and cousins of his who died and whose
families were nice enough to give them back to me. I have a bunch of
lithographs that he did in Paris in 1918 and 1920. And sketchbooks that he
did in France when he was there as a student. He liked to sketch.

van Roessel: Did he draw more than just buildings and landscapes? Did he do figure
studies as well, for instance?

Grunsfeld: Yes, badly. And there are a lot of his paintings around here. It may be my
preference, but the ones that I like best and that I think are the best are
these buildings and boats and trains.
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van Roessel: What you refer to are three paintings that are hanging on the wall of your
office here. They are oil on canvas.

Grunsfeld: They are very good for an amateur, not very good for a professional. But I
like them. They have a lot of value to me.

van Roessel: It looks like the one on the left was painted in Paris.

Grunsfeld: It was done out of his apartment window.

van Roessel: Do you know in what years these were done?

Grunsfeld: Well, one is dated 1961 and one is 1969. I used to be able to tell what year
they were done by when he had his cataract operation. These are the gray
period, which was the cataract period.

van Roessel: They are muted grays and dark browns.

Grunsfeld: They are kind of nice that way. The minute he had his eyes fixed, they
became a lot more colorful and a lot less good, I think.

van Roessel: Do you think he realized that?

Grunsfeld: I don't know if he ever realized it. Everyone else did. He, unfortunately,
died very soon after he had it done, so there aren't very many of them.

van Roessel: Well, I can see why you like these earlier ones.

Grunsfeld: They're pretty easy to live with. There's a little zinc plate lithograph up here
that was done in Paris in about 1917.

van Roessel: It's about 8 1/2" x 11" and it's an elevation sketch of apartment buildings in
Paris, along a quay of the Seine.



8

Grunsfeld: Along the river, right.

van Roessel: To get back to MIT for a moment—he obviously had a very strong
architectural curriculum at MIT, but do you happen to know if there was
much emphasis on urban planning or landscape architecture?

Grunsfeld: I don't know. I would guess landscape architecture, and I would guess
nothing about urban planning, other than the grand plazas, and then only
in rendering. Not an emphasis on planning. I'm not sure that there even
was when I went thirty years later.

van Roessel: Do you know if he did a final project? He did work that was good enough
to win a number of prizes.

Grunsfeld: Right. I have no idea of what his final project was. MIT must have a record
of it.

van Roessel: Do you know if he felt, when he finished MIT, that he'd had adequate
preparation for a career as a practicing architect?

Grunsfeld: I think the answer must have been yes, although he took on a partner who
was twenty-five years older than he was when he first started in New York,
so maybe not. Maybe that was his crutch.

van Roessel: I'd mentioned a minute ago that he'd won a number of awards. When he
graduated, did he have a B.Arch.?

Grunsfeld: No, it was just a B.S. in naval architecture.

van Roessel: Well, I'd read that he had a certificate in naval architecture.
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Grunsfeld: Well, there was no B.Arch. then, so for sure that wasn't it. He might have
gotten a Bachelor of Science. I don't know what MIT was doling out then,
but it was a four-year degree.

van Roessel: And then he also was trained in naval architecture, because of the onset of
World War One. Did he ever speak about how that war affected his vision
of his own future?

Grunsfeld: No. I think it had great effect on the family, because of his father's close ties
to Germany and their trips to Europe. I don't think my father was very
political. He went to work at the Navy Yard in Boston because he was
drafted, although he never really was in the navy. When that was through,
I think he was anxious to get to Europe and do his thing in France.

van Roessel: He had won the Prix d'Or in the year he graduated, which was quite an
honor. He'd also won the Rotch Traveling Scholarship, which has been won
by a number of prominent architects over the years. Did he use the Rotch
for his own travel or did he use it as his entrée into the Ecole?

Grunsfeld: I don't know. The gold medal I have somewhere in a safe. Bill Hasbrouck,
of the Prairie Avenue Bookstore, was writing a book on the American
Institute of Architects and wanted to borrow it. I had a terrible time finding
it, but we finally did. I know about that. But I don't know exactly what he
did with his scholarship.

van Roessel: Well, as soon as he got out of the navy, he went straight to Paris and he
enrolled at the Ecole des Beaux-Arts, which was the font of all classical
architecture for many years. Did he ever talk about what he had expected
to learn there?

Grunsfeld: No, I never heard him talk about it until years later, when he moved to
France and claimed that he had wanted to do that since he was eighteen or
nineteen. I think he learned a great deal there. I think he learned how to be
independent. I think he was pretty much tied to his family, and they used
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to travel together. I think that if there was a period when he grew up, it was
that time in France. I think he made very good friends who he didn't see
much after he came back.

van Roessel: Well, with World War II and other conflicts, it might have been hard to
keep in touch.

Grunsfeld: I think that was it. You know, he had a very short professional life because
of the First World War, the Second World War, and the Depression. He
retired when he was just barely fifty years old.

van Roessel: You mentioned that you have sketches and other drawings while he was at
the Ecole. Can you describe what he was sketching?

Grunsfeld: He was walking around Paris, mostly, and doing sketches of three or four
buildings, small groups of buildings, city streets, such as the zinc plate.
He'd do them very fast. When you look at them, they look very complete,
but when you really study them, there's very little there, but it looks exactly
like the location. The sketches are all done in black and white.

van Roessel: Ink or pencil?

Grunsfeld: Just pencil. Number two pencil. He had very little to carry around—just
these little spiral-bound notebooks and sketch paper. As far as I know, he
never tore a page out.

van Roessel: Can you date them? Can you see the progression?

Grunsfeld: They're dated by year, but not by day. They tell you where the street corner
is, so you can go look. He did them the whole time he was in Europe. There
are also some sketches of Mexico, which he visited later in his life, and
some sketches done in the late 1920s, which he did crossing to Europe
because there are sketches of the boat and early sketches of the planetarium
and of a house that he built for us to live in in 1930. Then he started doing
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sketches again in 1950 when he retired. Then he started doing them in color
pencil, but they're far less good, I think. There was no challenge to doing
black and white anymore. He did that for a couple of years, but then got
bored and started the painting because he wasn't so good at that and he
wanted something to challenge himself. He painted for twenty years after
that.

van Roessel: One of the themes I see in his paintings, for instance, the one on the right
here is very industrial. There's a silo and railroad tracks. There's nothing
classical or soft about that architecture. Your father was known in the 1920s
and 1930s as a fairly modern architect. In his sketchbooks, was he looking
at more modern or progressive architecture?

Grunsfeld: It was all little corners of Paris. It was all about cities, and industry,
churches, just sort of snapshots, like taking pictures without a camera. I
think to him it was sort of like doing crossword puzzles. It was busy work.
He wasn't doing it for the art, until he started the oil painting. By then he
had decided that he wished he'd been a painter and was very frustrated. I
think he always knew that he was a pretty good amateur but wasn't a
professional. Just before he died he had a showing in Paris and just before
the opening he decided that he really didn't want to sell any of it. He said,
"It's not good enough to sell, I'm not going to sell any of it," and he made a
deal with the gallery owner that he would pay the gallery owner a fee for
all of his trouble and for opening the gallery and doing the show, and right
after the opening he'd take it all back.

van Roessel: If he thought his work wasn't professional enough, did he have the show
simply to get feedback from other people?

Grunsfeld: No. he originally thought it would be fun to sell the paintings. Two things:
one he thought it really wasn't good enough, and he was right, and
secondly, I think he thought no one would buy any, and that would even
be worse, and then he'd feel terrible. So, he conveniently died before he
really could have known. I don't think anything would have sold, I think he
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was correct in that. I'm delighted, because my sister and I got to keep them
all.

van Roessel: As you say, his early sketchbooks were fairly ecumenical in what he was
looking at, do you know how he then became interested in modern
architecture? Would it have been after he came back from Paris?

Grunsfeld: I would guess so. The stuff I know that he did—he doesn't have this huge
body of work because of this very short timeframe, the houses that he first
did when he came here in the early 1920s, 1923, 1924, I think those were the
earliest ones—are all classical. Some of them are Georgian, some are
English, clearly not contemporary or modern or whatever words you want
to use. I think that at about the time the Adler Planetarium was designed,
he began to do what some people at that time would think of as modern
housing. I think maybe the house I grew up in, which was built in 1928 or
1929, had a flat roof and was maybe modern. The Lumber House in the
Century of Progress, which people thought was modern—I just found a
picture of it the other day—clearly might have been called modern at the
time, but wasn't, when you see what else was being done.

van Roessel: And especially what was done at the Century of Progress. We'll have a
chance later to talk about your father's work there.

Grunsfeld: So, that's really the beginning of it. I'm not sure any of his stuff was really
modern. I don't know what it was. There was a lot of classical detailing,
some of it simplified, but it wasn't what anyone today would consider
contemporary or modern. It wasn't the kind of stuff the Kecks were doing
or any of the Bauhaus were doing at about the same time. I'm not sure he
really was a modern architect.

van Roessel: Would you call him a transitional modernist?

Grunsfeld: Right.
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van Roessel: May we get back for a moment to talk about your father’s year at the
American Academy in Rome, where he was for a year before he came back
from Paris? He was at the Ecole from 1920 to 1922, is that right?

Grunsfeld: I don't know when it was. I once tried to find out in Rome, and they have
no record of him ever being there. He told me he was there, so I believe he
was.

van Roessel: And I've read it in the literature.

Grunsfeld: I think it's true that it's been in writing. But at the Academy they have no
record of it. My cousin, his nephew, in Savannah, spent a lot of time in
Rome and tried to find anything of his there, and found absolutely nothing.
So it's a mystery. But I believe he was there.

van Roessel: When he came back from Europe, did he begin working in New York first,
in about 1922?

Grunsfeld: He began working in New York and 1922 is probably just about right. He
came here in 1924. I believe he partnered with Klaber, whose first name I
don't remember.

van Roessel: Yes, he worked with Eugene Klaber here in Chicago.

Grunsfeld: Right, he then brought Klaber to Chicago.

van Roessel: Do you know what kind of projects they did in New York?

Grunsfeld: I have no idea what they did in New York. I've never seen anything from
that two-year period. I'm sure they had small jobs. There was nothing
major that I know of. I think they didn't have a lot of work, otherwise they
wouldn't have come here.

van Roessel: Do you know how he met Mr. Klaber?
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Grunsfeld: I have no idea, but Klaber was a lot older. I don't remember Klaber at all,
although I'm sure I met him.

van Roessel: Well, I think the partnership dissolved the year you were born.

Grunsfeld: Something like that.

van Roessel: Do you know why he chose to come to Chicago?

Grunsfeld: Yeah, he came here because his uncle, Julius Rosenwald, said to his mother,
Julius's sister-in-law, "I think you ought to send Ernest to Chicago. I have
lots of people who want to build things."

van Roessel: And he was right.

Grunsfeld: It was a wonderful way to get a job. Someone would say, "I think I'm going
to build a house," and Julius would say, "You'll have to use my nephew."

van Roessel: Apart from the appeal of these guaranteed commissions, did your father
have any sense of Chicago's role in the architectural scene on the local or
national level?

Grunsfeld: I don't think so. I mean, I think he just came here because he wanted to do
some work and this was a super way of doing it. I don't think if you were a
wealthy Jew in Chicago or the suburbs and wanted to build something
there was anything else you could do. I think Julius was very powerful.

van Roessel: Did he ever talk about what his office was like when he set up here?

Grunsfeld: They were in the Tribune Tower. I'm not sure that was the first place they
were at, but that's where the Klaber Grunsfeld office was for most of the
time. I think the first house they built was for Florsheim in 1923 or 1924.
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van Roessel: Yes, in Highland Park. I have that being built in 1925. That may be the
completion date, not the design date.

Grunsfeld: Yes. And then there are earlier ones. There is an Eisendrath house on
Ravine Terrace.

van Roessel: Your father and Eugene Klaber were in a partnership, with the promise of
work from Julius Rosenwald.

Grunsfeld: And from other family members.

van Roessel: And from other members of the Jewish community here. Between your
father and Mr. Klaber, did they have any arrangement about how they
would handle the work?

Grunsfeld: Well, Klaber basically was the businessperson and my father did the
designing. I don't remember how long that partnership lasted, but not
terribly long.

van Roessel: Well, I’ve read that it dissolved in 1929.

Grunsfeld: I didn't know that it even lasted that long. I know that Klaber wasn't here a
lot. I know he kept going back to New York. So my father sort of ran their
office. He needed Klaber as a security blanket, I think. I think a lot of these
people wouldn't have given a then twenty-five- or twenty-six-year-old
these huge commissions. They wouldn't be so huge now, but they were at
the time. In 1927, I guess, they started designing the Whitehall Hotel,
financed by my grandmother and the Rosenwald family. It was hardly an
arm's-length transaction.

van Roessel: And that was in a fairly classical idiom.

Grunsfeld: And there were some Art Deco touches. The elevator doors were sort of Art
Deco. It's just a bad apartment building, really. But it was huge at the time,
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the tallest reinforced-concrete building in the country when it was built. It
was, you know, a huge job for a twenty-seven-year old.

van Roessel: What did your grandmother and Julius have in mind when they
commissioned this hotel?

Grunsfeld: Someone thought it was just a good idea to build hotels. The minute it was
finished, the First National Bank said, "Get out of hotels," and so they sold
it for practically nothing and took a huge loss in it. The people that bought
it bought it for no money at all and they borrowed a little bit and kept it
until fairly recently. They made a ton of money. I think my grandmother
did it because she wanted her son to have something wonderful to do. It
was done prior to the planetarium. I think maybe without the Whitehall,
the planetarium commission might possibly have gone to someone else.

van Roessel: Because the Whitehall proved that your father could handle large jobs?

Grunsfeld: Yes, although the planetarium was started before the Whitehall was
finished.

van Roessel: Well, isn't it also true that Max Adler was related to Sears?

Grunsfeld: Right. He was related to Sears, but not us. He was vice-president of the
company.

van Roessel: At about this time, your father was probably aware of who his competition
was. For instance, for houses in the suburbs, there was Sam Marx…

Grunsfeld: Marx was much later. David Adler was certainly established. I mean,
before my father moved here, David Adler had thirty or forty houses built
in pretty much the same style that my father was doing. And Howard Van
Doren Shaw was doing big houses, a lot of society houses. That's probably
about it. Sam Marx was in the 1930s. As an adult, he went to architecture
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school very late, and actually did very few houses, mostly interiors, and
did a bunch of them with my father.

[Tape 1: Side 2]

van Roessel: Can you talk a little bit more about the Florsheim house? It was one of
many very large properties for society members on the North Shore. What’s
interesting about this house is not only your father's work on it, but the fact
that Jens Jensen was the landscape architect. Can you speak about how that
house came to be and your father's working relationship with Jensen?

Grunsfeld: Well, it was one of the many houses that he obtained thorough his uncle
Julius. Jens Jensen was the landscaper of choice for the North Shore at that
time. The Florsheim house is two blocks from where Jensen's studio was.

van Roessel: Do you think it was the client's idea to have Jensen work on this? Or did
your father suggest it?

Grunsfeld: I think my father thought that was just the person to use, as later he would
call Gertrude Kuh to do all his work. I don't think that anyone ever did any
landscaping for him other than Jensen and Kuh in his entire professional
life. There was the Florsheim house and the Foreman house, from the
Foreman Bank, and the Greenebaum house, from the banking family. All
these were done in 1923, 1924, 1925. And there was the Nathan house at the
same time. All these were either done by Jensen or Kuh. It was sort of hard
to tell the difference between the two, except that Jensen did it first and
probably did it with more native plants and more of a philosophy about it.
Gertrude Kuh used to do it just out of instinct, with a stick on the ground.
We can talk about Gertrude later?

van Roessel: Yes, we certainly will. I'd like to ask, what was it was about Jensen's
philosophy that your father felt really enhanced his own architecture? Did
he ever explain that to you?
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Grunsfeld: We never talked about that.

van Roessel: Do you have any sense of what your father might have thought?

Grunsfeld: Well, I only have a sense of what I think about Jensen. I think that he used
native plants in the way that the landscape doesn’t get touched by the
construction. All of these Jensen landscapes look as if the house was built
offsite and placed just properly and gently set on the ground and nothing
was disturbed. Certainly that wasn't the case, it took a lot of work to do
that. He had a real feeling for the ground, the soil. It looked untouched
when he was through and it still does today.

van Roessel: The Florsheim house has been, in recent years, the subject of some concern
about its demolition.

Grunsfeld: It was on the brink of demolition and luckily the city found a family that
was willing to renovate it. And they did a pretty good job. The trouble, of
course, is that it was on a wonderful big piece of land and in order to save
it, the land was cut off and pieces were sold, and new houses were built
much too close to it, so that it's really not the same house. One wonders
whether it was really right to save it. I'm not sure that just because it was
good as a large estate it becomes good as a big house in a subdivision. I
guess, personally, I'm glad it was saved because I like driving past it and it
makes me feel sort of good.

van Roessel: Have you had a chance to go in it in recent years?

Grunsfeld: I've been in it a bunch of times. It hasn't been saved inside. The insides are
not very good. They were pretty wonderful when the Florsheims lived in it,
and as far as I know they never refurnished it. It was furnished by my
father and whoever did the interiors with him. When I saw it, it hadn't
changed. It was clearly the same stuff, stuff I grew up with in the houses
we lived in when I was a kid. But it's now all changed and it's not subdued,
it's a little flashy. But it's still… I guess I'm glad it's saved and preserved.
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There are other houses of my father's, as well as those of Sam Marx and
Adler, that are saved also on smaller property now, and also have bad
interiors and some with bad changes on the exterior. I guess it's good that
we try to save them.

van Roessel: Getting back into Chicago, the next project on the list is another neo-
traditional building that looks a little more stripped-down than if it had
been built even ten years earlier. That's the Jewish People's Institute in
North Lawndale, which is now a Chicago landmark.

Grunsfeld: I read that it is a landmark. I haven't seen it in probably fifty years.

van Roessel: It was built in what was, at the time, a fairly robust neighborhood for the
Jewish community.

Grunsfeld: Right, that was a Jewish neighborhood.

van Roessel: Did he ever speak about designing that building?

Grunsfeld: No, but I remember his talking about it after it was built. It was one of those
jobs that he was really very pleased with. He spent an enormous amount of
time on it. I remember thinking that it looked sort of modern when it was
built. I haven't seen recent pictures of it. Have they stripped it?

van Roessel: No, the exterior looks very much like it did when it was built. What I
noticed that was very interesting about some of the detailing on the
exterior. It's sort of a neo-Byzantine style—which I've read was supposed to
recall the historic origins of the Jewish faith—on some of the capitals of the
columns at the entrance there are wonderful relief sculptures.

Grunsfeld: That's what I remember, the sculpture is sort of Art Deco.
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van Roessel: Yes, with some very nice iconic images, menorahs and stars of David,
worked into the design. Was that something your father had designed or
was it was done by another artist?

Grunsfeld: I have no idea. I would guess he designed it. Although, on the Michigan
Boulevard Garden Apartments there are little sculptures that were not
done by my father, but I can't remember who did them.

van Roessel: And on the Adler Planetarium he used Alfonso Iannelli for the same kind
of decorative treatments.

Grunsfeld: Right. And that wonderful fountain, which is gone.

van Roessel: Did your father ever describe to you what it meant to him to design a
center for the Jewish community and his role in that community?

Grunsfeld: He never discussed it. By that time, he was getting very interested in
housing, in general, and community buildings and apartment projects, low-
rise apartment projects like the Rosenwald apartments. I think he was
much more interested in that, although he didn't get a chance to build very
much of that, other than in public housing, which he was very excited
about and spent lots of energy doing. I never thought his public housing
was terribly good, but I guess compared to the high-rise stuff that was
going up a little later, it was pretty good.

van Roessel: Well, in his defense, the architecture of these projects was by committee,
and he wasn't the only one responsible for how they turned out.

Grunsfeld: Yes, most of those projects were done with combinations of firms, including
the stuff he did.

van Roessel: Well, let's talk about the Michigan Boulevard Apartments, which were
commissioned by his uncle, Julius Rosenwald. We should say, for the
record, that Rosenwald was a very progressive philanthropist and was
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especially interested in issues with the African-American community in
Chicago. From my research, the apartment project started in 1928 and was
finished in 1929. Can you describe what your great-uncle was aiming for?

Grunsfeld: Well, I'm not sure. I hardly remember him. He died when I was very
young. I remember what he looked like, and he was always very nice to all
of us. I used to visit him in Ravinia. What I know is what I read. He was
very philanthropic, as you say, particularly to the African-American
community and the Jewish community. I think he saw a real need for low-
income black housing and thought it could be done with dignity and a
sense of ownership, although they were rental units. I think the slums
bothered him, he lived very near them. I think it's terrific that he asked my
father to do it. It was, again, a super job for a young man to have. There
weren't big projects like that around.

van Roessel: This was a particularly large one. There were something like 420-odd units
and commercial space.

Grunsfeld: Right. They were all low-rise, the whole block. There was lots of
commercial space on the first floor, with wonderful gardens and courts. It
was always one of his favorite projects. That's why I was so pleased when
the landmarks preservation people decided that maybe it shouldn’t be
wrecked.

van Roessel: It had been vacant for quite a while.

Grunsfeld: Yes, it had been vacant and I was really afraid that it was going to go. It
looked very much like no one would save it. Dorothy Tillman, the
alderwoman whose ward it's in, wanted it gone. I don't know why. She
lobbied very hard against landmarking it.

van Roessel: Did you have any role in these landmarking decisions? Did you testify or
write a letter?
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Grunsfeld: They needed some seed money to get a group together to try to landmark
it, and my family foundation gave them the money to hire a small group of
people to see if they could do a feasibility study on the building to see if it
made sense for a private developer to take it over and remodel it. I think
the answer was yes. But it was a close call.

van Roessel: When it was originally built, I think it's fair to say that they were quite nice
apartments, but intended for relatively modest rents, so that they were
available to a larger segment of the population.

Grunsfeld: And they were very badly taken care of over the years, as that area turned
into a pretty tough area.

van Roessel: It was at Michigan and 47th.

Grunsfeld: 46th and 47th at Michigan. I think they were full of asbestos and all sorts of
problems in the renovation. I don't know what the neighborhood is like
now, but I would guess it isn't wonderful.

van Roessel: Well, the neighborhood is coming up.

Grunsfeld: It will come up. Hyde Park is moving north and west. When I was living in
Hyde Park, that area was probably not a candidate for redevelopment.

van Roessel: To tie up the historical side of it, your great-uncle Julius had intended to
make a small profit on this, at least to prove that this sort of endeavor was
worth private development.

Grunsfeld: Yes, that it was possible to make a profit. I don't think he was trying to
make a profit for himself. It was to prove that anyone could do this and be
successful.
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van Roessel: From what I'd read, and you can correct me, he decided a few years after it
was built that that may not have been possible. He ended up selling the
property. Is that right?

Grunsfeld: I don't know. I didn't know that.

van Roessel: What I've read is that he reluctantly came to the decision that low-income
housing was better handled by public government leadership and
financing.

Grunsfeld: Well, public housing happened after that anyway. At first, it was probably
okay, and then later Chicago did it about as badly as anyone.

van Roessel: Is there anything else you'd like to say about the building, in terms of its
architecture? It was becoming more stripped-down although it has a fairly
historical flavor. It has nice changes in the brick coursings.

Grunsfeld: And it has a wonderful site plan. At least it did, it's been years since I went
through it. My father used to go out there a lot, and I used to go with him
sometimes, as a real little kid. I remember walking through those
courtyards and gardens and it was wonderful. I mean, it was a real classic
exterior with commercial areas, and in the interior courtyards you could let
kids play and they were safe and it was a terrific idea.

van Roessel: Did your father do the landscaping for that? Or did he use someone else?

Grunsfeld: No, I don't think he did the landscaping for that. He was a city boy and I
don't think he knew an oak from a maple. Well, maybe just that. I never
saw him pick a flower or cut a blade of grass or pick a leaf off a tree. He
hated living in California, with all those flowers and bees and bugs, for the
year and a half that he taught at Stanford. He did nothing but complain
then. It was like paradise out there. I'd go out and visit him and it couldn’t
be any more beautiful, but he felt like he was in a cage. He stayed inside the
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whole time and painted. So I doubt if he did the landscaping. I have no idea
who did.

van Roessel: Well, the next major project that appears on his drawings boards was the
Adler Planetarium. You also mentioned that he had done a house for your
family at the same time. Which would you like to talk about first?

Grunsfeld: Well, the house was finished in 1929, so it was a little earlier than the Adler
Planetarium. I think the planetarium was finished in 1930 or 1931.

van Roessel: The planetarium was started in 1929 and it opened in May of 1930.

Grunsfeld: The house was certainly the most modern building that he had done, if you
look at it today. It's on Oakdale Avenue in Chicago, right near Saint Joseph
Hospital. Actually, it was bought ten or fifteen years ago by Saint Joseph's
and demolished inside and made into a nuns' residence. It and the house
next door, since it was built as a two-unit row house in one block, were sort
of like the David Adler houses on Wrightwood in Lakeview. Well, Adler's
were built first and these were a modern version of those. These were brick
and it was finished at about the time of the stock market crash, July or
August of 1929. It was a three-story house with an enclosed garden in back.
I lived there from 1929 when it was finished until we sold it in 1941.
Gertrude Kuh did the landscaping. It was a neat place to grow up. I've
since gone back to look at it and it's gotten very small over the years, as
those things do. Houses can do that. You never should go back, particularly
when you're ten or eleven years old when you leave. It was a very nice
house in an area of woods and meadows. It was an area east of Sheridan
Road to what then was Lake Shore Drive and the lake and from Belmont to
Diversey, which was all single-family houses. It had to be. Somehow my
father got a variation to do this two-unit thing. There were also two high-
rise buildings on Commonwealth built prior to the zoning. But that was all,
so everything else was single-family. On Lake Shore Drive were the
Kellogg house and a whole bunch of huge classical wonderful old houses.
Then my father built this modern thing.
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van Roessel: Why did he choose that neighborhood if what he was planning was so
obviously different?

Grunsfeld: Because it was one of the few neighborhoods that he thought was
guaranteed to never be anything other than single-family.

van Roessel: So why didn't he build a single-family house for himself?

Grunsfeld: Because he had this friend, Leon Stolz, who was chief editorial writer at the
Tribune, son of a rabbi and married to a ballet dancer. My parents were very
good friends with the Stolzes at that time. They decided they wanted to do
this together. My father had traveled with Leon Stolz in Europe and they
got along very well. They both thought this would be a good experiment.
They did get permission to do it and were assured that that was the only
exception. I remember walking through those woods and empty lots
during the Depression and seeing families living in tents and thinking, Boy,
are those kids lucky to be able to camp out. They then, of course, at night
would come and knock on the door and our cook would give them food. I
didn’t know any of that, I was four or five years old. My earliest
memory—and I remember it vividly—is of seeing those families cooking
and sleeping and playing in the woods and thinking, Boy, are they lucky.
As a result of the Depression we had lots of help because people were
willing to work for just a bed and food. So that house was built and
finished in 1929. Prior to that, I lived for three months at the Whitehall,
which I don't remember, because the house wasn't finished on time and the
Whitehall was.

van Roessel: Had your parents begun planning this house because you were on the
way?

Grunsfeld: I have an older sister. We lived in Hyde Park at 49th and Kimbark before
we moved to the Whitehall. But by the time I was five months old, we were
living in this house on Oakdale, and the stock market had crashed. That
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was a real shock for my father and there was some question at the time
whether we would survive the crash.

van Roessel: And you know that because you heard the stories later?

Grunsfeld: I remember none of it other than walking through the woods. I remember
the Century of Progress, but not much.

van Roessel: Since the Oakdale house was so modern, how was it received by the
neighbors? Were they shocked or horrified?

Grunsfeld: They hated it. Absolutely horrified.

van Roessel: How did they express that to your family?

Grunsfeld: Well, they didn't to my family… I remember even in the late 1930s when
people would take me home from school and they'd say, "You live in that
funny home?" It was very awkward.

van Roessel: Were you ever ashamed of living there?

Grunsfeld: No, I didn't like or dislike it. I don't think kids have real strong opinions on
whether they like or don't like their house.

van Roessel: But they are sensitive to what their peers think.

Grunsfeld: They are very sensitive. I'm not sure I was so sensitive. It certainly didn't
bother me.

van Roessel: How did your mother take it? Being married to your father, was she used
to it?

Grunsfeld: She liked it. I think she thought it was neat that no one liked it except my
father and her. That wouldn't have bothered her. If you see it today, it
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doesn't look very modern at all, except it's very plain and it has very little
ornamentation on it, if any. Well, there's a band of limestone and other than
that, it's just a bunch of brick. But it's nice brick. The doors were beautifully
detailed. There weren't a lot of neighbors, so it's not like building an ugly
duckling in a tight subdivision. There were two houses on the block. I think
the house is actually about to come down. It was for sale last year and I
think the house was sold just for the property, as was a traditional house
next door to it, so I think it's gone.

van Roessel: This might be a good place for us to introduce Gertrude Kuh more
formally, since she did the landscaping for your house. Would you like to
describe how your father came to know Gertrude?

Grunsfeld: My father knew Gertrude's first husband, whose name I don't remember.

van Roessel: Mr. Deimel?

Grunsfeld: Oh, I knew Deimel. Did you ever talk to her son?

van Roessel: John, yes, I did.

Grunsfeld: At his house, I hope?

van Roessel: Yes, at his house in Glencoe.

Grunsfeld: It's beautiful. It used to belong to my aunt. It's amazing how small the
world is. My father knew the Eisendrath family, of which Gertrude was a
member. And he knew Deimel. She was to me Mrs. Deimel when I knew
her. They lived a block and a half away from the house on Oakdale. When
she came over, she'd bring John. We used to flood the back garden and ice
skate on it so John used to come over, with his ice skates some of the time.
My father and Gertrude became very good friends personally as well as
professionally. I'm not sure what the first job is they did together, but my
father wouldn't do any work unless Gertrude did the landscaping.
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van Roessel: Can you describe what she did for your house?

Grunsfeld: As far as I can tell, she planted some grass and three trees. That's my
recollection. But there were also some little garden beds and a nice terrace.
Nothing terribly special. It didn't need much because there were trees with
the houses on the other side of the alley and there were woods to one side
and two sides of this house had no windows at all.

van Roessel: So there was a lot of borrowed landscape.

Grunsfeld: This house was built as a multiple row house. There was an empty lot next
door and he always hoped that he could get two or three other people so
that it would have been a longer row house. I don’t think the city would
have let him do it, but that was the hope at the time. So he became a close
friend of Gertrude and they worked very well together. I never saw them
working together, but in later years, I became a good friend of Gertrude's
and she used to talk about my father and tell me that I was much easier to
work with, which I'm sure was true.

van Roessel: What was she referring to? What was your father's personality like?

Grunsfeld: He was a very difficult man. I mean, he was difficult as a father, but he was
very difficult with his clients.

van Roessel: In what ways?

Grunsfeld: He didn't like clients, particularly. They didn't much like him. They
thought he was very smart, which he was, and he was very good company,
but he was very stubborn and he pretty much did things the way he
wanted to or not at all. It's, I think, clearly the reason he quit at fifty years
old. He just didn't like what he was doing. He liked the designing and he
liked the building process, but he didn't like contractors and he didn't trust
them. He didn't like owners—I think he trusted them but thought they all
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had bad taste and wouldn't do what he wanted. He didn't have the
patience to try to get them to understand what he was trying to do. That
was true for both commercial and residential. In the end, he went to work
for Friedman, Alschuler, Sincere and Grunsfeld and found that really didn't
solve the problem because he still had to work with people and now he had
four other partners who he had to answer to, and he didn't like working
with them. He was very fond of Ralph Friedman and Ralph was one of the
few people who could sit down with him and talk to him. And he didn't
have a very happy personal life. He and my mother were divorced in
1941—I thought they were very old—and we sold the house at the same
time. It may have even been 1940. They had only been married fifteen
years. I thought they were very old at the time. And then my father
remarried and that was a much happier relationship. He married my
seventh grade teacher, as a matter of fact. They had very few friends and
one of the reasons they moved to France, was that over all the years that
they lived in Chicago, my father built very few close friendships. The next-
door neighbor, Leon Stolz, was a very close friend until just before the
Second World War. Stolz was an editorial writer at the Tribune, and my
father thought his positions were anti-Semitic, which they probably were.

van Roessel: Even though Stolz was the son of a rabbi?

Grunsfeld: Yes. The Tribune was anti-Semitic, there's no question about it, under
Robert McCormick. So, my father quit talking to him. He read an editorial
one day and came home and said, "I'm never talking to that man again."

van Roessel: That's a bit awkward when he lives next door.

Grunsfeld: We had a door between our houses, so you could go from one house to the
other without going outside. And he never did talk to him again. Well,
that's not true, because in the last couple of years… I was very fond of Leon
Stolz and very fond of his wife, Marcia. I named my daughter after his wife.
When I was in college I used to come home and I used to always make a
point of going over to see the Stolzes.
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van Roessel: Did they continue to live in their side after your parents sold their part of
the house?

Grunsfeld: They lived there much longer. And then they moved to the corner of
Diversey and Sheridan into a Mies building. They asked me to do their
apartment, which I did. So I saw them a lot. Then, when I got married, my
wife and I used to have dinner with them. It drove my father nuts. So I quit
talking about it. Once, when my father was here, I said, "This is idiocy. This
was your best friend. You went to Europe with him. You have a real history
here. Just do something about it." He finally did. It was a good thing. But, at
any rate, it's pretty much how he treated everyone. There was black and
white, no gray. You either were a good person or a bad person and if you
were a bad person, in my father's mind, that was the kiss of death. So,
when he got remarried, they tried to make a life in Chicago but my father
didn't know how to do it. He wanted to, but he really didn't know how to
get along with people. He didn't know how to get along with my sister and
he certainly didn't know how to get along with me, although I was very
fond of him.

van Roessel: And you and your father had this love of architecture in common.

Grunsfeld: Right. But he just couldn't make it in Chicago. So he took a trip to Europe
one summer with my sister and my cousin from Savannah and decided
that that would really solve the problem. Well, that didn't solve the
problem, but it gave him something to do, because he started painting. It
filled his day and it filled his day with something he really liked. So, it was
a good thing. He made very few friends—maybe ten people. People used to
come over to his apartment when he lived in a wonderful apartment on the
Left Bank—they used to come over from Chicago and all of a sudden he
had a whole bunch of new friends, which he liked a lot. He thought that
was neat. They'd stay just long enough so he could tolerate them.
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van Roessel: Well, explaining all of that really does help us understand your father in a
fuller way. Thank you for sharing that.

Grunsfeld: He did have a lot of architect friends. John Holabird was a good friend of
his. Fred Keck was very close. As a matter of fact, Fred Keck was one of the
few people he saw in Europe when Fred would travel.

van Roessel: And you worked for Fred when you were young, which we'll have a
chance to talk about.

Grunsfeld: Fred was a good friend of his.

van Roessel: Was it because they had architecture in common?

Grunsfeld: They had architecture and they had painting. Fred was wonderful. A super
artist. He did wonderful watercolors. My father was part of all these
consortiums that did public housing during the Second World War—Loebl,
Schlossman and Bennett and Holsman and Holsman, at the time,

van Roessel: Just as an aside, we actually have a number of the drawings from the
consortia in which your father was a member, which came from Al Shaw
and his office. I've been processing those drawings and when I see your
father's name, I have to remind myself.

Grunsfeld: The work that they did wasn't terribly interesting or terribly good, but it
was the only work around. You either did government housing—pubic
housing or military housing—or you stayed home. I don't know very much
about that, since it was before my time.

van Roessel: Even if it didn't turn out well, the period of early public housing is an
important one in Chicago's architectural history, to understand what
people were trying to accomplish. Shall we move on now to talk about the
Adler Planetarium?



32

Grunsfeld: Sure. I don't know how helpful I'm going to be. You probably know much
more about it than I do.

van Roessel: Well, it deserves to be on this tape. We had mentioned a while ago that
after the Michigan Boulevard Garden Apartments and the house for your
family, his next major project was the Adler Planetarium. We mentioned
that it was the brainchild of Max Adler, who was a vice-president of Sears.
From what I've read, your father actually accompanied Max and Max's wife
to Germany in 1928 because Mr. Adler had heard there was a new
invention called a planetarium and he wanted to check it out.

Grunsfeld: Right. There were none in the United States at that time. I know a little
about the trip, very little, because I have the sketchbook, which has
sketches of the boat going over and little sketches of the planetarium, a plan
and an elevation, that look just like the planetarium that was built in 1928.
So, I assume that was done coming back. They went over to look at the
instrument, the Zeiss instrument. He was very involved in the Adler project
and it was done as part of the fair, the 1933 Century of Progress.

van Roessel: Do you know what kind of influence Max might have had in the look of the
building?

Grunsfeld: Probably none.

van Roessel: Can you speculate about where your father was looking for inspiration?

Grunsfeld: No. Except that they went to Germany to look at planetariums, where there
were some. I've seen pictures of some of the German ones. You always see
the dome, which looks sort of like an orange-squeezer. The twelve-sides, I
don't know who thought that up, but that seemed like a pretty neat idea.
The rest of it is just a lot of wonderful Art Deco and classical detailing.

van Roessel: And beautiful materials.
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Grunsfeld: Beautiful granite. And the wonderful cut glass in the front door; I know
that was not intended, but it was terrific.

van Roessel: Actually, I found a wonderful quote from Bill Keck, who had gone to the
Adler as part of a senior high school field trip and your father happened to
be there at the time. Bill Keck relates a story that your father had pointed
out these doors to the class and said about all this beveled glass, "I didn't
realize that we were going to get a display like what we have here, of the
sun coming in here on an October afternoon, shining through these doors
and projecting on the marble." Bill says that it was a beautiful display of
rainbow colors and said that your father explained, "I didn't expect to see
this. It just happened. Nobody thought about it, but it's a wonderful
situation, a surprise-type of thing that comes out of what you're doing
sometimes."

Grunsfeld: That's true. My father always said that. That's one of the things he liked
best about the planetarium. And he was right. It's spectacular. I don't think
it could happen anymore, with all the stuff built up around it. But it was
wonderful. My father was very fond of that building. The first time it was
about to be remodeled—I forget who the architect was—he pleaded with
Bob Adler not to do it. They were going to do some addition. My father
was terribly upset and it was one of the few times that he ever came back
from Europe on an airplane. He hated to fly. He used to take the France
over and back, or smaller ships that took longer, if he could. He was so
angry about the planetarium being remodeled that he came back and spent
a week with Bob Adler, Max's son, who was at the time the head of the
Planetarium Society. He spent a week with him convincing him there was a
better solution. Then, as it turned out, Harry Weese did it and did it all
underground and changed the planetarium very little, and my father was
very, very pleased.

van Roessel: Was the problem that he wanted to design the addition himself? Or he was
unhappy with how the addition would be done?
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Grunsfeld: He certainly didn't want to do it himself.

[Tape 2: Side 1]

Grunsfeld: Bob Adler would send him drawings and he'd get mad and finally he just
got on a plane and came back here and spent a week with Bob. I never
thought he'd be able to do it, but he did—he convinced them to hire Harry
Weese and Harry Weese did a super job. I think it solved the then-
requirements of the planetarium as well as the other solution, but it
certainly preserved the building. I was less successful the second time, the
more recent time.

van Roessel: Did you take over your father's role in trying to advocate for something
different?

Grunsfeld: No, I didn't. I would have if he had been still alive, although he probably
could have done it himself. It wouldn't have done any good, first of all. The
Adler family was hell-bent on enlarging it and Bob was dead. John, his son,
was a very nice man, but had absolutely no taste. None of them—John or
his sister—really cared what it looked like. You have to care a lot. I think
it's too bad, but I'm not willing to fight just to lose and there was no
question that this was going to happen. And maybe they need all that
space, I don't know. Maybe it's an all right way of doing it, but I find it
terribly offensive.

van Roessel: It's in a position on the lakefront campus where they're trying to compete
with two other major institutions, the Field and the Shedd, so I suppose it's
understandable that they felt the need to expand their facilities.

Grunsfeld: Well, it's always been amazing to me that it isn't landmarked so that you
can't do that, assuming that it's worth landmarking. At least the sense in the
architectural community, I think, since it was built, is that it was worth
landmarking. It received awards when it was built.
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van Roessel: Yes, it was awarded the Gold Medal from the American Institute of
Architects in 1930, as soon as it opened.

Grunsfeld: Right. It should have been landmarked. It shouldn't have been touched. But
I've had a number of buildings of mine torn down and I know how my
father felt and would have felt. Actually, it's almost worse altering it than it
would have been to tear it down.

van Roessel: But that would have been a tremendous loss for the city of Chicago.

Grunsfeld: Maybe. But anyway…

van Roessel: Well, I'd like to ask you about one of the most beautiful elements of the
decorative arts program on the planetarium, which is the series of panels
that Alfonso Iannelli designed. These are plaques of the zodiac on the
exterior that relate nicely to the twelve sides.

Grunsfeld: I think that was the idea.

van Roessel: Was Alfonso someone that your father knew?

Grunsfeld: I have no idea. Well, he certainly knew him because they worked closely
together.

van Roessel: Before the Adler Planetarium?

Grunsfeld: I'm not sure. Maybe Max Adler decided that's what was going to happen
or… I really have no idea.

van Roessel: Do you have any sense of who came up with the program to do these
zodiac plaques?

Grunsfeld: I have no idea. But it's a terrific combination.
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van Roessel: You've said it was your father's favorite building, is that right?

Grunsfeld: Oh, absolutely.

van Roessel: What did he like about it, especially?

Grunsfeld: I think he liked the process and you can't blame him, because he went to
Europe as a relatively young man and was building a very important
building in Chicago at a very young age. He received awards and
newspaper articles were written about it.

van Roessel: And it was the first planetarium in the western hemisphere.

Grunsfeld: Yes, on this side of the Atlantic.

van Roessel: Do you have a sense that after this building was finished he was more in
tune with Art Deco and Moderne architectural styles? Did he feel more
confident in how he could execute them?

Grunsfeld: I don’t know. He really didn't do all that much of it. The strange thing is
that the houses he built right after that were much more traditional. Most of
the houses up north that he was building were Georgian.

van Roessel: But might that not have been more a reflection of the clients?

Grunsfeld: Yes, I think so. Well, of course, in a commercial building I think you
probably have more freedom. But he sure didn't push. Maybe it was his
failure to connect with clients that kept him from pushing, I'm not sure. But
until the 1940s, just before the Second World War, when he began building
some more contemporary low, one-story ranch houses, he was just going
merrily along building a few Georgian houses a year here and there.

van Roessel: Well, he did slip in a few modern buildings in the 1930s. There was the
Link house in Madison, which was built in 1934.
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Grunsfeld: Yeah, which I never saw.

van Roessel: Well, you gave the drawings to the Art Institute. It was a stunning, very
modern, almost Bauhaus house.

Grunsfeld: But it was not around here. The Heller house was an early sort of ranch
house. There was the little Lash house off of Lake-Cook Road at the end.
The Gaines house in Glencoe, I think. These were low, ranch houses. They
don't look very modern today, but they looked modern in 1940 and 1941.

van Roessel: Well, maybe we can finish up today with the Century of Progress and then
we can talk about your father’s residential work in the 1930s. The Adler
Planetarium had been done in anticipation of the Century of Progress, and
as part of the actual fair, your father did the Lumber Industries house,
which we've talked about a bit already. That was a small model house in
the company of many other model houses designed by other prominent
architects. Do you know how your father got that commission?

Grunsfeld: It was sponsored by the Lumber Industries and paid for, I think, by Joseph
Lumber Company. I don't remember that much about it and I don't ever
remember seeing it. I took a class in sustainable architecture at the
University of Illinois on Monday and Tuesday of this week and there were
five architects in the room, one of them a young lady who looked at my
name and said, "My aunt and uncle have the Lumber House. They bought
the Lumber House and moved it to Wisconsin." Strangely enough, the day
before, one of the architects in the office here had been to Prairie Avenue
Bookstore and bought me this book because they happened to be thumbing
through it and saw a picture of the Lumber House. That happened on
Monday morning and then I went from here to downtown and met this
lady, who said, "I know that house."

van Roessel: Had you thought it had been torn down?
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Grunsfeld: I knew that it had been sold, but I couldn’t imagine that this flimsy little
house that had been built for a four-year period could possibly have
survived very long up in the North Woods. She said, "It's in perfect shape.
They take perfect care of it. They built other houses near it for other
members of the family, but this is the main house of the compound for the
family." It's hard to believe that it's still around.

van Roessel: Did she promise to send you pictures?

Grunsfeld: She said she would photograph it and send me pictures the next time she
was up there.

van Roessel: Well, I personally didn't know what happened to it. Of course, some of the
other model houses had been moved to Beverly Shores, where people have
tried to make them more permanent, with mixed success.

Grunsfeld: Right. I don't know what happened to Keck’s House of Tomorrow, which
was a particularly good one. It's the one that had the heliport on it or
whatever.

van Roessel: I think that got barged to Beverly Shores.

Grunsfeld: I remember parts of the fair, but I don't remember ever being in the Lumber
House. My father used to talk about it. I remember him talking about the
downspouts, because there were none. There were bentwood, rounded
wood downspouts, at the corners. And I remember it was all wood inside.
The house was really a lumber house. Looking at the pictures the other day
of all these model houses, it was certainly the least modern of the group.

van Roessel: Well, there was the Cypress House that was very vernacular and really
looked like a log cabin.

Grunsfeld: It's too bad that I wasn't a little older, because I have a feeling that this was
a really fun fair to be at.
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van Roessel: Do you remember the Sky Ride?

Grunsfeld: I remember the Sky Ride. I just remember that I was very, very scared. I'm
not good at heights. My son, somehow, didn't listen to me and overcame
the acrophobia, which he had as a little boy, I was so pleased. You know,
you give your children all the phobias you have, plus some others.

van Roessel: So you have someone else to share the terror with?

Grunsfeld: Right. I mean, I've convinced all my kids and grandkids that tomatoes are
poisonous, but I couldn't convince my son John about heights. Anyway, I
remember being very scared riding across that thing. Certainly when you
are four years old… I do remember standing in the open window of our
house on Oakdale and listening when they destroyed the two towers—they
blew them up—and I remember hearing that.

van Roessel: Was that a sad moment—the end of something wonderful?

Grunsfeld: No, it was just a sound, like hearing fireworks. I didn't have any… They
blew it up in 1934, and I was five years old. At five years old, a big bang is
wonderful.

van Roessel: Did your father have much connection with the other architects who did
work for the fair, on the model houses, for instance? Holabird and Root did
a lot of work there.

Grunsfeld: Holabird did. And Keck, who, by then, was certainly good friends with my
father. Holabird did one. I don't know who else did them.

van Roessel: Well, Holabird. The Burnham Brothers were extremely involved with the
fair. Robert Work.

Grunsfeld: Oh, Robert Work…
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van Roessel: Rebori did the Brick House.

Grunsfeld: Rebori was a good friend of my father's. I think he was older. And Robert
Work was David Adler's partner—-silent partner—who stamped the
drawings. I went to grammar school with Robert Work's son, I guess. I
don’t remember any of those houses.

van Roessel: Do you ever remember meeting these architects?

Grunsfeld: I certainly remember some of them. I remember Sam Marx.

van Roessel: What were your impressions of him?

Grunsfeld: Oh, he was a wonderful man. I thought he was terrific. First of all, I thought
his interiors were wonderful. I still think they're wonderful. My partner
lives in a house he designed, one of the last ones. He did really amazing
work for a man who started very, very late in life and really started with
interiors. Later he built a couple of houses—really not very many. When
my father came back from Paris, he always used to go up and see Sam and
often would take me, because he knew I liked him. Sam was very friendly,
loved people, just the opposite of my father. He loved working for rich
people, spending their money, traveling to Europe and buying things for
them. He was interested in all the little details, the napkins and tablecloths
and flatware, all the things my father had no patience for and didn't care
about. My father didn't care about any material things—it was all you
could do to get him to buy a suit or a pair of shoes. He just didn't care
about it.

van Roessel: Do you remember meeting Mr. Rebori?

Grunsfeld: I remember meeting him, but I'm not sure it was with my father. John
Holabird, Sr., I met, certainly. John Holabird, Jr. I sort of went to high
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school with—he was a lot older. Keck, of course, I used to see because he
was at our house a lot.

van Roessel: What were your impressions of Keck's personality?

Grunsfeld: Oh, I thought Fred was wonderful. Fred was just terrific. After my father
died—well, even before my father died—while I was working for him, he
was wonderful. I loved his wife Lucy. Fred was very fond of Sally, my wife.
Sally used to give me, because she knew I liked them, watercolors for my
birthday or Christmas, of Keck's. She would go down and meet with Fred.
He felt very strange about asking her for money. She'd ask him how much
they were and he wouldn't say and he'd take a little piece of paper—so
small she could hardly read it—and write something and he'd push this
little piece of paper the size of a postage stamp over and she'd look at it and
she'd say, "I can't read it," and she'd push it back. And most of the time he's
sell them for practically nothing. We built up a collection… Well, Bill used
to tell me that I had more Keck watercolors than anyone else except him
and the University of Wisconsin. I loved them.

van Roessel: Well, we have about a dozen or so of his watercolors at the Art Institute
and they are lovely.

Grunsfeld: They're terrific. He was a wonderful painter. So, I have a huge collection of
Keck watercolors, all of which were pushed across the table…

van Roessel: Do you think he sold them to your wife for less than he would have sold
them to someone else?

Grunsfeld: Oh, there's no question. He sold them for less than it cost him to make
them. I mean, they were gifts from him. And Sally never wanted to pick
them. So she would buy them for fifty dollars or seventy-five dollars and
then we'd make a date for us to go down to his house in Hyde Park and
we'd spend the first hour or so with all the watercolors out in the living
room and I'd pick one. Sometimes he'd say, "Oh, pick another one."
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van Roessel: Because he thought it wasn't good enough, or he wanted to keep that one
for himself?

Grunsfeld: No, it was just trying to be nice and he felt guilty about charging Sally for
the first, so he'd say, "Pick another one." So I'd take two or three home. He
was a nice man, interesting, and really fun to be with. And Lucy was
wonderful—she was a librarian at the University of Chicago. The first Keck
I remember was a watercolor he gave to my parents before 1941, because it
hung over the bed in their bedroom. It was very loose. I think it was the
first abstract art I ever saw. I thought it was just wonderful, it was so loose
and so free. I think Keck had a big influence on my father, and he certainly
had a big influence on me.

van Roessel: Well, when we get there, we'll be sure to take time to talk about your own
work with Keck.

Grunsfeld: I didn't work with him very long, but it was very important.

van Roessel: Well, is there anyone else that you remember that you'd like to talk about?

Grunsfeld: I don't think so.

van Roessel: Now, you have some biographical dates for your father that you'd like to
make sure are in the record, is that right?

Grunsfeld: Yes, I'm not sure if I gave you correct dates before. So, MIT, Science
Bachelor, 1918; Naval Architecture diploma in 1919; Beaux-Arts, 1920-1922;
American Academy of Rome, 1921. And then just some dates on buildings:
the Whitehall was 1926—I had thought it was later—the Michigan
Boulevard Garden Apartments was 1928; the Jewish People’s Institute was
1925; the Adler Planetarium, 1930; and the Lumber House, 1933. Some later
ones that we haven't talked about yet. I'll just give them to you now, so we
don't have to remember dates. WGN competition was in 1935, which I
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think was an important event in his life; Chicago Bar Association, 1937;
And maybe a second favorite project was the Rosenwald house in
Jenkintown, Pennsylvania, for his first cousin, 1939. Other dates that I think
he'd want remembered: he received the Chevalier de Legion d'Honneur
from DeGaulle in 1959 and taught as a visiting lecturer at Stanford in 1951-
52. So that's my bookkeeping for the record.

van Roessel: Well, thank you very much. We had been talking last about the Lumber
House, which you've just reminded us was built in 1933, and was then on
view in 1933 and the next year, 1934, when the fair reopened. We noted off
tape that the Art Institute does have the drawings for the Lumber House,
which you donated about twenty years ago. As we enter the 1930s, it may
be useful for us to talk first about how the Depression affected your father.
He was just in the middle of the Adler Planetarium project and you had
just been born in 1929, when all of a sudden the floor drops out from
underneath a lot of people. You mentioned that your father was concerned
about how he would pay the bills. Would you like to talk about his reaction
to this financial crisis?

Grunsfeld: Well, I certainly don't remember it, other than what we’ve talked about
already, and in visiting the homeless. My father certainly didn't show any
change to my sister or me. But clearly it influenced him. He had very little
work. The work he had were some private houses and because there was
the Depression, they were built for practically nothing, which meant that
the fees were practically nothing.

van Roessel: His fees were based on construction costs?

Grunsfeld: Yeah. And so he had very little income. He had just built a new house,
which probably ate up most of his capital. And there wasn't much
commercial work. By then, I think there just wasn't work. Somehow he
borrowed money from the bank, First National Bank, and they didn't call it,
which probably saved his financial life. It wasn't until the late 1930s that he
started getting more work.
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van Roessel: Did that make your family life more difficult? Your parents were divorced
in 1940. Did that have any effect?

Grunsfeld: No, I don’t think that had anything to do with it. My family life really
wasn't very difficult. I grew up as sort of a spoiled child of what, to most
people, were rich parents. Because there was a Depression and it was easy
to get help, we had three in help full-time to take care of four of us. Really,
it wasn't very tough. I was going to a private school. My life seemed pretty
much like everyone else's in that group. It certainly wasn't typical of an
average family during the Depression, although I had no way of knowing
that.

van Roessel: Because so many of your father's clients had been relatives and fairly
wealthy colleagues and associates, was there any change in his scope of
potential clients in the 1930s? Was he starting to look away from the normal
circle of clients?

Grunsfeld: I don't think so. He had a very small office. I think by the middle 1930s,
Klaber was no longer part of the equation. He had hired Wallace Yerkes as
a draftsman, who later became a partner and, later than that, became a
partner of mine. He was still getting work from relatives. 1939 was when
the Rosenwald house was built in Jenkintown [Pennsylvania], and it must
have been started in 1936 or 1937. He had a little commercial work. The
WGN competition was in 1935 and that certainly gave him a boost. But
there just wasn't much work out there.

van Roessel: From what I've been able to research, he seemed to have entered a number
of competitions and general architectural projects, apart from getting
specific private clients. I think that's fair to say of a lot of architects during
this period.

Grunsfeld: It was common.
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van Roessel: Competitions were really the bread and butter for a lot of architects at that
time.

Grunsfeld: And even when I started there were lots of competitions. The Plywood
Association competitions were held out at the Morton Arboretum and were
very innovative. Some of those houses are still there. Amazing. But the
WGN one was very important to him. I remember the publicity that one
got.

van Roessel: Would you like to talk about how he was involved in that project? As you
said, it was in 1935. It was a competition to design the interior of the WGN
Studios.

Grunsfeld: I remember the pictures in the Tribune, and his picture in the Tribune. I
remember being very proud and going to school and having all the kids
think that it was wonderful that the son of this man was in their class. I
don't remember very much about what it looked like, and, of course, it's no
longer there. It was a radio studio and it outgrew itself very rapidly.

van Roessel: Do you think that because he had his office in the Tribune Tower had any
part in this?

Grunsfeld: None at all. Basically, what it was, was a big theater with a small stage.

van Roessel: It was very Art Deco-Moderne.

Grunsfeld: It was. I sort of remember the pictures of it. So, I think that probably helped
his career. By then, if you were an acquaintance of Rosenwald, and
probably if you were well-off and Jewish, if you built a house, you
probably had my father do it. There weren't a lot of people building houses.
I know a few houses built just about that time. One of them was built with
Sam Marx and my father collaborating, the Uhlmann house.

van Roessel: Do you know how your father met Sam Marx? Was it just a small circle?
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Grunsfeld: It was a relatively small circle of people. I think my father was a friend of
Sam's wife, who was related to the family that owned the May department
stores. I think that Sam was maybe her second husband. Sam was a
wonderfully polite, Southern gentleman, who came to architecture very
late. And he came to it through interiors, not so much bricks and mortar.
He was a very engaging man, a lot of fun to be with. He lived very high on
the hog. I think he came from a very modest background. Everyone
complained about how expensive he was; they talked about it all the time.
It was important that they used him, so they could complain and say how
outrageous his fees were. He was a good friend of my father's.

van Roessel: What was the advantage of their working together, for instance on this
house that you were just speaking about?

Grunsfeld: Well, I think that in the Uhlmann house, the client wanted Sam's interiors
and didn't think he had experience constructing buildings. And I don't
think he had built very many houses then. Then at the same time, my father
built a beautiful Georgian house on Waverly Road for the Lowenthal
family, with whom he became very good friends, one of the few clients that
really liked him.

van Roessel: And Gertrude Kuh did the landscaping on the Lowenthal house, is that
right?

Grunsfeld: Gertrude did the landscaping on both. There wasn't much landscaping on
the Uhlmann house, since it was built sort of on the edge of a ravine. Both
those houses were towards the end of the Depression. For some reason,
after the Lumber House, which was certainly contemporary at the time it
was built, he got more conservative. The Uhlmann house and the
Lowenthal house are both, certainly on the outside, pretty classical
Georgian. Then, on the inside, there were certainly touches of the Art Deco-
Moderne period, but they certainly weren't innovative. This is kind of
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interesting. Maybe what happens as you get older is that you get more
conservative.

van Roessel: Or was it a reflection of the client and the need to have more flexibility
about what the client wants, if you don't want to lose the job all together?

Grunsfeld: Maybe, maybe. Oh, I just remembered how my father knew Sam Marx. He
had built a house for Sam's wife, who had married one of the Strauss family
people. He had built a house for them, which was later bought by the
Bensinger family, and that's still up.

van Roessel: And these are all names that I associate with Gertrude Kuh.

Grunsfeld: Right. And I think maybe you have those drawings. Mrs. Marx's first
husband was a Strauss and they sold the house to the Bensingers and then
she divorced Strauss and married Sam Marx. It was a very tight-knit group,
that German-Jewish, Highland Park-Glencoe crowd. Lots of them, well,
most of those people had city houses or apartments and then had these
summer houses, which were huge and used to be on huge pieces of
property.

van Roessel: Your family had lived in the city, in Hyde Park, is that right?

Grunsfeld: My father never wanted to live up north.

van Roessel: So were there social or religious connections or organizations that brought
your family into contact with the North Shore?

Grunsfeld: Well, there were country club associations. They didn't bring our family
together with my father's clients, but they brought all those clients together
in a very tight-knit group. Most of them belonged to Lake Shore Country
Club or to Northmoor Country Club, or to both. They pretty much stayed
in this very small clique and everyone was related three or four times to
someone else. That's still true. That still exists today, although it's not as
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tight and it's not as strong a social group. But there are children of some of
those families who still, every Saturday night, go do dinner with the same
people at the same table. It's unbelievable. These people were all
interrelated and very close and all friends. There have been other periods
where that's happened, but the selection of an architect—or doctor or
lawyer, probably as well—was very cliquish and if you started and you
took hold, it just happened. If someone needed a doctor or lawyer or
architect, they just automatically called whoever was in fashion. That
happened in the 1950s. It sort of happened to me in the 1960s or 1970s. I
always thought these would be very short spans and that someday no one
would call and some other architect would be doing it, but that never
seemed to happen. But it certainly happened to my father. There were a
few other people building houses right after the Depression—Walter
Frazier, do you know that name?

van Roessel: Yes, he was Frazier and Raftery.

Grunsfeld: I live in a Frazier Raftery house. He was building pretty much the same
stuff my father was, a few sort of contemporary houses, but mostly
classical, well detailed. A few of them were on the North Shore, but most of
them were out west in Geneva, where the office was. Well, I don’t think
Walter's office is in business anymore, but they were still building up until
fifteen or twenty years ago. It was interesting stuff.

van Roessel: I recall that one of Gertrude's projects in Winnetka, I think, was for a
Frazier Raftery house.

Grunsfeld: And you know that she did the landscaping on my house before it was my
house. She did a lot of work with Frazier Raftery. Walter Frazier owned a
furniture store where the Park Hyatt is, just off Michigan Avenue on
Chicago Avenue. He was in competition with Quigley and Company,
which was the store that Sam Marx really kept alive, which was right by the
Fourth Presbyterian Church on Walton, just west of Michigan Avenue.
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van Roessel: You mean he kept it alive in the sense that he was providing them with
things to sell? Or he had his clients buy there?

Grunsfeld: Sam was providing them with almost all their work. All that wonderful
Deco furniture that he designed was all made by Quigley. I remember
going to Quigley's as a kid. It was like going to a sweatshop. It was a big,
open factory loft space and these little guys with no light at all were
pounding nails—putting a bunch in their mouth and then taking them out
one at a time—upholstering furniture and carving wood. It was wonderful.

van Roessel: These were probably recent immigrants from Europe with these skills?

Grunsfeld: Mostly, sure. For years they were very successful, very busy, and you'd
have to wait months. You'd almost have to buy your furniture before you
designed the house so that it would arrive at the same time. It was easier to
get a house built than a sofa.

van Roessel: Did your father often recommend that his clients use Quigley?

Grunsfeld: My father used Quigley. Most of the furniture I grew up with was
Quigley’s.

van Roessel: Was it Sam Marx-designed Quigley, or their own lines?

Grunsfeld: No, it was my father's Quigley. But Sam Marx did much more furniture
than my father. The Rosenwald house in Pennsylvania—a huge house,
which I think was my father's second-favorite project—was just full of
Quigley furniture. It was designed by my father and made by Quigley.

van Roessel: That house is quite an amazing property. It was a house and a gallery, an
enormous undertaking for anyone. It was really a striking house. The house
itself was fairly traditional, with an ashlar façade.
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Grunsfeld: So was the museum. You couldn't tell the difference between the house and
the museum.

van Roessel: The museum was in extended wings.

Grunsfeld: Yes, built around a huge court.

van Roessel: What was especially interesting to me was that the interior was done with
such great care and attention to detail.

Grunsfeld: Did you see it?

van Roessel: No, but I've looked often at the Pencil Points article that had such good
photos, from 1940. The photos were done by F.S. Lincoln and are really
stunning.

Grunsfeld: They are beautiful photographs, of the stairways…

van Roessel: What I found particularly interesting is that the museum and gallery are
quite different in feeling from the house interiors, since they are very
Moderne. I'm wondering if you'd like to talk about how this project came to
be. Lessing Rosenwald was your father's cousin, is that right?

Grunsfeld: They were first cousins. Lessing Rosenwald was Julius's oldest son, which
made him my father's first cousin. Edith and Lessing were cousins as well,
she was a Goodkind. My father had grown up with Lessing and as kids
they played together and they were very fond of each other. Lessing had a
love of prints and drawings and had a fabulous collection. As a matter of
fact, I was in Boston recently and went to the Rembrandt show and out of a
hundred and some-odd paintings and drawings twelve or fourteen of them
were gifts of the Rosenwald Collection to the Smithsonian. They were
beautiful drawings. I remember going to Jenkintown to visit the
Rosenwalds with my father right after the house was built, and then by
myself during the war. It's an amazing house.
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[Tape 2: Side 2]

van Roessel: We've talked about your cousin's interest in books and prints, but do you
have a sense of their own aesthetic and what role they might have had in
shaping the look of the house and galleries?

Grunsfeld: Oh, they had a huge role, I think. They were interested in every detail. My
father really liked Lessing and liked being with him. He spent a lot of time
there designing it. It was the only thing that the office was doing at the
time. The office had been quite small, because there had been no work
during the Depression and he built it up to be able to do this. Most of the
drawings were either done by him or Wallace Yerkes. He had a draftsman
named Morris Greenberg, who moved to Jenkintown to be there so that the
drawings could be initiated there—they didn't have fax machines—and
that seemed to be a good way of doing it. I think that's when Bill Koening
joined the firm as a draftsman, and later became a partner.

van Roessel: Did he come from Pennsylvania?

Grunsfeld: No, he was from Chicago. I didn't know him very well. Wallace Yerkes I
knew very well—he had started with my father well before the Rosenwald
house. At the time of the Rosenwald house, he was an associate, I think. He
became a family friend. He was a bachelor at the time and was very fond of
my sister and me. We were sort of his extended family. He was a beautiful
detailer and he had terrific tastes and he and my father got along very well.

van Roessel: According to my notes Yerkes had gotten his architecture background at
Armour Institute of Technology and had been with your father since 1932.

Grunsfeld: Right. I think maybe he was with Adler or Sullivan as a draftsman. I'm
trying to think about how old Wallace was, I'm not sure.

van Roessel: I've read that he had been in practice since 1926.
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Grunsfeld: So maybe he was born in the early 1900s. Wallace probably was seven or
eight years younger than my father. Actually, I think he would have stayed
with my father until the end of his career, except that my father decided
that he wanted to be sort of a consultant and merge with Friedman when
he was doing public housing. Wallace didn't have any interest in that at all.
So, at forty-some-odd years old, he enlisted in the army as a private and
quit architecture.

van Roessel: Did he ever go back?

Grunsfeld: Wallace went back. I think he started his own office in 1950. He had
practically no work at all. We'll talk about that later, because when I came
back from Europe, I rented space from him and that led to a partnership.

van Roessel: Well, let's go back to the Rosenwald house. We had spoken a while ago
about your father's furniture designs, along with Samuel Marx’s. What was
particularly impressive about this house is the interior and the care and
detail that went into designing it.

Grunsfeld: Yes, both the interior and exterior. My father cared about every single
detail. He cared in 1928 when he did our house, but for some reason, in this
house, every single detail and every feature had to be custom and was all
drawn. There were hundreds of sheets of drawings.

van Roessel: It seemed like every ceiling had a different detail in the cove or molding.

Grunsfeld: Yes, every ceiling, every fireplace was different and there were lots of them.
The bathrooms didn't look the same. The stairs were all exciting. The
handrails were beautiful. The light fixtures were recessed before you could
buy recessed light fixtures.

van Roessel: Did that come from your father's own initiative, or was that again a
collaboration with Lessing and his wife?
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Grunsfeld: I think my father thought this was such a wonderful chance to do anything
he wanted and Lessing clearly didn't care about money.

van Roessel: That makes for an ideal situation.

Grunsfeld: I think Lessing wanted something that was unique, beautiful, and to house
his collection. I remember the drawers for the drawings had shelves that
pulled out so that you could take out the drawings and put them out. They
had beautiful metalwork.

van Roessel: And the doors for the cabinets in the galleries swung out so that you could
provide additional display space.

Grunsfeld: We're looking at pictures now and these pulled out like sorting drawers. I
remember the metal modern Greek-key design of the railings.

van Roessel: There's a lot of what you could loosely call classical detailing—a lot of
fretwork, for instance—but it is all rather abstracted and simplified. It's
very elegant.

Grunsfeld: The other interesting thing I always thought was that it was this huge
house and when you drive up to the front of it you're overwhelmed. At
least from my perspective living in Chicago, there are a lot of elegant
houses on the North Shore but I didn't know too much about Lake Forest.
In Highland Park and Glencoe, the few times that we went out and visited,
the houses were big, but they were sort of manageable. Lessing’s house was
just a different scale entirely. And yet, when you were in the house or in the
individual rooms, it was just a very comfortable house, beautifully detailed
and furnished. Very elegant. It was a very elegant lifestyle they lived. I
think that all those Rosenwald kids sort of lived that way. Even when Julius
was alive, he had a big house on Roger Williams on Sheridan Road on the
lake—it's now Rosenwald Park. He had built for all his kids small houses,
so it was really a compound. Those houses were also very elegant—they
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were summer houses. They were all manageable. The inside of Lessing's
house had the scale of a small house, the outside is just overwhelming,
partly because this museum was tacked onto it, partly because there were a
lot of servants' rooms. And then there were the beautiful outbuildings.
There was a pool and tennis court building and I think from the pictures
you can sort of see that.

van Roessel: Well, the house was four stories, if you include the basement.

Grunsfeld: And the basement was used. There was a big playroom and movie theater,
a screening room, which for 1939 meant that there was a 16mm camera
behind a glass wall and a drop-down screen. Edith and Lessing lived in the
house until almost the end of their lives. Apparently it got very hard to take
care of and so they carved a piece of property out of the estate and built a
house that I think my father was sorry he wasn’t asked to do, but he had
long since retired. They were very smart.

van Roessel: Do you know anything about Ralph Griswold, who did the landscape
design for the house?

Grunsfeld: No, nothing. I was thinking about who had done that, because I knew we
would be talking about it, and I knew that Gertrude Kuh didn't do it.

van Roessel: We’ve mentioned a little while ago that your father had entered a number
of competitions in the 1930s to supplement his private client base. We
didn't talk about the Art Institute competition in 1934, in which your father
placed third.

Grunsfeld: I didn't know that.

van Roessel: It was for an addition. One of the other competitions that he entered, and
for which he won first prize of $1,000, was in 1939-1940 for a dairy
building. It was sponsored by Owings Corning Glass Company to promote
their Insulux glass blocks. Have you every seen this project?
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Grunsfeld: I've never seen it.

van Roessel: It was a very modern design.

Grunsfeld: It was. But did they ever build it?

van Roessel: I don't believe so.

Grunsfeld: In a million years, had you handed me that elevation and asked me who
did it, I never would have guessed my father. That's much more
contemporary than anything I've ever seen him do. That's a pretty
contemporary building.

van Roessel: I would say so. It does stand the test of time.

Grunsfeld: Amazing! Thank you.

van Roessel: We have mentioned that your father became a formal partner with Wallace
Yerkes in 1939 and that continued into the 1940s. It was during the 1940s
that your father began to do much more work with public housing, which
we've talked a little bit about.

Grunsfeld: Right. That was driven by his great interest in public housing, which he
had had for years, ever since the Michigan Boulevard Garden Apartments.
He was both interested in public housing and city planning. He was part of
a group that did the downtown redevelopment and won second or third
prize. I have no documentation for that, but I remember it very well.

van Roessel: Yes, I also found a few things about his interest in city planning, which we
can talk about a little later. He actually published an article in a British
planning journal in 1954 proposing a redevelopment for the entire Chicago
area, almost a second Burnham Plan. Where do you think that interest in
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city planning came from? Did it grow out of the public housing, or was it
parallel to that?

Grunsfeld: I think parallel to that. He was certainly interested in public housing, and
Rosenwald got him interested in that. I don't know who got him interested
in city planning. He was a good friend of Lewis Mumford's.

van Roessel: How did that come about?

Grunsfeld: From college. He was a friend of Lewis Mumford's and Bill Wurster's wife,
Catherine Bauer, who was a city planner. I knew Bill Wurster because he
was dean of architecture when I was at MIT. Somehow Mumford and my
father were friends. He also had a bunch of professional friends from the
University of Chicago who were interested in housing and city planning.

van Roessel: Was that again a Rosenwald connection?

Grunsfeld: No, I think it was his own real interest. He certainly had a social conscience
and he was very political, very liberal. He got in a lot of trouble during the
McCarthy era. He was a supporter of Henry Wallace. And, at the time that
Chicago competition was initiated, he didn't have any work. So, I think he
got into it both because of interest and necessity. Certainly all the various
firms that were involved in public housing in those various projects did it
because it was that or nothing.

van Roessel: Can you speak more about his philosophy about public housing? He
worked on the Jane Addams Houses and the first Cabrini Green
development, the Brooks Homes, Ida B. Wells, and these were all fairly
low-scale developments.

van Roessel: And he believed in that. He was appalled, in hindsight, as everyone was,
by these terrible high-rises.
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van Roessel: What were they aiming for in creating these small-scale, low-rise buildings?
Do you know?

Grunsfeld: I'm not sure. I mean, I think they did it wrong, but better than the high-
rises.

van Roessel: What do you think made it wrong?

Grunsfeld: Well, I think you can't build big islands of public housing and hope that it
will be assimilated. You just can't put large concentrations of people who
are having problems and expect the community to develop as a normal
community. The new models of putting a few units in an existing, stable
community certainly makes more sense. But he did believe that if there was
any hope of people taking care of their own housing, it had to be in low-
rise, they ought to be near the ground, they ought to be able to walk
outside and play. So my father only did those low-rise projects. Except,
really, for maybe the Whitehall, he'd never done a high-rise. It wasn't in his
vocabulary and I don't think he was terribly interested in it. And, at that
point, there wasn't any high-rise public housing anyway.

van Roessel: Yes, that really was a post-war development.

Grunsfeld: And just a tragic mistake. And it's true that in the post-war period he got
interested in city planning out of that and began to worry about the
downtown and how to revitalize it. He used to talk about having free
transportation to get to downtown. He used to talk about closing State
Street, which turned out to be a disaster, but it didn't have to be.

van Roessel: Well, that was a fairly progressive idea at the time. In the article that he
published in 1954 he proposed that there be no private vehicular
transportation downtown, that it be strictly buses and taxis and free trams.
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Grunsfeld: And it probably would have worked—hindsight is easy. I remember the
group—Mick Shufrow, who was a sociologist, was involved in his
proposal, but I can't remember who else.

van Roessel: The 1954 article was written with Louis Worth.

Grunsfeld: Yes, at the university. He was a very good friend.

van Roessel: And your father also credits Yerkes and Koenig.

Grunsfeld: Well, by then Koenig was a member of the firm. Koening actually stayed
with him and went over to Friedman and stayed there until he retired. I
have no idea what happened to him. He was a very nice man, I think older
than my father.

van Roessel: Another project that your father did during World War II was the
Bachelors' Officers Quarters at the Great Lakes Naval Station. Do you know
much about that?

Grunsfeld: I know very little except that I went out there with him while he was
working on it. I remember that.

van Roessel: It was in 1942.

Grunsfeld: It was exactly what you said it was—a navy barracks. I never understood
why the government wanted to have a socialite architect build a barracks.
My recollection is that it looked like a barracks that could have been done
by a government standard… Certainly the reason for him doing it was that
it was a job.

van Roessel: I've not been able to find out that much information about it. It wasn't a
competition, so they probably came to him.
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Grunsfeld: As far as I know, he was offered the job and was delighted to have it. It was
built and in Great Lakes' heyday, it was used. I don't know if it's still up.
Probably not. My recollection is that it was a wood building and a barracks.
I don't think I ever had the drawings for it. I'd guess the government had
them.

van Roessel: Well, there was another small project in 1941, which was the Max Strauss
Community Center in Chicago, which I have not been able to find much
about.

Grunsfeld: And I don't know it either.

van Roessel: Then in 1946, he gave up his own practice and decided to become an
adjunct member of another firm, so he joined Friedman, Alschuler and
Sincere. Would you like to explain that choice and how he fit into the
existing structure there?

Grunsfeld: Well, somewhere along the line he met Ralph Friedman, whom he was
really taken with. Ralph was older and very soft-spoken, wonderful with
clients, loved being a businessman-architect. He admitted he didn't know
anything about design and that he had bad taste. Ralph and his wife Ruth,
and my father and his wife Maurine, became very good friends. I think they
were on a cruise together, which was very unlike my father. My father
loved going to Europe on boats, but cruises were not his thing. But
somehow they got to be very good friends. Ralph apparently suggested
that my father design Sinai Temple, I think that was their first job together.

van Roessel: That was finished in 1951.

Grunsfeld: That was a terrific opportunity. It was the same clients that he had had up
north, or at least their children. So he knew who his clients were. It was a
wonderful site and a real chance to do what he considered the fun part of
architecture: design it, detail it, never meet with the clients, never meet
with the contractors, just do the fun part. They did that, and I think it was
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very successful. I remember going out to the construction site with my
father. It was a super opportunity. They did a temple in Muskegon,
Michigan, together and another temple on the South Side, whose name I
don't know. They're probably all gone now. I know that Sinai is demolished
and is now a bunch of townhouses. It was a very good relationship for my
father, but he began in 1949 or 1950, to go back to Europe for the first time.
And this painting bug bit him. He remembered how wonderful France was
and thought it was just as wonderful in 1949 or whenever as it was in 1919,
so he began taking longer vacations, all to Europe. That association with
Friedman just dissolved and Koenig stayed. I think my father liked Al
Alschuler a lot. I think Al Alschuler probably resented my father because
Al Alschuler was, before my father, sort of the design architect there. Dick
Sincere was the engineer and my father and Sincere got along very well.
Ralph was the glue that held that whole thing together. Ralph remained a
very good friend until my father died.

van Roessel: Did your father actually work in their office? Or did he take work home?

Grunsfeld: He had his own office in their office, a very nice office. When he left, Ralph
Friedman's son took it over and Ralph Friedman's son was the contractor
liaison for the office. When my father died, the furniture came to me. It had
big heel marks on the tables and the chairs were all torn up—it was a
shame that all this Quigley furniture had been ruined. It was too bad. But
that period was, I think, a very good one for my father. He was as happy
practicing architecture as he had ever been. First of all, there was work and
more work than he could do. That office was paying him a lot more money
than he thought he was worth. He made a decent living in architecture in
the years that he practiced, but in the few years that he practiced the fees
were very low. This was his first exposure to a very big office where the
fees were very high and they had tons of work and they paid my father by
the hour. It was wonderful work for him. Ralph respected him and wanted
him to stay. That office lasted not terribly long after he left.
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van Roessel: For the record, that was also becoming an extremely busy time in Chicago
since construction was starting to pick up after the war and years of
building almost nothing.

Grunsfeld: The 1950s, 1960s, 1970s should have been gangbusters, but for some reason,
that office just didn't… I think it was partly because Ralph was old and
retired not long after my father left, although I don't know when. Al
Alschuler just died recently—I think he was close to a hundred—and he
had formed his own office and built tennis courts, since he was interested
in playing tennis. It was too bad, because it was an old Chicago firm started
by Alschuler's father. So, my father immigrated to France, for all practical
purposes.

van Roessel: In what year did he officially retire?

Grunsfeld: Oh, I don't know. I don't think he did any work after 1950. When I was in
my senior year in college, he was living in France. I went over to Europe for
the first time in 1951. I think he was here then, but before I came back in the
fall to do my graduate year, he appeared in France and we drove to
Salzburg together to see my grandmother.

van Roessel: She had moved back?

Grunsfeld: No, she was just summering in Salzburg and she missed seeing my father,
so she called up and said she was sick and thought she might die and he'd
better hurry. My father was the worst driver in the world. He was a terrible
driver, mostly because he didn't drive until 1941 when he could buy a car
with an automatic transmission.

van Roessel: And before that he had a driver?

Grunsfeld: Before that he had my mother, who drove, and she drove him anywhere he
wanted to go. He took the bus to work and he walked a lot. But if they went
anywhere, she drove. I think he learned to drive in 1941, it may have been
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1946. My father moved to Delaware Place when they divorced, so he could
have gotten along without a car. The first year that Oldsmobile had a
hydromatic shift was the year that he learned how to drive. I maintain that
he never learned how to drive. My deal with him in Paris in 1951 was that I
would go with him to Salzburg to visit his ailing mother on the condition
that I do all the driving.

van Roessel: And he agreed?

Grunsfeld: He agreed. But after the second day he said he'd like to drive and I thought,
Oh no. I remember he drove maybe for fifteen minutes and we stopped at a
stop sign and I remember I was so scared I opened the door and got out
and said, "I'm staying here. Have a nice trip." And he said, "What's the
trouble?" I said, "We made a deal and I just can't drive with you." So he
agreed that I would do the rest of the driving. It was scary. He was really
bad. He was bad because he had to look outside at everything, he had to
look back, side, front. And he paid absolutely no attention to anything that
was going on. It really is lucky he didn't kill himself. My sister and I, for
years, when he was living in Paris, tried to get him a driver. He hired one
once and for some reason didn't like him. His wife did most of the driving,
and she wasn't much better, but at least she looked. So where were we? He
rented an apartment first in the Palais Royale and then bought a little
apartment on the rue du Bac. Then he bought and remodeled, which was
probably the last piece of work he did, his apartment on the Boulevard
Saint-Germain. It was a wonderful apartment, a big one-bedroom with a
little guest room that no one ever stayed in. Then he had a little studio on
another floor. It was on the second floor, so you were right above Paris. He
loved living in Paris and he started painting and he had a teacher. Then he
got a studio away from the apartment, which made his wife very happy.
He'd get up very early and spend all day in the studio, come home painted
head to toe, and take hours to get cleaned up, and then they'd go out and
eat, which is the other thing he loved. They developed a few good friends
in France, and most of them spoke English, although he spoke fluent
French. He was a hypochondriac, who got worse as he got older. He was
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probably proudest of the fact that he could speak French to all his doctors
and knew every medical term. French television used to show operations
and he used to sit at dinner and watch various operations. My stepmother
put up with that, which was amazing. His French was wonderful and they
did a lot of traveling, mostly in France. He didn't think any other country
was civilized. My father had all the time in the world, since he retired when
he was fifty.

van Roessel: Did he ever go back to the Ecole?

Grunsfeld: He never went back. He went to Italy once or twice but said he didn't think
it was civilized and he didn't like the menu. Then he started spending six or
eight weeks a year at Auberge du Père Bise on Lake Annecy at his three-
star restaurant and got in that routine. Then he'd come back here to visit,
maybe once a year, to see his grandchildren, whom he was very good with
and very fond of. He just died too young.

van Roessel: Before he died your father was awarded the Chevalier from the French
government. Would you like to explain what he'd done to earn that?

Grunsfeld: I'm not sure what he did. I think he did a lot of lobbying. It was very
important to him to have it.

van Roessel: What did he think he'd done to deserve it?

Grunsfeld: He had done a number of things. He had set up a small family foundation
that gave scholarships starting in 1952 to MIT students to travel abroad,
hoping they'd all go to France.

van Roessel: Was it sort of like the Rotch?

Grunsfeld: Yeah, but this was very small. I think the stipends were $5,000. He waited
to do that until I had graduated, because I had asked him to do that. I said I
really didn't want to be at MIT when my fellow classmates are competing
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for a Grunsfeld Foundation award, so he waited until 1952. He also was
giving scholarships for French students to come to this country through the
Alliance Française.

van Roessel: In order to study architecture?

Grunsfeld: Just for traveling, to get acquainted with Americans. There wasn't an awful
lot of travel back then.

van Roessel: Well, it was very expensive.

Grunsfeld: It was very expensive and it was extraordinarily expensive to fly. I went to
Europe on the Queen Mary in 1951 and my recollection was that it was
$175 round-trip. Of course, I was sharing a cabin with three other people
and it was about the size of this table. But still, taking the boat was very
cheap, it just took a long time. If you only had a summer to do it, you'd
waste ten days just going and coming. So, I think those scholarships had a
lot to do with it. And he had a number of clients and friends who had
received it and I think they lobbied for him. I think the real prerequisite
was that he loved France and was a good ambassador. But certainly the
way in was the scholarships, which were done because he believed that we
should have student exchange. He didn't do it to get the Legion, he did it
because he believed in the exchange. During his lifetime, his fund never got
very big, and when he died, my sister and I decided to keep it going and
see if we could make it bigger. We're doing the same thing, sort of, now.
We send groups of students over to various places to do housing studies.
It's mostly through MIT, although we're about to fund a project at Harvard
that sort of interests me to do hardy inner-city landscaping using
professionals to study the soil and the kind of plants that will really grow.
We can talk about that later.

van Roessel: Just after your father left Friedman, Alschuler and Sincere, he did spend
some time in California. You spoke before about how much he disliked the
climate.
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Grunsfeld: Not only did he dislike the climate, he disliked rural or country life. It's
hard to think of Stanford as being country life, but Woodside is country life
and that's where he was living. There were all sorts of problems.

van Roessel: What exactly had your father been asked to do while he was there?

Grunsfeld: He was a guest lecturer in architecture. I don't know anything about
Stanford, but I knew that at the time they didn't have an advanced degree
architectural department. I think he got there through a very good friend of
his, Al Orschel, who was his attorney and had a very small practice in
Chicago and had been a friend of my father's for years. Al went out there to
teach at the law school and thought it was so wonderful that he wanted his
good friend to come out there and teach architecture. Somehow he
arranged for my father to be a guest lecturer. I don't know what that meant,
I think it meant that he was teaching a course on architecture the way you
might teach a course on Renaissance painting, maybe just an elective course
to get rid of some credits. I think he felt the students were really not
interested in what he had to say.

van Roessel: And this was his first experience in teaching.

Grunsfeld: He had taught a semester at the University of Illinois—I think to the School
of Architecture.

van Roessel: I've never seen that written. Do you know when that was?

Grunsfeld: He was a visiting lecturer there in 1950 and was at Stanford in 1951-1952.
So he had a little experience. I think he probably was a very good lecturer.
He was very at ease speaking to groups. I had heard him at political rallies.
He had a wonderful voice and a good presence, so I think he was probably
right that the students probably weren't terribly interested. And he wasn't
very happy out in the countryside. He thought it was too quiet at night and
it was too hard to walk anywhere. He missed being in a real city.
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van Roessel: He should have gotten an apartment in San Francisco and just commuted.

Grunsfeld: That's right. Then it would have been nothing. I visited their house once
and it was wonderful, full of bougainvillea.

[Tape 3: Side 1]

Grunsfeld: It was a wonderful house in Woodside. His wife loved it out there and he
loved to have her family come out and he loved to have me come out. Once
I went out there and my father got a phone call from Ralph Friedman
saying that Ralph needed him desperately to do something and so he flew
back to Chicago while I stayed there a week. We came back on the same
day—we just passed each other—so I really never saw him being restless in
action. He did paint out there. But, as you can tell by the paintings that are
around the office, he was certainly a city painter. There are no landscapes.
If there are trees, it looks like they are trees without leaves. He wasn't a
green person. Maybe that's because he grew up in New York, and lived in
Chicago.

van Roessel: Having grown up myself in San Francisco, I'm curious to know if he was
interested in what the West Coast was producing in architecture? Did he
ever make a point of going to see other people's work?

Grunsfeld: Nope. I really don't think so. I don’t think he ever went to Los Angeles.
There was pretty good stuff going on down there. I think in general he
didn't look at other people's work.

van Roessel: Do you recall him subscribing to Architectural Record or Pencil Points?

Grunsfeld: Pencil Points he liked a lot. I think he liked it even before they devoted that
issue to the Rosenwald house, which I think may have been a first. The
entire magazine, the details, it was a super spread.
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van Roessel: Did he know someone at the magazine? How did that issue come about?

Grunsfeld: I think so. I'll tell you in a minute, let me look at it. I just want to see who
the editor was. I think he might have known the editor. Oh, Kenneth Reid,
yes, he was a good friend of Kenneth. Kenneth Reid was a classmate. I was
trying to think about him the other day. I must have met him as a kid, but I
don't remember him. My father always said he was his best friend. He lived
in Vermont. They were classmates at MIT. He was editor of Pencil Points.
But still, it's a remarkable issue. I'm glad you asked me that, because it was
driving me nuts to figure out what Ken Reid did. I just remembered the
name and my father talked about him all the time. But in his later years, my
father never saw him, for sure.

van Roessel: It's funny, because you said yesterday that your father really didn't like a
lot of people, but today you've said this person was a friend and that
person was a friend, it sounds like he did have a fairly large circle.

Grunsfeld: Well, not really. Most people I know have really lots of friends. My father
had lots of acquaintances and, to my recollection, very few good friends,
people whom he would miss if he left the country and moved to France.
When he came back, he wasn't anxious, particularly, to see anyone. He
used to come back and spend two or three weeks, mostly on the sofa in my
office, sleeping. He had nothing to do here. He didn't play golf, didn't play
cards except with his wife. At one time he seriously collected stamps,
British stamps. I remember as a kid after dinner he would get up and go
into his library and look at the stamps and put them in little sleeves and
then put them away. That was probably his only hobby that I can
remember.

van Roessel: He didn't go to galleries or museums to look at art?

Grunsfeld: I'm sure he went to museums, but I didn't, so I didn't see him doing that.
He went to the symphony and slept. He liked music and played the piano a
little by ear. But during all the time that I was growing up, I never saw him
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sketch or paint or draw, other than at the office. That whole part of his life
was connected to France. There are some sketches of a trip he and my
mother took in 1939, maybe, to Mexico. But that's the only sketching that I
ever saw him do, or any sketches that I saw. I never saw him use a camera.
All those visual things that a lot of us in the profession do, he didn't do.

van Roessel: Tell me if I have the wrong idea, but it sounds like he liked architecture of
his own making, but was not especially aware or interested in his
colleagues?

Grunsfeld: I'm not sure. I don't think he was. Although, I think he was probably the
one who got me to go to the Institute of Design when I was in the eighth
grade, or whenever that was. So he certainly knew what was going on in
the avant-garde design world.

van Roessel: Through reading or talking to other people?

Grunsfeld: My guess is he looked at magazines and I'm sure he met with architects. I
know he was a friend of John Holabird's and Sam Marx. But there also
wasn't a lot of building during this period. He had a very, very short
professional life because of circumstances beyond his control. I think he did
an awful lot of work in a very small time period, just because there was no
work for most of the time he should have been at his peak.

van Roessel: Well, if he had been interested in remaining in architecture, things really
picked up in the 1950s.

van Roessel: Well, he was already close to being fifty-some-odd years old when the
building boom started in Chicago. I mean, there were no apartments built
from the 1930s to the 1950s.

van Roessel: And that was also a time, after World War II, when there were so many
G.I.s going to architecture school and a whole new crop of people anxious
for jobs at the major architecture firms.
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Grunsfeld: I remember coming home after college and all of a sudden all these lots
along Lake Shore Drive were holes in the ground. I couldn’t believe what
was going on. It was sort of like the west part of Chicago now, it was just a
huge boom. He missed all that. That should have been when he was most
active. But he didn't think he missed anything. As we talked about it, I
think he felt the fun of this profession was detailing and designing small
stuff. Maybe that's just my interpretation of what he liked, but I don't think
so. I think it's true that he really enjoyed that more than anything else. I
mean, even the planetarium is a relatively simple, small building.

van Roessel: But very carefully detailed.

Grunsfeld: Yes. And with the exception of the public housing, which was really small
stuff but on a multiple scale, and the Whitehall, all the stuff he did was
residential scale.

van Roessel: Where he was working with a single client.

Grunsfeld: And from a very small office. When I was thinking that maybe New York
would be fun, he sent me to see Wally Harrison at Harrison and
Abramovitz. I had never seen a big office before. I mean I was just
overwhelmed to see a hundred people doing this stuff.

van Roessel: What year would this have been? Before you started college?

Grunsfeld: It was maybe in 1947 or 1948. I was at MIT, but I was in New York. New
York seemed wonderful to me at the time.

van Roessel: Had you been there often as you were growing up to visit your
grandparents?

Grunsfeld: Very seldom. My father, as I said before, didn't believe in planes for himself
and for his children it was worse. He absolutely wouldn't let us fly. We
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used to take the train to New York. I went relatively often with him when
he was doing the house for his other cousin, Marian Stern Ascoli, in
Croton-on-the-Hudson. We would take mostly the Pennsylvania Railroad
because he liked to go around that horseshoe curve along the Hudson. So
we'd go to New York, and he, of course, knew New York very well. We'd
visit my grandmother. My grandfather died when I was two or three years
old and I don't remember him, except that he wore spats and I never knew
anyone else who wore spats. So, I knew New York and it always seemed
fun. The Empire State building was wonderful and these caverns were very
different than Chicago. We're getting there, but when I grew up in Chicago
there was still a lot of open space. So New York seemed very appealing.
Working at Harrison and Abramovitz did not seem interesting at all to me.

van Roessel: Because it was too large?

Grunsfeld: It was huge. It was really scary. I came back and ended up working for
Skidmore, but we'll talk about that.

van Roessel: Well, as you were describing Harrison's office, I was thinking that you
yourself were later working at Holabird and Skidmore…

Grunsfeld: Right, but that was it, and for very short periods of time.

van Roessel: For the record, we'll say that your father passed away in France in 1970.

Grunsfeld: 1970. He was seventy-two years old.

van Roessel: You were saying off tape yesterday that he was buried there.

Hartray: He's buried in Talloires in the Bise family crypt in a little Catholic cemetery.
If he's anything, he's certainly very happy to be there. He loved that place
more than any other. It was strange, because if it was like any other place in
his life, it was like Woodside. It was beautiful, rural, peaceful, quiet at
night, overlooking a beautiful lake. His wife kept the apartment in Paris for
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a couple of years and then told my sister and I that she was going to sell it
and wanted to know if we were interested. It was at a time when I could
barely afford the house I was living in, much less an apartment in Paris. I
think that was the right thing to do. Certainly with young kids, just starting
a family, it wasn't the place to be. So that's pretty much what I know about
my father.

van Roessel: Well, thank you very much for sharing it. It's been very interesting and sets
a good stage for the next chapter, which is yours. Would you like to begin
that now?

Grunsfeld: Sure.

van Roessel: Well, we've gotten bits and pieces of your story along the way, especially
about your own childhood. But for the record, you were born here in
Chicago in 1929. You had an older sister and your father was reaching the
pinnacle of his career right at that moment. As you were growing up, what
kind of awareness did you have of what your father was doing?

Grunsfeld: It's hard, because I'm not sure. I was certainly aware that we lived in a
strange house, strange to other people. People used to ride by and point. I guess it
did look a little strange. I was aware that there was something different about our
house than everyone else's. I don't think my father ever talked about what he did.
For years I thought he made candy because when he worked in the Tribune Tower
there was a candy store in the first floor and almost every day he would buy little
mints and he would come home and say, "This is what I did today." So we'd believe
that. I really wasn't aware of what he did until… I'm not sure when.

van Roessel: Well, we talked about the WGN Studio, which was done when you were in
the first grade in 1935.

Grunsfeld: Well, I was maybe in first grade, six years old. So I do remember that he
was an architect then, but I'm not sure that I really knew what an architect
did. I remember going down to see WGN, maybe not in 1935, but shortly
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after. The thing I remember most was the outside of the building that you
still can see with the bits of building materials from all sorts of other
wonderful buildings. I, for years, thought that was part of what my father
had done. Someone forgot to tell me that he did the inside.

van Roessel: When you went to see the studio, did you also go up to see his office?

Grunsfeld: Yeah, I remember seeing his office. I think shortly thereafter he moved out
and up to 540 North Michigan, which I do remember. His office there was
really nothing special. There was a big drafting room, with a private office
and a secretarial office. I never remember seeing more than two or three
people working for him. I remember the furniture, which we talked about
before, was all made by Quigley and was quite beautiful and very elegant.
At the back of his desk he had some sculptures that were made by Tony
Rosenthal during the Depression as part of a WPA project. I have those out
in the reception room here, the little workmen. There are little workmen
pushing a wheelbarrow of bricks and an air hammer. Those were all on the
wall in back of my father. Tony Rosenthal was somehow a friend of my
father's, although I don't know how. His father owned Rosenthal Furs,
which used to be on Michigan Avenue. Tony lived in California and gave
those to my father and my father treasured them. So my father moved to
540, the Diana Court building, which was wonderful. I can't remember who
designed it.

van Roessel: That was Holabird and Root.

Grunsfeld: Then he moved to 520 North Michigan, on a bunch of different floors. But
he didn't invite me or take me down very often. Maybe that was part of not
being able to drive and partially because I was in school and he was
working hard. He didn't spend an awful lot of time with us. One of the
things that I think was a result of the Depression is that we had a nurse and
a nanny and maids and cooks and it meant that my parents would go do
whatever they wanted to during the day and not worry about raising
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children. My upbringing was no different than any of the kids I went to
school with. We were all pretty much brought up by professionals.

van Roessel: You said that you went to a private school.

Grunsfeld: I went to Francis Parker. I started off at Gateway Nursery School, on
Wrightwood and Pine Grove, right by the David Adler designed
townhouses [Lakeview Rowhouses], which I used to walk by every day.
They were wonderful and I think they were the inspiration for our house.
Anyway, Francis Parker didn't have a kindergarten. I went to Parker in first
grade and went there for the next twelve years. I had a very isolated life,
very easy. I was always warm and well fed. Pretty much had anything I
needed, but that changed in 1941 when my parents got divorced. I
remember the only thing I really was concerned with when they told both
of us was that we would have to leave the house.

van Roessel: You really liked living there?

Grunsfeld: Oh, I loved living there. I had a perfect life. It was wonderful. It didn't seem
to bother me that they wouldn't be living together or that I wouldn't see
them together, it just bothered me that I was going to have to move. My
sister's reaction wasn't the same. I was assured that we would not move. I
think that maybe my mother would have kept the house had the war not
happened. When the war started, because of gas rationing we sold the car
and because it was too hard to heat the house, we sold it. I think that that
was a big change in my life.

van Roessel: Especially after they promised you that wasn't going to happen.

Grunsfeld: Right. Well, parents promise their kids lots of things. But that was pretty
major. I remember being upset by all of that. And then pretty soon it
seemed not to make any difference.

van Roessel: Did you stay in the same neighborhood?
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Grunsfeld: We moved across the street from Gertrude Kuh, as a matter of fact, a block
away, to an apartment. I had never lived in an apartment before. It was a
big apartment and it turned out okay. We stayed there a number of years
and then moved, still while I was in high school, to the Near North Side to
1347 North State Street to the first floor of a three-story walkup.

van Roessel: Was your mother working during this period?

Grunsfeld: She was working at the Institute for Psychoanalysis for a while as a
librarian. I think when we lived on State Parkway, she was librarian for the
Institute of Design, after it had moved to Dearborn Street.

van Roessel: Had she had an interest in architecture or design before meeting your
father?

Grunsfeld: I think she had an interest in art and architecture. And this was a job.

van Roessel: Was she from Chicago? How did your parents meet?

Grunsfeld: She was from Chicago, and it was arranged, I'm sure. She came from an old
Chicago family. My great-grandmother was born in Chicago and had a
farm in Waukegan. My grandfather was an old Chicago resident, and was
president of the Standard Club and president of the School Board when my
mother was at public school. She had to be pulled out of public school to go
to private school because no one thought it was a good idea to have your
father running the school. So she was from Chicago and had never worked,
but after the divorce she had to get a job. So she went to the Institute of
Design as a librarian, which I don't think she had any training for. She had
gone to the University of Chicago but had never graduated. She grew up
on the South Side. She had a lot of family. I have a huge family on both my
mother's and father's sides.
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van Roessel: Well, thinking about your mother's time at the Institute of Design, when
you were in eighth grade, your father sent you to the Institute of Design.
What did he think you were going to pick up there?

Grunsfeld: Well, you know, I was a bored kid who didn't want to go to summer camp
and didn't know what I was going to do all summer. I certainly wasn't
going to go to summer school. I think it might have been 1942 or so. I don't
think I was in high school, or if I was, it was the first year. My father asked
if I would like to go to art school. That seemed like a reasonable thing to do
but I had no great interest.

van Roessel: You hadn't grown up sketching or drawing?

Grunsfeld: No, I liked to draw, but I was just like any other kid, no better and no
worse. I always liked to play with clay and plaster and anything gooey. It
seemed like a very grownup thing to go to what was really a college. I have
no idea how he was able to enroll me.

van Roessel: Well, they did have a special children's program.

Grunsfeld: Well, there was one other child in my class. There were only two of us. That
may have been the whole children's program, because there weren't a lot of
students the year I went. It was either under or over the Chez Paree and I
remember going to see rehearsals with Lena Horne. She was very young.

van Roessel: Was that officially sanctioned or did you sneak in?

Grunsfeld: They were always happy to have us students. No one ever objected. I don't
remember how we got in. But anyway, I went there every day and I was
absolutely fascinated by it. I could never understand Moholy-Nagy. I don't
think I understood a word of what he said.

van Roessel: Because of his accent?
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Grunsfeld: He had the heaviest accent. But Kepes was there. Ralph Rapson was there,
who I kept running into later in life. Also, Kepes reappeared at MIT while I
was there. Anyway, we played with cardboard and we played with
Plexiglas and we did photography—wonderful photograms. It was just
absolutely wonderful. I'm not sure I understood anything that was going
on in terms of theory and how all this stuff came about.

van Roessel: Were they trying to teach that to you?

Grunsfeld: Probably. But I was so busy playing, what I thought was playing. This was
better than painting, better than drawing, better than sculpting. These were
new materials and doing them just for fun and trying to think of new
things to do with them. It was a terrific summer. I remember that Angelo
Testa, the fabric designer, was a student there. There were a whole bunch of
serious artists there who thought it was sort of cute to have the two of us
running around, but didn't take us very seriously, and they shouldn't have.
The other student was David Henner, who turns out, much later in life, to
be my daughter's father-in-law.

van Roessel: Did David have a career related to design?

Grunsfeld: No, he was an unsuccessful trader and had a very sad life, unfortunately.
His parents, later in life, were friends of my father and stepmother. I think
my father wanted me to do this that summer partially because this was
right after the divorce and he perceived that I was disturbed about the
whole thing, for the wrong reasons. Had he known that what really
bothered me was loosing the car and the house, he probably would have
left me alone. But at any rate, it was a wonderful summer.

van Roessel: Did you have any sense of the importance of the Institute of Design?

Grunsfeld: None at all. I had never heard of the Bauhaus. I had never heard of Mies. I
think that was the first summer that I had seen Moholy's and Kepes's work,
in their constructions and paintings.
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van Roessel: Were they shown to you as examples?

Grunsfeld: Yeah. And they were doing them there. They were there as teachers and as
artists. I remember going to wonderful parties that Rapson had at his
apartment on Michigan Avenue in the Italian Court, with that wonderful
inner court with those open stairs. Ralph had an apartment on the top floor.
First of all, to be invited, I thought was terrific. And they were wild parties,
they really were.

van Roessel: Who would have been there? People from the Institute?

Grunsfeld: Mostly people from the Institute. I met John van der Meulen, who was
Ralph's partner later in life.

van Roessel: And was Harry Weese there, too?

Grunsfeld: Harry was not there, I don't know why. There was a lot of drinking and a
lot of screaming and yelling and loud music. Certainly it was different from
the parties my parents had. It was just fun and everyone was nice to us. But
the most fun was really just doing work that I had never done before.
Probably that summer was pivotal.

van Roessel: Did you know that at the time?

Grunsfeld: It never occurred to me. I mean, if you try to think back about why you did
what you did, there may be other reasons, I don't know. But without that, I
probably wouldn't have done this. When I think back on my father's career,
although it looks pretty good in hindsight, he didn't have what I would call
a very happy professional life. I think he worried most of the time, not
about money, but about being busy.
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van Roessel: If your father felt that way about his own career, did he encourage or
discourage you, or provide any kind of guidance, about your own choices
for a career?

Grunsfeld: Never. I went to MIT by default, really. I went because at the time I had to
make a decision… You first need to know that Francis Parker was a
progressive school, very progressive at the time. It was the founding school
for a whole bunch of other schools, like Shady Hill in Cambridge, which
was founded by a graduate of Parker, and several others. Parker at that
time was much more progressive than it is now. There were no exams, no
tests, no grades. I went through and at the end of my junior year, the
principal, who had been an English teacher at MIT in his early youth, and
who had been my father's English teacher at MIT, asked me into his office
and said, "Well, now what are you going to do?" I said, "I don't know." He
said, "Well, do you want to go to MIT?" I said, "Yeah, I guess so." And he
said, "Well, I have to tell you that we've had a meeting and the faculty and I
feel that there's a good chance that it's going to be too hard for you. But if
you'd like to try, I think we can arrange it." There were no tests, no SATs,
no college entrance exam.

van Roessel: How did you take that news? Did it bother you that they weren't so
optimistic about your chances?

Grunsfeld: Well, that bothered me a little. But I had to go to school, since it was either
that or, God help me, I'd have to go to work.

van Roessel: Had you taken any classes in high school that would have helped as a
foundation for architecture, even if you didn't know that was what you
wanted to study?

Grunsfeld: No, I never took a course in drafting. Art I took, but everyone at Parker
took art. They were big on art, big on dance. I played the cello, they were
big on music. I was good at chorus. I was terrible at German. My high
school German teacher called me into his office after the first semester and
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said he'd make a deal: if I promised never to come into a class of his again
he'd pass me on the first semester. So I wasn't a wonderful student. That
was a good deal, and that was the extent of my foreign language education.
MIT seemed like a good place for me to go because I didn't have to take a
foreign language, so I didn't have to take care of that problem.

van Roessel: Did the fact that MIT focused on the hard sciences give you any pause?

Grunsfeld: I had no idea. I can't remember when the threat of my draft board entered
my decision-making process. I can't remember when the Korean War
started. Fairly soon after I started at MIT, it became serious to be a good
student or get drafted. But at any rate, I had taken math and I was pretty
good at that. I took physics in high school and although I didn't understand
it, I seemed to be good at it. Chemistry was always a problem and turned
out to be a problem at MIT. So the choices were to take the college entrance
exams and see where I could get in or go to MIT and not have to do all that.
That seemed like a perfectly easy choice. So the principal called up the
director of admissions and said that he had a son of a graduate and he's
been to Parker and we'd like to see him go to MIT. He hung up the phone
and said I was in. It was terrific. I have a grandson who's a junior now and
he's worried and it's terrible. They have reason to be worried, because it
does make a difference.

van Roessel: And you started in 1947?

Grunsfeld: Yes. Then I think in 1948 or 1949 the draft became a real issue because you
had to keep a B average or get drafted. For me to keep a B average… The
problem with my timing was that I went to MIT at exactly the time that
veterans from World War II were being let out on the G.I. Bill. They were
serious students, four or five years older than I was.

van Roessel: Often with families already.
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Grunsfeld: Yes. And, boy, they were ready to do whatever it took to learn. I had been
playing football and never took homework home from Parker. It was a real
shock. The first year, I never thought I'd make it. I don't know how I did, I
still don't. I went back for the second semester, took chemistry twice, hired
a tutor, and I began to learn how to study. It wasn't that it was so difficult,
it's just that Parker never taught us how to study. So, I had to open a book
and I'd work and then I'd do something else because I didn't know… It was
terrible.

van Roessel: How did your father feel about your being there?

Grunsfeld: He was happy in France, he didn't know what was going on. In all the
years he lived in France, I only talked to him once on the phone. My father
didn't believe in using the phone. I called him when our daughter was
born. In all those twenty years, amazing.

van Roessel: Did you write letters, or you just didn't communicate?

Grunsfeld: We wrote letters. He wrote lots of letters, which I should have saved, but
didn't. I wrote a few letters, which bothered him a lot. I said once that I
really didn't like writing letters, we ought to call once a week. My father
could afford it. It was expensive, but for some reason, it just bothered him
to waste money on a phone call.

van Roessel: So he really didn't have any sense of what you were going through.

Grunsfeld: He had no idea. He was traveling a lot to France, starting in 1948.

van Roessel: So you were really on your own?

Grunsfeld: I was on my own. I used to get on the New England States train and sit up
for twenty-four hours to get to Boston. I didn't get home much. I had lots of
friends at Yale and Harvard and Brown and Dartmouth and they were
having a wonderful time at school, going to football games and taking a
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weekend off for New York. I never took a minute off, it really was hard.
Had I known how to work, had I had a real work ethic, it would have been
easy. It took about two years. The third year was pretty good and the
fourth and fifth years were terrific.

[Tape 3: Side 2]

Grunsfeld: Partially this was because I had figured out how to study and partially
because I had gotten rid of all the subjects that MIT required that I really
didn't like and that I had very little interest in like physics, calculus, and
chemistry.

van Roessel: But you need physics and calculus for engineering, don't you?

Grunsfeld: Well, that's a myth. I don't think you do. The courses began to be acoustics
and structures, where you need a little physics, but you don't need to know
string theory or whatever it was. We began to do design work.

van Roessel: At what point did you have to decide that you were going to study
architecture?

Grunsfeld: Everyone at MIT had to take the same first year, and it's brutal. It's better
now because there are some electives, but when I went there it was physics,
chemistry, mathematics, calculus, U.S. history, English, and one elective.
The only smart thing I did was to take music, which I was good at and I
figured at least I didn't have to study for that. And it was sort of fun
listening to records while you were studying. So my sophomore year was
my first year when I had to decide what I wanted to do. By then it seemed
that if I was going to stay at MIT the only acceptable courses were business,
which I really didn’t have a lot of interest in, and architecture. At that point
I think I wanted to be an industrial designer and design cars. I had more
interest in that than buildings. And I thought MIT might not be the right
place. My father convinced me that there was no way to take industrial
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design as a pure course and that architecture probably was the best way to
get into it. If you can design a building, you can design a spoon or a toaster.

van Roessel: How did your father react when he learned that architecture might be in
your future?

Grunsfeld: I don't remember, but I'm sure he was pleased. My mother always thought
he talked me into it. He really didn't. I wasn't interested in anything else,
really. It was by default. I'm not sure but that's how a lot of us decide what
we're going to do. There comes a time when you have to say yes, maybe
that's a good idea, and just do it.

van Roessel: And you had the advantage of knowing a bit more about what it takes to be
an architect. Had you gone to construction sites with your father?

Grunsfeld: No, but I always enjoyed looking in the little hole in the fence, as most kids
do. I could do that for hours, and I still could do that for hours. The magic
of a bunch of people putting something together has never gone away, I
think it's just terrific. It's enough reason to be an architect, just to have the
privilege of watching something go up. It's amazing. I'm more amazed at
that than brain surgery. It seemed to me a good idea to follow through in
this thing. The choice became that or quitting MIT and going to Korea and
getting killed.

van Roessel: Could you not have transferred?

Grunsfeld: I could have. It would have been easier. But I had a sense that MIT was
probably the best school in the country. I still think so. If you're going to do
it, you've got to do it well. I would have transferred and it would have been
a lot easier to maintain a B at Illinois, it's clearly easier. The other school I
was admitted to in exactly the same way… It was suggested to me that
there was a program at Middlebury and Reed College where you went to
Middlebury or Reed for three years and then MIT for two years and then
you got a bachelors of science degree. I would have done that, because that



83

was suggested as an easier route to a degree, except that I wasn't that in
love with going to school, and that would have meant six years for
architecture, because you needed an extra year for architecture. I was
accepted at Reed, but not Middlebury, or vice versa, I can't remember. Then
I decided I didn't want to go to school for six years. But it became easier
and getting a B average was relatively easy toward the end. As I kept doing
it, it became more and more fun. I just let it happen, it just worked.
Architecture became more interesting. I got to MIT and Kepes was there,
Ralph Rapson was there.

van Roessel: Yes, we should talk about your teachers and visiting lecturers and your
courses.

Grunsfeld: The other thing that we passed over was that one of my father's friends,
while he was still in Chicago, was Bucky Fuller.

van Roessel: Who had been teaching downstate.

Grunsfeld: Yes, and he was at the Institute of Design after my stint there. We need to
put him in, because he reappeared at MIT. There were all these Chicago
connections. It is a small world. While I was at MIT, a Parker graduate and
city planner named Kevin Lynch who was a friend of a friend of my
mother's and he stayed in my room at the house while I was away at
college. My mother had moved my first year in college from North State
Parkway to Menomonee, a little street in Old Town. My mother moved to
this new house and had an empty room—mine—and she offered it to
Kevin Lynch, who then later appeared at MIT, much later. All these people
from Chicago seemed to have followed me, or I followed them, to MIT.

van Roessel: Before we continue talking about MIT, you have several projects that your
father worked on in the 1930s that you'd like to cover.

Grunsfeld: Yes, the Sonnenschein house my records show was built in 1938, for Hugo
Sonnenschein, Sr., the founding partner of the law firm. At about the same
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time, my father built a house for Sam Rosenthal, also a founder of that firm.
In addition, he had worked for Leonard Rieser, and for Davy Levinson he
had done big additions to their home. So he pretty well covered the
partners of the Sonnenschein law firm. I think we also didn't mention that
he had done some houses in Columbus, Ohio, for the Lazarus family, who
was the Federated Department Store family. I know he was very proud of
those.

van Roessel: Are you familiar with those houses, can you describe them?

Grunsfeld: I've never seen them, but I've seen pictures of them, they are Georgian and
look very much like the Uhlmann house and the Lowenthal house in
Highland Park. Those were done at about the same time he did a house for
his sister in Savannah, Georgia, which was also a fairly traditional house. I
think that's about all.

van Roessel: Do you recall how he got these commissions? Through the same circle of
people from the country club?

Grunsfeld: Well, he was good friends with Davy Levinson and Leonard Rieser. The
Levinsons used to stay at our house overnight when Highland Park was
thought to be a huge venture. My parents used to go out and visit the
Levinsons and the Riesers and stay overnight because it was a big deal
getting there.

van Roessel: Were these weekend houses and the clients would still maintain a city
house?

Grunsfeld: No, the Rosenthal and Sonnenschein and Rieser and Levinson houses were
all permanent houses. As a matter of fact, Peggy Rieser used to run a
nursery school out of her house, which I think was called the Ravinia
Nursery, still in operation. She was a wonderful lady. Her husband
Leonard died in the 1950s and she lived in the house until she was eighty-
some-odd years old and actually died there. The senior partners at the
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Sonnenschein firm, Rosenthal and Bernie Nath and Leo Carlin, all lived
until their late nineties, so there must have been something good about the
office air they breathed. I worked for some of them. I did an apartment for
Sam Rosenthal in the city when they sold the house in Ravinia. I think I did
a little work for Leo Carlin once, and for Leonard Rieser. So instead of two
generations of clients, it was two generations of architects.

van Roessel: And some of these houses had been landscaped by Gertrude Kuh.

Grunsfeld: Right, absolutely. So now we can go back to MIT.

van Roessel: We left off with your story after you found your niche in architecture.
You'd mentioned a few names of people from Chicago who also passed
through MIT. You chose the architecture track in your sophomore year.
Can you describe your classes in that first year of the program?

Grunsfeld: Well, I remember a little about it, not a lot. I actually did not like working
that hard and I didn't much like MIT until the later years. But we had very
little architecture the sophomore year. We had one design course. The first
semester we were assigned to draw the living room we grew up in.
Everyone did that and it was fairly easy. As soon as that was handed in, we
then were asked to design the ideal living room, if we had a blank piece of
paper. Then they put them all up on the wall, one on top of the other, and
without exception the two drawings were identical. I suppose you'd expect
that, but everyone, good or bad, pretty much thought of a living room as
whatever they grew up with. I think that's true. I think that's why people
like going back and seeing the houses they grew up in, good or bad. I
thought it was a very clever good way of pointing that out.

van Roessel: And the professors had known what would come out of it?

Grunsfeld: Of course. I'm sure this wasn't the first time they had done it. It was a very
small class. I think there were maybe thirty people in my architectural
classes.
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van Roessel: And women?

Grunsfeld: Yes. Four or five.

van Roessel: Did they make it through the program?

Grunsfeld: They did. I have no idea what happened to any of them, but that's also true
of many of the men. I think when I was in school, the department of
architecture used to tell us that about half of the people who got their
degree in architecture would actually practice. It was a pretty low number
to spend all that energy. Now, one member of our class turned out to be a
real estate developer, so I guess that's sort of still in the field. But in my
class, I only know three or four of us who had our own firms, which seems
awfully low to me. I also think that when MIT changed over to separate
undergraduate and graduate degrees, they got more serious students in
architecture, rather than just general education. There were a few master
degree students, for people who had received a bachelor's degree
somewhere else and came to MIT for two years of architecture. But very
few. There were no doctorates, as there are now. And it was a very
different school. MIT, particularly, has changed. And I see it more and
more.

van Roessel: How many other students from that initial course had grown up in modern
houses, as you did?

Grunsfeld: Well, probably very few. The students that I was closest to, one grew up in
Stowe, Vermont, and his mother operated a small inn and ski lodge, and it
wasn't traditional but it certainly wasn't contemporary. And I had another
friend who grew up in a small papermill town in New Hampshire, at the
top of a hill, looking down at the mill, a real early nineteen-hundreds mill
town. And there was a whole bunch of students from New York who had
grown up in apartments.
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Van Roessel: Did you tell your professors that your father was an architect? Or did you
try to keep a low profile?

Grunsfeld: I tried to keep a low profile, but unfortunately Bill Wurster, who was dean
at the time, was a good friend of my father's and took very good care of me.
Ralph Rapson I had seen six years earlier at the Institute of Design. There
were maybe a few who didn't know my father, but I think most of them
did.

van Roessel: Do you think they treated you differently because of that? Did they expect
you to have a certain knowledge, whether or not you actually did?

Grunsfeld: Probably not. I don't think so.

van Roessel: At that point, after World War II, MIT had moved away from the Beaux-
Arts curriculum. Did you see any vestiges of that?

Grunsfeld: Absolutely none. One of the things that I think happened, which I think is
too bad, and it's probably happening today for a different reason, is when
they divorced themselves from that kind of Beaux-Arts education, they also
stopped teaching drawing and sketching and painting and all those
wonderful skills. They apparently felt that they wanted a real cut-off and
they were just tired of that. Today, because of the computer, I think the
same thing is true and they aren't teaching sketching and drawing. I think
it's an absolute shame.

van Roessel: Did you seek out those kinds of courses from the School of the Boston
Museum of Fine Arts or Boston Architectural Center?

Grunsfeld: No. The sad part, for me, anyway, about going to MIT was that I had no
time to go to the symphony or anything. I think I went to the MFA a few
times, but not on a regular basis. I think in that respect MIT is much, much
better today. I think there is more time to do that and it's encouraged. It's a
different kind of competitiveness today. The hard part about when I went
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was that I wasn't prepared, which was not MIT's fault, and I was competing
against students who were four to five years older.

van Roessel: Did they provide any kind of mentorship for you?

Grunsfeld: MIT, even today, is a very impersonal school. They really expect you to be
able to handle it. They aren't babysitters. They aren't terribly interested in
being babysitters.

van Roessel: Getting back to the early curriculum, since they weren't following the
Beaux-Arts courses, can you characterize the philosophy of the architecture
school?

Grunsfeld: It was very different. MIT has been very good about not following anyone
and picking a faculty with diverse points of view. That was certainly true
when I was there, and I think it still is. It was very much design-oriented.
The professors were practicing architects, supposedly working part-time,
although as far as I could tell they were there full-time. They were young,
they were all contemporary architects. Aalto was there for one semester;
Bucky Fuller was there for a semester. Rapson, Wurster. Both Anderson
and Beckwith were there.

van Roessel: And Belluschi came out before long.

Grunsfeld: Belluschi was there for my last year, 1951 and 1952. It was a wonderful
place. You'd get a critique from one professor who'd tell you whatever and
you'd listen and do what you wanted to about it, and maybe the next day
someone else would come and tell you something entirely different. It was
good. I think you were intentionally confused most of the time.

van Roessel: Were there particular texts that you were reading? Giedion? Or Corbu?

Grunsfeld: Only if you wanted to. You looked at a lot of pictures, spent a lot of time in
the library. We spent a lot of time looking at what other students were
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doing, since the critiques were open so that you learned probably more
from everyone else's critique than you could learn from your own.

van Roessel: They were open in the sense that you could go to other courses, or open in
the sense that everyone in your class was critiqued together?

Grunsfeld: Not other courses. They were big, open drafting rooms. You'd put your
work on the wall and two or three professors would come around and
discuss it as if you weren't there and anyone could come and listen. I
probably learned more from that than anything else.

van Roessel: Were they particular useful, or brutal, in their critiques? I've heard stories
across the range.

Grunsfeld: Both. I never thought they were brutal. I think they were always very
honest and I never thought it to be unfair. You know, I was the brunt of a
lot it, but it never bothered me. It didn't bother anyone. I don't remember
losing anyone from the class because they didn't like the way they were
being taught. I thought the faculty was terrific.

van Roessel: Who were your favorite professors, and why?

Grunsfeld: Anderson was wonderful, and he stayed on for years and years and years.
Bob Kennedy was a terrific professor, and wrote an interesting book on
residential architecture that I still look at once in a while. Bill Wurster was
terrific. Bucky Fuller used to give lectures and I always thought I'd
understood them when I was listening, but when I'd walk out, I'd think I
didn't understand a word he said. He had his own language.

van Roessel: I've heard he was a very charismatic professor.

Grunsfeld: Oh, he was a good friend of my father's and used to come over a lot, so I
knew him pretty well before he came over to MIT.



90

van Roessel: What were your impressions of Fuller as a person?

Grunsfeld: Oh, he was wonderful. He was the most up person I think I ever met.
Everything was new and wonderful.

van Roessel: Where did that come from?

Grunsfeld: I have no idea. He was always thinking about something new and he was
excited about learning. He was always experimenting. He always thought
that these things were going to revolutionize housing and automobiles and
map-making. Of course, a lot of it happened, but not until after he died.

van Roessel: Did other people on the faculty take him seriously?

Grunsfeld: Oh, I think everyone took him seriously. He was a very bright guy, and a
very jolly guy. He had a wonderful outlook. I know that when he taught
here, classes were absolutely packed.

van Roessel: I've heard that when he taught at Cornell, for instance, he'd give very
provocative lectures and then go back to his apartment with students and
continue the conversations late into the night. Do you recall that happening
at MIT?

Grunsfeld: I don’t recall that, but it certainly sounds very much like him. I know my
father used to kick him out… He didn't sleep in one hunk, he slept in little
pieces. So I think he took an hour-long nap four or five times a day and so
he was twenty hours up and active. He was doing that before he went to
MIT, anyway. He used to come for dinner and at midnight my father
would say he was going to bed and Bucky would look at his watch and say,
"Okay," and then he'd go do something else.

van Roessel: What was it about Bucky that your father was particularly fond of?
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Grunsfeld: I never knew anyone who didn't like him. I'm not sure how my father met
him. Maybe they knew each other politically. That's when my father was
fairly active being a Democrat. I think maybe that's where they met. I'd say
for two or three years Bucky was pretty much around all the time. It was
certainly fun.

Van Roessel: So that was around the end of World War II, if it was before you went to
MIT?

Grunsfeld: Yes, it was 1945 or 1946 or 1947. I can't remember when the Henry Wallace
presidency election was. It was around that time.

van Roessel: Did you ever go down to Southern Illinois University to see any of Bucky's
geodesic domes built?

Grunsfeld: No. He had a student, I think his name was Jeffrey Lindsay, maybe, who
went up to Canada and was building geodesic domes. As far as I know,
that was the only place that was actually producing them commercially,
and it was a terrible flop. I know that disappointed Fuller.

van Roessel: I know many people have said that he was a man ahead of his time.

Grunsfeld: He certainly was, he certainly was.

van Roessel: As you describe it, MIT was a good place to explore contemporary ideas in
architecture. Can you describe how your professors wanted to you present
these ideas if there was no longer an emphasis on fine rendering? Was it
instead through model building or more linear drawing styles?

Grunsfeld: I think the latter. We had a class in drafting maybe the first year, with an
ink pen, and which I failed miserably as everyone else did.

van Roessel: What was so difficult about that?
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Grunsfeld: You know, you'd be almost done with this wonderful drawing and then the
pen would separate and ink would blot. Or you'd try to use a compass with
ink in it and it was just a disaster. It was a nice try, but we never did ink
again. That was our one try.

van Roessel: After that everyone just used graphite?

Grunsfeld: Yeah, with the sandpaper sharpener.

van Roessel: Were you using paper or Mylar?

Grunsfeld: The ink was on starched linen. It was absolutely impossible. A lot of my
father's early drawings were all on starched linen. But it was very difficult
for me. We did a little model building. Those who knew how to did
perspectives.

van Roessel: Was that not taught?

Grunsfeld: I don't think it was taught. I think you were expected to know how to do it
before you got there. Or figure it out on your own. I remember using sheets
of graphics standards that had the lines drawn and you'd slip it under your
paper, although it never quite came out right. It may have been taught, I
certainly don't remember spending a lot of time doing it. Those students
who were smart enough to draw when they were young or who took
drawing somewhere else had an enormous advantage. The rest of us just
didn't have the time to learn how to do it. It's too bad. I don't think the
actual drawing is so important, but the hand-eye coordination is important.

van Roessel: And being able to translate something that's three-dimensional in your
head into two dimensions on a piece of paper.

Grunsfeld: Right. Well, just to be able to visualize it in your head is the tough thing. I
think the professors expected you to figure that out, and the fact is that you
do figure it out pretty soon or you find something else to do for a living. I
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must say, even today, I'm always kind of surprised when a building's done
and it looks like what I thought it was going to look like.

van Roessel: And it usually does?

Grunsfeld: It always does. I've never been surprised. But I'm only surprised that it
really happens. Just personally, I do build models of almost everything.
Just for myself, as a check. And I'm never really surprised what they look
like. I think it's important just as a check. Often I build them a little better
than I would if they were just for myself. The owners like them, and I do
show them. For me, I feel much safer doing it with models than with
sketching. With sketching you draw what you think you'd like it to look
like, but with models which are easy to construct and you can't fool the
model. When you start sketching and it doesn't look quite right, the
tendency is to make it look better and then maybe what you're sketching
isn't really what the documents show. Building a model is a safety net and I
think pretty important.

van Roessel: Around the time that you were at MIT, Mies was an influential presence
here in Chicago. They had quite a focus on building models, as well as very
precisely delineated drawings. I'm wondering if you, at MIT, were aware of
what was going on here or even at other architecture schools.

Grunsfeld: Not at all, except a little at Harvard. But not Illinois Institute of Technology,
I think that was later, towards the middle end of the 1950s. I remember a
little about when 860-880 and all those buildings were built. Herb
Greenwald, who developed them, was a friend of my father's. He had once
told me that he would give me a job in the summers when I was at MIT. I
sort of wish I had taken him up on that. It would have been interesting. But
I wasn't terribly interested in development, and it seemed like a funny kind
of business to be in.

van Roessel: Did you know much about Mies?
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Grunsfeld: Only the Promontory Apartments on the South Side and these buildings
here, 860-880. And his wonderful sketches.

van Roessel: If Mies wasn't a topic of conversation at MIT, was Gropius instead?

Grunsfeld: Gropius was more. We used to go out into the suburbs of Boston and see
some of the Breuer and Carl Koch work.

van Roessel: The TAC projects?

Grunsfeld: Yeah, which were really sort of Harvard. Those were the first really modern
houses I had ever seen.

van Roessel: Did they make you think about architecture any differently?

Grunsfeld: Well, I'm not sure, but they must have. I think otherwise I would have
come back and done a bunch of Georgian houses like everyone else was
doing. So I think that all of that probably influenced me more than I
thought at the time. The other modern houses were those plywood houses
at the Morton Arboretum. Sometime around then I went out to see those
and I thought they were really terrific.

van Roessel: That was a competition. Can you describe them?

Grunsfeld: Well, they were all made out of plywood in one form or another and they
were made as temporary housing, sort of as an exhibit. Some of them I
think are still up and being lived in today. They were strikingly different
from anything that I had seen. Here was a community of very
contemporary houses, all very small, and built out of mostly plywood in
beautiful wooded settings. They were light and airy and it was very
different from my experience in Chicago. I thought they were really
wonderful. I'm not sure who did them. I know that Rapson and van der
Meulen did one. I think Winston Elting did one. I don’t think that Harry
Weese did one. Harry was doing good stuff at about that time. I was aware
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of his work because his wife, Kitty, used to have a furniture store, Baldwin-
Kingrey, at the Diana Court building at Michigan and Ohio. I used to go in
there because it was wonderful stuff. It was all the Scandinavian furniture
and I'd never seen anything like that before.

[Tape 4: Side 1]

van Roessel: Can you describe what you found appealing about Harry's projects?

Grunsfeld: They were very interesting, very good, very innovative. They weren't
traditional house shapes, they were sort of like the house he built for
himself out in Barrington, with the little loft spaces up in the roof. He had
lots of little models he was building. It always looked to me like that's what
architects ought to do, sit in a corner of the store all by themselves and just
create all this stuff and do everything themselves.

van Roessel: That certainly sounds different from Wally Harrison's office in New York,
which you said earlier you really didn't find appealing.

Grunsfeld: Exactly. That was terrible. It was certainly different than Skidmore and
Holabird and Root. Ultimately, Harry's office became different from those.
As it became bigger and bigger, I think he had less and less fun playing
architect.

van Roessel: To get back to MIT, I'm wondering if you'd like to speak about any
emphasis that existed there on urban versus suburban work or commercial
versus residential work.

Grunsfeld: I don't remember any, if there was. I remember there was a lot of emphasis
on urban planning. Although it was a separate course, there was crossover
in the instruction. I don't think that MIT was trying to teach you any
particular kind of practice. As I look back, it seems to me that what they
were trying to do was to make you think a lot and think about the design
process, regardless of whether it was a living room or a college or a house,
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which didn't seem to make any difference. My recollection was that our
projects were pretty much small-scale. I don't ever remember having an
assignment to build a big building, a skyscraper, or a huge factory.

van Roessel: Would that have any bearing on the fact that for the previous ten or fifteen
years, small-scale commissions were the most common kind of work
available for architects?

Grunsfeld: Yeah, and I think it has a lot to do with the faculty at the time, who were all
young architects with small offices.

van Roessel: Wurster and Rapson were well known, for instance, for doing small-scale
houses.

Grunsfeld: And Belluschi, at the time he was at MIT, was also doing that. He did a few
synagogues and churches, but basically small-scale stuff.

van Roessel: Actually, Belluschi had done a cabin for my great-grandparents just after
the war.

Grunsfeld: That was true of everyone except of Anderson and Beckwith, who did do
some institutional buildings.

van Roessel: We should also say that one of the major projects at MIT just after the war
was Alvar Aalto's Baker House dormitories.

Grunsfeld: Right, which I lived in as one of the first tenants. It was a wonderful
building. It still is wonderful and it just was redone after fifty years.

van Roessel: What did you like about living there?

Grunsfeld: Well, first of all, the furniture was all Aalto furniture, all built-in. They were
odd-shaped rooms.
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van Roessel: It's a very sinuous building along the Charles River.

Grunsfeld: It's a snake building. Every room looked out over the river. The back of the
building was the stairwell, sort of suspended. It was all brick inside and
outside, very noisy.

van Roessel: Because there weren't a lot of soft surfaces?

Grunsfeld: Yeah. It was also noisy because students then, as they do now, play the
radio too loud. It was very hard to study in the common areas, which
they've now done something about. It was bright and fun and uncluttered
and highly desirable. They had a lottery and I was very lucky to get a room.
Actually, I got one of the very few single rooms, which I wanted and
needed. I think the lottery was the spring before the fall term. I really was
so pleased and I hurried back to MIT, I think it was for my fourth year, and
I went to my assigned room and there was a fellow student who had not
made the cut and changed my room to a double and moved in with me. I
was furious, but it was still fun. But even the double room was pretty neat.
It wasn't the size of two single rooms, but it was bigger than a single room
and it was divided very well so that you really had privacy. It was an
ingenious building and quite beautiful.

van Roessel: Was that one of the first chances that many students had to be in a modern
building?

Grunsfeld: Oh, I'm sure of it. I had lived before in a classical MIT dormitory that
looked like a prison, just big limestone with small windows. The idea was
to live in this little cell and then go to a common room to be social. Well,
first of all, no one at MIT is social. When I started, it was about the
beginning of television. I saw my first television programs at MIT on these
little televisions in the lounges. Almost the entire dormitory would be
stacked in the lounges to watch Milton Berle or whatever was on. It was
terrible. So, Baker House, the Aalto dorm, was like being let free. It was just
terrific. Among other things, it also got Aalto to MIT to do a little teaching.
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van Roessel: Did you ever have Aalto as a teacher?

Grunsfeld: Only as a lecturer. I don’t recall what he was speaking about. I found it
very hard to hear him because he had a very heavy accent. Fuller I couldn't
understand because he made up words. Among other things, Fuller would
refer to "up" and "down" and "in" and "out". He said that you can't be on
this earth and go up and down, but you can go in and out. He was sort of
like Victor Borge so you couldn't understand him. Aalto I couldn't
understand because of his accent, along with Moholy at the Institute of
Design. So there were these wonderful people that I got very little from,
because they had vocabulary problems, or I did.

van Roessel: You mentioned a minute ago that there was some emphasis on city
planning. You also spoke about Kevin Lynch a while back. Would you like
to say more about that?

Grunsfeld: Yes, it actually was a different department. That was the city planning
department and Kevin Lynch was very active. I think he was head of the
department.

van Roessel: Can you describe the courses there? Was there any philosophy about cities,
especially after the devastation of World War II?

Grunsfeld: I took no classes there, so I can't really tell you about the department. I
know that there was an emphasis on site planning, on urban planning as it
relates to site planning, on urban design as it relates to the voids and solids
of cities. But I don't know enough about the department of urban studies to
know what they were teaching. It was interesting to have planners around.
That's one of the things that was interesting about MIT, certainly today,
that you get this huge diversity of courses. And if you have the time and
energy, you certainly can learn a lot of disciplines from very bright people.

van Roessel: Did you find planners coming to take architecture courses?
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Grunsfeld: A few but not many. There was one who wanted to be a planner and who
wanted the architecture as well. Of course, now there's a school of
development. They take courses in both architecture and the business
school.

van Roessel: During the post-war period, most architecture schools were extremely
focused on modern design and were very forward-looking. Was there any
discussion in your courses about historic preservation or looking to past
building styles or building methods?

Grunsfeld: None, no historic preservation. We were all required, or at least I took a
course in architectural history. I did take one semester of architectural
history from Hitchcock.

van Roessel: What was covered in that course?

Grunsfeld: I think the standard stuff. You start with the Egyptians and the Greeks and
the Romans and go through the Industrial Revolution and end up with
very little information about any of the contemporary architects.

van Roessel: That's a lot to cover in a semester.

Grunsfeld: Yes, it was very cursory, but you were expected to know a little already.

van Roessel: Were you using Giedion's text?

Grunsfeld: Yes. We whizzed through it. I thought it was interesting. But I think most of
us thought it was interesting but kind of a waste of time, not very relevant
to what we were doing. It was sort of like structures: you really ought to
know it, and maybe you'd use it sometime, but probably not, but you
certainly needed it to graduate.

van Roessel: Can you describe your senior project or your final exam?
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Grunsfeld: My thesis was a residential row house group in San Francisco on Diamond
Heights, which was undeveloped at the time.

van Roessel: How did you pick that site? Was it assigned to you?

Grunsfeld: I read about it somewhere. As all MIT-Harvard architects do, they either
want to live in Boston or San Francisco. At least that was true when I
graduated. About half the class went to San Francisco and the other half
stayed in Boston. A few of us went back where we came from. I had been to
San Francisco at the time my father was lecturing at Stanford. I thought that
San Francisco was absolutely terrific. It was before I had done any traveling
anywhere. San Francisco was a whole different world. It was hilly and
green and people were nice and somehow I'd found this hill that was
undeveloped and I thought it would be a fun thing to do. So I designed a
series of step-down individual houses pushed together as townhouses. It
was very stylized. I was using wood. I thought it was a wonderful project. I
built a little model and did lots of drawings. I was convinced that the thing
could actually be built. That certainly wasn't the case, the drawings were
very sketchy, very incomplete, it would have been horrible. But it was a lot
of fun to work on.

van Roessel: How long did you spend on it?

Grunsfeld: The whole year, two semesters.

van Roessel: Was there anything you felt was particularly innovative about the design?

Grunsfeld: Well, I thought so at the time, but after I was finished and got out I kept
seeing things in Los Angeles that looked kind of like it and that were done
much better.

van Roessel: Do you remember which architects those were?
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Grunsfeld: No. It really wasn't very innovative. The most innovative thing about it was
that it was a real site and it was empty.

van Roessel: What did your professors think of the design? They let you work on it for a
whole year.

Grunsfeld: I think they must have approved. They let me graduate, which was even
more remarkable. I know I got a very high grade on it, but I think it was
more for my hard work than for my ability. Well, maybe that's not true. It
really wasn't very good, as I look back on it.

van Roessel: Do you still have those drawings?

Grunsfeld: I think I know where they are.

van Roessel: So you can see how far you've come?

Grunsfeld: A long way. It really wasn't very good. But that was true of everyone else's.
I wasn't alone in doing a mediocre job.

van Roessel: What kinds of final projects did your other classmates do?

Grunsfeld: Schools, a lot of single-family houses. I didn't want to do that. I didn't want
to spend a year trying to do something innovative with a single-family
house, so this was the next best thing. At that point, I had spent a summer
working for Keck, I had spent some time at Skidmore supervising the
American Institute of Baking right down here. And the Keck experience
was really wonderful. So my desire to do something in housing probably
stemmed from that. It just seemed to me at the time, and still does, that a
single-family house is not a very meaty project for a thesis.

van Roessel: So after five years of very hard work, you got your degree.

Grunsfeld: It was amazing that I got the degree.
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van Roessel: You had done practical work in offices during the summers, and we'll talk
about that, but in terms of what you'd experienced at MIT, did you feel like
you had been adequately prepared for a career?

Grunsfeld: No, but I certainly felt relieved. I was certainly glad to leave. But I still had
this problem of the Korean War, so I wasn't altogether home free.

van Roessel: Would you have gone on to graduate school?

Grunsfeld: Oh, I couldn't have. It never would have occurred to me. The draft board
wouldn't have let me. I used to have to report to the draft board and it's
amazing they even let me do the fifth year.

Van Roessel: Were you seeing other students leaving school because they were drafted?

Grunsfeld: No, but I knew a lot of other people who had the same draft board and
none of them were getting deferments.

van Roessel: Was your draft board here in Chicago?

Grunsfeld: It was on Diversey and Clark Street, in the basement. I used to go there
every single year and they'd ask me what my grades were and I'd push the
paper over. And they'd say, "Well, you'd better try harder." And I'd say,
"Well, it's a very hard school." They said, "We don't care." And they didn't
care. Then they weren't sure what architects did, so they weren't sure that it
was a profession that should be exempt from the draft in order to get the
degree. But the fact is that they let me off, and immediately when I got out I
got a call from the draft board. It was inevitable. I joined the Air Force.

van Roessel: Well, before we take you into the real world…

Grunsfeld: That wasn't the real world either.
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van Roessel: Well, I would like to have you spend some time talking about your summer
jobs, which is interesting in relation to what was going on in Chicago at the
time. In 1950 you had your first summer job, which was at Skidmore, is that
right?

Grunsfeld: I think that's probably right.

van Roessel: Can you describe how you came to work there and what you were doing?

Grunsfeld: I'm not sure how I got the job.

van Roessel: Was it through your father?

Grunsfeld: Probably.

van Roessel: And why Skidmore?

Grunsfeld: Because I wanted to work there. That was something I wanted to do
because that was the big, modern contemporary firm in the country.

van Roessel: Was this before you realized that wasn't the office life you wanted?

Grunsfeld: No, but I thought I ought to do it. I had no skill, so I was willing to print
drawings or run errands. I think that Nat Owings gave me the job, who was
a friend of my father's.

van Roessel: Can you describe what he was like?

Grunsfeld: I was scared to death of him. He was a big man, heavy. I thought he was
very old, although he wasn't. He was very happy and upbeat and I think he
wanted to get our meeting over very fast. He said, "Well, what do you want
to do?" I said, "Anything." He said, "Well, maybe we’ll give you a job out in
the field." I said that would be wonderful. He said goodbye. It was a very
quick meeting.
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van Roessel: Then you were put under someone else's watch?

Grunsfeld: I was put under whoever was running that job, the American Baking
Institute. It was pretty well along when I got there. I used to walk around
and do punch-lists. Really, they paid me to do nothing. They got exactly
what they expected.

van Roessel: Did you then begin to have a fuller sense of what it took to be an architect?

Grunsfeld: Yeah, and it was a good experience. But it was disappointing because I kind
of wanted to find out what a big office was like and I never went to the
office. I just went straight down here every morning and worked my eight
hours. But I loved seeing, and still do, workmen look at a drawing and then
build something. It's a terrific experience. It was a good summer.

van Roessel: As I recall, you said that you hadn't done a lot of site visits to your father's
projects.

Grunsfeld: Right. My father had moved to Europe in 1950 and before that there wasn't
much building. He wasn't doing much. I think he built one house in 1946,
maybe that was the last house he built. I remember going to Sinai Temple
when it was under construction, almost at the end. It was almost finished
so that there were painters and the kinds of things you'd see just living in a
house. But the American Baking Institute was serious construction work
and it just was fun. It was fun going to work every day.

van Roessel: Who was the design architect from Skidmore? Did they ever come on site?

Grunsfeld: I don't know who did it. It may have been Bruce Graham who designed it.
As far as I know they didn't come. We were only talking about two months,
eight weeks. It's not a long time. That was why I think Owings gave me the
job. You know, I was very lucky, because summer jobs were awfully hard
to come by. Although my father didn't do an awful lot during my practice
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because he wasn't here, at the beginning it was terrific to walk in
somewhere and say, "I'm Tony Grunsfeld. My father said I should come
talk to you." You get immediate access.

van Roessel: Did you have peers at MIT who were a little jealous?

Grunsfeld: I don't think so. I mean, they didn't live here, first of all. Somehow they all
found jobs. My closest friend worked for Breuer. I had a friend who
worked for Carl Koch. I don't think I advertised the fact that I had a lot of
help, but I certainly knew it.

van Roessel: The next summer job I have in my notes was in 1952. What did you do in
1951?

Grunsfeld: I went to Europe, by myself.

van Roessel: Why did you want to go to Europe? Was this to visit your father?

Grunsfeld: Well, I didn't have anything else to do, actually. My father was here when I
went. My father had gone to Europe with my sister, two step-sisters, and
my first cousin from Savannah and his wife in 1948. I was invited and
decided that that was more family than I wanted to be with, so I didn't go.
My grandmother always thought I got gypped, so she offered me a ticket
on the Queen Mary if I wanted to go. I thought that was a wonderful idea.
It turns out later that she sent my father a bill for it, so it wasn't much of a
gift. But I didn't know that until much later, so I was very appreciative. Off
I went. I think the fare was $175 round trip.

van Roessel: Were you trying to do a Grand Tour? What was your agenda?

Grunsfeld: I had no agenda, actually. I just bummed around. I had some friends in
Paris and I started there. Then I went down to Italy and would meet people
and just did whatever I felt like in the morning when I woke up. Later that
summer, towards the end, my father came back so I went to see him. That's
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when we drove to Salzburg to see my grandmother, who insisted that my
father hurry before she died. I think she lived ten or twelve years longer. It
really wasn't an architectural tour, since I was sort of tired of school and
tired of architecture. I hadn't started my thesis yet. It just was a fun
summer. I saw all the things you see when you spend two months in
Europe. I got to France, Italy, Germany, Austria.

van Roessel: Were you sketching at all? Doing any photography?

Grunsfeld: I took pictures, a lot of pictures. I still have a case full of slides that I've
never seen, which is why I quit taking slides shortly thereafter. I did a little
sketching, not much.

van Roessel: In 1951 did you see much evidence of the war?

Grunsfeld: It was terrible, terrible.

van Roessel: Did that have any impact on your thinking about architecture as a career?

Grunsfeld: No, but going to Germany certainly had an impact. I guess I did go to
England, too, because I remember the contrast between going to England,
where the rubble was still in place and looked like it had just been bombed,
and going to Germany and seeing the whole place cleaned up and if there
was rubble it was all neatly stacked. I was appalled by that, by the sight of
many of the Germans still wearing their uniforms. It really scared me.

van Roessel: As a Jew, did you feel any lingering animosity from Germans?

Grunsfeld: It was just terrible. For two reasons: one, I was driving with American
plates on the car, and two, I was convinced that people were making it
doubly difficult to get around. I didn't go back to Germany for years
because I just found it unpleasant. I still don't like to go. As unpleasant as
that was, the rest of Europe was just wonderful. I had never been
anywhere—just California and New York—and the cities just blew me
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away. Paris was wonderful. I went down to Rome and Florence and the hill
towns and Venice. I went to Switzerland for a while. I couldn’t believe how
wonderful and how diverse it was. You'd travel no distance and the
landscapes would change drastically.

van Roessel: Were you doing all this by car? Or train?

Grunsfeld: Bus, train, on practically no money. It was very cheap. I lived on three or
four dollars a day and I thought I lived pretty well. But I must have looked
awful when my father saw me in Paris. I saw him get off the train and he
absolutely didn't know who I was, so I just walked right past him. I've seen
pictures of me on that trip and I really did look pretty disreputable. Long
hair, dirty clothes. I looked just like a college student. Then I spent a couple
of weeks with him driving to Salzburg, which was wonderful. I was there
during the music festival, which was an unexpected bonus. So that was a
terrific week, and my grandmother was very healthy. Then I went back to
MIT and did my fifth year.

van Roessel: Did that trip inspire or refresh you in a way that was useful?

Grunsfeld: I'm not sure it was useful for my profession, but it certainly was useful for
me. I was renewed and excited about what I was doing and what I was
about to do. But I was always thinking about Korea and the war. I still don't
know if I was opposed to the war politically or scared of being in the war.
Probably a little of both. You know, the Vietnam War I think was a lot
clearer, or at least we were led to believe that it was a lot clearer. Those who
were opposed to it really were opposed to it, although they may have also
been scared. I don’t remember a lot of opposition to the Korean War. But I
really was, and am, a pacifist at the time. I don't think I could have gone
over.

van Roessel: Did you think about claiming conscientious objector status?
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Grunsfeld: Absolutely. But it's very hard for someone who has no history of that to get
that status. Anyway, I didn't have that problem in the end.

van Roessel: Well, when you graduated after your fifth year, then you were indeed
drafted.

Grunsfeld: Well, I wasn't drafted until the fall. I think I was drafted in September.

van Roessel: And so during that summer you were working for Keck. Can you describe
how you began working there?

Grunsfeld: Well, I knew his buildings and I always thought it would be wonderful to
work for him. Again, I knew him because he had been over to our house
and I just went in to see him and he said, "Fine." He gave me a job. I don’t
know if he needed me or not. He had the great advantage of knowing that I
was about to go into the service so that he couldn't make too bad a mistake.
So I started working there in the middle of June. I worked on a couple of
projects. I worked on a single-family home, I don’t remember who it was
for. Then I worked on a group of spec houses that he built for a developer
named Friedman in Glencoe. There was a whole little village of very small
Keck houses. Then I worked in the field on a public housing high-rise, I
think it was at 47th Street in Chicago.

van Roessel: I was just about to suggest that that was the Amalgamated Clothing
Workers' apartment project on Lake Park Avenue, just south of Ben
Weese's Lake Village East.

Grunsfeld: Right. That was pretty well built, I just went there and punch-listed. I think
it was a way of Fred getting me out of the office and doing something that
was worthwhile, because I certainly didn't draw very well for him.

van Roessel: In the office then, on these other two projects, were you doing the working
drawings?
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Grunsfeld: I was drafting it. There were other people drafting, too. Bob Tague was
there then.

van Roessel: Was Bill Keck there much?

Grunsfeld: Oh, yeah, Bill was always there. I think Bill thought I was in the way. In
later years, Bill and I became good friends. But in 1952, I think it bothered
him that I was there. I think he thought they should have picked someone
else.

van Roessel: Was that because of your inexperience?

Grunsfeld: No, I think it was because I went to see Fred and he gave me the job not
because I deserved it but because I was my father's son. And Bill was hard
on me, harder on me than he probably should have been. And he was not
very helpful. But ten years later, after I had been in practice for a while, Bill
and I became reasonably good friends. I was always glad to see him.

van Roessel: Can you describe the atmosphere of the Keck office? When you walked in
the door, who was there? What was everyone doing?

Grunsfeld: Fred was doing all the designing. It was sort of like being in school. He'd
come around and look at your drawing and tell you what he wanted you to
change. He’d tell you why and try to give you as much leeway as possible
so that you could solve these problems yourself, which I was never able to
do. That was why I was sent to the South Side to supervise. Bill was in
charge of making sure these things got built. He had less patience and was
less interested in teaching than producing. Bob Tague was sort of running
his own little private office within the office, doing pretty much what he
wanted.
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[Tape 4: Side 2]

Grunsfeld: So Tague was doing his own thing. But his own thing was very much like
what the Kecks were doing. As a matter of fact, the people that came out of
that office who worked there, certainly for the first few years after they left
and started their own office, turned out things that looked like they might
have come from the Kecks, including me. I didn't start right away, but the
first buildings that I did, I look back and see it had a lot of Keck influence.

van Roessel: Can you describe that influence? Was it solar or the materials or the
massing?

Grunsfeld: Solar, materials, maybe not plan-wise so much. But they had very open
plans. A lot of wood. They had low ceilings, louvers, often for ventilation,
flat roofs. There's a house I did on Waverly in Highland Park that was
shown in that Channel 11 television program on the North Shore very
recently. I can't think of the man that did the program, but they showed
that particular house. The client was John LeBolt, a long time ago. It's built
into the lake bluff and it looks like one story on the west side but it's
actually three stories on the lake side. It has louvers and a flat roof. It's very
Keckish. So I learned an awful lot without being very useful to the Kecks. I
certainly would have liked to stay there if I hadn't been drafted. Well, I
didn't really get drafted, I was sort of drafted.

van Roessel: You said that Fred had spent a lot of time working very personally with
you on the drawings that you were drafting. Did he spend much time
talking about his philosophy in terms of solar design or…?

Grunsfeld: No, he didn't. I knew a lot of that because I certainly knew a lot of his work
and I used to go out and find it when I was here. I'd look up some house
and go out and see it. I knew most of the houses that he had done around
the North Shore. I thought he had the perfect practice. He had a lot of work,
a lot of very rich clients, and it always seemed to me that he could do
almost anything he wanted. That's where I met Marianne Willisch, the
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interior designer who worked with the Kecks a lot and who worked on a
number of my houses. She was wonderful.

van Roessel: Again, she had a very modern aesthetic.

Grunsfeld: Right. And it was very hard to do that at the time she was doing it because
there wasn't a lot of stuff to buy.

van Roessel: Was she doing any collaborative work or using things that Baldwin-
Kingrey was selling?

Grunsfeld: Sure, and she was designing a lot of furniture as built-ins, built-in sofas and
chests of drawers. She worked with Fred and Bill on lighting and they
delivered really a complete package.

van Roessel: What was she like as a person? What were your impressions of her?

Grunsfeld: Well, she was very Germanic, very rigid.

van Roessel: Rigid in terms of what she wanted?

Grunsfeld: In terms of what she wanted and very opinionated. She and Fred would
fight all the time about something. Fred was usually right, I thought.
Clients respected her, but I don't think they really liked her. I liked her, I
thought she was terrific. She had real integrity and a terrific work ethic and
she would never agree to anything that she thought was wrong. I enjoyed
working with her later when we did a number of projects together. I hardly
knew her when she worked with Keck because she was working with Fred,
who also would never agree to anything unless he believed in it. They
fought a lot about things.

van Roessel: What was the substance of those arguments?

Grunsfeld: Oh, how to furnish, what materials to use. Layout, mostly.
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van Roessel: Did she want to do too much and Fred wanted less, or vice versa?

Grunsfeld: I think Fred wanted it softer than she wanted it. She was a hard person.

van Roessel: In terms of aesthetics and personality?

Grunsfeld: Right. I think that Fred wanted it looser and softer. Cozy is not a good
word, but somehow cozier. Her stuff was rigid.

van Roessel: When Fred was working with clients, did you see them come into the
office? Did you understand how he dealt with them?

Grunsfeld: No, I have no idea. When I worked for Bud Goldberg, later, after I was
patriotic, his office was just one big space. You couldn’t help but hear, but
he didn't have very many clients at the time. That was before the Marina
City and all those hospitals.

Van Roessel: Are there any particular projects that Keck was working on while you were
there that really stood out for you, even if you weren't working on them
yourself?

Grunsfeld: Well, I think I still am impressed with that little development that he did
for Friedman in Glencoe, only because you don’t often get to see a
contemporary streetscape and it's really terrific. It's all the same scale, the
houses are all a little different, different colors, little different design, they
still all look like little Keck houses. It really gives you a sense of how nice
and calm and comfortable it is being in a contemporary setting. You don't
get to do that very often.

van Roessel: Modern houses now seem more isolated.

Grunsfeld: They're very isolated. And all the new stuff that's being built that ought to
be contemporary are these mini-mansions. That isn't a pleasant streetscape.
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These were all one-story low houses and it was before the area was even
landscaped. Now when you drive through it's just wonderful because it's
all mature trees and growth and these nice little Keck houses. There must
be fifteen or twenty of them. There was a little development like that in
Glencoe that Wright did. That's all gone, those wonderful little Wright
houses have all been either remodeled or torn down, because the land is so
valuable. But that had the same quality of something really calm and
wonderful.

van Roessel: Is there anything else you'd like to say about Keck?

Grunsfeld: No, except that I kept seeing him during his lifetime as a better and better
friend. He once told me that he thought the work I was doing was really
good, which meant an awful lot to me. That's a real compliment. I don't
know if he meant it, but I think so. At the time, I didn't even realize he
knew what work I was doing, it was a long time ago, maybe ten years after
I worked there. We used to see each other a lot, particularly in the period
when I was living a couple of blocks from them in Hyde Park, which was
1968 or something like that.

van Roessel: Well, your time with Keck came to an end and you did serve in the Air
Force.

Grunsfeld: I was a first lieutenant in the Air Force.

van Roessel: Can you describe how it felt to be thrust into a new environment?

Grunsfeld: Well, it was terrible because I was anxious to get started and I had just
finished this education phase and I had a little taste of work, and I really
thought I was wasting my time. It turns out I was sent to Bangor, Maine, to
be in charge of new construction.

Van Roessel: Which is a long way from Korea. Was that a relief to you?
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Grunsfeld: It was about as far away as you could get. A great relief. I loved being in
Maine because it was summer when I was sent up there. Little did I know it
was going to be thirty degrees below in a couple of months. Anyway, I was
stationed on this little air base which had been a World War II base and
they were rebuilding it because of the Marshall Plan or whatever. It was
being turned into a Strategic Air Command base. I was an Air Installation
Officer, which meant that I was in charge of cleaning the runways of snow
in winter and in charge of building things when I wasn't cleaning the
runways. I didn’t have the vaguest idea of how to build anything, much
less military buildings and runways. I had a commanding officer who
knew a little more, but not much. He had been in World War II and joined
the reserve to get some extra money. He was a wonderful man. I really
liked him. His idea of serving in the Air Force was that you got up each
morning, got a fishing rod and went fishing, and came back the next
morning to make sure everything was there. I don’t think he did a day's
work in the twelve months I was there, but he was very nice, a very good
boss. He was very impressed by my MIT degree and he figured I was smart
and I could build things. That certainly wasn't the case. Luckily, the
government moves very slowly so that anything that we designed had to
be approved first in Boston and then at SAC headquarters, which were in
Omaha, somewhere where I wasn't. At any rate, the only thing that was
built that I designed was the base movie theater. It was a remodeling job,
very small. It was essential because it really was the only place that was
warm in the winter. They'd play one movie a week, but they'd play it a lot
of times so lots of people could see it. Officers got first choice, so they'd all
go in at whatever time it was and stay right through three or four or five
showings of the movie because it was warm.

van Roessel: And there probably wasn't a lot of other entertainment in Bangor.

Grunsfeld: Right. So my movie theater was high priority. Luckily no runways, no
important buildings. When Korea was over, since my commission had
been… It's a long story how I happened to end up in the Air Force, but I got
a commission the same as the reserve Air Force got recommissioned. When



115

they let people out, the first people they let out were those who had served
in World War II, and even though I hadn't, the Air Force thought I had, so I
got out within a week of the war being over. I got out of the active Air
Force and was told I had to stay in the reserve. I stayed in the reserve for
years and they kept promoting me. They kept writing me letters saying
please join the active reserve, and you'll get pensions, and if you stay in for
a hundred years, you'll be a general. I kept writing back saying, No thanks.
And they'd write back saying I was promoted. Finally I got up to the point
where the next promotion would have been to a major and they said I’d
have to either join the reserve or get out, I was too old to be where I was. I
was very happy. I think it was twelve years, and I never went to a meeting.
So I was very lucky. Had I been in the reserve, I would have ended up in
Vietnam, which is the only thing I can think of that was worse than Korea. I
had a good time, I had a hundred and twenty-five people working for me
in Maine because we were also in charge of fixing things. Anything that
broke, the Air Installation people fixed.

van Roessel: Did you begin to feel more confident about that?

Grunsfeld: Well, working for the government at those low levels, nobody works very
hard. You're discouraged from doing very much work because then
everyone else has to do work. So the idea is to come late, leave early, do as
little as you have to to keep from being bored. But I actually enjoyed the
construction part of it. I enjoyed designing. I enjoyed having draftsmen
draw for me. I got a lot of experience that I never should have had. I wasn't
really qualified to do, but if someone sits you in an office, you do it,
somehow. When I got out, I interviewed with an architect in Bangor, Eaton
Tarbell. I have no idea whatever happened to him. I took a job and told him
I wanted to come back to Chicago to get my things and take a vacation.
And I did and somehow decided that when I got back here, I really didn't
want to spend the rest of my life in Bangor, Maine, and I had wasted
enough time and I had better go do something really constructive and try
to be an architect.
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van Roessel: So you then went into Skidmore's office?

Hartray: I'm not sure. I think I went into Skidmore and got fired very quickly.

van Roessel: By Bruce Graham, is that right?

Grunsfeld: Yes, by Bruce.

van Roessel: For what?

Grunsfeld: For incompetence, and he was right. I think so. Someone, maybe Bruce,
gave me a job as a designer, and it was way over my head.

van Roessel: Were you working on the Air Force Academy job?

Grunsfeld: No, it was a very small project he gave me to do, and he told me to do it.
But I just didn't have that kind of experience and I was scared to death. I
should have known better. I shouldn't have taken the job. He was
absolutely right.

van Roessel: Did you realize that at the time?

Grunsfeld: Oh, I knew it when I took the job. I didn't think I'd make it. But I thought it
was worth trying. I tried hard, I diligently tried to do a good job. I think I
was there maybe six weeks at the most, maybe not that long. Then I went to
work for Holabird and Root.

van Roessel: So now we've come to your time with Holabird and Root, which began in
1954.

Grunsfeld: It was maybe the end of 1953. It, too, was a very short job.

van Roessel: Why did you choose to work for Holabird.
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Grunsfeld: Well, first of all, they offered me a job, which was hard to get for some
reason in 1953. I had decided that I really needed to work in a large office to
find out what it was like. And I wanted to do working drawings, which I
had really never done except in the service. I had met Bill Holabird and, of
course, knew his cousin John, although I think John may still have been at
Harvard when I was working there. I had some entrée so I went in cold and
sat in the reception room and Bill Holabird interviewed me and offered me
a low-paying job, which I was delighted to have. I spent the next maybe
four or five months drawing men's rooms right next to the person who was
drawing women's rooms. We'd have big conferences and put them together
and ship them off and then do men's rooms and women's rooms on some
other building. It was horrible. Everyone else was doing pretty much the
same thing. No one was having much fun, except probably the designers
and they were in a different department. But I got good drafting experience
and either before I started that job or shortly thereafter, I went to various
offices, including Bud Goldberg's and said I was interested in a job. Bud
didn't have a job for me. So after about four or five months at Holabird,
Goldberg called one day and said he had an opening and wanted to know
if I was interested. At about the same time, my associate who was next to
me, got a job offer from Harry Weese, so we both left at the same time,
leaving Holabird with no one to do bathrooms.

van Roessel: Do you recall who your partner was?

Grunsfeld: Hans Neumann. Hans and I became very good friends at Holabird and to
this day, when he's in town, we have lunch. I talk to him fairly often. He
did very well for himself, deservedly. He was a very smart guy. I think he
interviewed with Bud at the same time I did and got an offer from Harry
before I got an offer from Bud. I then went to work for Goldberg, which
was a very small office on the corner of Superior and Michigan.

van Roessel: During the period you were there, and throughout the 1950s, Holabird has
been described to me as a finishing school for draftsmen. Would you agree
with that assessment?
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Grunsfeld: I think so. But I think all the big offices were like that. I'm sure Skidmore
was the same. Holabird was a good nuts-and-bolts office. They were
turning out not very distinguished work, but certainly very competent
work.

van Roessel: Who was the head of the drafting room when you were there?

Grunsfeld: I have no idea.

van Roessel: So who was instructing you about how to do these bathroom drawings?

Grunsfeld: Whoever the job captain was on that particular project.

van Roessel: Was Helmuth Bartsch there?

Grunsfeld: I don't remember. Gene Cook was there. I worked for him on a couple of
jobs. He was just one step above where I was at that time. It was just sort of
menial drafting. It was terribly boring. But I learned how to do working
drawings.

van Roessel: Was this ink on linen?

Grunsfeld: No, this was pencil on paper, not even vellum, as I recall. It was just
detailing partitions and doors. Just really grunt work. And very important
to learn and do. It was clear that I never again wanted to work in a huge
office. I was very relieved that Goldberg offered me a job, I think at half the
pay I was getting at Holabird. But I was very glad to get out of there.

van Roessel: Had you been following Goldberg's work? He hadn't done all that much at
that point, had he?

Grunsfeld: He had done a gas station, and a bunch of residences, and remodeling of an
office building in Highland Park. I'm not sure what else.
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van Roessel: How had you first learned about him?

Grunsfeld: Well, I knew him, not well. But I had met him. I knew many members of
his wife's family, because his wife Nancy was a Florsheim. So I was
acquainted with all those Florsheims. Bud's father-in-law was a client, and I
think the medical building in Highland Park was owned by the Florsheim
family. Bud was one of those people like Keck that drew architectural
students. He was Bauhaus-trained. He was a very interesting guy. He was
forty-five years old when I started working for him. He seemed very old to
me at the time. He was full of enthusiasm, and he had all of these projects,
most of which never got built. He was working on prefabricated housing
and he was working on designing furniture, steel Bertoia-like furniture
before Bertoia was doing it. You went to work every day and you didn't
know what to expect. It was always fun. He was very patient with me,
although he wasn't with a lot of people, I'm told. My dealings with him
were wonderful. He had an architect who was about his age working for
him at the time, Bill Fyfe, who is no longer around. Bill was trained at
Taliesin, very different background than Bud’s. He sort of did his own
projects, but did them with Bud. I'm not even sure Bill was licensed. Bill
was a beautiful draftsman and very knowledgeable. He was a big help to
me. Both of them were really interested in the work, and also in helping me
and anyone else who worked there. I think that Bud felt that one of his
responsibilities was training students, and I needed a lot of training.

van Roessel: In project management, or more working drawings?

Grunsfeld: The whole thing. It was at about that time that I was trying to study. His
office was at Superior and Michigan and at the time I was living at Chicago
Avenue and Wabash, so it was a very short walk and I used to go home for
lunch. So it was very easy working there. I got some confidence that I could
probably really do this stuff. I worked there a little over a year, maybe. I got
married that first summer, July 1954. I think I worked through the next
summer and then I took my state board exams in 1955.
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van Roessel: I have 1956.

Grunsfeld: Well, we can straighten that out later. All I know is that I used to go home
to Chicago and Wabash before the exam and Sally would say, "Well, you'd
better study." And I'd say, "Okay." And we'd eat dinner and I'd say, "Gee, I
feel like a movie." And I never go to movies, never have. And so we'd go to
a movie and I'd probably go to four or five movies a week when I was
supposed to be studying for the exam. So it finally came time to take the
exam. I had gone to a refresher course for the structural part, which was
taught be Fred Weisinger, who was a friend of Hans Neumann's and a
friend of mine through Hans. So Fred taught the course and he did a very
good job, so I felt pretty good about that. But everything else I felt very
badly prepared for. I took the exam at Navy Pier in some huge drafting
room, part of the University of Illinois at the time. It was four days, twelve
hours a day. I was sure that I had failed design. I knew I had failed site
planning because I didn't have time to finish. I remember drawing little
pieces of streets and sidewalks and big areas of trees and none of these
things connected or if they did, it was just by chance. So I turned it in, and
it looked kind of nice, it was very pretty. It was green. But I knew I had
failed that, because there was no plan. I waited and waited, never heard
from the state. In June, I think, three or four months later, I decided I wasn't
going to be an architect because I'd never study for the exam. Sally quit her
job as an editor for Today's Health at the AMA. We decided we’d go to
Europe, take all the money we had, sublet our apartment. So that's what we
did.

van Roessel: Can you describe how being in the open office at Bud's may have
influenced your idea about what architecture was?

Grunsfeld: Well, I'm not sure that I had a better understanding of what architects do or
architecture, but it certainly was fun. He'd have client meetings and you'd
be able to understand what he was trying to do and how he was trying to
sell his particular design. Bud had very strong ideas about what he wanted
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to do. In terms of his architecture at the time, it was very different from
Marina City and Prentice and all those concrete structures. But he clearly
was investigating different ways of building. He was very interested in
materials. He was very interested in building low-cost housing. We did a
project in Glenview with some concrete-block flat-roofed housing, which I
remember infuriated the community. I remember going to meetings at city
hall where all sorts of ordinances were proposed to stop Goldberg from
building in Glenview. As it turned out, he revised the whole project and
they agreed to let him build four of his houses if the other sixty-eight or
seventy had pitched roofs on them, so we revised them all with ugly little
pitched roofs. He was furious. He did it because he had a contract to do it. I
think he did it for the money, but he said he wouldn't ever build another
project in Glenview. He probably didn't, and they wouldn’t let him.

van Roessel: Was he testifying at the hearings? What were his arguments in favor of the
development?

Grunsfeld: Well, he just felt that you ought to build aesthetically what you wanted,
that you shouldn’t legislate aesthetics. He was absolutely right. I thought
he was right at the time and I've testified many times before Highland Park
that you can't have ordinances that dictate style and color and aesthetics,
because you get the worst of everything if you do that. All the really good
buildings that have been built over time would have failed those tests and
never been built. Bud felt very strongly about it and made a very good case
and so we got these four little houses that were great, considering what the
alternative was. But they really weren't terribly good. Most of the early
stuff he did wasn't terribly good, because he was consumed with money,
trying to build cheap. I think he got clients because he was trying to build
cheaper than Keck or Newhouse or whoever else was the current favorite. I
think that's too bad and I thought it was too bad at the time. I'm not sure
where he got that. I mean, he certainly personally had all the money he
could possibly use. He was connected to a very wealthy family. One of the
projects I did for Goldberg was remodeling his house, which was on Astor
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Street. It turned out that forty years later, he and Nancy sold it to a client of
mine and so I got it again, I got two cracks at it.

van Roessel: That's a recurring theme in your career.

Grunsfeld: Right. That was sort of fun to do.

van Roessel: You mentioned that a lot of Goldberg's projects were never built. Did you
have a sense of why that was when you were working there? Did he ever
talk about it?

Grunsfeld: No. Well, they were pretty far-out. I mean, Marina City was finally built
with union money. He probably over-promised the union. That was after I
had gone. I'm sure that the reason they let him build it was that he told
them he could build it for ten percent less than anyone else could. The
projects he did while I was there were relatively small. We did the Michael
Todd Theater, which I remember because I remember Elizabeth Taylor and
Michael Todd being in the office when they were designing that. It was a
terrible failure. I don't think it was because of Bud, it was just ill-conceived
and had really bad timing. Today it probably would have done all right.
That wasn't a terribly exciting project, there was nothing really different
about the theater except that those theaters were crumbling and it was sort
of neat that someone was fixing them up.

van Roessel: For the record, you're speaking of the old Harris-Selwyn Theaters in
downtown Chicago.

Grunsfeld: For his other projects, he was doing some low-cost housing on the South
Side, built out of concrete block. I worked down there doing a little site
supervision or inspection. Then there was a lot of work for Nancy's family,
which was all unpleasant because they were unpleasant.

van Roessel: Did you have to deal with them directly?
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Grunsfeld: Yes. Bud's father-in-law called me once and started telling me what I was
going to do. I told Bud that I really wasn't going to do that and I'd really
liked Bud, but didn't sign up to work for his father-in-law. It took me a long
time to build the nerve up to do that.

van Roessel: What was Bud's response?

Grunsfeld: He said, "You're right. I shouldn’t have let them call you." He was very,
very nice to me. Sally and I used to go there for dinner when he had out-of-
town young people over there. I remember we had a huge party with Bill
Fyfe and whoever else was in the office. He had the same secretary for
years. When Geoffrey was born, we had a huge party at the house and I
remember it being a lot of fun, Bud was just so happy. I think Bud's first
wife died of cancer and I think it was a very tough time in his life. I think he
and Nancy had a wonderful relationship when I was there. He did like to
have fun, and they did fun things together. I think when I was still there he
might have just been beginning to work on the Astor Tower building,
where the restaurant was that Nancy ran, Maxim's. It was a dreadful place,
it was very dark and dingy.

van Roessel: Didn't the restaurant have some original interiors from the Maxim's in
Paris?

Grunsfeld: Right. And that whole building was really badly built. It was just cheap. It
had terrible bathrooms. I was in there shortly after it was finished and it
was never successful as a hotel. It was falling apart within two years. Just
terrible construction techniques, with a bad contractor.

van Roessel: Was it more the contractor's fault than Bud's?

Grunsfeld: Well, I think it was both. I think that that was Bud's real problem, and
maybe even so when he did the River City project, and Prentice. They
looked cheap, they looked like low-cost housing. They looked just like the
public housing he did out on the Dan Ryan Expressway.
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van Roessel: The Hilliard Homes?

Grunsfeld: Yeah.

van Roessel: Was it because of a lack of detailing?

[Tape 5: Side 1]

Grunsfeld: It was because he felt, or I believe he felt, that he couldn't get this work on
its merit, that he got these jobs because he could build cheaper than anyone
else.

van Roessel: Was he cutting corners?

Grunsfeld: I think he was doing that because he thought it was the only way he could
sell these projects. I don't think that was true, I think he had terrific ideas in
some of the stuff he did and I think he could have built it well for a little
more money and they would have been more successful. After I left
Goldberg, maybe a year or so later, he called up and said that he had just
gotten a job to build a ballroom at the Edgewater Beach Hotel. He said he
was too busy to do it, so would I like to take over. I thought that was
terrific. I had a little office on North Michigan Avenue, no employees. I was
sitting around eating peanut butter sandwiches at my desk. This was
terrific. As a result of that, I hired my first employee, who probably stayed
with me for twenty-five years, to do site inspections, which really was what
the project was all about. But we sort of designed it, and we did the
working drawings. So we did a ballroom at the Edgewater Beach Hotel.
That lasted maybe two years and then they tore it down, because they tore
the whole building down to build the curve at Hollywood Avenue. So it
never really was used. I'm not even sure I ever saw it finished. But I was
very pleased that Bud called and asked me. And, from time to time, he'd
call and ask if I wanted to do this or that. Most of the time, I said yes,
because I didn't have any work.
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van Roessel: These were projects that he'd agreed to do but got too busy to do?

Grunsfeld: Yeah, or that were too small for him when he started building all over the
country. Actually, we kept up over the years, almost until he died. We went
to the same barber—he needed it more than I did. Somehow we sort of
were on the same schedule, so I'd see him in the barbershop. And I'd see
him on the street. He was one of the people who were very instrumental, I
think, in getting me an AIA Fellowship. I considered him a good friend,
and I think he considered me a good friend.

van Roessel: How would you assess his place in Chicago's architectural history? Would
you like to say a few words?

Grunsfeld: Well, he certainly wasn't part of any other movement. He was sort of his
own movement. He had a wonderful sense of structure. I really never
thought about it, but I think it was different than anything anyone else was
doing. I don't think it made a real impact on the city, other than that the
corncobs are sort of a symbol of Chicago. So it's sort of a marketing thing
more than it is an architectural style. I think it's maybe too bad that he
didn't go further and try to do something different. Prentice I don’t think
measures up to Marina in terms of impact. Certainly, River City was a bust
and I'm not sure it's the architecture, but I think the architecture probably
has something to do with it. It's very institutional. It's fun, I've walked
through it. I think Marina City might be a fun place to live, but it is so
prison-like. I think that's probably true of the public housing, although I've
never been in it.

van Roessel: But the Hilliard Homes are one of the very few public housing projects that
are being rehabbed and not torn down, which says something for it.

Grunsfeld: Right. That's good. Although what the CHA does doesn't necessarily…

van Roessel: I think it's also landmarked, so they may not have had a choice.
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Grunsfeld: It is landmarked? Good. The CHA today is building more high-rises. I
think Helmut Jahn has proposed a high-rise. It says mixed-use, but I don't
believe it. It's a steel and glass multi-family high-rise building and I thought
we were through doing that.

van Roessel: So did a lot of other people.

Grunsfeld: Maybe we just don't know how to learn. Goldberg's office—I went there
while we were doing the Edgewater Beach Hotel and it was a whole
different office. It looked like it could have been Holabird or Skidmore or
Murphy.

van Roessel: There were so many people?

Grunsfeld: There were a lot of people, a big staff. There were job captains and Bud
even had a private office. Different kind of office, different kind of practice.
I think you can only run these Keck-like or early-Goldberg-like offices if
you have just a few people.

van Roessel: They're more artisanal, or boutique practices.

Grunsfeld: Yeah, right. So I was very glad I had left. I stayed about as long as anyone
probably should stay in that kind of a situation, unless you wanted to try to
make that a career.

van Roessel: You were doing drafting. Any design?

Grunsfeld: I was doing drafting and a little design—not much—and some site
supervision. A little of everything. I didn't much like meeting with clients.
Elizabeth Taylor would have been fun to work with, but Bud did that
himself. Mike Todd was wonderful and very interested and interesting.
Bud was having a wonderful time doing all this stuff. In the year or so I
was there, I don't think he ever took a vacation. He must have liked it.
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van Roessel: Then you took a vacation yourself.

Grunsfeld: Yes, I had to think about what I was going to do for the rest of my life, since
I was never going to be an architect.

van Roessel: Did that concern your wife?

Grunsfeld: I don't think so. Sally and I were nuts. We had no kids, we had absolutely
no responsibility. We had about $3500 in the bank and we just went to
England in June of 1955. We'd been married almost a year. We bought a
little Morris Minor convertible for $900 and decided the weather was nice
enough and we ought to start in Britain just driving around, looking at the
countryside.

van Roessel: With any concern for architecture?

Grunsfeld: With no concern for architecture. We saw a lot of beautiful gardens and
went up to Scotland. Then we decided we ought to go up to Scandinavia
while it was still warm. So off we went to Denmark. I began, without really
thinking about it, looking at buildings and furniture and doing a lot of
sketching of details. I was sort of in awe of the beautiful workmanship on
fairly new apartment buildings. There were wonderful windows, beautiful
brickwork, just great craftsmanship. Elegant planning. I'd go out every
morning and spend a couple hours sketching and then we'd go tooting off
to do something else. We were in Denmark maybe six weeks or so. Then we
decided to go over to Sweden, which I was sort of disappointed in. I
thought there'd be a lot of contemporary buildings, as much as there was in
Denmark, and it wasn't so. For some reason we decided it was time to go to
Norway since it was beginning to get cold. We spent about a month in
Norway and we started at the north and worked our way south. We knew
it was getting late because it kept snowing, so we'd go further south and
spend another couple of days and then the snows would come again. So we
drove south to France and spent a while there and then drove south to
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Italy. That's as far as we got. We went to Switzerland. By then I was getting
sort of antsy to go to work. Also, by then my mother, who was collecting
our mail, had sent me a cable that I had passed the stupid exam. I couldn’t
believe it. I thought it was a mistake. And Sally always said that the day
that I got that cable was the day that I was getting antsy and I sketched
longer and I'd look at more stuff. I don't think that's true. But I was sure
there was something wrong with the wire. But, we kept going and spent
most of the winter in Paris. My father was there then. We didn't stay with
him, we stayed at a little hotel, but at least we could go there and get a hot
bath and almost a dry towel and dry sheets or whatever we needed. Paris
that winter was pretty bleak. I was beginning to get a little bored. I think
Sally could have stayed there the rest of her life.

van Roessel: Were you just going to museums? Or walking around?

Grunsfeld: Going to museums, sitting in the park, and traveling. You know, we'd get
in the car and go somewhere. I wanted to go to Spain, but there were
problems in Spain. I wanted to go to Morocco, but there were lots of
problems in Morocco at that time. There were actually riots in Paris. So,
starting around Christmas time, I said I really didn't think I could do it
much longer. I think we came back on January first of 1956. I had no idea
what I was going to do. I had written Goldberg to tell him that we were
coming back. I went to see him and he offered me what I thought was a
very good job, certainly better than what I had left. I didn't think I wanted
to do that, but I had no idea what I wanted to do. So I looked up my
father's ex-partner, the one who had gone in the army and didn't go to
Friedman's office. I knew he was practicing. I went to his office, he had no
work. I asked him if he'd like to share the office. He thought that was pretty
neat, because we'd share the expense. So we had this little office together.
We did independent work. Really I didn't do any work and he didn't have
any jobs at that moment. When anything happened, we did it
independently. It was at 646 North Michigan, on the second floor, and it
overlooked a garden. It's where I think the American College of Surgeons
is, a Skidmore building that had onyx walls on the first floor that look like
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they're bleeding, it was very appropriate. You can see through the onyx
and see the red veining. It was the McCormick Garden, I think. It was a nice
place to sit and have my peanut butter sandwiches. I'd get a little job from a
friend to do a fireplace, I got a job to do an entrance to Commercial
Discount Corporation because the founder's son-in-law was a friend of
mine from high school. But those were major jobs for me at the time. I'd do
the drawings myself and type the specs on mimeograph sheets with the gel.
I wasn't a very good typist and everything took a very long time. Sometime
in 1956, the parents of a high school friend of mine decided they were going
to build a house. They went to all the architects who were doing that sort of
thing at the time, not me, but Henry Newhouse and Frazier Raftery. They
were all too expensive, their fees were too high, so they called me and said,
"Would you be willing to do this?" I said yes and I did it for a very little fee.
They were very difficult clients, but I built them a very nice house.

van Roessel: Would you be willing to tell us who they were?

Grunsfeld: Yeah, they're both gone. Doris and Walter Hiller. The house has been torn
down. It was on Timber Lane in Glencoe, but it's no longer there. It was a
neat little house, very small, just 2400 square feet. This was my first local
house. I had built a house in 1954 or 1955 for my aunt and uncle in
Scottsdale, Arizona. It was very inexpensive, a 1600 square-foot house. I
did it at home at night when I should have been studying for the exam,
while I was working at Goldberg's. I did it for nothing because they'd
shown me what they were going to buy and I said it was so terrible they
just couldn't build it. They owned the property and I said, "Why don't you
do this…" and I sketched something for them and they thought it was
wonderful. And they asked me to do it and I was glad to do it. I know it
was just before we were married, because they gave me a very nice
wedding present in lieu of a fee. It wasn't a complete set of drawings, and
the builder in Scottsdale sort of did his standard stuff but with my floor
plan. And they lived there for the rest of their lives, which was
considerable. I'm sure the house has been torn down by now, but I couldn't
find it even if it was still there, I had no idea where it even was. The Hiller
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house was the first legal house I built. I was registered and licensed and all
that stuff. Since I had never really done a complete house before, Wallace
Yerkes, my roommate, had very little to do and so I asked him if he'd like to
help, so we sort of did it together. Before the working drawings were done,
we changed it from Ernest A. Grunsfeld to Yerkes and Grunsfeld, with no
partnership agreement and no idea of how we were going to split the fee. It
just seemed like the right thing to do. Gertrude Kuh did the landscaping. I
can tell you exactly when that was done… Yeah, it was spring of 1956.
When I look through this list of all my work, the house in Scottsdale was in
1954. But before that, I had done some windows for an apartment on
Stratford, I had built a cabinet for the mother of another high school friend.
But this was by far the biggest project, and huge compared to these others,
which were maybe a day's work. Right after that, the parents of two
classmates at Parker, who owned a house on the lake in Glencoe, hired me
to turn the garage into an apartment for one of their daughters who was
getting married. That was very soon after the Hiller house and so, all of a
sudden, I went from designing a window for an apartment building to
doing two really big jobs—big in terms of lots of work to do. So Wallace
and I got busy and did this stuff. At about that time we decided we ought
to have a partnership, which lasted from 1956 to 1965. Actually, less than
that, because in 1965 Wallace died, at age sixty-five. He had had several
heart attacks. So the partnership in terms of doing work ended maybe two
or three years before that. He would spend most of his time in Florida,
certainly all his winters. And his doctor said he couldn't stay here in the
winter. They lived at Division and Lake Shore Drive in that blue Macsai
building—they had an apartment there. We really had a good relationship
and a good partnership. Wallace was full of knowledge, a wonderful
detailer. He was a terrific draftsman. Very conservative.

van Roessel: In terms of aesthetics?

Grunsfeld: In design and aesthetics. I think he brought me a sense of comfort in that I
was building these things properly. I brought him, among other things,
clients. I think in the ten years we were in our partnership, he might have
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brought in three or four clients, and those were due to Gertrude Kuh. He
and Gertrude had been friends for years, ever since he started working for
my father in 1932. Among other projects we did Gertrude's apartment. So,
it was a very good partnership for me and I was devastated when he got
sick. But by then, I had a lot of confidence that I could do this by myself. As
Wallace spent less and less time here, I couldn’t end the partnership, I just
couldn't have done it. He really relied on it for livelihood and he had been
such a tremendous help to me. So we just played it out to the end. And I
ended up doing this stuff by myself. By then we had a draftsman, at least
one, but no secretary and I still typed the specs. I think I did a lot of work in
those first ten years.

van Roessel: How did you decide to share the design responsibilities?

Grunsfeld: Pretty much I think I did almost all the designing and he designed an awful
lot of the details, like the cabinetwork, just because those were things in the
beginning that I just didn't know how to do. But the basic floor plan I really
liked doing and they were much looser than what he did or would have
done, in terms of style. He really still was designing individual rooms with
doors coming into them and doors leaving out of them, much more
traditional designs. Since I didn't have a lot of training in traditional work, I
didn’t know what it was. So it was easy, I did what I knew how to do. I
wasn't terribly interested in learning about traditional design. I became
more interested, not because I wanted to do it, but because I started going
to places like Charleston and Savannah and just seeing how beautiful some
of these buildings were. But it wasn't in my vocabulary when I was twenty-
five years old.

van Roessel: Did you ever have disagreements or discussions with Wallace about the
differences between contemporary and traditional designs?

Grunsfeld: I don't think we ever had a disagreement in all the time we were doing this
together. I think mostly it was because he came to respect what I was doing
and I started respecting what he was doing. I knew that he was being a
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tremendous help to me. I certainly knew it. I think he also knew that
without me he would be doing fireplaces and terraces and pretty small
stuff. I'm looking down my job list here and a lot of the work that we got
was due, without question, to Gertrude Kuh.

van Roessel: Clients of hers that needed an addition or remodel?

Grunsfeld: Right. They were clients who she felt… I remember going with her to many
jobs and she'd call up and ask me or Wallace to come take a look because
she couldn't solve a problem by landscape only and she thought it needed
some architectural help. It might have been a stairway or a portico over a
front entrance. So we'd go out and then she'd tell the client that we ought to
do it. She was a wonderful advocate, aside from being a terrific friend.

van Roessel: As my notes of her own projects go, you are listed as the architect for every
other entry. It looks like you did a lot of additions early on.

Grunsfeld: I still do, actually. Probably more additions than new work. I've never
counted all the houses I've built, probably because I haven't built that many
and I don't really want to know. But clearly the biggest part of my practice
has been alterations, additions, and condominium interior revisions. The
houses are terrific and fun, but I tend to spend too much time on then, so
we need to do that other stuff to make the office work and to keep everyone
busy.

van Roessel: Looking back on those early years, did your evolution into residential
design, almost exclusively, seem natural to you? You have done some
commercial buildings over the years.

Grunsfeld: Well, at that point, I would have been really happy to do almost anything, a
storage building or a warehouse, if someone asked me to do it. Actually, in
1956 we did a bunch of apartments. We did some alterations to a
department store, Majestic Stores, which was a department store for men.
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One of my clients, Sig Edelstone, had some interest in the store and got me
that job. Blumberg Furniture Store was in 1957.

van Roessel: One of the interesting projects that you did in 1959 was the Morton
Schamberg residence. Would you like to say a few words about that?

Grunsfeld: It's funny, because I talked to her daughter—her mother is still alive, she's
101 and she's still living in the house.

van Roessel: What is her name? I just have her husband's name.

Grunsfeld: Katherine Schamberg. Morton died about twenty years ago. We started that
house in 1958 and it was probably the fourth or fifth house we did. It was a
big job and it turns out it was built into the side of a ravine on property
they already owned. They had a house that Milman and Morphett had
designed, they were a traditional architecture firm in the 1930s, and pretty
good. That house was particularly good because there was a lot of good art
deco metalwork in it and wonderful detailing. Morton Schamberg's sister
was Mabel Schamberg, who was an interior designer. Morton and
Katherine's daughter wanted to be an interior designer and was sort of
doing it until Barbara convinced Mabel, her aunt, that she should tell her
brother to hire me. So I got this job. They were pretty brave to do it. The
Hiller house I got because I convinced them I could, in fact, build them
something for what they wanted to spend.

van Roessel: Do you recall what that amount was for the Hillers?

Grunsfeld: I maybe wrong, but I think it was $41,000. It was $10,000 for the property,
so the whole thing was under $60,000.

van Roessel: So the Schamberg's house was a slightly different budget?

Grunsfeld: The Schambergs had nothing to do with money. I mean, it turns out that
their house was $160,000 just a few years later. It was built into the side of a
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ravine, the second floor was one floor below the first floor. For the time, it
was a pretty contemporary house.

van Roessel: Did you have to sell them on this aesthetic?

Grunsfeld: No, they probably wanted something even more avant-garde than what I
did for them. But they certainly were happy with it. Mabel Schamberg had
it photographed and it was on the cover of House Beautiful.

van Roessel: Yes, that was the October, 1960, issue.

Grunsfeld: You'd never know it, it was just a little piece of a fireplace and a very tall,
full-height window.

van Roessel: Did you feel any pride in being published?

Grunsfeld: I didn't care about it being published. That job helped me enormously
because now not only the Hillers, who wanted a cheap architect, wanted to
use me, but so did Schamberg, who was a leader in the community. They
had a wonderful art collection, with terrific Impressionists and they were
sort of looked at by their circle as being the people who would really know.

van Roessel: The tastemakers.

Grunsfeld: Yes. The tastemakers. That same year, we got three or four other houses.
Two were on the lake and because there's very little lake property, I
thought that was terrific.

van Roessel: Was this to do more remodels?

Grunsfeld: No, these were brand-new houses. There are two houses I built on the lake,
next to each other, in 1958. Both were carved out of land that belonged to
the Florsheim family. When we wrecked the old Florsheim house, we split
the four acres into two two-acre parcels on the lake.
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van Roessel: That's a story that gets repeated over and over. How did you feel about
both tearing down an older house and densifying the property? I'm not
trying to single you out, but that's been a contentious issue in recent years.

Grunsfeld: Oh, absolutely. But it wasn't an issue then. I didn't feel anything about it. It
was a dark, dreary house in terrible repair because the grandfather who
lived in the house had died and no one took care of it. It was being split
into what now are huge two-acre parcels. My client, John LeBolt, of the
jewelry family, was very smart because he put a restriction that the first
two hundred feet of front yard could never be built on, so that took half the
property away and conserved it. So he bought the whole thing, split it, built
his house on the south lot, and sold the other part to Dr. Rappaport, who
built a house on the north lot that I later tore down. It's the only time I've
torn down my own house to build another one. I tore that down three or
four years ago. That was a little strange. It's one thing to have a house torn
down so that someone else can build on it. It was a very nice house, it just
wasn't big enough. At any rate, there was no question in my mind that the
Schambergs really had a lot to do with my success by giving me a really
great project to do at a pretty young age. By then, at least in that circle of
people, I think if anyone was going to build a house, they'd at least call and
interview me, and most of the jobs I got.

van Roessel: If they interviewed you, but you didn't get the job, who would it have gone
to? Who were your competitors?

Grunsfeld: Well, Frazier Raftery—more conservative than I was. I'm not sure who else.
I'm not sure I had enough time to think about competitors. I had a
tremendous amount of work. Well, Henry Newhouse and his brother were
still doing work. They were sort of doing builders' houses, but not for spec.
They were using the same details and pretty much the same plan, it just got
reworked a little to make it feel like it was custom. They weren't terrible.
They were pretty good craftsman and they used pretty good contractors to
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build them. So I guess they were still my competition. Ike Colburn was
building up in Lake Forest, contemporary stuff.

van Roessel: What did you think of his work?

Grunsfeld: Some of it I really liked. The McLennan house is a pretty neat house in Lake
Forest. I got a little tired of the arches. But he certainly was an interesting
architect. I think Ed Dart was building a few houses, and they were very
good.

van Roessel: And Gertrude Kuh was doing landscapes for Dart as well.

Grunsfeld: Yeah. And the Kecks were still building. I think Roy Binkley was doing a
little work. Oh, and Barancik, I forgot about that, there was a wonderful
Barancik house in Glencoe on Lakeside Place that must have been built
about this time. It was very elegant. It burned down about ten years later,
completely to the ground. The same client had Ed Dart rebuild it and that
was not very elegant. That's when Barancik was doing some really pretty
nice single-family houses. I've met his brother and I guess Barancik was
very difficult with clients. He built this building and used to have his
offices on the top floor. I think there is no more Barancik. I think he was not
well. But in those early years, I was really so busy that I didn't think of
anyone as being competition.

van Roessel: In terms of the landscape, Gertrude Kuh did do work for other architects.
Were there other landscape architects or garden planners whom you used
or whom other architects used?

Grunsfeld: There was a Mrs. Church in Evanston, much more traditional. But there
weren't any others that I knew of that were doing Jens Jensen kinds of
natural, indigenous landscape work.
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van Roessel: Can you describe what Gertrude Kuh did to complement your
architecture? How would she come to a sense of what your work or these
properties needed?

Grunsfeld: Well, I never understood how she worked. She would draw very pretty
drawings, or, actually, her associate would draw. Gertrude wasn't a good
draftsman. They were drawn from Gertrude's ideas and then she would go
out in the field to implement them and completely ignore them and take
her cane instead and sort of sketch on the ground where she wanted a
planting line. I'm sorry she didn't make it to the spray-paint era where she
could have done…

van Roessel: I can't begin to imagine such an elegant woman with a can of spray-paint.

Grunsfeld: Oh, she was elegant. Did you ever meet her? She was very elegant. She was
of another period. She was a real sort of Elizabethan person. But I don’t
know how she came by this talent.

van Roessel: Well, she had studied landscape architecture at Lowthorpe in
Massachusetts.

Grunsfeld: Yeah. A lot of the stuff I was doing then, and that I do now, I guess, is very
landscape-dependent. I think when I'm designing these things I think of
really what you see from the inside out much more than I care about what
you see from the outside. So it's really all about site and landscape and I
have been very lucky to get absolutely terrific sites.

van Roessel: And when you're working on the lakefront, you've got half the problem
solved from the beginning.

Grunsfeld: Right. Or ravines, there have been lots of houses on ravines. Or just large
pieces of land, where you can use the landscape. I think a lot of the stuff I
do is about privacy, which is also involved in landscape.
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[Tape 5: Side 2]

Grunsfeld: It was always important to get Gertrude, or whoever was going to do the
landscaping… Pretty much for the first many years, it was only Gertrude.
That wasn't ever a condition of my employment or acceptance of a client,
but I think everyone knew that if they came to me, they got Gertrude doing
the landscaping, as a bonus, I always thought. Clearly, she's responsible for
the success, if they were successful, of these houses because they are, in
fact, about the outside and the land.

van Roessel: She didn't use a lot of bright flowers. Her landscapes are very green and
brown and textural.

Grunsfeld: Practically no flowers. Right. She used very few plants, species of plants.
The groundcover was pretty much vinca or euonymus, the trees were
ornamental, a lot of white birches and river birches.

van Roessel: Did she view those trees as a sort of sculpture in the landscape?

Grunsfeld: It was sculpture. Except for screening, there was never any foundation
evergreen planting. The euonymus just came right up to the house. When I
bought a house in Highland Park forty years ago, maybe, in the middle- or
late-1950s, I bought this little house on the ravine and Gertrude came and
we needed to redo the landscaping. She planted euonymus along the front
of the house and other stuff along the ravine and it all looked very nice.
Seven years later, maybe, I noticed that the euonymus had grown under
foundation and back up and was now growing inside the window, not
outside. So I told her that the stuff was too hardy and she had to find a new
ground cover. I had a client, Bob and Jane Logan, who recently sold a house
I did for them on Sheridan Road in Highland Park. I went to meet them at
the site and it was beautiful, two or three acres right on the edge of a
ravine. I never knew this property existed. You had to drive down a long
driveway past another house, because it was one lot in depth. They wanted
to know if I would build on this site and I thought it was terrific because I
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couldn't get over that there was a piece of property like that in Highland
Park that I had never seen. So we went ahead and designed a really nice
house. Gertrude came over and looked at it. So we decided it was in the
right place and the contractor sent the excavator over and the bulldozers.
Then I woke up the next morning and looked out my bedroom window
and I said to Sally, "My God, someone's building a house across the ravine
from us. I didn't even know there was any property over there." And it was
the Logan house. Had I known, clearly I would have sited the house farther
back. Now I had to look at it. I felt awfully stupid. It was very funny.

van Roessel: Did they realize that it was your house they had been looking at all along?

Grunsfeld: No. But as soon as they had cleared enough, they saw us and we saw them
for the rest of the time we lived there, which was very short. Our house was
sort of a nice house. It was built by a builder, fairly contemporary. I had
wanted to build a house as I suppose all architects do. Well, that's not really
true: I thought I wanted to build a house and every time I saw a piece of
property I liked, I'd work on it and pretty much design a house. Then at
some point I'd wake up some morning and look at it and think, That's not
what I want, so I'd start over. By then someone else would have bought the
property. I did that for a number of years. Then a real estate friend of mine,
also a client, called one day and said, "There's a wonderful piece of
property in Highland Park. It's going on the market at noon on Saturday.
I've arranged with the owners to let you see it before noon." I said, "Where
is it?" She said, "I'm not going to tell you." Finally she told me about where
it was, and I said that there was no property there. I knew that area of
Highland Park, I built houses around there and there was no property
there. She said, "Just come." And I drove up and there was a property,
except that there was already a house on it. I said, "I don't know why I'm
looking at this." She said, "Just go in and look." It was a 1950s house by
Frazier Raftery. It was probably the smallest house they ever designed and
built, but it was on the most glorious piece of lake property. Sally and I
looked at each other and I knew we were going to buy it. I made them an
offer and the man looked at me and said, "This house isn't even on the
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market yet. If you want the house, I've told you what the price is. Why
would I sell it to you for less when no one else has seen it?" That made
good sense to me. So Sally poked me and I said, "Okay, we'll buy it." He
said, "Really?" I said, "Yes." He said, "Well, we never thought we'd sell it for
that. Is there anything in the house you'd like?" I said, "I don't know, I've
hardly looked at it." He said, "Go look. If there's anything you'd like, we'll
include that in the price." There was a beautiful Baldwin grand piano and I
said I'd really like to have that. He said, "Fine. What else?" They were
moving to California and they didn't want any of this stuff. There were a
couple of other things that I said would be fun to have, which they left.
They also left everything else. So, all in all, it worked out just fine. But it
was such a wonderful site.

van Roessel: Did you indeed tear the house down and build your own dream design?

Grunsfeld: No. I should have back then, but I couldn't afford to, first of all, and second,
it was a pretty decent house. Sally and I decided that it would be better to
live on a beautiful piece of property than to live in a beautiful house. I think
that was absolutely correct. There is nothing that I have that I enjoy as
much as that property. The house I don't care about, but I wake up every
morning and I look out. Every room is on the lake, except the master
bedroom, which is really too bad. The kids' rooms were on the lake. It
works okay, because I use one of the kid's rooms as an office and when I'm
asleep I don't care. But I do wake up every morning and the first thing I do
is run out of the bedroom and go look and make sure the lake is still there.
It never looks the same. It's even more beautiful in winter than it is in
summer. And Gertrude Kuh did the landscaping. It's very much under-
landscaped, which is my preference. I redid the terrace because she had put
a lot of terraces in front of the glass and I wanted uninterrupted green to
the lake. Sally always wanted to pull the grass out and just plant a
meadow. She probably was right, but the kids would have ruined it. The
property has been a great source of happiness for all of us. It was a very
smart thing to do. I probably never would have built a house… I have
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architect friends who have built their own houses, I don't know how they
did it.

van Roessel: It can be hard to be your own client.

Grunsfeld: It's very difficult to be your own client. It's very difficult to stay on
message, to have a sense of where you're going, and to do it, and finish it.
The thing that keeps me from doing that with clients is that they really
want to build and they aren't so interested in whether I'm 100 percent
happy. They just want to get it done and under construction. So, this turned
out pretty well.

van Roessel: You've spoken before about some remodeling work that you did on the
Jesse Strauss house, the famous David Adler-designed house, in Glencoe.

Grunsfeld: Which, incidentally, was just sold to a land trust. There's no way I can
figure out who the owner is. It's interesting you brought that up. Two days
ago, Barbara Schamberg, who married John Strauss, the son, called me and
told me that the house had been sold. She, of course, had lived there with
John Strauss for the few years that they were married to each other. She is
the daughter of the Schambergs, whose house I built in 1956 or 1957.

van Roessel: And wasn't Gertrude Kuh also involved?

Grunsfeld: Gertrude was involved with Jesse Strauss, John's father. They were more
than very good friends for a long, long time. Gertrude did all the
landscaping for that property. I built a little house for John on a half-acre of
that property when he sold the property to Goldman. But anyway,
Goldman finally sold it to someone who… There had been a proposal to
Glencoe by Goldman to tear the house down and split the property into
four lots. A horrible idea. Glencoe has no landmark ordinances and, luckily,
the people who bought it, at least for the time being, are interested in
restoring it, not tearing it down, not selling the property off. And that's
wonderful. I don't know who they are, but they live in Lake Forest, I think.
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They are old to you, but young to me, I think they're in their fifties. That's
very good news. It's a beautiful house. Anyway, I was talking to Barbara
Schamberg, who wanted to know… I'd remodeled the kitchen in 1956.

van Roessel: I have a date of around 1960.

Grunsfeld: Well, I did a lot of remodeling there.

van Roessel: You did work on the pool house, the kitchen, the playroom.

Grunsfeld: Whenever Jesse died was when we started all that. Anyway, the first
project was probably 1957 and I think that's when we built the swimming
pool and we built a little pool house out of louvers, a kind of Keck building,
now that I think of it. And we remodeled the kitchen. The new owner
wanted to know what was under the vinyl kitchen floor. I had no idea. I
probably could look it up. We had, I don't know if we still do, copies of the
David Adler and Robert Work drawings for that house.

van Roessel: I think the originals are probably at the Art Institute.

Grunsfeld: They were beautiful drawings, full-size details. Just sheet after sheet of full-
size details.

van Roessel: There are some full-size detail sheets that we have that are ten or fifteen
feet long. It's tremendous.

Grunsfeld: And beautiful. All ink on linen.

van Roessel: And the full-size details are usually graphite on tracing paper.

Grunsfeld: It's just beautiful, just a beautiful house. Have you ever been to the house?

van Roessel: I have. I saw the smaller house you did for John when I was researching
Gertrude Kuh.



143

Grunsfeld: It was sort of a cute little house. It was beautiful with the furniture from the
old house, French and English furniture. I think that someone put a wing
on that little house after. The big house was just beautiful and Wallace did
an awful lot of the detailing of that pool house and of the remodeling we
did. We never did anything that changed the house. Goldman built a
garage in the back end of it. There were just two coach houses up front, one
was a greenhouse up front and the other was a garage and chauffeur's
quarters. I think right after he bought it, Goldman built an indoor pool on
one side and I don't know what he did with the garage. Then he built a
garage off the kitchen and took a twelve-foot strip of land going back so he
could enter that garage from a separate driveway. Then he chained off the
main entrance, which was terrible because it was a beautiful allée of
maples.

van Roessel: And that was how Adler had intended people to approach the house.

Grunsfeld: Right. That was the way to come to the house. Now everyone comes to the
back, to the service entrance. It's really sort of grungy. It's too bad. Even
though Wallace did most of the work on that project, it was an absolute
pleasure to work on that Adler house. I became fairly good friends with
John and Barbara while they were married. They were very good company.
They got divorced rather soon after Barbara had two kids. Then John
started the Van Keppel-Green furniture showroom and so I did some work
on that. It may have been on Ontario or Huron, I forget. It was a fun project
because he represented Van Keppel-Greene and a whole bunch of other
very interesting high-end furniture manufacturers. He lost a lot of money
every year and it sort of did him in in the end. He inherited a sizeable
fortune and probably blew it all on this furniture business, which he ran
sort of as a club. They would have openings for various designers and
they'd be catered by Gapers and they were very elegant and fun to go to.
But he was a terrible businessman. He died with practically no money.
Whatever he sold the big house for he blew and then some on this little
house. I don't know why he did that, but he was restless and he liked the
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building process and he always liked to have some project, which was why
we kept remodeling pieces of the old house. I guess at some point he
figured we'd ruin it if we did anymore, so that's when he sold the whole
thing. I forget when he died, but that's when the Goldmans bought it and
they lived there for a few years. Then they moved back to the city and left it
vacant for a long, long time.

van Roessel: Well, let's hope the next chapter is a happier one.

Grunsfeld: I hope so. It's one of the nicest Adler houses I know.

van Roessel: Well, before we move on to more residential projects, you did do some
commercial work and apartment buildings during this time. There were
some office buildings in Highland Park and an office building here in
Chicago, both done in 1961. The Ravinia House office building also won an
AIA Honor Award.

Grunsfeld: That's right.

van Roessel: Would you like to tell us how those projects came about? What kind of
challenges did those projects offer in contrast to your residential
commissions?

Grunsfeld: Well, the Ravinia House was sort of my idea. I noticed one day that the
property was for sale. I had a friend who was an attorney, practicing by
himself. I had a contractor who was building some stuff for me at the time.
We had lunch together, just socially, one day and I said, "Let's take a walk. I
want to show you something." And I showed them this property. I said we
ought to develop it. I am not a risk-taker. The builder and the attorney said
it was a terrific idea and they wanted to do it. So we bought the property. I
really wanted to build a small office building, just to do it. Since I owned
part of it, and I guess I inherited from Bud Goldberg a little of his frugality,
I set out to build this thing just about as cheaply as it could be built. I
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always thought it would be a medical building, so we had to build it with
some flexibility.

van Roessel: This was really a speculative project for all intents and purposes?

Grunsfeld: Absolutely. So we went ahead and got a mortgage. It couldn't have been
very big, but it made me very nervous. I had to sign something that said I
owed more money than I had. So we went ahead and it started under
construction. Then a real developer, a professional developer, saw our sign
and wanted to know about it. We told him we were trying to rent it. He
said, "I don't want to rent it. I'd like to buy it." He offered us what I thought
was an awful lot of money for this thing.

van Roessel: More than the mortgage was for?

Grunsfeld: Oh, yeah, way more. We made a few thousand dollars profit. So I said to
my partners that I'd like to sell, "I'm not sleeping well and this is really
consuming me. I really don't want to be a developer anymore. I've tried it
and I'm not going to spend the rest of my life worrying about renting
things. I really just want to do architecture." And the developer promised
us that they would build it the way I designed it and I would continue to be
the architect and make sure it got built right. So we sold it. That was the last
time I ever invested in anything I did. I was very, very glad to get out of it.
It turned out to be a terrific little building. The front suite was rented by
Sam Fraerman, who was one of the Florsheim daughter's husband, and
who later built two buildings with Roy Binkley and then divorced his wife.
And they built a house with Roy Binkley in Highland Park. Fraerman was
really into contemporary architecture. Then they got divorced and his wife
married Roy Binkley. And I think they are still married. And Dr.
Rappaport, the client of mine for whom I'd built one of the houses on the
old Florsheim property on Waverly, took the back office. There was one
other big suite and I don't know who took that.

van Roessel: So it ended up being a medical building.
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Grunsfeld: Yes. Subsequently the developer bought the property next door and built
an almost mirror image building. In doing so, he changed the front façade
to make it look more traditional, which was too bad. Each of the offices had
private gardens, and that was what it was all about. That's why it was
really a good building, so the fact that they ruined the front is okay. The
interior courts were just beautiful. Gertrude helped a little with the
landscaping, giving free advice. She did a beautiful job. It was basically
gravel with a little euonymus and some nice small specimen trees, which
are probably forty feet high today. I haven't been in the building for years.
It was fun to do that, except that I was so nervous for the whole beginning
time.

van Roessel: Were you surprised that it won an AIA Honor Award? Or were you hoping
that someone might notice it?

Grunsfeld: I guess I was surprised. I guess that may have been the first honor award
that I got.

van Roessel: As far as I can tell, it was. That was 1961.

Grunsfeld: Yeah, I think it was. That was pretty early.

van Roessel: Did you get more clients or more attention as a result of that?

Grunsfeld: I don't think so. You know, people don't really look at the newspaper and
look for architect awards. Those things don't get publicized very much,
except in architectural magazines. I think the awards are for architects to
look at, and the general public I don't think is really aware if a building gets
an award, except if there's a plaque. I think somewhere in that building
there is a plaque. But I was very pleased. It was good for my ego. I think we
submitted a project in 1966 or 1967 and then I said, "No more. That's
enough of that."
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van Roessel: Because you didn't want the extra work needed to submit things? Or you
didn't need the attention?

Grunsfeld: It became a lot of work. Houses are hard to photograph. And it used to be a
lot of work to prepare the boards. I was busy and at least I thought I knew
which jobs were good and which weren't, and that was enough for me. It
still is. I had to prepare a bunch of stuff for the AIA in 1984 for the
fellowship and I remembered as I was doing that what a pain it was. That
may have been a mistake, but I don't think so. I've never been very good at
marketing. I've never believed it really helps. It seems to me that people
should pick architects because they've seen something they really liked and
because people who have used them thought they did a professional job. I
don't think the awards or the advertising… The word of mouth I think is
really the best way to get work. Just do it as well as you can and hope that
someone thinks it's okay.

van Roessel: Related to what you've just said, it would be interesting to know what kind
of photographers you've used over the years to document your projects.
Houses are indeed very hard to photograph.

Grunsfeld: And I haven't done a very good job in photographing them. In a couple of
projects early on we used Hedrich-Blessing.

van Roessel: How about Orlando Cabanban?

Grunsfeld: Cabanban did a project. The owner paid him to do it, since I didn't care at
the time. But once I saw the photographs, I thought they were terrific. That
was really all Cabanban was doing at the time, I think.

van Roessel: You mean residential photography?

Grunsfeld: Yeah. He did a super job.

van Roessel: Which house was that?
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Grunsfeld: He did the Epstein house in Northfield that won an award. I think Hedrich-
Blessing did John Strauss's house. I know they did the Wexler house in
Glencoe. All of this was in black and white. The Epstein house was done in
black and white and color. I can't remember who else has done
photographs for me, but I could find out for you. I've found that there are
photographers who are very good on the exterior but just terrible on the
interior, and vice versa, that there are some that do a pretty good job on the
interior but don't understand how to light or set the camera to do the
exterior. Actually, when I look in the Tribune magazine on Sundays and see
what those photographers can do without any setup, without coming in
and messing up the house… I mean, photographing these houses with
professional architectural photographers is a huge deal. They move the
furniture around, they bring in tons of lighting equipment, and they do
maybe two shots a day, three shots at most, of the interiors. Then I see what
these Tribune photographers do for these two- or three-page home interior
sections. They go around with a little box camera and no lights and a single
flash and they turn out terrific stuff. Tony Bernardi, I don't know if he's still
doing it, but his stuff is remarkable because he isn't doing all this crazy
stuff.

van Roessel: As I walk in your office each day, I've noticed that the walls in your waiting
room are lined with photographs. Whose work is that?

Grunsfeld: Well, the big ones that are of my projects are by Wayne Cable. Most of
them. There's a house in Beverly Hills, when it was for sale the real estate
people had photographs taken and I have no idea who did it. I've always
wanted to know, because I wanted the negatives. The Wayne Cable ones I
think are very good with the exteriors, not very good in the interiors. Then
there's also a city house in Chicago in Old Town that I don't know who the
photographer was. Everything else was Wayne Cable.

van Roessel: Well, that's very good to know.
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Grunsfeld: It's hard to get clients to agree to photograph and it's hard for me to find
the time to go out with them and say which shots I want. Then you really
have to stay. The combination of getting me and the clients on the same
wavelength has always been a little difficult. I don't really need them for
clients, because when a client wants to see my work, I really prefer that
they go out and ring the doorbell and walk around and talk to the owners
without me being there. Then they can make whatever judgment they
want. So I don't use these for anything other than historical record. I have
two sets of them—one in Highland Park, where I live, and one down
here—on the assumption that when I'm on the other side of the grass, each
of my kids can have one set of them, along with your book.

van Roessel: Fair enough. We were talking earlier about how you were getting these
commissions once you opened your own practice. You wanted to say a few
more words about that.

Grunsfeld: Yeah, I'm not sure where we left off.

van Roessel: Well, we were up into the early 1960s, the last few years that you were
working with Wallace Yerkes.

Grunsfeld: Yeah, very early 1960s. As I said before, Wallace had a series of small heart
attacks and he was in his early sixties and decided that he really ought to
retire, or partially retire. So he started leaving in November or December
and coming back at the end of May. So I was sort of forced into doing this
work. In those early years we had one draftsman at the most, so his
departure was really kind of tough. When he was here in the summer, he
came in every day and was very interested, until about 1963, at which time
he really sort of lost interest in the office because I think he had another
heart attack. Sometime in the summer of 1965 he died and all of a sudden I
had to grow up and be a responsible citizen. It was very hard and sort of
scary.

van Roessel: Had you considered looking for another partner?
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Grunsfeld: Not really. There was a lot of strain on me in the three years before he died
just because I wasn't sure whether I was a sole proprietor or partner,
because he wasn't here. So, in a sense, it was easier knowing what my
status really was. So I just went on and it seemed to work pretty well. I'd
like to go back a little to Gertrude Kuh and the late 1950s and talk a little
about how we got this work, as Yerkes and Grunsfeld first, and then later
as Grunsfeld and Associates. I think a lot of it was Gertrude Kuh, which we
talked about.

van Roessel: Yes, you mentioned that she often would be hired first and then call you in
to do architectural work.

Grunsfeld: Yes. Then she started suggesting that if someone wanted to do something,
they just call Wallace or me directly. One of the people that she talked to
was Jay Pritzker when he was living on Bluff Street in West Glencoe. I
knew Jay. I grew up on Oakdale, which we talked about, and Jay and his
father and mother and two brothers were living on Wellington, and he
went to Francis Parker. Jay was probably five or six years older than I was,
but he was a child prodigy so he had almost graduated from Parker when I
started the first grade. I think he graduated from Northwestern at nineteen
and entered Harvard Law School thereafter. Then, of course, he went into
the Second World War. So, I didn’t know Jay very well, but I knew his
family. His next youngest brother, Bob, was in my stepsister's class at
Francis Parker, and his younger brother, Don, was about two years below
me at Parker. So I certainly knew them. Jay and Cindy had sort of a nasty
little house. They had built a tennis court and they wanted a little porch to
overlook the tennis court. And Gertrude called us and wanted to know if
we'd be interested. At that point, we would have been interested in
anything. So, Wallace went out and talked to the Pritzkers and they hired
us to do this little porch. A couple of years later they had another small
project. Then in 1961 they bought an acre and a half of property in
Winnetka and decided that they wanted to build a house. I think they
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interviewed other people and Gertrude urged them to use us. It was a
wonderful commission.

van Roessel: They must have respected Gertrude very much.

Grunsfeld: They did. It was a huge piece of property and they were building a major
house. They had a friend of theirs that was going to do the construction. It
was being constructed more like a commercial building.

van Roessel: In what way?

Grunsfeld: In terms of the contracting. Jay was convinced that a house could be built in
four or five months, that it didn't need to take a year. His house took at
least a year. He was convinced that if he had a big company do it, it would
go faster. They brought trailers and I don't think that Winnetka ever saw
anything like it before. There were huge trailers for each of the trades. It
was always busy. It still took almost a year. I think it was about 12,000
square feet. It was terrific fun. I think that really was an important turning
point for us. I think lots of people thought that if we were good enough for
the Pritzker family, they ought to use us too. At about the same time, Jerry
Wexler, whom I also knew from Francis Parker and whose wife I knew
from Parker, called and wanted me to remodel a house for him in east
Glencoe. I looked at the house and told him I didn't think it was worth
doing and they shouldn’t do it.

van Roessel: Was this the house on Brentwood?

Grunsfeld: Ultimately it was the house on Brentwood. The house I looked at was on
Maple Hill and it never could have been big enough for them. So I told
them to stay where they were, which was in Glencoe on Bluff Street. Then
the old Rothschild estate on the north end of Sheridan Road in Glencoe
became available and was split up into fourteen or fifteen lots. I built two
houses in that development, one for Seymour Rose, on the lake, which was
a fun house, and one for Ed Halprin, who had gone to Francis Parker, but
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he was much younger than me. Halprin had had John Holabird as a teacher
at Parker and thought John was wonderful and asked John if he'd be
interested in doing a house for him. John said no, but told him to use Tony
Grunsfeld, which was neat. I didn't know at that point that John even knew
I was an architect, much less that he would recommend me to anyone. So
John told Halprin that he had to use me, so he did. And we did that house.

[Tape 6: Side 1]

van Roessel: You said a moment ago that one of the two new houses that you built on
the Rothschild property was interesting, and that was the Rose house.
Would you like to tell us about that?

Grunsfeld: It was fun. First of all, it was the first stucco house that I had done.
Previously, my houses had been wood, or stone, or brick, or whatever. This
we did with stucco panels, it was sort of Oriental, I guess. The interesting
thing about it was that there wasn't much tableland there. It was a lakefront
property with very little land to build on. It was before there were any
restrictions against building anywhere on the property, other than the
front-yard setback. So we designed a house that was actually built over the
edge of the bluff and you reached it with a bridge. We had designed a two-
story house, with the first story being below the entry grade, so it looks like
a one-story house. As you drive up to it, there's a little bridge from the
tableland to the front door and you can look under the house and see the
lake. It's sort of fun. I was there a couple of weeks ago showing it to
someone from out of town and it still looks terrific.

van Roessel: How much of that came from you? Did the clients bring anything to the
table? Did you have an idea in your head from the very beginning?

Grunsfeld: I sort of had an idea of what I wanted to see there. I don't think that clients,
when they come, have any preconceived ideas. If they do, I try to dissuade
them from those ideas and start fresh to rethink how they really want to
live. Certainly the Roses had no idea. They got excited about the idea, and it
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was sort of hard to describe it to them. We did a rendering of it—Wallace
did beautiful drawings and he did a wonderful little perspective of it,
pretty close to what it really looked like. The front is basically these stucco
panels with a transparent entry into the first floor and the open view down
through the bottom of the house. The lakeside was virtually all glass. The
Roses didn't live there very long and they sold it to the Rothbarts. I think
the Rothbarts decided they were going to build a tennis court down on the
beach, which they got permission to do, and they built it. The structural
engineer we were using was Fred Weisinger, at the time, and Fred said,
"Don't let them do it." They had called and asked me my opinion, so I called
Fred to find out. Fred said, "Absolutely don't do it. It will never last. In five
years it will be gone." Well, it didn't last that long. I think two months after
it was finished, before they had ever played a game of tennis on it, a
northeastern storm came in and just wiped it out. Then Glencoe said,
"Okay, now you've messed up the beach. Clean it up." And they had no
way to get rid of it. They finally got a barge in from Waukegan to take the
debris away. I was very pleased that Glencoe finally decided they ought to
do something about forcing people to clean up the mess they make. But
anyway, that was a fun house to do. Then what happened was that one of
the last lots to be sold was a pool house and swimming pool that belonged
to the big Rothschild house. The developer, whose name I don't remember,
decided he would sell that as a package and someone could either remodel
the pool house and make a house out of it, or tear it down. It was a
beautiful, enormous swimming pool, and there was another lot next door
to it. I had a high school friend, a bachelor, who was really interested in
buying it and living in the pool house pretty much as was, since it was a
wonderful little Georgian stone house. For some reason he decided
eventually he wasn't interested, so I remembered that Jerry and Lolly
Wexler were looking for a house. So I called up and asked if they would
ever be interested in buying vacant property and building what they
wanted. Jerry said he might, and so we went out to look at it, and he
bought it. We talked to Gertrude and she said she thought it was a little
tight. This was the property on Brentwood. We built an absolutely
enormous house, not keeping the pool house. We built a new pool house,
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since the placement of the old one just couldn't work. So we built a new
pool house cantilevered over the old pool, which was just beautiful with
old ceramic tile, and we built a tennis court, and I think the house was
15,000 square feet. That was all at the same time that we were hard at work
on the Pritzker house. Jerry Wexler and Jay Pritzker were having some
disagreements at the time and weren't talking to each other, although they
had been friends. It was very difficult keeping the two of them away. We
finally decided that Wallace would handle the Pritzker house and I'd
handle the Wexler house and since we only had one conference room, we'd
have to check with each other whenever we had to meet with either one of
them to make sure the other wasn't anywhere near.

van Roessel: That sounds like being a divorce lawyer.

Grunsfeld: Exactly. But I had a wonderful time doing the Wexler house. To me, they
had a limitless budget, although not to them. Lolly, particularly, had
wonderful taste. She had a college friend of hers in New York who was her
interior designer and this was the first job that she ever had done and was
working very, very hard on this. First, because Lolly was a friend, and
second, because she wanted it to be wonderful, and it really was. As a
matter of fact, these Hans Wegner chairs here came from the house when
Lolly sold the house. I think she had fourteen of these for the dining table.
When she was going to sell all this furniture, I told her I'd really love to
have four of them. Originally they were with cane seats, which didn't last
very well. I did that house in 1962, so the chairs are pretty good for being
forty-five years old. So all of a sudden instead of doing porch additions and
bathroom additions, we were doing huge houses.

van Roessel: Was there anything about that vast increase in scale that gave you pause,
that you felt at all unsure about?

Grunsfeld: Well, I was unsure because everyone I was working with was older. The
workmen of Krahl Construction did the Wexler house. Yeah, I was unsure.
I was sort of in awe of everyone that was working on it. Krahl was a
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commercial contractor and ran it unlike the homebuilders I was used to
working with. The possibilities of the things I could do, because to me there
was no budget… To Jerry there probably was a limit. He was in real estate,
he liked building things, and he was in the process of building Outer Drive
East at the time. He was negotiating with Commonwealth Edison and
Peoples Gas for Outer Drive East to see what power source they'd use. In so
doing, both companies wanted him to make his house either all electric or
all gas.

van Roessel: As a sort of model home?

Grunsfeld: Right. It turned out that Edison ended up powering the house, it was all
electric. The condition was that we had no gas at all.

van Roessel: How did you feel about that?

Grunsfeld: Well, it certainly was a new experience. I didn’t know anything about
electric heating and electric pool equipment, and three-phase power, which
was commercial power. Glencoe didn't have any three-phase power in the
residential areas, so Edison made them lay all new cable over to Jerry's
house. He had, I think, an 800-amp, three-phase service, a huge service.
There were huge big panels, we had a whole room of electrical panels. The
pool was enormous, so it took an enormous amount of power. After they
did all that for him and the house was completed, they decided to make
Outer Drive East electric, and they decided not to use Commonwealth
Edison. They decided to make their own electricity by having Peoples Gas
give them a gas generator to generate electric power. So it was sort of a
disaster. Many years later, Jerry Wexler sold the house to George Johnson
of Johnson Products, who lived in it for a number of years. I did some
remodeling for him and then he sold it to Dan Lee, who was a radio station
owner, who converted the heat back to gas, took out the swimming pool
and put in a new one. We put a fairly good-sized addition on it for him. Lee
lived in it for five years and decided that the two of them didn't really need
18,000 feet, so we built Dan Lee a new house a block away a couple of years
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ago. We finished the Wexler house and it was clearly a highlight of my
professional career. I thought both Jerry and Lolly were perfect clients.
They were interested, they met me out there, they wanted to know
everything. We designed custom doorknobs…

van Roessel: What did they look like?

Grunsfeld: They were sort of pear-shaped. I think Midwest Hardware was the name of
the company. They would make clay models and cast them and they would
cast all these doorknobs. I remember spending three or four days designing
a stainless steel mailbox.

van Roessel: That's a lot of attention to detail. You sound a bit like your father.

Grunsfeld: It was a lot of detail. All of this they were willing to do. I went up to
Algoma, Wisconsin, with Lolly one day because I thought it was important
to pick out the butternut logs for the flitches. The woodwork was all
butternut. So we spent a day looking at sections of a log, picking them out,
telling them which part of the log we wanted in which rooms. I had never
done that before.

van Roessel: How did you learn to do that?

Grunsfeld: Well, I knew that some people did that. I really wanted to do all of that and
part of it is because I really like watching stuff go up and being active in the
building process as well as the designing. And they let me, they were
willing to let me do all of this. Not many people would have let me do that.
As a result, Jerry asked me to do a number of other projects for Jupiter, one
of which was a redevelopment of 26th to 31st Street and Michigan to Prairie
Avenue that was an urban renewal project competition.

van Roessel: What did you propose for that site?
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Grunsfeld: Oh, it was apartment buildings. It was a joint venture between me and the
Loewenbergs. I was supposed to be in charge of the design, although we
were unsuccessful. But there were other projects that Jerry would call me
about, and I would do. Then Lolly started a boutique clothing store, Lencia,
long gone, on Oak Street. I did two or three stores for her. Then Jerry and
Lolly got divorced and I did an addition to a house for Jerry in Barrington
and I did an apartment for Lolly in the Hancock building and finally she
moved to East Lake Shore Drive to a wonderful duplex apartment and I did
that. That was a super apartment.

van Roessel: What made it so good?

Grunsfeld: Well, the apartment that she had had a library, dining room, and living
room facing north along the lake. The bedrooms were on the back. Her
particular apartment had a stair down to a lower level, which had half an
apartment that was just bedrooms and baths. She had married a Greek
scholar, so we decided to make the whole lower level a research library. So
that was really a lot of fun. There was a lot of beautiful casework. In the
upper floor, we took out all the partitions in the front and had one room
that was sixty feet long, overlooking the lake. It was a living room and
dining room, basically.

van Roessel: What year would this have been?

Grunsfeld: Oh, 1975, maybe. It was maybe ten or fifteen years after we did the house.
What we did to separate this living room and dining room was to build a
little unenclosed greenhouse, about the size of what the dining room once
was, so you just had all this wonderful green up on the tenth floor
separating these rooms. There was a little seat around the dirt part, the
garden part, so that people would sit and sort of feel like they were outside
in a garden. It was sort of risky and it could have been awful, but it turned
out pretty well.

van Roessel: Was it your idea to do that?
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Grunsfeld: That was my idea. Actually, I had proposed that idea to Bob Pritzker, who
was Jay's brother, and whose apartment I had done at 3250 North Lake
Shore Drive. They were looking to move and I knew this apartment was
available. It hadn't been touched since 1929, when it was built. Bob liked it
very much, but Audrey thought it was too dark. I said I didn't think it was
dark, it was just the way it was painted and furnished. Because she loved
plants, I proposed to her that they do this thing. They said they weren't
interested. Lolly was living at Hancock and I said, "I don't know if you're
interested at all, but I have a terrific idea for this apartment. Do you want to
look at it?" She bought it two days later. I was very happy, because the
whole idea appealed to me. But the Pritzker and the Wexler houses were
important in the progression of my office, no question about it. Really,
Gertrude Kuh started the whole thing. That was really the key. It's not to
say I might not have gotten some work without it—certainly the
Schamberg house, which we talked about, and the LeBolt house, were very
early. And Gertrude worked on those, but she wasn't the instigator of their
call to me. Like the Hiller house, I think John LeBolt came to me because he
thought I could build cheaper than anyone else. That wasn't true. Then
there were some other small houses I built. The Rose house certainly wasn't
Gertrude Kuh, that was just the result of the LeBolt house and the
Schamberg house. Once you start building a number of them, I think it's
true that if anyone was going to build a contemporary house at that time,
they'd at least call me. There were very few of us doing what I think of as
sort of contemporary architecture. And the Pritzkers, I think I said, starting
in 1957 through 1995, there were always two or three Pritzker projects
going, Shortly after the house was done, Cindy Pritzker called me one day
and said, "My father-in-law wants you to fly up to Eagle River with him.
He wants you to build something in Eagle River." I said, "Terrific." She said,
"But you don't understand, he wants to fly himself. He's a pilot. And you
shouldn’t go. He's too old." She didn't think it was safe. "Just tell him you'll
fly up with him if he has another pilot." But how do you tell a client this? I
had known him since I was a kid, so I called him and said, "Cindy says…"
So he thought that was very funny. We flew up with a competent pilot, and
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I did a little work for him. Whatever he wanted done, we did. Then he
called me and asked what I thought about this new condominium that was
going up along Lake Shore Drive. It may have been the first condominium
in Chicago. It certainly was the first new luxury residential high-rise since
well before the war.

van Roessel: Which building was this?

Grunsfeld: 1040 Lake Shore, the Carlyle. Not terribly good, designed by the Solomons.
I looked at the drawings and suggested some changes. The building hadn't
been built yet, so we could pretty much do what we wanted. He was on
one of the three top floors. As soon as he signed up, Art Rubloff called me
and said, "I've just bought the apartment under Pritzker's. You're doing the
work." So I met with Arthur and we did his apartment. Then Al Robin, who
was the developer for that building, decided that if it was good enough for
Pritzker and Rubloff, he'd hire me. So I did three apartments in a row, all
very different. But that was a big boost to my practice.

van Roessel: Was doing them simultaneously easier or more difficult?

Grunsfeld: It was very difficult. The worst part of it was that since the construction
was at about the tenth floor when we really started this whole thing, we
were rushing to get our drawings done before they got to our floor. The
horrible thing about that job, when I pretty much decided I'd never do
anything more than three stories high, was one winter day when Pritzker
called and said we were going to go up and see his apartment, because the
floor had been poured. I said, "Fine," never thinking a thing about it. I got
over there and the wire workman's cage was on the east side of the
building. I had never been in one of those things before and it goes up
rattling and shaking. We got up to the thirty-seventh floor, or whatever the
top floors are, and they opened the gate and there was nothing there but a
narrow plank with a wood rail on it. I froze, I absolutely froze. I'm not good
with heights. I clutched to the wall and got into the apartment and said,
"I'm never leaving this. When they finish the building and put a real
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elevator in, I'll go down. Just bring me food. I'm here for the duration." It
was terrible, I was just shaking. I decided that I would never go up in a
high-rise construction job again and it was the last time I went to that
apartment until the elevators were put in. A.N. Pritzker was a lot of fun to
work with, he was full of enthusiasm. He liked the process and he was
excited about living there. They were all finished at about the same time
and Rubloff had a party with Robin and the Pritzkers and Sally and me.
That was very nice of them. It was fun. I was very pleased.

van Roessel: When you have very wealthy clients, you obviously put a lot of effort into
the architecture. Were they using their own interior designers? Were you
suggesting whom to use?

Grunsfeld: In the case of those three, they had their own, as did Jay and Cindy when
we did their house. I think they used Bernice Fligman. Does her name ring
a bell? She was a North Shore designer for years, and a very talented
interior designer, not very contemporary, more traditional. But the Pritzker
house was the least contemporary of anything else I've ever built.

van Roessel: Was that more a reflection of the client’s taste?

Grunsfeld: It's what they wanted, clearly. I think it was also due in part to the fact that
Wallace handled that job and I don't think he fully believed in some of the
stuff I was doing. Most of them had their own interior designers. When we
did the Wexler house, as I said before, Marilyn Rubin in New York did it. I
thought she did a wonderful job, so I recommended her to a whole bunch
of people, including Zollie Frank. For a while she was doing almost every
new house. She died of cancer in 1990, very young. It was a real loss. First
of all, she was a neat lady. She did the Epstein house in Beverly Hills and
did it beautifully. She did the Lipsky house and died before she ever saw it
finished. Since that time, there have been a number of interior designers
that I've worked with that I like, notably Arlene Semmel, who has done a
lot of interiors that I think are pretty good. And Suzanne Lovell, more
recently, has done a bunch of stuff. I never wanted to do it. It's very hard
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because the people that are building things for interiors are very
unprofessional, mostly. They don't do it on time, they don't do it according
to the drawings. It always seems to me that we can build a house without
any problems and the owners are very satisfied but they're very dissatisfied
with the interior designs, the drapes and shades and furniture and
upholstery. That always seems to be a problem. By the time the house gets
to the stage where all that has to happen, I've expended all the energy I
have.

van Roessel: So you'd almost prefer the designers to come in after you've gone?

Grunsfeld: No, it's important to have them come in at the beginning, and I do that.
Conceptually, we need to get the furniture placed and set. It's the picking
out of dishes and silverware and all that stuff that I don't have the patience
for. I had a client, Sig Edelstone, and I did a house in Palm Springs and an
apartment here for him, and he took two trips to Europe to buy linens.

van Roessel: That was with Arthur Elrod as the interior designer?

Grunsfeld: Yes. That was a fun experience. Arthur was a very talented designer. Bill
Riser was his partner. Bill probably had the greatest talent and Arthur had
the flair. They had very high profile clients. They were very good on details
and they really liked doing this stuff that I couldn’t stand. They went to
Europe twice with Sig. He thought it was wonderful and I was delighted
they did the stuff I didn't want to do.

van Roessel: You mentioned that Mr. Edelstone had an apartment here in Chicago, in
the Drake. Was that about 1970?

Grunsfeld: I can tell you exactly when it was. It was 1971-1972.

van Roessel: We're looking right now at the cover of Architectural Digest, which shows
his apartment. He had a pretty spectacular art collection.
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Grunsfeld: A brand-new art collection. Instant art.

van Roessel: Was that also the influence of Elrod and Riser?

Grunsfeld: Yeah. Sig Edelstone, who I had done work for in 1957, married the mother
of a good friend of mine. He was a bachelor until he was sixty years old
and then he married the mother of a friend of mine and moved into her
apartment on East Walton Street, an old 1920-ish building. He hired me to
build some dresser drawers. In 1956 and 1957 that was a big job for me, so I
built the dresser drawers. She subsequently divorced him and sent him
back to the Drake Hotel, where he rented two adjoining rooms and went
downstairs for all his meals. It was just a hotel room, with hotel furniture.
Sometime in the early 1970s, he sold his business, which was Duplicolor,
for millions of dollars. Duplicolor was a company that took automobile
paint from every manufacturer. At that time at Ford and Oldsmobile and
Pontiac, each line they sold had different paint colors, so there were
literally thousands of paint colors. Sig would take these little aerosol tubes
and put paint colors in them so that when you bought a car, the dealer
would give you a little touch-up squirt thing that Sig Edelstone made.
American Home Products bought him out for millions of dollars. All of a
sudden, he was a very rich man. He called me and he said, "I can't stand
living here any more. I'm going to buy an apartment." There was one
available in the Drake Tower and we looked at it and he bought it. We did
a floor plan and then he hired Arthur Elrod, whose partner, Bill Riser, came
out here. We worked a little on the plan, and they decided he ought to have
some interesting art. So I think they bought a Picasso, or something.

van Roessel: There was a large Rothko on the cover of Architectural Digest.

Grunsfeld: He bought, at the time, probably a million dollars' worth of art in one
weekend. They just took him around. It was not that he had any great
interest in it, but he became interested in it, and as he kept buying, he kept
learning.



163

van Roessel: One of the most notable things about his art collection was that he actually
commissioned Robert Motherwell to create a custom piece for him.

Grunsfeld: To do a diptych. It was wonderful.

van Roessel: Would you describe how it worked and what made it so special?

Grunsfeld: Well, the apartment looked north over the city and east over the lake, and
at night the east view turns black and you can't see a thing. So we talked a
lot about what kind of window covering he could use. I thought it might be
fun to have something that would slide open and slide close and be art
when it was closed and art when it was open. Sig went around and
interviewed all sorts of people, and Motherwell was willing to do it. He
painted two paintings that were very similar except in their color, one was
very red and the other was very blue. They looked like separate paintings.
There was a buffet that was under the window and we put a little track in
the buffet that made the thing work, so it really was like a sliding door. It
looked equally wonderful closed or open and it did exactly what we
wanted it to do. Sig bought a huge Picasso for a wall in his bedroom, which
was actually two bedrooms. This had been a three-bedroom with maid's
room apartment and it ended up as a one-bedroom apartment with a small
study that could be a guestroom. It was terrific. We designed all sorts of
custom stuff for that apartment. It had a wonderful stainless steel fireplace.
Hager had just come out with an invisible hinge that was on a ratchet, so
we used that. I'd never used it before, and it turned out to be a bad choice
because if dirt got in it, the door would come off the track and the doors
were huge and heavy. Hager redesigned it and refabricated and changed
them all. Like the Wexler house and the Pritzker house, but more so, Sig
really wanted avant-garde stuff. If it wasn't custom and unique to his
apartment, he really didn't want it.

van Roessel: Is that the ideal client?
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Grunsfeld: It was the ideal client, except that he had nothing to do and he spent hours
and hours of time fooling around with this. He really thought my office
was his by the time we were done.

van Roessel: How long did it take?

Grunsfeld: A couple of years. A long time. But it was a fun project. Then he bought a
house in Palm Springs, a builder's house, and got married. I think he got
married after he did the house over. He took an existing house completely
apart and made it look like the apartment, except that now he had the
chance to go buy everything all over again, which he loved. He was
seventy-five when he started the house and didn't live much longer.

van Roessel: And Elrod and Riser also did the interiors in Palm Springs.

Grunsfeld: Absolutely. That was in Architectural Digest as well.

van Roessel: Would those publications have come about because of Elrod's desire for
publicity?

Grunsfeld: Absolutely. It was fun when it happened, but I didn't have time to look for
more publicity. And there was absolutely no need. The real issue was
always, is this going to be a fun project and is it something that I really
want to do? If I have the choice between this and that, which would it be? I
never saw the need to spend a lot of time looking for publicity.

van Roessel: Were there times when you turned clients away?

Grunsfeld: I only turn clients away when I thought it wouldn't be fun. I've turned a lot
of clients away, when I just had a gut feeling that I would spend a year
regretting that I took the job. In many cases, I know that I was right,
because I know what they did later and I know who they went to. Someone
else was miserable. It's pretty easy to tell. You always have to find out why
someone wants to build a house.
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van Roessel: What reasons are you looking for?

Grunsfeld: That it's because they can't find something that they really like and because
they've looked at a lot of houses and they didn't like the proportions or the
siting. They have to have some aesthetic awareness and some awareness of
what a house ought to do for them. You shouldn't build a house because
you can't find anywhere to live or because your brother or sister or friend
just built a house and you have to have one, too. You've really got to be
willing to spend the energy and the time working on it. It doesn't come
without work, certainly for them, and for me.

[Tape 6: Side 2]

Grunsfeld: Part of the fun is working for clients and you certainly shouldn't go to work
for someone you don't like from the very beginning, because it's never
going to get any better. Almost all the clients I've had, very few exceptions,
I’ve become good friends with and I remain good friends with. I'm really
glad to see them, I'm glad to see their houses. I think that's partially because
I was careful to begin with.

van Roessel: And the fact that you have so many repeat customers seems to suggest that.

Grunsfeld: Yeah, with the Pritzker family, I've worked for the father, A.N., for Jay, for
four out of five of his kids, and for his first cousin, Jack Pritzker's son. He's
the one who lives in Bud Goldberg's house. I remodeled that for Bud
Goldberg and then for Nick Pritzker. And, of course, Bob Pritzker and
Bob's kids. That's been the case with other families, but the Pritzkers are, I
think, the only one with three generations. But there are lots of two-
generation families.

van Roessel: Perhaps this is a good point to talk about another one of your major clients,
Julius Epstein.
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Grunsfeld: Right. I've probably done more total houses for Nancy Epstein, Julius's
wife, than anyone else. Mostly that was because, until fairly recently, she
moved every seven years. It just seemed to be a pattern. Julius and Nancy
built their first house, a traditional house, in Kenilworth, I think. They built
a second house with Henry Newhouse in the 1950s on Sheridan Road in
Winnetka. It was sort of a 1950s ranch, but by far the best house that
Newhouse ever built, mostly because of Nancy. She was almost a
professional. She knew an enormous amount, she certainly knew what she
wanted, and she had wonderful taste. In 1965, I think, they bought an acre
and a half in Northfield and asked me to design a house for them.

van Roessel: How did you know them?

Grunsfeld: Julie and Nancy were friends of the Pritzkers and the Wexlers. Julie was a
developer, a sort of lone entrepreneur, and very successful. Gertrude Kuh
had landscaped the Newhouse house for them.

van Roessel: I have in my notes that Herman Lackner had also done an addition to that
house at the same time and maybe that's another connection with Gertrude.

Grunsfeld: Right, that's correct. Newhouse, Lackner, our office, and Walter Frazier
were probably the four people that Gertrude worked with. I don’t know of
any others. Anyway, Julie and Nancy bought this wonderful land in
Northfield, mostly woods and a meadow. They wanted to build a steel and
glass house. I had built a lot of houses that were mostly glass, but…

van Roessel: They were looking for something more Miesian?

Grunsfeld: Yes. But they wanted all the luxuries that they had in their present house,
like real rooms. So we designed a house. Julie by then decided he wasn't
going to like the house, no matter what it was. He thought it was going to
look like a factory, as did most of the people in the neighborhood as it was
being built. Nancy was convinced it was going to be terrific, and so was I. It
was a very disciplined design, with steel and glass and a little brick. It was
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sort of a Miesian layout, with the house and a separate garage building and
a separate pool house. Then there was a tennis court somewhere else on the
property. Gertrude did a wonderful job landscaping it. There was a
drainage ditch that ran through the property and we didn't know really
what to do with it. I decided that maybe we ought to use it and relocate it
and I thought it would be fun to have some bridges. Gertrude thought that
was terrific, so we carved out this little stream and let the storm water run
through it. After they lived in the house for a while, Nancy called me one
day and said, "There's something wrong with my water bill. It was $4000." I
said, "What do you mean, $4000?" She said, "It was $4000 last month." I
said, "That's impossible." She said, "I agree. Send someone out to find out
what's wrong." Well, as it turns out, she had decided that the water that
was going through her little brook, number one, was dirty because it was
storm water, and, number two, there wasn't enough of it. So she had turned
on the water spigot and just let it run. We were taking storm water and
then putting it in a little basin and them pumping it back up to the top,
recirculating it. Well, Nancy didn't like that idea and it never occurred to
her that she had to pay for the water, so she had let loose this quantity of
water—she had a Colorado River running down her stream. It looked
beautiful, but the North Shore Sanitary District was charging her for doing
that. Anyway, the setting of the house was beautiful and I was very proud
of it. Maybe Dolores Miller was the interior designer, I think that's right.
She had worked for Skidmore and it was a beautiful interior.

van Roessel: What was she using?

Grunsfeld: A lot of Nancy's stuff, and a lot of Knoll furniture, Mies furniture. Nancy
had a pretty good art collection in the old house, which came with them.
We had huge walls. There was a big Vasarely in the front entrance. She had
some neat stuff. She had a wonderful Calder outside called A Seal.

van Roessel: Did you site that?
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Grunsfeld: Yeah, we sited that. It was a very successful project. Unfortunately, Julie
died within a week or two after they moved in. He was very young. He had
a heart attack on the highway. He actually was driving home with Jay
Pritzker and had a heart attack and Jay got him to the hospital, and he lived
a couple of days, and that was it. So that was very sad. Nancy lived there a
couple of years and then sold the house for the highest price of any house
on the North Shore at the time. She moved to an apartment that I did for
her on Ritchie Court in Chicago. And then she moved to an apartment at
100 East Walton that we fooled around with a little. Then she decided to
move to Beverly Hills to an apartment, a duplex apartment, that I did. It
had wonderful views of downtown Los Angeles. It was published
somewhere, I forget where. So she lived there for a while and then she
married a man named Irv Tushner and they bought a beautiful piece of
property in Holmby Hills. I designed a wonderful concrete house, and I
was doing the working drawings. I used to go out to Los Angeles to talk to
them about it. I remember going out one weekend and I got there and the
two of them were fighting, it was terrible. All evening, they were at each
other. So we went to bed, and I got up very early in the morning and wrote
them a little note. I said was sorry but I just couldn't spend my time doing
this and if they'd like, I'd return their fee and they should find someone else
to do it. Then I snuck out. Nancy called me the next morning and said they
weren't going to build the house and they also weren't going to be married.
So she then bought, maybe within a few months, a small lot on Elm Street
in Beverly Hills. It was 80 by 125 feet, a really small city lot. It's like two lots
on Astor Street here. She wanted to build a pretty big house. So we got
busy doing the house. It turned out to be sort of a little village, a whole
series of houses tucked in with three swimming pools in various places.
One lap pool is in the entry court. This was all either walled or with tall
planting. It had a little second floor with two guest bedrooms. The first
floor was all a series of these little shapes, each looking out over a different
court. There was a master bathroom garden and a living room garden and a
kitchen garden and two entry gardens. It is and was a lot of fun. She lived
there for seven years. Then she moved to an apartment that we did on
Wilshire Boulevard and she's still living there. So we did a lot of work for
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her. She'd build a house tomorrow if she weren't sick, but she's sort of in
bad shape. She was a wonderful client. Marilyn Rubin from New York did
the house in Beverly Hills. Her present apartment was done by a Japanese
interior designer who was wonderful. It turned out beautifully. I think
Dolores Miller did the first apartment in Los Angeles. Nancy was a
wonderful client, had terrific taste, lots of enthusiasm.

van Roessel: Was it difficult to be working on a project that was so far away?
Communication must have been hard.

Grunsfeld: Well, I wouldn't do it today, for a whole bunch of reasons. First of all, the
airlines were better back then—there was more room and I could work.
When I'd go out for construction, I'd often go out on the early plane, work
all day, and take the red-eye back. That always seemed easier to me than
staying overnight. I used to go out at least every two weeks. But I've built
other houses in California. I did a big project in Dallas for Ray Nasher. I'm
not sure how I got the Nasher job, but I think maybe it was through Nancy
Epstein. After she moved out to California, she had a boyfriend who I think
was a friend of Ray Nasher's and Ray saw the house and wanted to know
who did it. I think that's how Ray found me, or I found him. But it is hard
to do work out there, but kind of fun. It's different kind of work, different
problems.

van Roessel: Does the climate or the landscape provide special challenges?

Grunsfeld: Well, all of it. You can use materials you just can't use here. You don't have
to worry about frost-proof tile, but you do have to worry about
earthquakes. You don't have to be licensed in California to build a
residence, which is good news, unless it's a certain size. I think the house I
did when she was married required a licensed structural engineer, since it
was all reinforced concrete, a massive house.

van Roessel: Did you ever revisit that idea somewhere else?
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Grunsfeld: No, it was a steep sloping site up in the hills and it wouldn't have fit
anywhere else. For some reason, I thought you could get people to do the
concrete formwork better than you can around here.

van Roessel: Los Angeles, especially, does seem to have a longer history of that.

Grunsfeld: I had never done—still haven't—a concrete house. So it was a real challenge
and I was disappointed that that house didn't go ahead. But I couldn't have
stood it another day.

van Roessel: Are you hoping that someday a client will come into your office here and
ask for a concrete house?

Grunsfeld: Maybe someday, but I doubt if that will happen. The house that we did
build for Nancy, the one on Elm Street, was all stucco and had a Turne
metal roof. It had some pitched roofs and some flat roofs, lots of skylights.
That was a problem, as I remember, since we had to tighten the whole
house up. At that time California was probably the only state that had an
energy restriction on how much glass you could use. So we designed this
thing with as much glass as I normally use, and we were turned down. We
had to redesign it, making some of the skylights smaller and stuffing more
insulation in walls that didn't have glass, in order to meet the average. I
thought for a while that we'd never be able to build it. All of that stuff, the
code and the work with contactors, is much harder to do from a distance. I
guess you could pick the phone up, but you don't.

van Roessel: Did you have colleagues in Los Angeles that you could call to ask for help?

Grunsfeld: No. I had done a house previously in the Napa Valley for two pilots, a
husband and wife. He was a paraplegic. He crashed while crop dusting
when he was younger, and he came to Chicago to the Rehabilitation
Institute and met his wife, who was a physical therapist. He taught her how
to fly, so they had two airplanes. They bought a hill in the Napa Valley.
You'd think a guy who's a paraplegic would be smart enough to buy
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something flat, but he bought a hill. We had to carve the hill out to build a
flat house. At any rate, it turned out pretty well, it was a nice house and a
new challenge, because I'd never built a house for a paraplegic before.
Obviously, it had to be handicapped-accessible. I hired an architect in San
Francisco to watch it. I have a classmate that has a practice in San Francisco
and I asked him if he would find a supervising architect. He found some
young architect who did an absolutely terrible job. We'd communicate and
everything seemed all right and we'd answer all his questions, but he
wasn't communicating with the job and I'm not sure he was really going
there. It was a disaster, so it ended up that I went out there every two
weeks. When the Epstein house came, I just decided I was going to do it
myself. First of all, I liked doing it. When I inspect here, I do it in the
morning and I spend an hour at the job, or a half hour, because the next day
I'm going to see it. It's like nothing really gets done, I see the same thing
every day, incrementally further along. But if you wait two weeks and you
go out, there's tons of stuff to see, and I'm excited about getting to see it,
and I just work a little longer and come home and do it again in two weeks.
It really does work well. Today, it would be easier to do the building part
because you can send emails with photographs.

van Roessel: You could even have a live webcam, if you wanted.

Grunsfeld: Right. I have a webcam with my son John. I get to see my grandchildren
that way. But unless it was an exceptional job, I wouldn't do that traveling
today. The people that I worked for are mostly Chicago people who have
either moved or want summer houses. I've done a couple of things in Palm
Springs, all for Chicago people. I built Al Robin a house there that I never
saw. I just designed it and detailed it and I'm told he did a pretty good job
of building it, but I suspect he messed it up. The Edelstone job I used to go
out on regularly. It was fun. The only thing I was sure of was that I didn't
want to live there. I did a house in Albuquerque, which was fun because I
had never been there and since my family came from there, it was sort of an
interesting place to go. That was a fun job, I did it out of adobe.
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van Roessel: I was just about to ask if you had been influenced by the indigenous
architecture there.

Grunsfeld: Absolutely. It's wonderful. You can't draw this stuff, but you can build it.
It's sculpting. It's what Frank Gehry does all the time. You start with the
model and you do the drawings based on that. Here, we started with the
drawings and then didn't pay any attention to them. I'd go out there and
was sort of playing Gertrude Kuh. I'd have a little stick and I'd just say,
"Oh, the wall's in the wrong place, it should be over here." It was fun to do.

van Roessel: Were you able to make that house modern in the same sense that your
other houses are modern? Or did you have to follow a different spirit?

Grunsfeld: I think adobe stuff is sort of modern anyway, so it was no effort. The
insides were contemporary, although they had Indian carpets and rugs and
a lot of sort of Southwestern furniture. Marilyn Rubin did that job, too, now
that I think of it. It's contemporary.

van Roessel: Did you use the traditional tile roof, or some other solution?

Grunsfeld: Actually, we used a flat roof. We didn't have that problem. I did two
houses in Sun Valley out of a sort of adobe. It's really rough plaster, but it
looks like adobe. The walls in Sun Valley were parallel. The adobe stuff is
just wonderful to work with. You don't get any square corners and the
walls aren't necessarily parallel to one another. It's really just sort of spaces.

van Roessel: Was it difficult to work with the contractor to get it to look the way you
wanted?

Grunsfeld: No, I think they taught me more than I taught them. It started out being
very stiff, until I got more comfortable with it. The early parts of the house
aren't as good as the later parts. We did it over a long period of time, over a
couple of years. These are people I'd built a house for in Highland Park
very early, the Langs. They sold his business one day and moved to
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Albuquerque. The Lang house in Highland Park was in 1959 and the
second house was maybe ten years later. Oh, here it is on the list: 1972.

van Roessel: Maybe we should go back for a few moments and try to pick up some other
important early work before we get too much further. You wanted to talk
about the Levi house, which was in 1961.

Grunsfeld: Yes, I'm looking at my job list here. Oh, Neil Adler, the Napa Valley client,
was 1974. The Zollie Frank house was 1976. The Levis are important
because at about the time I moved to Hyde Park, in 1959, we had two kids
and we bought a house in the I.M. Pei redevelopment and urban renewal,
which was designed by Harry Weese. I drove Harry nuts.

van Roessel: Why?

Grunsfeld: Well, first of all, my friend Hans Neumann was working for Harry by then.
They hadn't built any of these things when we bought—we were one of the
first buyers—and so I called up Hans and said that I had been out to Hyde
Park and I was looking at these townhouses. He said that he was, too, and
he thought they were pretty good. I said, "Would you send me a set of the
drawings?" And so he did. I looked at it and thought they were pretty
good, and bought this thing. We were at 5511, so we were just south of 55th
Street on Kenwood. We were sort of at the west end of the initial
redevelopment. This was before the two big buildings were built in the
middle of 55th. And 55th Street was like 47th Street was a little later—there
were still bars and it was still pretty rough. But these houses were going up
and we bought a three-story townhouse. I think they were selling for
$30,000, but since they hadn't sold any yet, you could buy them for $24,500,
I think. You had to pay $6,000 down and I think the mortgage was eighty-
two dollars a month.

van Roessel: Did that seem expensive to you then?
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Grunsfeld: I thought it was expensive at the time. Tallman Mortgage had the loans and
they turned me down because they said I didn't make enough money. I had
some stock I inherited from my grandmother, so we made a deal that I'd
put in some of this Sears stock that she'd gotten from Uncle Julius
[Rosenwald]. I don't know why, she nagged him a lot, probably, but
anyway, she got Uncle Julius to put in trust for my sister and me 20,000-
odd dollars' worth of Sears stock at the time. So I said to Tallman that I'd let
them have it in escrow if they'd agree to give me this mortgage. They
finally agreed to do it. For a while I thought we weren't going to move
there. The eighty-two dollars a month was considerably cheaper than the
hundred and twenty-five dollars a month I was paying in rent, so I thought
this was a wonderful thing. We agreed that I would buy it and then I
started going over the drawings. I went to the builder and he was a very
nice man. I called him up and said I wanted to have a meeting and that I'd
been checking the drawings. I told him that the stair didn't work, because
there wasn't headroom in the stair, and I wanted to redesign that, and I said
that he was building this thing but he wasn't putting in the skylights that
were in the drawings. I told him that when he sold me the house, I thought
I was going to get the house that was on the drawings. He coughed a lot
and said he'd take care of it. There were a whole bunch of other things. I
really marked the drawings up. I got a call from Harry Weese and he said,
"Tony, you shouldn't have ever gotten those drawings. Hans shouldn't
have given them to you. But all I can tell you is that you can have all of the
things you want, but I'm personally going to have to pay for it." Goldman
was the guy's name who built it. Harry said, "Goldman called me and said
that this was all my fault and he never would have sold the house to me if
he'd known I had the drawings and he was holding me personally
responsible." So I was in a terrible position. So I said okay. So we lived in a
house without a skylight, although they did fix the stair. I think Harry was
very relieved. It was a lot of money compared to the cost of the
house—maybe ten or fifteen thousand dollars. The drawings were terrible.

van Roessel: Did Harry make the changes in subsequent townhouses?
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Grunsfeld: Well, this was the first group of townhouses and the things they had to fix,
they fixed, and reissued the drawings. They certainly never gave the
drawings to anyone else.

van Roessel: Did Hans get in trouble?

Grunsfeld: Yes, Hans got in trouble, but not seriously. Hans was very good for Harry.
He was good for anyone he worked for, actually. He became a client of
mine, twice. We had a good time fixing up his house. He bought a house in
Kenilworth and he tried to do the drawings himself, but couldn't. So he
tried to get someone at his office to do it, and they didn't know any more
than he did about residential design. So he called me up and said I'd have
to do it for him. It was fun. He had a lot of good ideas and a lot of input
and then he let me do it the way I wanted to. At any rate, in 1959 or 1960
that house in Hyde Park was done and we moved in. My parents had
friends that lived on the South Side, so I knew a few people and I knew
Keck.

van Roessel: Is that why you moved to Hyde Park? Because you wanted to be near
Keck?

Grunsfeld: No, I moved to Hyde Park for two reasons. One, I believed that Hyde Park
was the only real community in Chicago at the time. Old Town may have
been a little, but not in the same sense that the Hyde Park area was a
community. Hyde Park had good public schools, at least I thought they
were good. My kids got a good education for as long as we stayed and we
stayed seven years. I firmly believed in the city and I firmly believed,
having gone to private education all my life, that public education was a
good thing and that if people who were interested in education would send
their kids to public schools, the public schools would be better. The real
problem with most public schools is that all the people who ought to be
going there are in private schools and all those parents who spend all this
energy, had they spent it on public schools, they'd be better. I really
believed that. I told my wife when we first got married that I would never
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live in the suburbs, that I just really liked being in the city. So that's how we
ended up there. The other reason, of course, was that it was something that
I thought I could afford. I couldn't afford a better apartment on the Near
North Side, which was where we were living. So it was a little economics
and a little sociology. My wife at that time was commuting to Lisle, Illinois,
so it didn't make much difference where we lived, it was a horrible drive
any way you looked at it. She also was doing some work at the Oriental
Institute—some docenting—so we knew a little about Hyde Park. I don't
know how Kate Levi decided to call me… I guess she found me through
friends of ours. Kate Levi knew everyone on the South Side. She arranged
everything that had anything to do with the university. She called me and
said that they'd like to fix up their porch, which I was glad to do, and I did.
It was sort of fun working with her, and Edward was delightful. I then
began getting calls from all the faculty of the law school. Apparently—she
says she didn't but I think she did—she was sort of the Julius Rosenwald of
the time. She told all these faculty members that if they were going to do
any work they were supposed to call me. Then the lot next to Kate's sister
was sold, a corner lot at 50th and Woodlawn. There was a house on it that
was sold to a developer and wrecked and they were going to build six
townhouses. This was right next door to the Meltzers, Kate's sister and
brother-in-law. So Kate and Jean Meltzer got together and told the
university that they'd have to buy the lot and that not only that but they
had to hire me to build faculty residences on it. So at some point shortly
thereafter, in 1964, I built two houses really for Jean Meltzer and Kate Levi
on that corner. They were identical floor plans but very different elevations.
They look pretty good today still. They fit in very well.

van Roessel: Well, that's a neighborhood that's full of Keck and Weese and Gordon
projects, and there's the Rapson house not too far away from that site.

Grunsfeld: Yes, and the Gidwitz house that van der Meulen and Rapson did. That was
the only house that really stood out, and still does.

van Roessel: It was even purple for a while.
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Grunsfeld: Yes. Other than that, there was very little new stuff there. I did an office for
Edward in that house.

van Roessel: What did the neighbors think, considering there wasn't much modernism
there yet?

Grunsfeld: I think the neighbors were delighted that they didn't have six spec houses
on that property. Bruce Sagan lived across the street at the time and he was
head of the local newspaper. Then Bruce later was president of
Steppenwolf Theater. He was very active and he was delighted because he
had the same fear that Kate did. So we did that in 1964. There were a whole
bunch of other faculty housing. We did the Kurland residence at 48th and
Woodlawn and then, later I had a client who bought the Sulzberger
summer house—that was Kate's maiden name and her father was Frank
Sulzberger. They had a house in Highland Park on the lake and my client
bought that and I tore it down and built a house that the Levis didn't like
very much and the Meltzers didn't like very much. For a long time, they
hardly talked to me.

van Roessel: How did that happen?

Grunsfeld: Well, they thought the old house was wonderful. I told them many times
that we had really tried to save it, but it was built as a summer house. It
was a wonderful small house with a huge porch around it overlooking the
lake. It couldn’t have been nicer, except that you couldn't live in it in the
winter. It leaked, the windows leaked, it was impossible. It would have cost
more to fix it up than to build a new house, which was why the Grossmans
decided finally to tear it down and start over. It's a very severe
contemporary house that I built there. It's very unfriendly from the street
and entirely open from the lakeside, with beautiful landscaping done by
Franz Lipp. He did a terrific job.
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[Tape 7: Side 1]

van Roessel: This may be a good place for us to segue into talking about Franz Lipp,
who was another important landscape architect in Chicago, working
primarily after Word War II. We had mentioned before we turned the tape
on that he had done the landscaping for the second Zollie Frank house on
Hibbard Road in Winnetka.

Grunsfeld: Oh, Franz was wonderful. He had more energy and more stories than anyone
I can think of. He had a very colorful life. He understood landscaping as well as
anyone. Gertrude just knew landscaping intuitively. Franz really had an education.
He knew about drainage, he knew about irrigation, he knew about lighting. He was
a beautiful draftsman. Unlike Gertrude, he had everything drawn, the paving
patterns were all set, the engineering drawings were beautiful. His only job during
construction was finding the material. Gertrude was entirely different, it was just
intuitive. As I've said before, she would come out and draw it on the ground and
erase it and redraw it. So they were very different. Zollie built his house sort of
under protest. He was having some knee problems and his wife had back problems
and they lived in a two-story house that sort of was added on to by various
architects, none very good. Gertrude kept re-landscaping it and it was quite
beautiful on the outside. But they decided that they really had to move. So Zollie
bought this land on Hibbard Road in Winnetka. He said, "I'm going to build this
house, but I'm going to decide whether I should move or sell it after it's all done. I
want my options." He was very serious. He was very superstitious. He said, "I've
had wonderful luck in this house and I don't want to move." He was seriously
superstitious—he saw on one of the drawings that there was a room that was
thirteen feet long. He said, "You've got to change that." The Franks and the Epsteins
were close friends and Nancy said she'd had a dinner party one night and there were
thirteen guests and Zollie got up and left. I never could tell whether he was very
smart or… But certainly Elaine was very smart. The house turned out to be pretty
much Elaine's, except for the entertaining room. They loved to entertain and they
had a huge room that would seat thirty-five or forty at a sit-down dinner, which they
often did. Then it wasn't big enough. So he had Harry Oppenheimer, who was the
tent-rental company, design and sell him a huge tent that would enclose the terrace
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so that he could have another equally large room when he had more people than he
could accommodate in the living room and the party room. As it turned out, he
really loved the house and was very happy when it was done and he could move in.
I think Franz Lipp was part of that. Zollie told Franz that he wasn't going to live very
long and that he didn't want any little trees. He said, "I want the landscaping to be
for me, so you've got to bring in mature stuff."

van Roessel: But Lipp was known for doing that in many jobs.

Grunsfeld: Yes, I think he would have done it anyway. But Zollie didn't really care
what it cost, he just wanted it big.

van Roessel: How did you find Lipp? Was he just the other choice when Gertrude was
no longer practicing?

Grunsfeld: I don't know. I had heard about Franz for years. I think I had met him a
couple of times. He was sort of a legend. He used to tell stories about Jens
Jensen. I don’t know how many of them were true.

van Roessel: I believe he did work for Jensen very briefly when he first came to Chicago.

Grunsfeld: Yes, he said he briefly worked for Jensen. He knew the Jensen studio on
Dean Avenue and he talked about that and said he worked there. It was
hard to tell with Franz if he did all these things that he said he did, or not.
Some of them were so preposterous.

van Roessel: You're right, he'd had an incredible life. I think he had joined the Merchant
Marine when he was fourteen or so. When I spoke to his wife, Josephine,
she vouched for him.

Grunsfeld: Yes, he had talked about crossing over here in the Merchant Marine. Every
time you met with him, you learned something else and you wondered,
how does this man fit all this? When I knew him, he was eighty-some-odd
years old. He worked much longer than that, I know.



180

van Roessel: I think he worked well into his nineties. I think he retired only a few years
before he died.

Grunsfeld: He took me out to Cantigny once, he was very proud of that. I don't know
why he was so proud of it, I never really thought it was that wonderful.
The Morton Arboretum was better, the Chicago Botanic Garden was
certainly better. But he was very proud of it, and I think in great part he
was responsible for it. He was beholden to the Tribune for hiring him to do
it. Toward the end of the Frank project, Bud Wehler did an awful lot of the
work.

van Roessel: Wehler was Lipp's partner.

Grunsfeld: Yes. I used Bud for a number of projects after Franz retired. They did very
good work. It was not as loose and soft as Gertrude, but it was certainly
good work. There were less choices then than there are now.

van Roessel: Can you describe what it was about the Zollie Frank landscape that you felt
was successful?

Grunsfeld: Well, I think it was that it was so mature. Zollie wanted a lot of variety and
he wanted it pretty showy. Zollie was a showy guy. There were a lot of
flowers in summer and everything had to be blooming at once.

van Roessel: Was that what you would have wanted for your architecture? You're
known as a minimalist in many ways.

Grunsfeld: Well, I don't know. It was sort of overwhelming to see it. But it was pretty
good. I mean, I wouldn't do it for myself, but it was done well and it clearly
was what Zollie wanted. I don't think I've ever had a house landscaped
with that many flowers and that much variety. I was pretty much used to
Gertrude's euonymus and white pines.
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van Roessel: As I recall when I went to visit, the entrance leads you into a circular
driveway that was bursting with impatiens. It was very striking.

Grunsfeld: It was very striking and it looked pretty much that way from the beginning,
although they may have planted more. Zollie thought that if something
was good, more of it was better. If big is good, bigger is better.

van Roessel: But you tend to the "less is more."

Grunsfeld: Well, I sort of think so. You know, I think it's an interesting house. It isn't a
house that I like as well as some of the more traditionally contemporary
houses I've done, since it was pretty busy. But it suited them just fine and I
think Elaine still lives there. They were very nice to me. One of their
stepsons worked for me for a while, which I think was a mistake, but I
didn't know it at the time. It should have occurred to me that if I hired him
and he didn't work out, I couldn't do anything about it without hurting
Zollie and Elaine's feelings. So he stayed with me much longer than he
should have. I then did a lot of work for Z. Frank and Wheels, Inc.

van Roessel: These were Zollie's businesses.

Grunsfeld: It was good work at a time when we were doing a lot of work other than
residential. Then I ended up doing a lot of work for his son, Jim, and Karen.
They were wonderful clients. They lived in a house that Gertrude had
redone the landscaping for. I had a client, the Newbergers, who lived on
Cedar Avenue in Highland Park in a one-story ranch house. They later sold
it and bought an apartment in Water Tower, I think. Anyway, they asked
me to remodel the house on Cedar, and I said yes.

van Roessel: Yes, I have that you and Gertrude worked on the house in 1954. Her
drawings, which we have, are very nice.

Grunsfeld: Anyway, the Newbergers sold this house on Cedar and right after they
hired me, I got a call from Frank Rothschild, who had bought the
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Newbergers' house and they asked me to remodel it. Frank was a
paraplegic at the time, so we had a lot of very difficult problems to solve.
Right after Frank Rothschild called me, Jim and Karen Frank called me
because they had purchased the Rothschild house, so when the
Newbergers moved, I had three jobs immediately. It was wonderful. Jim
Frank bought the old Rothschild house, which was beautiful. It was on a
dead-end street in Winnetka, a huge piece of property, landscaped by
Gertrude for sure. The Rothschilds I think had lived there for a long time. It
had wonderful big lawns, very quiet, very different from Zollie and Elaine's
house. I think that Zollie was responsible for my doing an awful lot of
work. He had an enormous number of friends and would always tell them
that I had done the house, and they were very proud of it. It was very nice.
I hate to think what will happen to Zollie and Elaine's house someday. It
may even be a teardown.

van Roessel: And you may be called to do the house that replaces it.

[Tape 8: Side 1]

van Roessel: One of the projects that you brought up last week was Edward Levi's
house. You wanted to say a few more words about that.

Grunsfeld: Well, we did talk about that a little. It really wasn't much except that they
were such neat clients. It was just a little dumb job, but they were terrific
and we had fun doing it. A number of years later, Edward asked me if I
would build him an office at home. It was another small job. I think the
most fun in this business is probably getting to know clients and making
friendships and learning what they do. They became life-long friends.
There was nothing very special about what I did for them, but they were
such nice people and they did a lot for me. I think we talked about the
university housing. That was certainly the result of my association with
Kate and Ed.
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van Roessel: Another house that we certainly want to get on the record is Raymond
Nasher's house in Dallas. That was a very large project for a very influential
client.

Grunsfeld: And a very long process.

van Roessel: You had mentioned that he was a friend of Nancy Epstein. Can you
describe what he said when he called you up?

Grunsfeld: Well, it's interesting, because he didn't say anything. He just said, "This is
Ray Nasher." That didn't mean a thing to me, I'd never heard of Ray
Nasher. He said he lived in Dallas and would I be willing to come down
and talk to him about a project. I almost said no.

van Roessel: Because it was far away?

Grunsfeld: Because it was far away, and we were busy, and I had plenty of work, and
the last time I was in Texas was when I was in the service and it was
horrible. Texas was horrible and the service wasn't much better. I was in
basic training in San Antonio. But for some reason, it sounded sort of
interesting. What I should have done was ask how he happened to call me,
but I'm sort of reluctant to do that most of the time.

van Roessel: So you really didn't know that he had a friendship with another client?

Grunsfeld: No, I had no idea until a year or so later, because he never told me and I
assumed he had seen something published, or… I really didn't know. So I
went down to Dallas and I was met at the airport. I think he sent me a
ticket. I arrived at the airport and he said that someone would meet me
from his staff. There was what looked like a Texas Ranger dressed up in the
most complete state police uniform I had ever seen, holding a sign that said
"Grunsfeld." It turned out that he has his own security force for his
shopping center. But I didn't even know what he was involved in.
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van Roessel: He was a real estate developer.

Grunsfeld: Yes, he owns a huge shopping center, anchored by Neiman-Marcus. At any
rate, I get in this police car with what I thought was a policeman. We drive
to his house, which is in North Dallas, and I can't believe what I see, I
mean, these huge Picassos and Calders and Barbara Hepworths. You see
what looks like fifteen or twenty acres of property just dotted with
wonderful mostly twentieth-century sculpture. I think I'm in heaven. The
house is a 1950, quite decent, ranch house, made out of red brick. It was
quite small, but as you walked into the house, the inside was full of
twentieth-century smaller sculpture and twentieth-century paintings:
Braques, Picassos. It's better than a museum; I can't believe it. We sit down
for lunch and he and his wife, Patsy, tell me that they don't know what they
want to do with the property but they need to do something because
they're overflowing with sculpture. The house isn't big enough for
company, and their three daughters have grown up and left the house and
they have a lot of room that's useless to them and doesn't flow. They had
two bedrooms lined with orange-crate shelves housing an enormous art
library that would probably rival most museums. They say they aren't sure
what they want to do, that they've had a lot of architects down to look at it,
and wanted to know what I'd thought.

van Roessel: Had they been interviewing mostly Texas architects?

Grunsfeld: I didn't ask. I think they were from all over, I have that feeling. I was sort of
awed by this whole thing. It was something I didn't expect and certainly
something that I had never seen before.

van Roessel: Even though you had been working for years with people who had art
collections?

Grunsfeld: Yes, this wasn't the first person I had worked with who was reasonably
well off, but the scale was unbelievable. I spent the day looking around,
and I came back and wrote them a letter saying that I thought that the
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house really was a terrific example of 1950 architecture. I thought they
ought to keep it and see if we couldn't add on to it and rearrange and
modernize it. I thought that this might not be the most economical way, but
I thought it might be the least disruptive and I thought the sculpture looked
particularly well in the house and the landscaping was perfect, done by
Richard Vignola, out of San Francisco.

van Roessel: Had they built the original house themselves?

Grunsfeld: They built the house in the early 1950s. It was by a well known Texas
architect, whose name I can't remember. I think he was not practicing when
I went down there. In fact, I'm sure he was not. This was in 1984 or 1985
that I went down. I wrote them the letter and I got a very nice letter back
saying they were very interested and they'd get back to me. I was very
excited. And they didn't get back to me for a while. Months. Then I got a
letter from Ray saying that Patsy was very sick but that they'd like to
pursue it. So I went down to Dallas and was met by my policeman friend
and went out and was shocked to see that Patsy was really sick. She was on
chemotherapy and it was clear that this was very serious. I really admire
both of them for wanting to go ahead. During lunch the first day, Patsy
excused herself and came back and said she was really sick and would I
mind if she went to lie down. I said to Ray, "I think we ought to put this on
hold." He said, "No, this is what is keeping her alive. She really wants to do
this." So I stayed three or four more days. When Patsy could, we talked
about how to do this project, adding on a couple of galleries and a library
and redoing their whole living quarters. We kept the house as sort of a
basic living center for them and built a big addition that would house all
the public stuff and her library and workshops and things they needed to
manage this enormous collection.

van Roessel: Did you see this as your turn to do a Rosenwald house?

Grunsfeld: Well, I never thought of it like that.
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van Roessel: The program sounds extremely familiar.

Grunsfeld: It does, you're right. It was sort of the same program, although, instead of
prints, these enormous sculptures kept appearing. From the time I had been
there in 1984 or 1985, until I was there for this meeting, which was in 1986,
the collection had grown some more. You'd go there and see new stuff and
what didn't fit on this property was all at the North Park Shopping Center,
where he displayed an equally large collection. So we worked a little and
then he told me he was opening a show at the East Wing at the National
Gallery and a lot of the sculpture was going to go there. Then it was going
to go somewhere in Europe, and it had a whole schedule. Ray felt then that
it was important to show this art and one of the reasons he was collecting
was that it got a chance to be out where people could really see it. He asked
me if I would come to Washington and we could meet there after the
opening of the gallery. I said I couldn't, I really didn't want to go, but I'd be
glad to meet him in Washington if that was easier for him. I came home
and my wife said, "You what…?" She said, "You call him up and tell him
we'd be glad to go to the opening." And we did.

van Roessel: Did you resist because you didn't feel comfortable in those situations?

Grunsfeld: No. I just thought that to go to Washington for an opening of an exhibit of
stuff that I had already seen was sort of… At any rate, we went and we
went with Marilyn Rubin, who Ray had decided would do the interiors.
We had a wonderful weekend, Sally and I and Marilyn and her husband.
We went to the opening of the exhibit. First of all, there were very few
people there, so we had the whole East Wing to ourselves, and the exhibit
took up almost all the space. It was just beautifully done. Then there was a
receiving line and when I went through I hardly recognized Patsy. She had
been on steroids and chemotherapy and was in a wheelchair. She was
barely alive, it was just terrible.

van Roessel: That must have been a tremendous effort for her to get there.
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Grunsfeld: Yes, and I think that may have been one of Ray's reasons for doing it. I
think she looked forward to it, and that probably kept her alive. So it was
pretty clear to me that this project wasn't going to go ahead, because there
was no way that she was going to get well. So I came back. And one day,
out of the blue, Ray called me and she said, "You know, I wasn't going to go
ahead with this project when Patsy died, but the reasons are all the same
and I really need to do something with this house and this collection. I
really would like you to come down and we'll talk about what to do." So we
started replanning pretty much the same program that we were going to do
with Patsy, except that we weren't going to do an office for her and Ray
wanted less staff at the house. When we were all done, maybe you can tell
it's the same house, there may be a brick or two left over from the original,
but by the time we were done trying to redo it all, it certainly has the same
feeling as the old house, but it is a new house mechanically, electrically,
and architecturally.

van Roessel: Can you describe the look of it?

Grunsfeld: Well, it's sort of a 1990 version of a 1950 house.

van Roessel: With your trademark floor-to-ceiling windows.

Grunsfeld: Yes, we changed all the windows. It's lighter than what I was doing then
here. The overhang fascias are lighter, they aren't as heavy. I'm not sure
how that all happened, but somewhere in the 1960s or 1970s, I noticed that
my stuff gets heavier and chunkier, and less fussy, maybe. This was more
like my earlier stuff, only because the original house was like that. It could
have been an early house of Kecks, it had that feeling because the ceilings
weren't terribly high. We raised a lot of the ceilings or we lowered a lot of
the floors to get higher ceilings. I think it looks more like my house. It was a
wonderful project. Ray was always interested when I came down to spend
time meeting and walking through and looking at the drawings and
making minor changes. He was very, very enthusiastic. During the
building process, his daughter Nancy had gotten engaged and had set a
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wedding date. Ray was very anxious to get it done by the wedding date,
which he did. There was no furniture in it, but the house was done and the
weather was absolutely perfect. His daughter got married in this wonderful
sculpture garden. He had brought in a ton of flowers, which he forced to
bloom at just about the hour of the wedding. Sally and I went down and it
was just a marvelous, happy event. The house really looked terrific.

van Roessel: With the difference in climate, was there anything you did in this house
that you wouldn't have done in this region?

Grunsfeld: Well, the climate was different and I used a mechanical engineer from
Dallas to do it. The construction was very different. Most houses in Texas
are built off the ground and there's a skirt around them, so if you dig a
hole, you can go right underneath and the structure is all visible and
exposed, open to the outside. It's just the way they build, it's very strange.
They build on piers. One of the things that the Nashers were concerned
about was security. We had all sorts of security issues and saferooms,
because the house is really wide open to the public. You can drive out there
if you know where it is. There's no fence around the property, no guarded
gates. You just drive down the street and all of a sudden you see this huge
collection of absolutely magnificent property. There's a little creek running
at the back of the property and it's beautifully landscaped. While I was
there, Ray bought the house across the street and tore it down so that he'd
have more place for sculpture on the other side of the road. We had talked
about building either a bridge or tunnel over to it and building part of the
museum structure over on the other property. But it was so pretty just
plain, with nothing on it, that we all decided that we should just have one
building and the rest should all be about the sculpture and the garden.
That's really what the whole house is about, and pretty much what the
houses I do here are about, with the ravines, or the lake, or the views.

van Roessel: Did you bring in another landscape architect to help?
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Grunsfeld: No. Richard did it. As a matter of fact, he consulted on the Raymond and
Patsy Nasher Sculpture Garden that had just opened. I went down to
Dallas for the opening and he was there, staying at the same hotel. I saw
him one morning for breakfast and I asked him how long he had been
there, and he said he had been there for four weeks working with Peter
Blake, the landscape architect that Ray chose to do the sculpture garden.
And he told me he was still taking care of the house. Unfortunately, when I
was there a couple of months ago for the opening, the house was sort of a
mess because they had just moved all of this stuff from the house to the
Nasher Sculpture Garden. He was a wonderful client, the whole time was
nothing but fun, and a lot of hard work.

van Roessel: When you're building in a distant location, how often would you go down
there?

Grunsfeld: There were times when I was down there once a week. At least two times a
month, otherwise. Ray picked the contractor, who was wonderful. We had
a good superintendent. We had a lighting consultant, Tully Weis, from
Dallas, who did a spectacular job. It was the first time I had ever used a
computer-driven control system for both the lighting and the heating. This
was a while back, in the 1980s, so this was pretty new.

van Roessel: Were you a little skeptical about that?

Grunsfeld: Well, I thought that if Ray was willing to give it a try, I certainly was. It was
a fun idea. It was actually controlled from his shopping center. There was a
computer at the shopping center, so he could raise the temperature a
degree or two if something got too warm. He already had a guy monitoring
the shopping center, so he just had another screen to monitor the house. Of
course, with all the painting and drawings, it was pretty important to
control the humidity. The end result was good, but the process was, for me,
a real highlight. I was really lucky to get to do it.
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van Roessel: Did you find yourself not taking so many other jobs during this period so
that you could concentrate on this?

Grunsfeld: No, it was at a time I was doing a lot of other stuff. Except for the travel
time, it was no more work than any other house, it was just over a longer
period of time. Partially that was because of Patsy's illness. I think in the
last half a year I had also started working on a house for his daughter,
Nancy, and her husband-to-be on a wonderful site in North Dallas. I'm not
sure why that never went ahead. I don't think they had the time. They were
too busy doing whatever it was they were doing. Ray had met him at
Harvard while he was teaching there and brought him to Dallas to work for
the Nasher Company. He met Nancy and it was at a time when the Nasher
Company was growing and he was pretty busy. Nancy was working for
the company. They just never had time to do it and they ended up buying a
house. I was digging through some stuff over the weekend and saw the
drawings for that house and felt badly. We write about once a year, and I
keep telling Ray he should call me when he comes here. He tells me he
doesn't come here, which is probably true. This time, when I was invited to
the opening of the sculpture garden, I said, "Yes," immediately. I had a
wonderful time. It was wonderful seeing him. The Renzo Piano building is
superb, just absolutely superb. I also had time to go see the new Fort Worth
Modern Art Museum.

van Roessel: The new Ando building?

Grunsfeld: Yes. I don't much like it on the outside, but the inside is just elegant beyond
belief.

van Roessel: What did you especially like about it?

Grunsfeld: Well, everywhere you look is a studied elevation. I mean, he's terrific to be
able to do that. It's a wonderful use of materials—very few, but just where
they ought to be.
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van Roessel: It's mostly concrete and glass.

Grunsfeld: Polished concrete and glass and floor tile and water. It's sort of sinking in
the water. It's just beautiful. The Richard Serra in front, these huge rounded
plates that form this truncated thing that you get to go into… It's just
beautiful. I was really taken by it. The Nasher Piano building is beautifully
detailed, very simple, and the garden is just a jewel. It's all about the
collection, and the collection is probably the best private collection in the
world, I guess—at least it's supposed to be. And he keeps collecting. So it
was a wonderful time in my career and I did find out who recommended
me—it was a friend of Nancy Epstein's. I guess Ray had visited the Beverly
Hills house and found it interesting.

van Roessel: Had you expected to get any more commissions from Dallas through the
same network, with people saying "If it's good enough for Mr. Nasher, it's
good enough for me"?

Grunsfeld: Well, I probably wouldn’t have done it. It's interesting that no one ever
called. I know Ray liked the end result. At a press conference the morning
before I got to Dallas for this opening, he was interviewed and he was
being asked about Piano and Blake and someone asked him who he'd used
for his residence. He said, "I don't have to think about that—Tony
Grunsfeld."

van Roessel: So maybe you'll get a call now.

Grunsfeld: Well, it was Ray and Patsy that interested me, and that collection, not
Dallas. It's really all about people. Particularly long distance, when you
have to make a real commitment, and when you meet for two days in a
row, you have to be pretty careful. Assuming that what you want to do is
have fun, you have to be careful.

van Roessel: You've spoken in a number of cases about these wonderful art collections
that your clients had. I'm curious to know how you acquired your own
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knowledge of art. It's not something you spoke about learning at MIT. Did
you learn from clients or do your own studying?

Grunsfeld: Well, first of all, I don't think I have much knowledge about art. I go to
your art museum reasonably often. I certainly learn a lot from clients. And
in the time I was traveling a lot, mostly to Europe, France, and Italy, I went
to a lot of museums. I have a very short saturation time for art—after about
an hour of looking at anything, I'm fully saturated. I'm like a sponge and
can take in only so much and then no more comes in. But we did spend a
lot of time, particularly in France, at small museums and Paris museums. I
guess other than that, it was from my clients and going to the Art Institute.
I don't go to the Museum of Contemporary Art. I don't like the building, so
I boycott it. I do the same with the State of Illinois building and the Chicago
Public Library. Those are my three boycotts in Chicago. I figure that it
makes a difference if I don't go. [laughter] I've always been interested in
sculpture, probably more than painting. So the Nasher collection
particularly interested me.

van Roessel: Are you interested in sculpture because it's three-dimensional?

Grunsfeld: Yes, and I like it big and outside. I used to collect African, primitive
sculpture. I quit doing it because it was getting too expensive and also
because it couldn't be placed outside, it was basically wood. Good
sculpture—at least good in my view—just looks better outside. It belongs in
the trees and the grass and by the lake.

van Roessel: Are there cases where you've convinced a client to commission a piece or
buy a piece to put outside?

Grunsfeld: Well, Nancy Epstein bought a Calder to put outside. I think I probably had
something to do with that, I hope so. My big mistake was not buying it
from her when she gave up the house, but I didn’t have any place to put it.
Well, I could have found a place. I am interested in sculpture, less
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interested in painting. Most of the paintings I have up are my father's, I
guess. I tend to like really large paintings rather than little things.

van Roessel: Abstract or figurative?

Grunsfeld: Mostly abstract. My father's are not, but whatever we bought over the years
has been abstract. And I have all these Keck watercolors. I've just quit
collecting because I don't have any more walls.

van Roessel: Maybe it's time to build a gallery onto your own house?

Grunsfeld: Probably. Someone should have told me to stop probably ten years earlier
and it would look better. But I have lots of outside space, so it was always
easier to keep trying to find outside sculpture. As I say, I don't know an
awful lot about art and sculpture, not as much as I'd like to. But I've had a
few clients who had really good collections. Certainly, Ray is in a class by
himself. But Nancy Epstein has got two or three really wonderful Calders
and some Rauschenbergs. She's a real collector.

van Roessel: And Sig Edelstone had some important pieces.

Grunsfeld: Right, he had a marvelous collection.

van Roessel: Are there ways to change your design approach when you're dealing with
art? Do you think about siting or lighting differently?

Grunsfeld: Oh, the lighting for sure. That makes a huge difference. I don't know if I
consciously do it, but I try in residential work to have big surfaces
available. I think I'd do that even if someone didn't have anything to hang
on the wall. When I have glass, I have big glass walls and that frees up
other interior walls to be plain and large. I try to keep doors out of the way.
I worry about that. It happens to work for paintings. It also happens to
work without paintings. I think just built into my design philosophy is the
idea to use as few materials as you can possibly use and make surfaces as
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big as you can possibly get using those few materials. So, it's sort of a
natural for an Epstein or a Nasher or an Edelstone house. I think I'm
probably more aware of lighting since Nasher than I was before. I think the
lighting people down there gave me a pretty good education.

van Roessel: What did they teach you that you didn't already know?

Grunsfeld: Well, the kinds of lights you can use and certainly this whole electronic
dimming system. You've got to make the stuff flexible since just because
you have a piece of sculpture against this wall today doesn't mean it's
going to be there fifteen minutes from now. So the flexibility is the tough
part. The other thing you try to do is keep it from looking like a museum.
That's hard to do.

van Roessel: So how do you do it?

Grunsfeld: I don't know. You just try to do it. One of the ways we did it at Nasher was
that the galleries were all very small. There were lots of them, but small.
Instead of walking down a bedroom hall, you'd walk through a small
gallery. It was just a hall that was wider. Generally, you try to keep those
circulation spaces at a minimum. What we tried to do at Nasher was keep
the circulation space large and at a maximum so he could use them for
small galleries. So he'd have a collection of pre-Columbian in one gallery
and a Tony Smith collection in another and he'd keep changing them. There
must have been eight or ten galleries.

van Roessel: How would you use color on walls in these spaces? Some of these rooms
are not just museum white, but have warmer colors.

Grunsfeld: Well, that's not me. I think that's the interior designer. My tendency would
be to use white. That's maybe because I don't have any imagination. And if
I think about using color on walls, I just think that paintings look better on
a pure white background. I went to see the Manet exhibit at the Art
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Institute and I was surprise to see how dark some of those walls are. The
whole exhibit is dark, as a matter of fact.

van Roessel: I can't think of any of our major exhibitions that have had solely white
walls recently.

Grunsfeld: They're very decorated. That's probably very good for a museum show. I
don't think it's terribly good for a house. My sense is that when you leave
an exhibit like that, you shouldn't be aware of what I'm aware of, which is
that the walls are dark. You should only remember the art. I think you do
that with white. I never hear anyone leave an exhibit and say, "Gee, aren't
those white walls interesting?" But I was conscious of the color, particularly
in that exhibit, which I didn't think was a very interesting exhibit, actually.

van Roessel: So we've moved into the 1980s at this point. We should go back and pick
up a few other projects.

[Tape 8: Side 2]

Grunsfeld: Well, I’d like to go back for just a minute to talk about a project I did in
Rome in 1967. A little background—in 1947 when I went off to college, my
mother, while I was gone, bought a house on Menomonee in Chicago. I
think I talked about that already. Well, shortly after she bought it, she
asked me to do some drawings to remodel it. One of the things I thought
would be a good idea was to put a small apartment in the basement so she
could rent it out and someone would be living in the same building with
her. I really didn't like the idea of her living alone, although she didn't
mind it. I had designed a stair without a railing, and there was only a
bathroom on the first floor, not on the second sleeping floor, so if you
weren't really wide awake it would be pretty easy to fall off. So it occurred
to me that someone ought to be downstairs to listen for her falling off the
stairs.

van Roessel: Rather than just put a rail up?
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Grunsfeld: Well, it would have ruined the design. She agreed. Later, the city came to
inspect and we had to put a rail up. But it did look nice without one. At any
rate, the head of the Chicago office for Time-Life, Dora Jane Hamblin, rented
the apartment. She and my mother became very good friends and would
travel together. She had a little house outside of Rome and it was pretty
ratty. My mother used to spend a couple of months over there every
summer visiting, and there wasn't really room. She asked me once if I
would design her a house in Italy. I thought that was terrific. So one
weekend I did a really rough sketch and designed just a very simple house
with two bedrooms and a couple of baths and one big living space, really
open. There was glass all the way around. This was up in the hills,
overlooking a lake. I had seen this place once, so I had a pretty good idea of
what it looked like. She thought it was terrific and went back and built it.
On one of our trips to Europe, I went back to see it, and it really wasn't
quite the house I had designed. The builder had taken a lot of liberties. He
couldn't really accept the fact that I wanted it open all the way around and
he put shutters on it. He sort of messed it up, but the basic bare bones of it
were really pretty good. She was a neat lady and she lived there until she
died fairly recently. Anyway, that was my Rome experience. I'm glad I did
it, it was a lot of fun.

van Roessel: Did she have much say in how the house looked?

Grunsfeld: Well, she must have. I'm not sure it was the builder that screwed it up, it
could well have been her. I wasn't there, and I should have offered to go
over to see it done, but that's a lot further than Dallas and that would have
been hard to do.

van Roessel: When you'd originally done the sketches had she suggested anything?

Grunsfeld: No, I just did it at home over a weekend. She had handed me a drawing of
a house she was going to build, and it was just horrible. It was a builder's
sketch of sort of what you'd expect over here if you just built a project
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house. It was a really pretty site and she really did know the difference
between just a junky house and something really fun. I mean, it was a good
house, it just wasn't as good as it could have been. It was an opportunity to
do something really sensational.

van Roessel: Was it in a neighborhood with many older homes?

Grunsfeld: No, it was in an underdeveloped neighborhood at the top of a hill. It was
pretty much out in the country. She was at the top of the hill and looked
out on all the other houses, so all you saw were red tile roofs and the lake
down below. It was pretty spectacular.

van Roessel: What materials did you use for the house?

Grunsfeld: It was a tile roof and glass and not much else.

van Roessel: So you were responding to some of the regional character with the tile roof?

Grunsfeld: Yeah, it would have fit in all right had they done it my way. And it still did.
There was a balcony all the way around it, and four walls of glass, and then
a railing. So it looked just like a big porch up there, just a big Italian porch.
It was pretty neat. So that was sort of fun to do.

van Roessel: Would you also like to speak about your work in Savannah at this point?

Grunsfeld: Yes, my restoration in Savannah. That was another really fun project for my
first cousin, Leopold Adler, and Emma Adler, who just wrote a book on
historic Savannah. In 1968 they asked me to come down. They were living
in the suburbs of Savannah, in White Bluff. They had a frame house on the
river, nothing special, and they had decided very early on—for Savannah,
anyway—to move back into the city. They bought a trust lot, which is one
of the corner lots. It's actually right next door to the house from Midnight in
the Garden of Good and Evil. It was a wreck, it had been a rooming house. It
was four stories high, with huge ceilings.
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van Roessel: When had it been built?

Grunsfeld: Early 1800s, probably. It was full of beautiful wrought iron, that was about
all that was there. So they decided to move into the city. We started trying
to find pictures and drawings of what the house used to look like, and we
were pretty successful. There were little bits of molding and cornice and
door casings. Every once in a while you'd find one window or a little piece
of something.

van Roessel: Had it been modernized when it was broken up into a rooming house?

Grunsfeld: Just broken up and banged apart to break it up. There were kitchens all
over the place, not too many bathrooms. It was a terrible slum. Lee Adler
and his mother before him, really—his mother was one of the founders of
Historic Savannah—he got very involved in historic preservation. Lee was
elected director of the National Trust, and for a while he was vice-president
of the National Trust. He felt that to be a real advocate for historic
restoration he ought to move downtown and be one of the pioneers, which
he did. He asked me to help him do it. I was very fond of Lee and I used to
visit him when I was at MIT and he was living in New York. So I really was
glad to have a reason to see him often. We spent about two and a half years
restoring the house. There wasn't anything really new, except for
bathrooms and closet, so it was really restoration.

van Roessel: Did you have much experience doing this? Did you feel qualified to do it?

Grunsfeld: Well, I was a lot younger and I wasn't smart enough to know I shouldn’t
touch it.

van Roessel: Well, I didn't mean to imply that.

Grunsfeld: But you're right. I told Lee that he certainly didn't have to have me do it just
because we were related. He wanted to do it. He was very knowledgeable
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and he had access to the information we really needed like access to other
houses and access to a huge library. Somehow we muddled through. He
had wonderful contactors, which he found, and most of them were
independent. The plasterer had been plastering for eighty years or so. The
problem with Savannah is that it's pretty much what you'd expect the
South to be like; no one works very fast. Nothing gets done quickly. I'd
come down every two months and it was hard to tell what, if anything, had
been done. But somehow the whole thing pulled together. It's a beautiful
restoration. They are still living there. I was down twice last year to visit
and the city gets better and better. He's done an absolutely wonderful job.
He's now written his book about historic Savannah and documented all the
things that have been done. He's also formed a company that buys up
distressed land and builds new sustainable housing on these sites and sells
it. The houses are very nice and it's a very good project. So, for two years,
or a little more, I was a regular traveler to Savannah. The project was very
different than anything else I was doing. We always have done a lot of
renovation of old condominiums, but this was a real restoration, this wasn't
a remodeling.

van Roessel: Were there things you learned in the restoration that you could apply to
building new?

Grunsfeld: No, I don’t think so, except the proportions were great. All you have to do
is walk about Savannah and you see windows that are fourteen feet high,
triple-hung. In the Adler house, there are windows in the living room that
are triple-hung and if you lift the bottom one up, that's how you get out to
the porches, you just walk through the bottom section. And there are very
tall ceilings. I stayed on the third floor the last time I visited. I had gone
down for Lee's eightieth birthday and my son had also agreed to be the
speaker for Lee's granddaughter's high school graduation. John and I slept
on the third floor of this house. It's no wonder Southerners are tired all the
time-it's a real hike up there. It's really a fourth floor because the first floor
originally was the slave quarters and the kitchen. We moved the kitchen up
to the first floor and the lower floor we turned into an office for Lee so he
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worked at home. The ceiling heights are wicked. He has an elevator, but I
didn't use it. It's a wonderful city to be in. It's a terrific walking city. I'm a
big fan of Savannah.

van Roessel: And through all of this, you were building houses here that couldn’t have
been more different.

Grunsfeld: Yes. I loved working on that restoration and I love working on remodelings
here, some of which are pretty old, a hundred years old or so. I have no
desire to build new that way. Probably eighty-five or ninety percent of
what gets built now is stuff I don't understand and don't want to do. Most
of it is done really badly. But even if it's done well, it isn't something that I
have any interest in.

van Roessel: Do you think that architects have any responsibility to make it clear that
clients have a choice and that modern architecture has a place beside the
neo-traditionalism popular today?

Grunsfeld: Do I think we should tell clients that? I think they should know that. They
should drive around and look. There's no way you can convince someone
who wants to build a traditional house that they should build a modern
house and I certainly wouldn't urge anyone to do that. First of all, I think
you have to be passionate about building any house. If you aren't interested
in going through that whole process, you should go out and buy one. So,
assuming you decide you want to build a house, you have to come with
some preconceived idea of what you want to do. Every once in a while
someone says, "Do you always build modern stuff?" I say, "Well, some of
it's less modern than others, I guess. Or less severe." And they say, "Well,
can you make it even less modern?" and then they name a particular house
of mine that they know. Then I say, "Well, that's about as traditional as I
go."

van Roessel: Would you ever build a house without a flat roof, for example?
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Grunsfeld: Oh, I build a lot of houses with pitched roofs. I never counted, but it's
probably pretty close to fifty-fifty. But I wouldn't build a house with
double-hung windows with little dividers, for example. Or with paneled
interior doors, or cornices. It's not that I think it's wrong, it's just not
something that appeals to me. It's not something that I would like when I
was done. My partner does it all the time. I think he does a super job. I
think his houses are very elegant. And he enjoys it.

van Roessel: Maybe we could talk about some of the projects that you feature on your
website. We've already talked about some of them, but there are a few
others worth mentioning. Going chronologically, there's the Ravine House,
which dates from 1981. Is there a client name we can attach to this house?

Grunsfeld: Well, I didn't want to name it on the website. This house is very close to
where I live. It's actually on the lake and on a ravine, so we called it the
Ravine House.

van Roessel: You've used a very rough stone on the exterior. It almost looks Jensen-
esque. Was that a reaction to the site?

Grunsfeld: Sort of, I think, to the site. It was a long time ago, but I think the owner may
have asked to use stone. What I was trying to do there, because the views
were so spectacular and there was so much glass from the back of the
house, was I wanted to get something in there to hold the whole thing
together so it didn't look like it was floating away. And I remember the
owner saying he wanted an entry that looked right through. As he drove
up the driveway, he wanted to see the lake. So the whole front is really
stone except for the thirty-foot wide entry, which is all glass. You do, in
fact, look right through from far away.

van Roessel: That was a recurring theme in your earlier houses. You have used this
borrowed landscape.



202

Grunsfeld: Yes, right. The client was terrific and we had a good time building it.
There's a ravine separating us, but we're two houses away. So I could get
up in the morning and look out and see if the workmen were there, and if
they were there, I'd drive over. If they weren't, I never bothered. It was very
convenient.

van Roessel: As I look at more and more of your houses, and listen to you speak about
the progression of your aesthetic to something more simplified, what recurs
in your projects more lately is also an idea of separate masses that are
joined at points. This Ravine House, in particular, has a large central public
area that stands above the rest of the house. Can you speak about the
evolution of your designs?

Grunsfeld: Well, I don’t know how it happened. Certainly, it was not conscious. I think
this house and the one for Grossman, the dark brown brick, was the
beginning of heavying up the architecture, making it closer to the ground,
making it look more permanent.

van Roessel: During this period you used the floor to ceiling windows extensively, and
often with large overhanging eaves that project over the house.

Grunsfeld: Sally used to say that I started heavying this stuff up after we spent a lot of
time in the Yucatan looking at Mayan stuff, which has huge fascias and
relatively low ceilings based on the height of the buildings. She may be
right. We spent a lot of time in the Yucatan and Mexico and Guatemala and
all those places. This was the 1970s and 1980s. I became very interested in
Mayan architecture, I still am. I think the first place we went was the
Yucatan. We went to these places because Sally was a birder. I don't mind
looking at birds—as a matter of fact, I really like it—but I have no memory
and no ear for it, so I see the same bird ten times and it always looks new to
me. But all these places where there are Mayan ruins, there are wonderful
birds. They have very good taste. So Sally would go out and bird all day
and I'd go sit on top of a pyramid and look at pretty heavy architecture. I
think she's right. As I look back and see how all this happened, there is
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certainly some truth in it. Starting in about 1980, I think the architecture not
conceptually, but visually, changed a little. It got less massive.

van Roessel: In the sense that even those these houses still have large square footage,
they were more like individual pavilions?

Grunsfeld: Yes. I think that's probably true. You don't see them as one big mass
anymore. There are some exceptions to that, but most of them are pretty
much breaking up the public areas and sleeping areas and utility areas into
separate building blocks and then just putting them together like a puzzle.
Maybe that's how I do it, I don't know.

van Roessel: Does that give you more flexibility in terms of the program? What's the
advantage?

Grunsfeld: No, I think I like the look. I like the variation inside. I like going from low
ceilings to high ceilings and I like to do it in the ceiling rather than the floor,
because most of the people I build for—seventy-five percent, anyway—are
empty nesters who worry about things like crutches and wheelchairs and
handicapped accessibility.

van Roessel: And most of your houses are one-story.

Grunsfeld: Well, they used to be. There are a whole bunch of them where the master
bedroom is generally on the first floor, even if there are two stories. The last
dozen or so houses, maybe more, have the master bedroom on the first
floor, with two or three bedrooms on the second floor for grandchildren or
offices. Most of them have elevators, which is fairly recent. They just don't
want to see a big house. They like having a big house, with all the rooms,
and the bathrooms, but they don't want to be aware of it. Most of these
houses are programmed so you don't see the stair and it's in its own stair
hall, separated from the house. So you walk through the house and it's just
a few rooms. I did a house on a little lake in Northbrook off of Dundee
Road for a client a number of years ago.
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van Roessel: Was that the house with fairly rounded corners?

Grunsfeld: Yes. It's two stories. It's 8900 square feet, but it only has five rooms. They
are huge, huge spaces.

van Roessel: But that's useful because a lot of your clients like to entertain, is that right?

Grunsfeld: Yes. Basically, the first floor is a maid's room, kitchen, and living room. The
master bedroom is upstairs and a study upstairs. It's huge. So although the
houses seem to get bigger, the number of rooms gets small. In a big part, I
lobby for that.

van Roessel: Why?

Grunsfeld: Because I like the look of these wonderful big spaces. I just finished a
house—they moved in last week—where the living room is forty-two feet
square and it has a wonderful fifteen and a half-foot-high ceiling. It's a
wonderful space.

van Roessel: How do you make a room like that seem livable? Is there a point at which
things get too big and you loose yourself in it?

Grunsfeld: I think there probably is, but forty-two feet square isn't the limit. I don't
know what the limit is. If you group the furniture in small groupings and
you fill part of it up with a grand piano and a big dining room table, the
space gets used up.

van Roessel: Then it's more like small islands in a large room.

Grunsfeld: Yes. It's small islands in a big environment. To me, anyway, and also to the
owners, it's very uplifting. It's the first time in a long time that I did a
square room. Most of the living rooms are twenty-eight by forty or
something like that. But this was a wonderful shape and I'll probably do it
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again. So we were talking about segmented houses. I built a lot of houses
out of vertical cedar siding, which is a very light material. I stain it the color
it would naturally turn if I didn't stain it, so it just gets it done faster. That's
a very light wood, so it seems to me that in order to make it visually well-
anchored, you have to have pretty big masses. So you need a big fascia and
most of my houses have three and a half- or four feet-tall fascias.

van Roessel: And they project out about the same way?

Grunsfeld: They project out, depending on the orientation, for sun control, up to four
or four and a half feet. In front entries, it can be eight feet out. But in order
to do that you have to have pretty tall glass. If you take an eight-foot ceiling
and put a four-foot fascia over it, it looks very Mayan. So you need bigger
mass. I think that's what Sally was referring to, that kind of look. Certainly
that's the only relationship to early building that I could see. To me, it
results in a pretty elegant kind of construction. You have this light wood
and this heavy building mass—-it's a good balance.

van Roessel: In the last ten or fifteen years, it seems there's a move away from the cedar
toward even lighter, whiter surfaces. Is that right?

Grunsfeld: Yes, but those are still all wood. They're just stained white, instead of grey.
It's not my preference, particularly. I don't object to it, it's a choice. The
problem with that, to me, is a maintenance issue. The gray turns grayer as it
gets older and the white turns grayer as it gets older and you have to do
something about it. I'm all for doing nothing. The less care these things
need, the better and the easier it is. It's not the expense, it's just hard to get
people to fix anything. So if you can stain the house once and not worry
about it for twenty years, that's better than getting someone out every two
years to restain it. I should say that the look of the white is pretty terrific,
but…

van Roessel: Well, it does give your houses a more Bauhaus, International Style look.
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Grunsfeld: Right, exactly. It's very spectacular. It's sort of like photographing houses at
dusk with the lights on inside. It doesn't show much of the architecture, but
it makes a terrific photograph. You can really make a lousy house look
good by doing that. A lot of people like them white. I just did a little house
for a young couple in Mettawa. They bought seven acres in the woods, and
I was just dying to do it in a bark color, but I couldn't convince them. They
did it in white and it looks spectacular, but it certainly doesn't fit in.

van Roessel: Well, when it turns gray, it might look better.

Grunsfeld: There seems to be a market for small houses. I don’t think I'd done a 3,000
square foot house since the late 1950s. This was just under 3000 square feet.
And I just finished last year two others of about the same size. These were
people who said they really wanted an empty-nester house and were
willing to build one. Other than that, I think every other house I've built,
although people have said they wanted to build a smaller house and get
away from their big house, they always end up building a house with fewer
rooms but much bigger than what they had moved out of.

van Roessel: So when you're working on these smaller houses but you like these
magnificent large spaces, how do you deal with that?

Grunsfeld: Well, they aren't as large and magnificent. But if you can convince people
to build a small house with very few rooms, it works. The three that I did
had clients that were willing to do that. All three of them have only one
public room, which is the kitchen-living room-dining room. And then there
are bedrooms. There are no family rooms, no separate kitchens, no
breakfast rooms.

van Roessel: That means everyone has to get along.

Grunsfeld: Right. One of them, the one that I couldn't convince them to do gray, are
young people who had a child while this process was going on, and I think
they're going to go crazy. You've got to go somewhere and hide. We talked
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about my townhouse in Hyde Park by Harry Weese and that was a three-
story townhouse. There was a playroom on the first floor, you walked
down to it, but in front after you went around the furnace room, there was
a little extra bedroom, which I used as an office. For a year and a half, my
kids didn't even know there was a room there. The minute they found out
about it, it was useless and I quit working at home. But that's what you
really need. The other two houses were built for real empty nesters. The
one out in Mettawa was for a lady who had lived in a high-rise in Wilmette
on the lake. She was eighty-some-odd years old and she had lived most of
her adult life out in Glencoe on a big piece of property in a house that was
pretty good. Her husband died and she just didn't want to live in the same
house, so she sold the property for a lot of money as a sub-division and
moved to Wilmette. She hated apartment living so much that she called me
and asked if I'd be willing to build a two-thousand square foot house. I
said, "Sure." She said, "Well, what I really want is somewhere to go when I
really can’t stand my apartment. I'm going to keep my apartment because
I'm near my friends and I don’t want to be isolated out in the country, but I
need to be able to go out for the day or a weekend. Is that something you'd
like to do?" I thought that was perfect. It turned out that Mettawa has a
minimum area—I've never heard this before—a three thousand square foot
minimum. So I went in for a building permit with my nice little two
thousand square foot house and they said, "Sorry. Can't build it." So we had
to add another thousand square feet onto it.

van Roessel: Could you add a really large garage?

Grunsfeld: No, garages don't count. We built a huge storage room and a small
bedroom. So it had one too many bedrooms. It turned out wonderfully and
it just fits in the woods. She does go out there for the day and so she has her
little summerhouse. The other house was for some people in Winnetka that
had a piece of property with a bad 1950s house, maybe 3500 square feet.
They live in Florida from October to April and they wanted a little house
here. They just didn't like the one they had. In Winnetka you have to go
before the city fathers if you want to take a house down. You have to tell
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them why you want to take it down. Of course, what they're really worried
about are people who are going to take a normal house down and build a
gigantic house in its place.

van Roessel: Or take down something historic.

Grunsfeld: Right. They have no power. It's just sort of a ritual. There are no teeth in the
ordinance. But I went before them and said, "I'm probably the first person
who's ever come in here to take down a very small house and build a
smaller one." They were just all delighted. I wasn't worried at all that they
would approve it. The house is perfect—it has two bedrooms, a living
room, and a garage.

van Roessel: Will this become a growing sideline in your business, building these tiny
houses?

Grunsfeld: No, I don't think so. In truth, they aren't as much fun to do. I guess the first
one was fun, the other two were less fun. There isn't a lot that you can do
with three rooms. You're sort of limited by what you can do in those
spaces. Part of the fun of doing what I get to do is solving problems. Bigger
houses have bigger problems.

van Roessel: Such as?

Grunsfeld: Well, circulation. Everything needs to be next to the kitchen, which needs
to be next to the garage. Everything needs the pretty view. How do you
make all that work? How do you assign priorities on which of those things
are more important and which rooms are more important? Sometimes I
can't believe I've been so lucky since an awful lot of the building I've done
over the years have been on ravines or Lake Michigan—something like
thirty-three or thirty-four houses on the lake. Those houses pose that
problem but even more so because there's such a discrepancy in quality
between the lake view and your neighbors or the street. Straightening out
those priorities is sometimes difficult, and if it's difficult, it's fun.
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van Roessel: Relating to that, if you have the best view out the back of a house, some
people have commented that the front of your houses can sometimes seem
a little off-putting, or not as welcoming as the open back sides. How would
you respond to that?

Grunsfeld: Well, I think that's probably true. But I'm not particularly friendly, so that
doesn't bother me.

van Roessel: But you're not living in those houses.

Grunsfeld: No, but I think maybe the truth is that we all are designing houses for
ourselves and when they're complete, you just turn them over to someone
else. I think that's true. I've always felt that was true. You're constantly
making decisions, little or big.

[Tape 9: Side 1]

van Roessel: So you say that you're making decisions on behalf of your clients.

Grunsfeld: Yeah, I think you really are. If you think about decisions based on what the
client wanted, you'd almost have to call them every time to find out.
Otherwise you're just guessing. That's too hard, because as you're working
on it and it's really hard to solve, you can say, Well, maybe the client didn't
want that. And so you try something else. Then you begin to merge what
you think the client wants with what's easy. So you just go ahead and make
decisions based on what you think is right for the client's program, not
necessarily for your program. You show it to them and either they agree or
don't agree, and if they don’t agree, you go back and do it again, with more
insight. It's sort of in jest that I said that, but I do think houses are very
private. That's where you go hide, that's where you're with your family,
where you can take your shoes off and be comfortable. I think that's sort of
the idea of the gate and the moat and the drawbridge. Then there's the lake
and the ravine or a beautiful garden that is all your private space. I think
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these houses are intentionally closed in the front. I'm not sure they're
unfriendly. They are certainly private—it's very hard to know what's going
on inside some of these houses.

van Roessel: Is that also a reflection of the fact that some of the people who live in these
houses lead fairly public lives and want that?

Grunsfeld: I don't know if they want it. They must, or they wouldn't ask me to do it.
No one ever said, "I'm hiring you because I'm unfriendly and you're an
unfriendly guy." I'm not sure they think these houses are as anti-social as I
do. The Ravine House we were talking about, that's less private because the
owner insisted on it. I wouldn't have done that for myself. Or I would have
put a wall up in the entry to keep you from looking through. I did a house
four times over—one of the Pritzker houses—and the front of the house is
absolutely solid plaster, except for an opening in a wall that's eight feet
high and four feet wide.

van Roessel: And that leads back, then, to the front door.

Grunsfeld: Yes, there's a little court inside. Then there's some glass. The new
owner—we're remodeling that house right now—said that he really didn't
like that entry. He thought it was pretty harsh and pretty unfriendly. I said,
"You ought to think of it as a little mouse hole to get into the house. If you
think of it that way, it's really pretty neat."

van Roessel: When I saw the photograph of that entry, it really felt like it was beckoning
the visitor into the mystery beyond.

Grunsfeld: Right. He thought about it, and said, "You're absolutely right. It stays the
way it is." It's one of the qualities of that house that I really like. You have
no idea at all what's through the mouse hole. You have a sense that
something's waiting. No one would do that without having something
decent behind it. Conceptually, I liked that idea. The Mills house, which is
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one of my favorites, in Highland Park is a one-story house and there's no
way you have any idea… It's a very long house.

van Roessel: Again, it's a segmented house.

Grunsfeld: Right. It's two hundred and some-odd feet on one dimension and almost a
hundred on the other. It's a very loose form, but it's sort of an L that goes
around the corner. They own half a block, so they have two corners and
this goes around one of them. The house they had before was on the other
corner and it was recently torn down and then they landscaped it. There's a
wonderful garden off the master bathroom, with an eight-foot wall around
it, so no one can see in. It's impossible to see in. The two guest bedrooms
have living walls with evergreens around them. You see nothing in that
house except a solid front door and two relatively small pieces of glass on
either side that look completely through an entry, so that all you see is
landscaping on the other side, no furniture, no nothing. It's very hard to tell
what's going on. I find that really neat. It's a neat experience going in. You
go into this narrow entry, which is all glass, and it's like two houses. There's
one to the right, which is the private part of the house, and the one to the
left, which is the public part. One of the things that I didn't really think
about a lot, a little but not a lot, is that because it's segmented and there are
wings or blocks doing all these things, you can go into one block and look
back at the house and see another wing. The music room, the study, I went
into when I was visiting one afternoon, and it began to get dark and I
noticed that you could sit in that room and look across the garden right into
the kitchen and see everything that was going on. We ended up having to
change the motorized shades so that when they were having caterers they
could drop the shades and have some privacy. But it never occurred to me
that these views would be so apparent.

van Roessel: Well, that's a sense of connection in a house that's spread out. You've
spoken again and again about how important the landscapes are in your
houses. Once Gertrude Kuh and Franz Lipp were no longer practicing,
were you using Scott Byron?
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Grunsfeld: Yes, well, after Gertrude and after Franz. Scott does an awful lot of work. I
like working with Scott, I like him as a person. That's always a requirement.
I think he does very good job and I think he understands what I'm looking
for when I do these houses. It's taken a while. The tendency for Scott and
Rocco Fiore, who's done a couple of these, and Frank and John Mariani,
who've done a couple. The tendency for all of them is to overplant.

van Roessel: I've heard that before.

Grunsfeld: That's true of most landscapers. It's because they won't wait… They don't
think their clients are willing to wait for the landscapes to mature. I think
that's part of it. In some ways, Gertrude used to overplant. There are jobs
she did years ago, including my house, where the trees have just gotten so
big that they're unmanageable. They ought to be cut down. I just find it
very difficult to do that. They were planted too close to the house. It's not
that the trees are so big, it's just that they should have been out another
three or four feet. Now, they would have looked very silly like that,
because they wouldn't have been connected and there would have been no
relationship. But the house we were just talking about, Scott did a beautiful
job on.

van Roessel: Since it's so important to have a good landscape, at what point do
landscapers join your design process?

Grunsfeld: Scott joined it very early. The owner had used him before, for his office, so
Scott was known already. When I got the job—originally I went over to talk
to them about remodeling their existing house. I looked at it and gave them
some suggestions, and I said that if they wanted to do more than that, I
couldn't help them because the house wasn't worth putting money into. I
think they appreciated that, but I thought that was the end of it. First of all,
the neighborhood was a modest neighborhood with maybe $200,000 or
$250,000 houses and they had already over-improved this property. The
site that we built on had a little 1500 square foot brick house on it. They
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owned the property and they used that for their father-in-law. I thought
that was the end of it. I had no idea who they were, except that they owned
a lot of property because they kept buying up anything that was vacant,
adjacent to what they had. So they ended up with half a block, a big piece.
A couple of months later, they called and said they'd like to talk about
building a new house. I really was floored. Jon told me that he had found
someone who would take the little brick house and move it to his own site
for free. I thought, that's terrific, I really like this guy. Here's a guy who
didn't care about the money. He could have taken it down and hauled it to
a dump but he had a real feeling that if someone could use the house, he
ought to. It ended up costing him some money because he didn’t think the
guy could do it the way he should have. So it ended up being a big project,
but it was a neat idea. Then he started telling me what he wanted in a new
house and I thought, My God, this is probably ten times more expensive
than any house in this whole section of Highland Park. I thought they were
crazy. I looked with him at lake property in Lake Forest, but he came to the
conclusion that this was a neat design for a house and it was a neat piece of
property and he liked it and he liked having his pool and his tennis court.
He liked having a half a block and said he wished he could buy the rest of
it. He would have, if it had been available. So we went ahead and built it. It
was amazing that in two or three years, a whole bunch of houses came
down and a whole bunch of expensive houses were built. I built one two
blocks away. That whole area just got transformed. All these nasty little
houses were the same age and falling apart. Land is very difficult in the
suburbs and people saw that Jon had built this huge house and had
confidence in the neighborhood. So that neighborhood is just full of multi-
million-dollar houses.

van Roessel: It sounds like you think that's a good thing.

Grunsfeld: Well, I think it's a good thing that a neighborhood gets renewed. I think it's
a bad thing that there's no place to live in Highland Park for people who
don't make tons of money. There's no place for the teachers, no place for the
firemen, for the police. This probably was that area at one time. Now they
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have to look further and further out. That whole area of west Highland
Park, in the last ten years, has really blossomed, and I guess that's good.

van Roessel: That has been one of the major issues in terms of civic activism in the North
Shore suburbs and elsewhere. The issue of teardowns is very contentious.
Modest middle-class homes come down and are replaced by much larger,
more expensive properties that reach to the lot lines.

Grunsfeld: It is a terrible problem, especially in the western suburbs. No one has really
found a way to control it. Appearance review doesn't control it.

van Roessel: And zoning is ineffective?

Grunsfeld: They try to control it with zoning, but can't. Part of the problem is that no
one is willing to wait until the projects are done and landscaped and filled
in before they comment on them. I don't think that most of the replacement
stuff is very good. As a matter of fact, I think it's terrible. I hate these mini-
mansions and so forth. But they're only really offensive when they're being
built and before they're landscaped. If people would be required to
relandscape to at least the extent of the demolished residence, and then
everyone just puts blinders on for a couple of years, they'd be all right.

van Roessel: Because people would just get used to it?

Grunsfeld: No, because it gets softened by the landscaping, by dirt, by wear and tear.
Certainly, Highland Park has tried—I used to go to all the meetings and
scream and yell a lot—to have appearance review.

van Roessel: Were you against it?

Grunsfeld: Oh, absolutely against it. I mean, you then get really mediocre stuff. You
don't get anything really bad, but you don't get anything that's really good,
because they don't like good stuff. I'm just very lucky that I found enough
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people to build for and to make a living. Most of the people in Highland
Park wouldn’t live in one of my houses.

van Roessel: They'd prefer something more traditional?

Grunsfeld: They'd prefer a mini-mansion.

van Roessel: What is your idea of a mini-mansion? How would you characterize it?

Grunsfeld: Oh, if you go to the Loire Valley in France and find a really nice—not a
monstrous chateau—a really big chateau and you put it in your dryer and
shrink it so that all of the proportions are bad. You know, you have to make
the door bigger, so that gets big, but everything else is little. That's what
they look like. Sometimes you have to take two of them and sort of push
them together, because one may look all right, but two are better. That's
what they look like. They are very bad copies with no thought, no design.
They look high, but they aren't actually much higher. They all fit within the
thirty-two-foot ordinance. They look high because they need a hundred
and fifty feet of width, but they've been dried to seventy feet. So they get
very tall. We don’t judge height the same way we judge width. Our eyes
just don't do that. If you go from an eight- to a nine-foot ceiling, it's a huge
difference. If you go from seventy-five to eighty feet of width, you can't tell.
It's because our necks don’t move that way, they just move horizontally.
But whatever it is, people don't judge height very well, even me, a person
who was trained. We just don’t process it the same way. That's really
what's wrong with most of those houses. And, of course, they aren't done
by anyone trained. They're mostly by builders who either buy the designs
from people, artists, mostly, who just turn them out, or, more often, they
take something they've already built and put another turret or two on it or
another type of window, if they can find one. Most of them already have
every type of window that's ever been thought of and mostly on the front
façade. But, anyway, the teardowns are going to continue and you really
can't stop people from tearing down houses that have outlived their
usefulness, as most of them have. And most of the ones that are coming
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down were built in the 1950s by developers who bought the drawings from
someone. They weren't very well built because after the war they didn't
have very good materials. Most of them have iron pipe and a lot of them
still have lead water service and not enough electricity. Even if you wanted
it, it's too expensive to fix those things up and make them really good. The
housing stock changes, it's always changing. The really good houses seem
to remain. We talked about David Adler’s Jesse Strauss house. Thank God,
that's just been saved. I think that's wonderful that that gets saved. I
suppose a hundred years from now none of those wonderful big houses
might be around. Maybe mine won't be.

van Roessel: Well, since your houses are very solidly built and all of a piece, and they
represent a continuity of design on the North Shore, do you have an idea
that they might be the landmark candidates of the future?

Grunsfeld: I wish I could tell you I've thought about that, but I don't think about that.
A couple of my houses have been torn down, three or four, and I feel badly
that they're gone. The only one that didn't bother me was the one that I tore
down myself to build a new house on that same site. That was okay. I was
excited about the new house, so it didn't bother me. But the first house, the
Hiller house, was torn down; my partner now tore it down and built a new
house on that site. It bothered me when it came down. Every once in a
while I drive past and think that's too bad. But after I'm gone, I don't have
any strong feelings about whether someone tears one of these things down
or not. My kids might. My grandchildren, will, for a while. I like to take
them over during construction, and I think they learn something.

van Roessel: Maybe you have an architect or two in the bud?

Grunsfeld: Maybe, but I don't really care about that, either. But I do think that I'm
pleased with my houses. As a body of work, it's kind of neat to drive
around and see these things.
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van Roessel: And your style is fairly distinctive, so that when I'm driving in the suburbs,
I can usually spot your work. There really isn't anyone else who's doing
work quite like yours.

Grunsfeld: Well, a few people have left here and started their own office and are doing
things sort of like I do. That bothers me, because I don't think they're as
good and it offends me to see. There was a house in Hibernia that was built.
They were friends of a client and the client had asked me once if I would
print a set of drawings so he could give them to his friend. I said I wouldn’t
do that. Pretty soon thereafter, someone called me and said, "Gee, I see
you're building a house in Hibernia." I said, "No, I'm not." They said, "You
sure are. Go look." I went to look and I was furious. First of all, it was
terrible. The proportions were all wrong. It was the same siding. They must
have copied the details. There's no question they must have gotten a set of
the drawings.

van Roessel: Do you have a copyright case?

Grunsfeld: We do, but I don't want to sue anyone. I don’t care that much. But it
bothered me that people thought that was something that I had done,
because it really wasn't very good. I think the one in Hibernia was Footlik,
who builds traditional houses, and in my view badly. He had a client who
wanted this modern house and so he just copied my stuff. I think he got the
drawings somehow. There's another house on Waverly I don't much like
either, done by Stuart Shayman, who worked for me twice and has his own
office. I've seen other stuff he's done and it's very different from what I do.
But this house sort of looks like it could have been a Grunsfeld house.
Again, I wouldn't have done it that way. I can't tell you why I think mine
are good and that one's bad objectively, but I really believe that. There's
something wrong with the proportion of that house that makes it sort of
klutzy. Although there are people who think that all of my stuff is that way,
I look at my work and it looks pretty elegant to me. I really believe that. I've
been very lucky. There are a bunch of places in Highland Park, two or
three, anyway, where there are a whole bunch of Grunsfeld houses
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together, built at vastly different times. At Crescent Court I think there are
three houses together. On Egandale there are three—they aren't together,
but they're close.

van Roessel: And there's a house by your father on Egandale.

Grunsfeld: Yes, that my father built for Hugo Sonnenschein.

van Roessel: And Gertrude did the landscaping there.

Grunsfeld: Yes. I think that house is for sale.

van Roessel: And there's a big Stuart Cohen house on the corner there. That may be an
historic district of some sort in the future.

Grunsfeld: Yes. And there's Waverly, where I built four houses, three of which are still
standing, and my father built one. It's sort of neat. I like driving around and
seeing that. Then there's that little development I did with those eight or
nine houses that look sort of the same—Painter's Lake in west Highland
Park. That was fun, it's a sort of little Grunsfeld Village.

van Roessel: Like the Keck village you mentioned a while ago.

Grunsfeld: Yes, exactly. I never thought about that. It's true. The trouble with Painter's
Lake is that the properties on the lake itself were sold as separate lots and
there are some pretty terrible houses on the lake. So you get disrupted. You
don’t get the calmness of these 3,000 square-foot houses nestled into these
hundred and fifty or two hundred-year old oak trees. The other thing is
that when the streets went in, the oak trees were disturbed and they're
beginning to go, which is very sad.

van Roessel: Did you expect that?
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Grunsfeld: Well, everyone knew that would happen. The question was how many and
when would it stop. I have a couple of really big oaks within ten feet of my
house that never should have lived when the house was built. They must
have been a hundred and fifty years old then, and by some miracle they
lived. It's terrific to look out my window and ten feet away see these
wonderful oak trunks, and in another eighty feet to see the lake.

van Roessel: Speaking about landscapes, you also wanted to talk a bit about Bob
Loudon, on whom you also relied.

Grunsfeld: There are a couple of residential projects we probably ought to add to the
list too. Yesterday when we were talking about landscape people I have
worked with, you had asked me about Gertrude Kuh and we talked about
Scott Byron and Mariani and Rocco Fiori. There are several others who
certainly contributed to the projects I did. One of them was Robert Loudon,
who was actually a landscape contractor. He had an intuitive sense about
landscape design. He had about the best eye of anyone I ever met for
finding wonderful trees and rocks and shrubs.

van Roessel: Would he go look on backcountry roads on private property for these
things? He worked with Gertrude, but I know Franz Lipp also did that.

Grunsfeld: Absolutely. Bob used to drive in Wisconsin. I used to kid Gertrude that
what he did was move things from one project to another. As soon as he
was done he made notes about all the wonderful things that were there.
And for the next project or the one after that, when Gertrude wanted
something wonderful, he'd go back and steal them and reuse them again.
Well, he didn’t. He was constantly hauling huge boulders that he'd find in
Wisconsin. He had a farm in Long Grove and he used to invite me and my
wife and two kids out for Sunday picnics and he'd take me out to the stone
pile. He probably had an acre of huge boulders that he kept just in case. He
said he couldn't resist them, so he'd offer to buy them or move them for
nothing and he'd send a crane out and load them up and bring them back.
He was remarkable. Unfortunately, he got Alzheimer's and died about
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twenty years ago. He certainly was instrumental in making the Gertrude
Kuh projects even better than they would have been had she used someone
else.

van Roessel: After Gertrude retired, did you work with him alone?

Grunsfeld: After she semi-retired, she said, "Call up Bob Loudon." He did a lot of jobs
for me without Gertrude for an awful long time. They were almost as good
as Gertrude's, he had the same palette. He used very few flowers, mostly
euonymus and vinca, those were the two perennials he used. And there
was lots of white pine. I used to think he cornered the market on white
pines. I don’t know where he found all of them. And there was not a lot of
variety.

van Roessel: Did he use specimen trees the way Gertrude did?

Grunsfeld: A few specimen trees pretty much the way Gertrude did. I think he thought
about landscape and the way Gertrude would do it, and then did it that
way. I think he did that even when he worked with her. Every once in a
while she'd say, "No, we can't do it your way. This is the way." He was
always willing to do that. He was remarkable. His son, Robert Loudon, Jr.,
tried to carry on that business after his father got to be ill. He was sort of
successful, but, first of all, I don't think he was a happy person. I think it
was probably tough being Loudon's son, and he had several sons, and
secondly, he just didn't have the eyes.

van Roessel: Because he hadn't worked one-on-one with Gertrude?

Grunsfeld: No, I think it's just because he didn't have that wonderful eye and wasn't
willing to spend the time to find just the right thing. Something almost as
good was always… He finally ended up in southern Illinois and he came
up here two days a week to service the clients that he had, and then he
finally gave up and, as far as I know, is still down there. The Loudons were
terrific and wonderful to my family. As I said, we used to go out there for
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picnics. One year, my son was probably six years old and I had given him a
pair of binoculars and he was a pretty inquisitive kid. We took him to the
Loudon farm and I remember him standing in the pasture looking at a
horse that was way the hell out somewhere. He just sat there and the horse
started walking toward him and he just sat there with his binoculars up,
and the horse finally licked the binoculars, and he took the binoculars
down to see this horse towering over him. I never saw a kid run so fast in
my life. It was very funny. We went out there and the kids drove tractors.
He had a couple of hundred acres. We used to hike.

van Roessel: Did he grow trees for his business on the property?

Grunsfeld: He grew trees. He kept buying property because he believed that was the
way to save money, and he was right, particularly in Long Grove. He
bought a couple of farms where he turned them into tree farms, which are
probably now just about ready to sell. You've got to start trees when you're
young. He used to get most of his trees up in Wisconsin, a few at nurseries.
And he had very good equipment, he took very good care of his
equipment. He kept a barn as sort of a dormitory for the migrant help that
he used all summer. He had very disciplined foremen, they were all very
scared of him. It had to be done exactly the way he wanted it done.

van Roessel: It sounds like he had a very large operation. Was he working for many
other architects?

Grunsfeld: He had a huge operation. Well, he was working for Gertrude. Yeah, I know
he was working for other people, mostly homeowners. I don’t know how
many architects. I was lucky to be able to work with him. He was in the
same tradition as Franz Lipp and, I guess, Jensen, and the tree
surgeon—the Scandinavian guy who was a friend of Lipp's and Jens
Jensen's. The two other people that I worked with—one of whom I still
do—one of them is Doug Hoerr, who is a very different kind of landscaper.
He's probably the best trained of the professional landscapers and he works
as a professional, rather than as a contractor. He then hires Mariani or Craig
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Bergman, a whole bunch of contractors, to do the work. He's done several
projects for me, several on the lake.

van Roessel: How do you choose when to use someone like Scott Byron and someone
like Doug Hoerr?

Grunsfeld: I don't. They are both on a list of people whom I like to work with, and I
send the clients out to go look at their landscapes.

van Roessel: So it's the owners' choice?

Grunsfeld: It needs to be the owners' choice. There isn't so much a choice between
Byron and Rocco Fiori and Mariani, although they think there's a big
choice. I can tell by looking at it who did which, but most people couldn't.

van Roessel: What do you look for? What gives it away?

Grunsfeld: Mariani is easy, he's much more formal, with boxwood hedges and cut
hedges, it's very linear. There are houses that that works with. Byron is
looser and I think he's looser with my stuff than he is with other clients. He
has tons of clients, a big operation.

van Roessel: You see his trucks on every street when you drive through the North Shore.

Grunsfeld: Right. A huge operation, both maintenance and new construction. Rocco
plants the most, so if a house is really overplanted in sort of an informal
design, it's probably Rocco's. Doug Hoerr you can tell because there's a lot
more texture, there's more design. It's hard to describe landscape, I think.
But you know Doug's have been designed. With Rocco and Byron, you
aren't so sure it was designed. I like working with Doug Hoerr.

van Roessel: He's probably best known in Chicago for doing a lot of work for the city.

Grunsfeld: He does the wonderful planters on Michigan Avenue.
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van Roessel: He uses a lot of native materials—lots of grasses and wildflowers. Does he
do that for you?

Grunsfeld: Yes, he does. I object to Michigan Avenue for exactly the reason you just
mentioned. I don’t think he does use native materials. I think he uses a lot
of plants that are sub-tropical or tropical with the wonderful grasses. I
think he'd do a better job if it was all indigenous or native stuff. Some of the
tropical, sub-tropical, plants to me look funny planted in Chicago. He used
to do the Arts Club, next door to this building. He did the same thing; he
used a lot of wonderful looking plants, but they weren't indigenous and I
think the Arts Club must have decided they didn't want that, so they're
now using Craig Bergman. I think it's certainly better, from that point of
view. I don’t think it's as creative. And Michigan Avenue, I shouldn't
complain because it's wonderful that the city is doing it at all and doing it
so well. I think that Doug does the roof garden on City Hall—but I've never
seen it.

van Roessel: And wasn't the point of that, very intentionally, to use native materials to
see how they would survive?

Grunsfeld: Right. But I don't know how he did.

van Roessel: Well, it's still there, so it must be successful in some way.

[Tape 9: Side 2]

Grunsfeld: The other person who has done several jobs for me, and who is absolutely
wonderful, is Tony Tyznik at the Morton Arboretum.

van Roessel: He's also with the Painter's Palette.

Grunsfeld: That may be his son, or it could be him. I've known Tony for years and
years, because Sally was originally a docent at the Morton Arboretum.
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When they got rid of their docents, they hired Sally and some other people
to teach their classes. Sally became friendly with the Tyzniks, so I got to
meet Tony. Tony is maybe the best draftsman I ever knew. His tree
drawings are just absolutely beautiful.

van Roessel: Yes, and I think a number of his drawings are now held by the Arboretum's
library.

Grunsfeld: They are superb drawings and Tony's landscapes are like none other. First
of all, of the bunch of them, he's the only one who doesn't overplant, so
they look very sparse when they're first planted.

van Roessel: He's of the generation that Gertrude and Lipp come from. He's definitely
an older statesman in this area.

Grunsfeld: Right. I don't know if he ever had any formal training or not, I have no
idea. He looks like a landscaper; he's got hands that you know have been
digging in the dirt. He's strong. He does these beautiful drawings, not only
of trees, but of elevations and landscapes for clients to see. They are all
native, with lots of grasses. Clearly, they are studied, you can't miss them.
They have that same quality that Doug Hoerr has, except that I think Tony
does it better than anyone. I tried to have him do my house once, and he
said, "Just get a survey and I'll do it." So I got a survey and sent it to him
and then he said, "Well, I'm a little busy and I'll do it pretty soon." The
planting season came and left and it wasn't done. And I said, "You're really
too busy to do this." He said, "Well, I'd really like to do it for you." I said, "If
you'd like to do it for me, you've got to do it now." It was when my wife
first got sick and I said, "She really would like you to do it." He just couldn't
organize his time to do it, so I had Byron do it. He did a good job, but I
really would have liked Tony to do it because he's such a neat man. He did
two or three houses, a lot of work in Lake Forest, but not for me. Tony's
wife died and he got remarried. I think he still works at the Arboretum and
still does landscaping. I saw him at Bill Kurtis's farm for a Morton
Arboretum program this summer. I hadn't seen him for a long time, but he
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looks just the same. He said he's working just as hard. His son has a
nursery that sells a lot of the stuff he uses.

van Roessel: That's probably the Painter's Palette that I'm thinking of.

Grunsfeld: And I think his son is reasonably successful at it, which I'm delighted
about. Tony did a house for me in Winnetka twenty years ago, and I see it
often because the owners have remained good friends, and it looks as
wonderful as when he did it. It’s probably better because it's matured.
Actually, Tony did the design and Loudon did the planting.

van Roessel: Which house is that?

Grunsfeld: It's on White Oak Lane; I built three houses on White Oak Lane and this
was the first. This lot was almost in the flood plain. It was for the Berlins,
Ann and Arnie Berlin.

van Roessel: Oh, I've been to that house. Mrs. Berlin was extremely helpful in locating
Gertrude Kuh projects for me when I was doing that research. I spent a day
with her, driving around, and she knew enough of the owners that we had
permission to go on the properties to look at things I couldn't see myself
from the street.

Grunsfeld: Well, she's a neat lady. She's a pianist and gives concerts downtown
occasionally. I met the Berlins sort of through Gertrude Kuh. They lived on
another part of White Oak Lane maybe twenty-five or thirty years ago, and
Gertrude had done the landscaping and Herman Lackner had done the
remodeling in that house. It was kind of formal and Herman at that time
was doing sort of formal work. The Berlins didn't know what they wanted,
but they wanted to change the lifestyle of the house. So they called me and
we did one project. We moved the kitchen from one part of the house to the
other so it was in the center and overlooked Gertrude's garden. Gertrude
worked on it with me to redo the terraces. Then a couple of years later we
did another project in another part of the house. Then a piece of property
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sort of kitty-corner to them came on the market. You could actually get to it
corner-to-corner. They decided they'd like to buy it and they were going to
build a tennis court on it and someday they might want to build an empty-
nester house on it. I didn't believe that. They had four kids and their kids
were still at home. So they bought it and we built a tennis court. At that
point Gertrude had retired, so Loudon planted white pines all around the
tennis court area, huge white pines. Then five or six years later they called
me and said they'd really like to build a house. I checked into it and the
water table was… They wanted about four thousand square feet, I forget
what it was. But the lot was very small and it was barely big enough for a
tennis court.

van Roessel: I have in my notes that the house at 320 White Oak Lane, the second
addition with you and Kuh, was done in 1972. I have 1961 for the addition
that Lackner did.

Grunsfeld: Yeah, that sounds about right. Would you like to know when this new
house was done? 1983. That's just about right, twenty years ago. So we
started talking about a new house and they wanted a one-story house with
a basement. I discovered that building a basement there was really tough
because it was in the flood plain. So I decided we'd build a house with the
basement on the second floor, and that's exactly what we did.

van Roessel: Isn't that called an attic?

Grunsfeld: It should be called an attic, but they go up to the basement, that's all. The
first floor had two guest bedrooms, and a study, and a master bedroom,
and a living room, and a wonderful studio for Ann, who's a painter and
sculptress, besides being a pianist. It was very different from anything in
the neighborhood. It is, in fact, a flat-roofed house. It has lots of angles. It
was in my chunkier period, rather than my lighter period.

van Roessel: And it had that vertical cedar siding and the large fascias.
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Grunsfeld: Right. It also had, over the years, woodpeckers. But it still looks wonderful.
I was there just a week ago. It looks as good as it did when it was first built.
They take very good care of it and they love it. I sort of maintain it for
them. Upstairs, there is this huge attic and a place for a future bathroom
and a future bedroom, but they'll never do anything. They know Winnetka
very well. Ann was a good person for you to go around with.

van Roessel: She was absolutely invaluable. I think Herman had also been with us that
day and between the two of them, it was really wonderful.

Grunsfeld: At any rate, this all started with Tony Tyznik. He did that with Loudon and
since then, I think Tony still comes out there and advises them. Mariani
does the maintenance and the work. The white pines are beginning to show
signs of old age. And there's a pear tree that finally got so big that last
summer I suggested they do something about it, take it down, since it was
outscaling the house, and they've done that this year. Other than that, it is
not overgrown. I don't know how Tony manages to do that. It looks just
terrific.

van Roessel: Is there a similar project of Doug Hoerr's that you'd like to single out?

Grunsfeld: Well, he did a house on the lake for the Carltons, on Lakewood Place in
Glencoe. There was a house there that was on two lots, a huge piece of
property. It was for sale and I found two clients, each of which would have
bought a half. I don't know why that didn't go through, but for some reason
it didn’t. These were two people who had contacted me and wanted to
build a house and when I heard this was on the market, I called them and
they were very excited. I think one of them just got cold feet at the enormity
of this project. I think they were asking four million dollars for the
property, and that was a long time ago, so that was far and above the most
expensive lakefront property.

van Roessel: And that doesn't include the price of your house.
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Grunsfeld: Right. So they said they weren't going to do it, and therefore the other client
said they would try to look for someone because they couldn't do it alone. I
was very disappointed because it was just a beautiful piece of property, on
a small, private road. I had done the house next door, the Meltzner house,
ten or fifteen years before. So the idea of doing a house next to another of
my houses is still fun. It presents a different challenge because you have to
be pretty careful and find some other vocabulary so it doesn't look like a
tract development. So it was sort of sad, but then I heard the property had
been sold and one person had bought the whole thing. I thought, Boy, that's
really terrific, and I was sorry I didn't know them and that they didn’t call
me. Then the next day I got a phone call and the Carltons said, "We just
bought a piece of property near where we live. It's on Lakewood Place." I
said, is it so-and-so, whatever the address was. They said, "Yes, how did
you know?" And so we built the house on one of the lots and left the other
one vacant for the swimming pool and for gardens. So this was a terrific job
for Doug Hoerr. We tried to keep the house in sort of the same position as
the original one so we could save the trees and so we could save as much of
the driveway and some of the terraces, which we did. I thought that was
pretty smart of Doug. He did a wonderful job, particularly with the pool.
He terraced the pool down so that when you looked out all my glass from
the house in winter, you really looked over the pool and you weren't aware
of it. Swimming pools are really ugly in winter. I mean, as much fun as they
might be in the summer, you have to put up with a lot of ugliness in the
winter, if you have to look at it, unless you can place it to the side.

van Roessel: That's an old landscape technique, called a hah-hah, where you terrace the
land to hide something.

Grunsfeld: Well, Doug understood that, and it does work. As a matter of fact, we did
the same thing at Nasher's house, in Dallas. It looked terrific, both in winter
and summer.

van Roessel: Did Doug do special planting to help with the pool?
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Grunsfeld: Yes. My sense about this is that it really fits in. I object a little to some of the
planting on the buff; it's less natural than I would have liked. It seems to me
that when you live on the lake, you really want to see big tree trunks and
the water. All that little fussy stuff, I think, sort of detracts. I think terraces
detract, because if you have terraces, you end up putting furniture on them,
so then you're looking through another layer to see the lake. When I bought
my house, I took out the Gertrude Kuh terrace in front of the living areas of
the house, and moved the terrace off to the side where you didn't look out.
I just brought the green landscape right up to the house, so it sort of floats
out. You get away from all that furniture. The terrace isn't distracting, it's
what you put on it. But just because I think so doesn't make it so,
necessarily. So that's my landscape story, I guess. The other person I want
to work with, because he did some work at the Chicago Botanic
Garden—sort of for me, mostly for the Botanic Garden—is Michael Van
Valkenburgh, from Boston, who did the memorial island, Spider Island, at
the Botanic Garden.

van Roessel: And that was funded by your foundation.

Grunsfeld: Funded by my sister and me. That was a wonderful project.

van Roessel: Why don't we talk about that now.

Grunsfeld: Well, everyone ought to go out and see it. It's this little quarter-acre island.
It wasn't an island originally, it was sort of just an appendage on one of the
lakes at the Chicago Botanic Garden. Sally also taught at the Botanic
Garden and it seemed to me that some memorial there would be a good
thing to do for her and for me. So I talked to the folks at the Garden. I was
thinking of something much more modest. They gave me a whole bunch of
ideas for benches or little small gardens, or look-out points that they name
for people, and none of that really seemed like that was something I'd
really like to do. I noticed this little funny green thing sticking out and I
asked them what that was. They said, "Well, that's a future project. We
don't have any funding for it. We're not sure what it's going to be. But we
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have some drawings on maybe what it would be." I looked at them and it
was just awful. They were taking that island and building sort of a pergola
and some stone benches and wrought iron. This was a little quarter-acre
piece of land. I said, "Well, if that's what you want to do, that wouldn't
interest me. But maybe we could talk about doing something with less
bricks and mortar and more green and planting." So they said they'd be
interested in doing that and they'd like to use Michael Van Valkenburgh as
their landscape architect. He's a pretty well known landscape architect,
with a lot of experience, a lot of good projects all over the world.

van Roessel: Wasn't he part of the competition for the garden in Millennium Park?

Grunsfeld: He tried to be, but he wasn't. He also was a finalist for the Nasher Sculpture
Garden, but Peter Blake got that. So Michael came here and I sat down with
him. I liked him immediately, he has terrific enthusiasm. It turned out that
we had this common interest in Ray Nasher's things and one of his favorite
painters was Joan Mitchell, who I went to grammar school and high school
with. So we had lots in common. I told him what my vision was, which
wasn't much of a vision, but it certainly didn't include any substantial
hardscape. I told him that I'd really like it to be quiet, that I'd like it to be an
island, first of all. I told him that I'd like it to have a destination, that when
you get on the island, there's some reason to be there besides just to smell
flowers, if there were any. He made this lousy little quarter acre into an
absolutely wonderful quiet garden, with practically no hardscape. There's a
wonderful bridge to get to it, made out of southern Illinois black locust
trees, hand-hewn. He apparently knew of two brothers who live on
Martha's Vineyard—who'd never been off the island, actually—who split
planks with chain saws and sold the lumber for bridges and elevated paths.
Somehow he got them to fly out—the first time they ever flew
anywhere—to the Botanic Garden. They spent ten days working on the
bridge. The garden had sunk piles in, but from the piles up, these two
brothers with their chain saws lived at the Botanic Garden, probably
outdoors, and hand-hewed these wonderful planks. So this is a very long
bridge for a very little island, with these beautiful planks that have been left
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natural and are turning a wonderful gray. He recontoured the island so that
there are two hills, a main hill and a smaller hill. There's a little granite path
that you enter the island on and you sort of weave around to the far side of
it through this path between these two hills. You end up at the end of the
island and you walk as far as you possibly can walk without doubling
back, and at the end of the island, there are these huge granite boulders in a
circle, sort of Jens Jensen-like, which are the benches. It's surrounded by
arborvitae, so you see nothing except one view that goes down the whole
lake. It's just wonderful. I love sitting there. Then they forested the island
with thirty or forty huge whitespire birches and some amelanchiers and
they left on top of each hill a relatively small area, which is a meadow of
wildflowers. It's terrific. It took three years to get the meadows to grow.
Everything else was fine. They had a lot of difficulty with that, but the end
result was wonderful. Michael keeps writing me that it's one of the best
projects that he ever was allowed to do. I think it probably is.

van Roessel: Is that because of the site, or the ability he had to do what he wanted, the
freedom to design?

Grunsfeld: I think it's the freedom. He's a very imaginative guy. I can't imagine anyone
else doing anything better. I mean, he made a very difficult problem. He
found a very simple solution. Once he did that, you'd say, "Well, gee,
anyone could have thought of that." But it's an amazing transformation. He
made this little plot of dirt look big and elegant. With most landscaping, it's
true that you can go see it day after day and you never see quite the same
thing or you see more each time. I've spent a lot of time on Spider Island
and I see something new all the time.

van Roessel: Did you give it that name? What's the significance?

Grunsfeld: I did. Well, Spider Island almost didn’t get built because the Chicago
Botanic Garden didn't think that was a very good name. When I told them I
would give the money to build the thing, there were only two things I
really cared about: one was that I wanted to name it. At the time I had no
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idea what I wanted to name it, but I wanted the right to name it, I didn't
want it to be the Grunsfeld Memorial Fund Island. And I wanted to have
some control over how it was designed. I wanted to be sure that the day I
died, they didn’t change the name. I said, "You have to promise me that as
long as I have family living in this area, the name will stay." You can't say
it's forever. This was about the time that Dyche Stadium was renamed and
Murray Theater turned into the Martin Theater at Ravinia. I just didn’t
want to fix this beautiful island up and then have someone say, "I'll give
some money if you'll rename it for me." So those were the conditions. The
Garden was absolutely agreeable to it. We started building it and I spent a
lot of time over there. I used to go over every day and just sit in the car or
sit on the bank of the pond and watch them lift these huge trees over with a
crane. It was just the way I feel about building buildings, except this was
bigger equipment than I was used to. It was a mammoth job. Finally, the
Garden called me up and said, "Have you thought of a name?" I said no.
They said, "Well, it's that time." I said, "Well, I'll get back to you." I couldn’t
think of a name. My daughter thought it ought to be something like Nonnie
Island, because that's what the grandchildren called my wife. That seemed
awful corny and I didn't want that. Sally was interested in almost
everything, certainly anything that moved or was green. She'd spend hours
looking at insects. To take a walk with Sally, if you walked a hundred yards
in a day, that was a long walk. It would take hours because there wasn't
anything she wouldn't stop to look at: mosses, lichens, mushrooms. My son
is sort of that way. He decided that Sally ought to have a pet, and he
wanted to know whether she'd like a bat or a tarantula. Those were the
choices.

van Roessel: How old was he when this happened?

Grunsfeld: Oh, he was pretty old, he was out of college. I think he was probably at the
University of Chicago grad school. I said, "Neither." And Sally said, "I'd
love to have a tarantula!" So we owned a tarantula for many, many years,
until, as Sally tells the story, I killed it. But I didn't. I didn't kill it, it died all
by itself. And I was very happy with that, because about the only thing
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worse than a tarantula—who used to live in a cage on top of our dryer in
the kitchen—the only thing really worse was probably having a bat. Bats
are really ugly. Even cute bats are ugly. So I was happy with the spider. At
any rate, one day, driving home, I thought, "That's it! Spider Island." I
called both my kids and I said, "What do you think?" They said, "Perfect!"
So I called up the Garden and said, "We've decided on a name." Someone
said, "Good. What is it?" I said, "Spider Island." And there was dead silence.
Not a word. I said, "Hello? Hello? Hello?" They said, "Well, we'll take it to
the board and we'll let you know." I said, "Well, you can do that. But I want
to you know, I'm not asking. We've decided we want to name it Spider
Island and I'm afraid that's a condition of the gift." She said, "Well, I'll have
to take it to the board." I said, "Fine." And I really thought they wouldn't do
it. First of all, I don't know why they objected. Ever since we named it
Spider Island and they put up their signs, they've had a lot of feedback.
Everyone likes the name, number one. Since then, they've had their bug
show, which was wonderful. They've done it twice, I guess. Everyone likes
the bugs. So it's a happy name for them now, but I really thought they
would say no. It would have been too bad. From the feedback, it's a very
successful garden, if you can call it a garden. It's the only garden that
doesn’t have bricks and mortar or buildings or real terraces or annual
flowers. It's just natural landscape. There is a wonderful section on the east
side of the Botanic Garden that's all woods still. That was the other
possibility—that needed a lot of attention and a lot of signage so that it was
a real nature walk. We thought of doing that for a while, but I'm very glad
we ended up with this. I think Sally really would have liked it. My
daughter thinks she does like it. I'm sorry, that's a long way around the
story.

van Roessel: Well, I'm glad we got that on tape. Was there anything else you wanted to
say about your landscapers before we move on?

Grunsfeld: Well, we didn't give Rocco Fiori much credit. One of the houses he did was
the Lund house on Hazel Avenue in Highland Park, on the lake. That's a
beautiful landscape job, maybe his best.
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van Roessel: What do you think is so successful about it.

Grunsfeld: Well, I think that what's so wonderful about it is that the site is so
wonderful. There's lots of land, really a big piece of property. The Lunds
used to live on the lake, on Waverly, in a really bad house. They thought it
was bad and they looked for a long time but couldn't find anything on the
lake where they could build a house. So I think Sandy Lund said, "Nuts! I
can't wait for this. I'm going to go around and knock on doors of people on
the lake and say, 'If you ever want to sell…'" That's what she did, and I
think this piece of property was one of the first she went to. I knew the
people who lived there, the Englemans. Bob Engleman answered the door
and she asked him the question and he said, "No, we really aren't
interested." But Mary, in the background, said, "Oh yes, we are!"
Apparently, they asked Bob or Sandy in and started talking about it and
within a week the Lunds owned the property and the Englemans moved
out. It was very strange.

van Roessel: That's quite a stroke of luck.

Grunsfeld: And perseverance. I never would have the nerve to do that. They said it
was the only way they would ever find lake property, and that was
probably true. Unless you know someone who's selling lake property, if it's
priced at all reasonably, it is sold before it ever gets on the market. An
awful lot of the houses that I've built on the lake are the result of someone
finding out that they might be for sale and then pursuing it.

van Roessel: So Rocco did the landscape on this fabulous site.

Grunsfeld: It's pretty natural. I think the house is six or seven years old now. I don't
remember what the date it. But the landscape has filled in a little and still
looks pretty wonderful. It has a swimming pool that's also lower, but in
that case it's a result of the bluff being lower than the site for the house.
Those lake bluffs generally slope off gently before they take a steep dive
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down. The Lund house was on a lot that had a very unstable bluff. After
they built the house, they discovered that it really was falling fast and they
had to do major, major retaining wall work. They were driving steel piles
and anchors way back; it was very difficult. STS, the civil soils engineering
people, told Lund that they thought he'd have to do it very soon, but I don't
think even they expected how soon. It might have been smart to do it
before the house was built, since it might have reduced the cost. The cost of
those walls is enormously high. On a decent-sized lake lot, it's not hard to
spend $400,000 or $500,000 just shoring up the bluff before you start
building the house.

van Roessel: Is that required by the city in order to get a permit?

Grunsfeld: No. It's not. Highland Park has very strict ordinances about how close you
can build to the bluff now. The houses I built in the 1960s and 70s on the
lake bluff, where they actually hung over… We talked about the house
where you could look underneath, and a host of others that I built on the
bluff and right up against it… I did one with a swimming pool that I built
for the Drakes up in Winnetka. And the Hobart Young house…

Van Roessel: Wasn't that a Gertrude Kuh project?

Grunsfeld: Well, it's sort of a Gertrude Kuh-Hobart Young project. They had Gertrude
do a little of it, and then he ruined the rest himself. It's now owned by Mrs.
James Zacharias, whose husband owned Dove Bars. Jimmy Zacharias died.
He was a wonderful man. I built that house in the 1950s.

van Roessel: I have a date of 1966 for Gertrude's drawings.

Grunsfeld: Well, I think I did the house before and then the Youngs hired Gertrude
after they tried to do it themselves. I'm sure that's true. I built that house for
the Youngs—he was a plant manager at Signode. He worked for John
Leslie, who also built a house that Gertrude landscaped, I think, on the lake
in Winnetka. Ike Colburn built that house.
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van Roessel: Yes, it's at 909 Sheridan.

Grunsfeld: Yes, it's recently been remodeled from a very contemporary Ike Colburn
house, maybe the best Ike Colburn house around.

van Roessel: I have a date of 1964 for Gertrude's drawings for the Leslies.

Grunsfeld: At any rate, Hobart Young worked for John Leslie. He bought this piece of
lake property, which I think was very expensive. There was another piece
just west of it, and then a house actually on Sheridan Road. So you went
down this very long driveway, and then past one empty lot, to get to the
Youngs's house. They were always worried that someone would buy this
empty lot and so somehow Hobie convinced John Leslie that it was a good
investment, so John Leslie bought that middle lot and never built on it. And
Hobie bought the lake lot and we built this house that hangs over the bluff.
It's got wonderful, wonderful views. The bedrooms were on the lower floor
and a living room, dining room, a study, and kitchen were on the upper
floor. He had a little screen porch right next to their bedroom on the bottom
level, which he'd sleep in twelve months a year. He said it was very toasty
because the ground kept him warm in the back and there were nice
overhangs so there was not a lot of wind. He said if you bundled up well,
you'd get a really good night's sleep in the middle of winter. Well, maybe.
Anyway, I guess he decided the stairs were too much for him, so they
moved to No Man's Land area in Wilmette. And the Zachariases bought the
house from them. I didn't know that, I had never met the Zachariases. I got
a phone call one day from a man who said he was Jimmy Zacharias and he
said he'd just bought the Young house. He said, "I want to thank you for
building it. It's the best house I've ever been in. We're having a wonderful
time. Would you come over and have a drink?" I thought that was really a
nice thing to do. So we did. Sally and I went over there. We were invited
back a bunch of times; I guess we must have had good table manners. They
had very interesting friends. He then died, but as far as I know his wife is
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still living there. She's a nice lady. That was a first. Some clients don't even
call after I build them a house to tell me how much they like it.

[Tape 10: Side 1]

van Roessel: We've spoken about quite a bit of the residential work you did, so maybe
we can move on to some of the commercial projects that you've done. There
were two apartment buildings that you designed in the late 1960s. There
was the Fountainhead Apartments in Westmont in 1967 and the Dana Point
Apartments in Arlington Heights in 1969.

Hartray: That's right. And Cass Village. I had done some commercial work before
then but not a lot. It was mostly in the early 1960s when I was living in
Hyde Park and I got interested, for one reason or another, in the
redevelopment, urban renewal, that was going on. The city was trying to
sell land for practically nothing. It was all a bidding competition, I thought.
I was just starting out and it seemed like something I was really interested
in. So I did two or three projects of townhouses for various locations as part
of the urban renewal. One of them was on Kenwood, right across the street
from where I lived, between 55th and 56th. But I believe Harry Weese's
office did it, ultimately. I was actually the high bidder on it, but I had
discovered that it isn't money, it's politics. There was no question about it.

van Roessel: That Harry would get that site instead?

Grunsfeld: Yeah. That sort of soured me on this whole bidding process. We talked a
little about the U of C stuff. That was really residential, but it was not for a
client, it was for the university. Then, in 1963, because of Jerry Wexler—I
was building his house—we did this huge design for the redevelopment of
21st to 36th Street. I think we talked about that a little. Then I did a number
of small offices, commercial offices, in downtown buildings. That got to be
a terrible hassle. I was dealing with the city and building engineers and a
whole bunch of issues that might have been interesting to some people, but
clearly wasn't interesting to me. I decided that if I was going to do
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commercial work, then the redevelopment stuff, the big stuff, was really the
most fun. Rubloff asked me to do some stuff in Kansas City, which I did. It
was a lot of fun. The problem, of course, was that it never came to pass.

van Roessel: What were you planning for him?

Grunsfeld: A housing project. A low-rise housing project. Then when the Epstein
house came into the office, one of the things that Julius Epstein wanted was
for his friend, Ben Pekin, to be the contractor. Ben Pekin had been a tract
homebuilder and I was very leery of the whole thing. I thought, How can a
guy go from building tract homes to a steel and glass, very complicated,
but very simple looking, building? It was built as a commercial building
with steel bar joists and concrete floors. But Ben, somehow, was a natural at
it. He was terrific and he built the house and he built it very well. He got a
real education, and I got a real education. He and Julie Epstein were,
among other things, in the building business together. Julie asked if I'd be
interested in being the architect for a number of projects, including Dana
Point in Arlington Heights. It was a rental. Fred Weisinger was the
structural engineer and he devised a way of building these buildings that
was much less expensive than conventional. It offered us a very free floor
plan. You just put columns wherever you wanted, regardless of any sort of
pattern. They don't have to be on top of each other. Then you pour a
diaphragm slab and just put columns on it.

van Roessel: So they weren't traditional load-bearing columns?

Grunsfeld: Well, they were load-bearing. You could put them anywhere you wanted,
as long as there was no more than eighteen feet between any two columns.
So you could take a string and put it on the end of your pencil, draw an
eighteen-foot circle, and you could put a column anywhere in there. As
long as when you were all done, there was nothing outside of it, you were
safe. It made designing apartments really easy. I had a lot of latitude. If
there was a column in the way of a partition you wanted to put in, you
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moved it. The apartments were wildly successful. They weren't terribly
good-looking, unfortunately.

van Roessel: Was that because of the client, the budget, or…?

Grunsfeld: Well, I think it was because of me, probably. Something I mustn't have been
comfortable with. I thought they were sort of good-looking when I
designed them. I think the big problem was that they were too big. Each
building was too big. That was necessitated by just the economics of
elevators and maintenance—a lot of things that really aren't architecture
but are certainly related. But they sold very well and I think Mr. Pekin and
Mr. Epstein made a lot of money and were very happy. They later sold
them as condominiums and made more money. So we did different
buildings, but used the same technique in Westmont on the Cass Lake
Village project.

van Roessel: I have that the Fountainhead Apartments were built two years before Dana
Point.

Grunsfeld: It could be, let me check.

van Roessel: All right, you've checked your records. Dana Point was built in 1967 and
Fountainhead in 1968; Cass Lake Village was built in 1971 and 2314 Lincoln
Park West in 1969.

Grunsfeld: I'm sure that's right. Those were medium-rise buildings, all of them. I think
what stopped those projects was that interest rates were rising at the time.
At any rate, we did some sketches for some other ones, which I don't
remember. Then Ben Pekin asked me if I would be interested in doing an
apartment building on Lincoln Park West. I said I'd love to, if they're big
apartments. I said it seemed to me that the real need in Lincoln Park was
not for more one- and two-bedrooms but for families who want to send
their kids to Parker or Latin. 2314 Lincoln Park West was a perfect location.
He agreed with that and we designed a wonderful building. There were
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two possibilities: you could either buy a half a floor or a full floor. If you
bought the full floor, you had sixty feet of lakefront property. It was a
wonderful, wonderful view. At night you looked out of the building onto
the Lincoln Park Conservatory, before they put the huge addition on it.
And you looked over the Rookery and then out to the Fullerton Harbor. It
was wonderful. I thought they were terrific apartments and I had some
friends, old Parker classmates of mine, who also thought it was a terrific
idea. They gave a series of cocktail parties to which they invited people
they thought would be interested in living there. I think we sold out maybe
the whole building, if not close to it. I think there were twenty-six floors, so
twenty-six or fifty-two apartments, depending on if it were a full or half
floor. It was clear it was going to be a successful building. A full floor was
going to sell for a $125,000.

van Roessel: That's a real bargain these days.

Grunsfeld: It certainly is.

van Roessel: Were you involved in the development so that you had a financial interest
in this?

Grunsfeld: I had no financial interest. I think lots of people thought I did. We talked
days ago about my financial interest in Ravinia House. That was it. I had no
financial interest in this, except that I wanted to see it built, desperately.
Well, it was a bad time in the financial markets. The mortgage lender, not
the contractor… Ben Pekin started building it and all of a sudden his lender
went bankrupt. Because of all sorts of liens and so forth, the building sat
empty for a long time. It was half-built—there were no windows in it, but
the floors were poured and some of the mechanical equipment was in it. It
went absolutely dark for eight years, maybe. Ben Pekin lost it. Well, he just
walked away from it. He couldn't build it and no one else would give him
money until he cleared it up with the mortgage company, which was now
out of business. It became a real chain around his neck and he didn't know
how to get out of it, so he just walked away from it. The city withdrew the
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building permit and someone bought it for practically nothing and asked
me if I'd redo it. Their idea of what they wanted was very different from
what I thought would sell. The biggest part of the job in finishing it was
testing it and finding out what was still good and what had to be repoured.
I was sort of scared of the whole thing. It just had left a bad taste. So I
declined to do that. They did rebuild it.

van Roessel: Still with your design?

Grunsfeld: No. They had some duplexes, they put stairs between a couple of units.
Generally there were a few apartments that were one floor, and the half
apartments were pretty much my design. They didn't have any choice, you
know, the plumbing was in. But it was badly finished and cheaply done,
with lousy tile and lousy kitchens. It wasn't a first-class building. But it was
very much sought after, still today.

van Roessel: Because of the location?

Grunsfeld: Absolutely because of the location. Exactly what I thought was the need
was, in fact, the need. These were families with kids at Parker, a block and a
half away and four blocks from Latin. There wasn't enough of that housing
around. Two years ago, a very prominent developer in Chicago was going
to buy one of the units—two half-floor units on the same floor. He called
me and asked if I would come over and look at it and fix it up and put it in
the shape I thought it ought to be in. I thought we could do it, but I said,
"You're really sort of dependent on everyone else in the building trying to
keep it up the way you'd like. You can't live in a condominium and be an
island, you're very dependent on everyone else." It's the first time I had
ever been in the building, and the views are just sensational. He did not
buy it. It would have been too costly to fix it up and he never would have
gotten his money out. So that was my one high-rise—if it is a high-
rise—experience. It started out great and ended up a little unhappy. So I
didn't do any more high-rises.
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van Roessel: You did some other commercial work, some restaurants.

Grunsfeld: Yes, I got in the restaurant business.

van Roessel: You did work over a number of years for Magic Pan restaurants.

Grunsfeld: Yes, Quaker Oats.

van Roessel: Tell us how that came to be.

Grunsfeld: Well, that's sort of interesting. I had a friend in college from Stowe,
Vermont, Henrik Bull, who was going to be a chemical engineer. I met
Henrik my first year at MIT and he did a lot of neat sketches and he was
very interested in architecture. I said to him at the end of the first year, "I
don't know why you're going to be a chemical engineer. You obviously like
architecture. It's a good profession. I'm going to do it and I'd love to have
some company." Today he claims that I was the one who started him off on
this. He did, in fact, come over to the architecture program and he
graduated and he was a good student. He did neat work. He settled, as
many of my classmates did, in San Francisco. He became very successful
and had a big firm, with another MIT architect and an ex-employee of
mine, Bob Allen, who worked here for five years and hated the climate and
moved to San Francisco. I told Bob that when he got out there, he ought to
look up Henrik. He did and Henrik hired him. I think he's now president of
whatever the name of that firm is. At any rate, he had a building at 350
Pacific Avenue. Quaker Oats had bought a restaurant called the Magic Pan,
one restaurant in San Francisco. Basically, the idea was you would cook a
lot of food, freeze it into packets, and open a lot of restaurants and ship
these little trays of frozen food. You then would have kitchens that really
were nothing more than banks of microwaves. You would microwave all
this stuff and it would be fresh and wonderful and you would wrap it up in
a pancake and sell crepes.
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van Roessel: I grew up in San Francisco and I went to those restaurants often when I was
young.

Grunsfeld: They were terrific, really terrific. But there was only this one at first. The
second one was going to be at Old Orchard here in Skokie. There was one
on Walton Street in an old building and the first new one was going to be at
Old Orchard. They were always in shopping centers at that time. They had
hired an architect in San Francisco who did a set of drawings and sent it
here. Quaker Oats had a representative here, and they asked Pepper
Construction, because they had had a relationship with Pepper, to price it
and build it. Pepper looked at the drawing and said, "I can't price or build
this. Whoever did it has no idea about Chicago weather." There were no
foundations, there wasn't adequate heating, there was single-glass, no
insulation. It was a disaster. So Quaker Oats asked what to do and they
called their architect and said, "We love your design, but you obviously
can't do this for us. Do you have an architect in Chicago that you'd
recommend?" He said, "No, but I know who does." So he went upstairs and
saw Henrik and said, "You once told me you had a friend in Chicago." The
next thing I knew, Quaker called me and asked if I'd be willing to look at
the drawings and make some suggestions and would I watch it under
construction. I looked at the drawings and said, "I can't salvage these
drawings. We have to do it over." They said, "Fine. What will it cost?" I told
them. And we did our first Magic Pan. Before that was done, they hired us
to do one at Oakbrook, and before long I think we had done thirty-three or
thirty-four of them, all over the Midwest.

van Roessel: Did the corporate identity that Quaker wanted for this chain drive the
design in each of these locations? Were they individualized?

Grunsfeld: They were pretty individual, because each shopping center was individual.
But the basic interiors were the same. They had an interior design staff in
San Francisco, where the Magic Pan headquarters were. Fred Montgomery
was a wonderful man. He used to invite us out there. There were, I think,
three or four architects in the country that did these. We did Missouri,
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Michigan, Ohio, Wisconsin, Minnesota, Illinois, really the Midwest. We
were hired to do one in Connecticut, so I got registered in Connecticut, but
somehow it fell through. The restaurants were all really dependent on
getting liquor licenses. Fred Montgomery, who was head of the Magic Pan
division, was an expert in analyzing sites and he'd always pick the site and
then he'd worry about getting the liquor license. I think the reason the
Connecticut one never went ahead was that they didn’t get a liquor license.
To this day, I'm still registered in Connecticut; I still pay my hundred-and-
fifty or two hundred dollars a year…

van Roessel: Just in case the Magic Pans come back?

Grunsfeld: Yes! It's nostalgic. I'd like to build something in Connecticut, just to
amortize that huge expense over one project. At any rate, we did an awful
lot of them. They'd send their design team out here and they'd send us
drawings on the interior designs—the light fixtures and details. I guess we
did most of the detailing of the seating and built-in stuff. They had a
kitchen design staff. That was pretty easy and we got pretty good at it. It
consisted mostly of microwaves in the prep kitchen and then they had a big
kitchen in back. It was interesting because the crepes were really pretty
good. There were some things that froze very well. One of the things that
they never could do really was to match the Stouffer's creamed spinach,
because they had wonderful spinach crepes. So they finally made a deal
with Stouffer's to buy their stuff and that solved the problem. It's funny that
creamed spinach didn't seem to be something that they could make. So,
that building went on for seven years. I remember when we did the first
one of these things, Fred Montgomery said, "You know, you have to be able
to turn out these restaurants very fast for us. We have a seven-year
window. These specialty restaurants have a peak at about four or five years
and go down very slowly, and by the seventh year, they really are no
longer profitable." They were enormously expensive to build because of all
the mechanicals. We'd get empty shopping center space, generally.
Occasionally there'd be some demolition of another restaurant.
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van Roessel: So these were always within the walls of a mall, not stand-alone?

Grunsfeld: Right. None of the ones we did were stand-alone, except for the Walton
Street one. So after about seven years, the Magic Pan business stopped. We
built a couple of Proud Popovers, one in Water Tower, but that never
caught on. They took the same filling and instead of a crepe, they put it
inside a popover. It never was successful. They then sold that business to
General Foods. General Foods then hired us to do a Merriweather's and
GuadalaHarry's. Terrible restaurants, but fun, really fun. That was on Rush
Street. I don't think it's still there. It was really corny and maybe the most
fun to do. It was an existing building and before we were done, there was
nothing left of that. We should have just torn it down, but apparently we
couldn’t because of the codes. So we started building at one end and we
planned to leave the other end, but before we left there was nothing left. It
was just silly fun.

van Roessel: Pretty kitschy?

Grunsfeld: Very kitschy and very successful. The Merriweather's were a disaster. Then
General Foods said, "We’re losing money on all these restaurants." They
sold Magic Pan back to someone in San Francisco and I think there may still
be a single Magic Pan. That was my restaurant career. I had sort of decided
at the end of that stuff that I really didn't like having the size office that it
took to do residential work and commercial work. I also discovered that the
same people couldn't work on both at the same time.

Van Roessel: So how big was your office?

Grunsfeld: Twelve people.

van Roessel: Were half doing residential projects?
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Grunsfeld: Well, I don't know. There were a number doing just nothing but Magic
Pans, and it was taking a lot of my time. The fun of what I do is the
designing and the supervision and inspection work in the field.

van Roessel: And having clients that you can have relationships with.

Grunsfeld: Having fun clients. I liked the Magic Pan people a lot, so I don’t think that's
what did it. What did it was that there was tremendous pressure all the
time. The pressure of running an office of twelve people requires that you
spend a couple of hours a day doing people-managing, scheduling,
listening to why someone needs a vacation and why their kids need braces,
and why they need a raise. Just more than I wanted to handle.

van Roessel: At that point you didn't have an associate.

Grunsfeld: I had very good people working for me, all the way through. A lot of them,
I think I talked about this, went out and formed their own offices and have
been pretty successful. Every once in a while I go past a street and see a
sign from one of them, and I think that's sort of neat. But I had no one who
wanted to be a business partner, and I certainly never wanted that. I really
didn't see any advantage in having a twelve-person office when a four-
person office did all the right work, all the work that was fun, all the work
that I really needed to do to keep me busy. That's still all I really care about.
If this wasn't so much fun, I would have quit a long time ago. The
residential work is certainly more personal. It's much more rewarding, at
last for me. And I understand it better, I think that's probably part of it. But
this was good for me, the restaurants. It carried me over slow times and it
was sort of fun to travel to all these places. We did one in Renaissance
Center, in Detroit, right after it was built, which was sort of fun, because I
got to see it. That was a different kind of building to do one in. It was sort
of like doing the one in Water Tower Place. There are different problems in
high-rise building stores. But most of them were really a lot of sameness.

van Roessel: Not a challenge?
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Grunsfeld: Right. We really weren't doing the major designing. This was really more of
a decorating job. What it took were very good mechanical drawings,
structural drawings, architectural drawings, in terms of door details and
windows and skylights.

van Roessel: Did you also use outside consultants?

Grunsfeld: We didn't do any of the mechanical engineering or the electrical
engineering. All of that was done outside the office. Wallace and Migdal
did almost all of those. They were very good engineers for us because I
think that Norm Migdal may have been an architect before he was a
mechanical engineer. Unfortunately, he died very, very young. He did our
houses, and he did them with great sensitivity. It's hard to find someone
who's sensitive to the architecture. They make it ugly and comfortable, and
it's always a fight. So, I think that's pretty much my non-residential
experience.

van Roessel: All right. Well, to take your firm up to the present day, two years ago, you
found an architectural partner, Mr. Shafer. Can you describe how and why
you made that decision?

Grunsfeld: Well, a lot of things happened. First of all, in 1999, my wife died. And I
wasn't sure really what I wanted to do. I'd spent a long time—seven years,
actually—taking care of her at home and also working. I had certainly
slowed down on the work in order to make time to be at home, or at least
be at home more. During that time, I had made a decision that we would
travel as much as possible, in the early years of her illness, until she was
unable to do it, because it was something she liked doing. About the only
thing she asked for when she knew she had this disease was that she didn't
want to spend another winter in Chicago. So in 1993, 1994, 1995, I rented a
house on Captiva, on the beach, and I sort of did my work with FedEx. I'd
FedEx stuff back here, it would get done, and it would get FedExed back to
me for review. That was before emails, or at least before I knew how to use
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emails. We had a fax machine and I would come back every other week for
two or three days to meet with clients, and then I'd go back. It was a pretty
neat way to live. So the office, because I wasn't there for the better part of
three months, took on less work, and when I came back in the summers I
was happy to spend time at home. Then it got to the point where we just
couldn’t travel at all, so I needed to take more time to take care of Sally.
When she died in 1999, I had a pretty small office and not enough to do, so
I built the office back up to where it was, and I wasn't sure I really liked all
the office-work part of it. I loved the designing and I loved meeting with
clients. I loved all the things that I had liked before, but I resented the time
that I had to pay bills and assign work to various people and keep track of
timesheets and vacations. All that stuff had never seemed bad for forty
years, but all of a sudden it was driving me nuts. I don't know how I met
Tom Shafer, but I probably met him five years before, while Sally was still
alive. He used to call me and ask me questions about contractors and how
you do various things.

van Roessel: Had he been doing residential work as well?

Grunsfeld: Yes, he had been in his own practice maybe ten years. It occurred to both of
us that we were doing sort of the same kind of work.

van Roessel: Do you mean in terms of the clients you had? Your styles are very different.

Grunsfeld: No, not the style. He did residential work, a lot of renovation, more than I
was doing, since I was doing more new houses. At one point, he had a
client who bought my first house, the Hiller house, on Timber Lane. He
called me up and said, "What do you think I ought to do with this?" I said,
"Well, I have to tell you that if it were my client, I'd tell them to tear it
down. But I'm not sure I could do that. If it's your client, and you're asking
me, I'm not sure I can tell you that that's what you ought to do. Why don't
you play with it a little and see if you can do what they want. If you're
asking my permission, which you don’t need, you certainly should tear it
down." That's what he did. He built, I think, a quite handsome new house.
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One day at lunch, I was particularly annoyed at something, and I said,
"Would you like to buy my office?" He said, "Are you serious?" I said,
"Well, I really wasn't, but I guess I am."

van Roessel: At that point you were interested in selling the whole thing?

Grunsfeld: The whole thing. It was a bad day. You always have days like that. I said,
"I'm certainly interested in talking about it." So we spent six months talking
about it. For one reason or another—I think my fault, probably—we came
to some sort of impasse about what our goals were and what I was looking
for. So we just quit talking about it. We didn't say no, we just stopped
talking about it. As I remember, we decided that we ought to stay friends
and if this was going to come between our friendship, we ought to just not
talk about it. I don't know who brought it up, but it was maybe a year later,
and one of us said, "Are you still interested?" It turns out we were both
interested enough to do it. On September 1st 2001, Tom moved over here.
We took extra space and Tom and his staff moved over here. Ever since,
we've been merging the two offices. It's sort of a hard process to do it. First
of all, my office was still hand drawing. We had no CAD system. Tom's
office was all on CAD.

van Roessel: Did you see that as an advantage?

Grunsfeld: No. Absolutely not. I had thought about going on CAD for a number of
years and didn't do it because it's very expensive and I had a staff that
didn't know how to use it and training my staff to use it was very
expensive. Hiring new people and training them to do what I do, to know
what I need, is very difficult and time-consuming. I didn't want to do that.
So, we had never switched to CAD. We should have, years ago. So we
spent the first year trying to get my people up to speed on CAD and trying
to get Tom's people to understand what we were trying to do. It took about
a year. It now works very smoothly. There are still things we do differently
and we're trying to take the best out of both and get us running right.
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van Roessel: Was the understanding that each of you would bring in your own clients
and work on your own designs but share the drafting room?

Grunsfeld: Well, we sort of do that. Even before we merged, I always liked the people
who worked here, the professionals, to critique what I was giving them to
do. Ultimately, I have the thumbs-up, thumbs-down authority, but I
certainly have had a lot of help from a lot of people who have worked here
to get these things looking the way I think they ought to look. Tom likes
and is very good at more traditional stuff. I don't know if I'm good at it or
not. I don't like doing it, I like looking at it. So a lot of his clients are much
more traditional than mine. When someone calls me and asks me to do a
house, there is no discussion about panel doors and traditional architecture.
I just assume that they wouldn't call me if that's what they wanted. So the
only traditional stuff I do is with an addition to a house. I certainly try to
make it look, when it's complete, as if there wasn't an addition. I've done a
number of additions to Seyfarth houses. When I was through, there's no
way anyone could tell that it wasn't the original volume. And it's fun doing
that kind of an addition. It's not that I can't do traditional, it's just starting
from scratch, somehow…

[Tape 10: Side 2]

van Roessel: I’d like to ask you a question that's slightly apart from your own personal
practice, but does have some bearing on where you've come over the years.
How do you feel about the influence of postmodernism that emerged in the
1970s? That was in part a time of looking at residential architecture as a
locus for design, in response to all the tract housing that had gone up in the
1950s and 1960s. Here in Chicago, especially, there was the Chicago Seven
group and a lot of civic discussion about the traditions of modernism on
the North Shore. Did that have any impact in your thinking about what you
were doing, or in your clients's thinking?

Grunsfeld: I can't speak for my clients. I never was part of the postmodern movement
at all. I kept waiting for it to be over. I couldn't believe that it lasted as long
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as it did. For a while, I thought it would never be over. I never understood
it. I sort of always felt that it was a joke, except that there was so much of it
going on, not only in residential, but in commercial architecture as well. So
it was just always, for me, something that someone else was doing, and I
always thought they were playing a big joke on us all. I still sort of feel that
way, except that, in my view, they did an awful lot of damage along the
way. I think the problem with architects doing stuff that I consider poor
architecture is that it's so very permanent. If you paint a painting and it's
out of the mainstream, it's all right because you can either hang it up and
look at it, or you take it down and turn it against the wall. But when you
build buildings like the Chicago Public Library… It's probably okay at
Disneyland, but the Chicago Public Library and, to some extent, the State of
Illinois Building, it's so permanent that generations have to live with it. It
doesn't seem right to me. Having said, that, appearance review isn't the
answer. I dislike that more than a particular architectural movement I don't
agree with. I think that the postmodern movement is a lot worse than the
1950s builders' tract houses. I don’t find the tract houses offensive, although
I think they're not in terribly good taste. I find some of the postmodern stuff
offensive. I'd be furious if I had to live next to something that was bad
postmodernist, much more so than I would living next to a mediocre 1950s
builder's house. I'm the wrong person to ask that question.

van Roessel: There's no right or wrong answer.

Grunsfeld: Well, I think there's a tolerant answer, and that's not mine.

van Roessel: Did you find that you were seeing more of it on the North Shore?

Grunsfeld: Well, a little of it. Not a lot. I don’t think there was a lot. I don’t think there
is a lot. There are a few things that Tigerman did. Luckily, he had clients
who bought big lots and most of it is hardly visible. And he didn't do a lot,
at least that I see, anyway. So I don't think you see very much of it on the
North Shore.
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van Roessel: Chicago itself changed quite a bit during the period that you've been
practicing—in terms of style, population, social concerns. Where would
you say architecture is now, as opposed to when you began your career in
the mid-1950s?

Grunsfeld: Well, first of all, there are a lot of good architects practicing now. There
weren't a lot of good residential architects practicing when I started. The
biggest change, probably, are the highways. When I started, and we lived
on the South Side, the Edens and the Kennedy weren't available. I drove
out to inspect jobs on Sheridan Road or Green Bay Road and it was a tough
drive. And there was lots and lots of land. The thing I remember most is all
this wonderful open land. That started getting filled in the 1950s and by the
1960s there was an awful lot of building. I thought it was getting crowded,
but compared to today, it was wide open. That's a huge change. And it was
hard to find a modern house then. There were just a few Keck houses. Roy
Binkley, I guess, was practicing, and Ed Dart. But there were not a lot. Dart
was building more out in Barrington. I didn't even know where Barrington
was. It was years before I built out west, for anyone. You might have seen
it—there was a Rothschild house on the lake that Ed Dart built, and a house
for Dr. Sternberg on the lake that I think Roy Binkley built. And there were
a few Barancik houses. That's all that was in Highland Park and Glencoe,
that I remember. That was where I was doing almost all my building. I
didn't build a house in Lake Forest from scratch until four or five years ago.
I did a lot of remodeling there. In Lake Forest, compared to Highland Park,
there is still a lot of property. You still can drive down Sheridan Road or
Green Bay Road in Lake Forest and still see really big estates. You see
driveways that are a block long and some pretty nice big Van Doren Shaw
houses and Adler houses. Lake Forest looks now like Highland Park looked
when I started.

Van Roessel: Do you think it's a matter of time before Lake Forest starts dividing up
these properties, too?
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Grunsfeld: Well, if they're smart, they won’t. The trouble is that no one foresaw this
building boom, and by the time they did, it was all done. It was too late.
There's a lot of controversy on whether you should discourage new
development.

van Roessel: Where do you come down on that?

Grunsfeld: I think you should encourage it. If you don't, all of a sudden, the whole
housing stock at once will collapse and then you'll have a new city look.
That's what you want to avoid. I think you want to have a renewal and you
replace things over a thirty- or forty-year period. The look will change. I
used to think the tendency was to be more contemporary, but I'm not sure
with these mini-mansions if I'm right. But no matter what, I think you're
saved if you encourage development and do it slowly. It will just naturally
happen slowly if you don't legislate. If you stop everyone from building,
when the stuff really gets bad and people decide not to keep it up, then it
all goes. Then you have a real problem. The development in the city is
what's happening. You can go to the West Side and see all this stuff that
was built before I started—all that blue-collar housing—is coming down en
masse and you're getting a whole new cityscape. There are townhouses
crammed together, all looking pretty much the same, except for the color.
Maybe that's okay for the city, but it would be a shame to see that in the
suburbs.

van Roessel: You've been a member of the local and national AIA since the early 1960s.
Do you find that that kind of organization should have any role in this
change?

Grunsfeld: I don’t know. I've been very inactive. When I first got licensed, I didn't join
and my father convinced me that it was the only organization that was
available and that I had a moral obligation to join and be reasonably active.
So we compromised, I joined but wasn't reasonably active. I've never done
anything. John Holabird once convinced me to be on a jury for an honor
award or something. I did that just because I liked John. Then John and Bud
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Goldberg and Hans Neumann, I think, conspired to make me a Fellow. So I
was very active for a year, the year of my election to being a Fellow. I've
done very little since. This year, when it was time to pay dues, I discovered
that when I turned seventy I was entitled to be emeritus and didn't have to
pay any more dues, but no one bothered to tell me that.

van Roessel: And now you want a refund?

Grunsfeld: I had wanted a refund, and I had suggested that to the office, and they said,
"No. But you're lucky you made this call before your dues for this year
were due, so you don’t have to pay any more dues, ever." It's not that I
minded paying the dues, what I minded was the continuing education
credits I was obligated to do if I wanted to stay a member of the AIA. So I
figured that maybe the State of Illinois would give me the same break, and I
called them, and they thought I was nuts to think that they would allow me
to not get credits and not pay dues. So I recently took some courses to get
some credits for continuing education for the state. The requirements are
much less than they are for the AIA, so I consider I did well this year. As I
look over the people who are relatively active in the AIA, they're all young,
and that's the way it should be.

van Roessel: What did it mean to you to become a Fellow?

Grunsfeld: I don't know. I was very pleased. I didn't think I would be one, and it never
occurred to me to go through the hassle of doing that. It is a lot of work,
you have to get a lot of stuff ready. I was pleased that people like John
Holabird and Bud Goldberg and Hans really thought I ought to do it. It's an
interesting group of people in Chicago that are Fellows. There's a luncheon
once a year and that's about the only function that's unique to the Fellows,
other than at the national convention. I haven't been to the luncheons for a
long time, but they used to be fun. John always hosted them, and he was a
very good host. And Jack Hartray always spoke a lot and he's a very good
and funny speaker. They were fun, and I enjoyed it. I think when John quit
going and some of the older Fellows either died or stopped going, I knew
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very few of the younger Fellows and I just quit going. It's hard not to be
pleased by that honor.

van Roessel: Well, I'd like to have you speak about some of the other organizations
you've been involved in, particularly Urban Gateways and the MIT Council
on the Arts.

Grunsfeld: Well, Urban Gateways is something that I've been involved with for years
and years and years, but not really recently. I think they do a terrific job. I
probably got involved five or six years after it was started.

van Roessel: I have a date of 1969.

Grunsfeld: Something like that. I was asked if I would join by Julie Ashenhurst, who
was married to Bob Ashenhurst. He went to Francis Parker and was in my
class, but was much smarter than I was and skipped and went to Harvard. I
finished my time at Parker and went to MIT. Bob is and was a true genius.
For all the troubles that I was having at MIT, I would go over and figure
that Bob would help me out. He was a year ahead of me and he was taking
science and physics and math, and he'd look at this stuff that I had to do
and he'd say, "I don’t know how you can do that. You're way ahead of me."
That made me feel good, but it didn't really help me. I used to see Bob a lot;
he used to write music and musicals. I had been in one that he wrote at
Francis Parker. He called me one day in Cambridge and said that he was
doing a musical that he had done at Parker and would I come over and be
part of it. It was good relief for me, because it was my freshman year and I
really needed that. At any rate, Bob taught at Harvard and then the
University of Chicago, and he and Julie, his wife, who he met at Radcliff,
moved back here. She got involved in Urban Gateways and told someone
that they ought to see if I'd be a director. She called and explained to me
what they were doing and I thought that was a terrific thing to do. It was a
very small organization and they were in maybe a dozen schools, sending
in artists whom they would hire to work with the kids. It was a great
benefit to the artists and a great benefit to the kids. Their interest in
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learning went way up. I went to a couple of these programs and thought
that this was really innovative. These were young artists who, without
Urban Gateways's help, probably would have to do something else. And
these were kids who would never get any kind of arts education on their
own. It seemed like a good thing to do. I agreed to do it and within a couple
of months, the vice-president quit and Jesse Woods called me and said,
"We’ve just elected you vice-president." I didn't know what I was doing. I
had never worked really hard for any agency. But I did this for a couple of
years. Then I realized how much work it was and stayed on the board for
much too long, maybe ten or twelve years. I was then elected to the
advisory council, which I still serve on. My sense has always been with the
charities that I've worked for that about six or seven years is all that anyone
ought to do. I think you need people with new ideas and new enthusiasm.
So if I thought anything was worth working for, I tried very hard for six or
seven years and then found something else that was worthwhile doing. I've
sort of done that with Urban Gateways. I like being involved and I like
reading their annual reports, and I like giving them money. Of the directors
that are still at Urban Gateways, there are still quite a few that were there
before I joined some forty-odd years ago.

van Roessel: And you've been involved with the MIT Council on the Art for many years
as well.

Grunsfeld: Well, a long time. My work with the MIT Council for the Arts I think sort of
grew out of the Grunsfeld Memorial Fund, which used to be the Grunsfeld
Fund. I had very little to do with it. I was one of the directors, but until my
father died, I really wasn't very active. It was a very small charity and he
basically used it for a travel fellowship for some MIT students after I
graduated in 1952, and for the Alliance Française. He was giving away
maybe $10,000 a year. He used the fund a little for local charities, just so
they'd all come from one agency and it was easy bookkeeping. In 1972,
when he died, the other directors—my sister and stepmother—elected me
as president. Very soon after, my stepmother decided that she really wasn't
interested in it. I had proposed that each of the three of us put in a fairly
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substantial amount of money so that if there was something really
interesting to do, we could do it. She wasn't terribly interested, but my
sister was, so that's what we did. We started giving grants mostly to MIT
for architectural research problems that we asked the architectural faculty
to propose to us. So we'd look them over, see what was interesting, and
then fund those projects, providing MIT would match the grant. That
worked pretty well. We continued to get the fund to grow, and we
continued to give money away.

van Roessel: I have a date of 1977.

Grunsfeld: Yeah. Jerry Weisner called me up one day and said he wanted to meet with
me. He was a wonderful man. By then, my son John was at MIT. So, we
talked about a lot of things, but when it came right down to it, Jerry was
interested mostly in finding out if I would give a big hunk of money to MIT
for a new arts building. That was a long way off, but he had to raise money.
It was very difficult to raise money for an arts building at a technical
institute where 99 percent of the graduates have never looked at a painting
or sculpture, or, if they have, it was in the way. When he proposed this
sum, which was way beyond anything that our foundation had and beyond
anything that I could do, I said, "You know, I'd love to contribute to MIT
other than with these grants we've been giving, but you're way out of my
league. It's not going to be with money." He then told me a little bit about
what the Arts Council was doing. I thought it was terrific. They do a lot of
things; they fund students to do various arts projects, whether it be dance
or forming a quartet or producing a play. There's a committee that reviews
all the requests and funds them at various levels—some at a hundred
dollars and some a few thousand. And it's all students. They have a
program that gives any student who wants one a pass to the Museum of
Fine Arts. There's a student art-lending program, original art, where you
can get art given by alumni and you can go use it for a year in your dorm if
you return it. Then they fund a lot of programs like concerts, theater on
campus. And they get an enormous participation of the students. Someone
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on the council once told me that 80 percent of the incoming freshmen play a
musical instrument well. That's amazing for guys and gals…

van Roessel: Well, it's nice to know they're more well-rounded than the stereotypical
MIT student.

Grunsfeld: Right. These are people who pretty much excel in math and science but
they're really involved or interested in arts. To feed that interest seemed
pretty important to me, particular since I had gone there and none of this
was going on then. If the music department had one piano, it was doing
well. I think that's when Weisner told me he was looking for a provost of
the arts. He was a big proponent of this. So I said I would agree to do that,
although I lived in Chicago and clearly couldn’t come to all the meetings.
They were either in Boston or New York. But it seemed like a good thing
for me to do, particularly since John was there and he was going to be there
for at least four years. This was a good chance to visit with him fairly often.
So I did it, and it was a lot of fun. I was elected to the Executive Council,
well before I was ready to do it. I got to a few of those meetings and they
were very interesting. At about that time, the Arts Council was trying to
build a building, which they finally built. Pei did it. MIT has a program
where a percentage of every building has to be used for the arts. Our little
Arts Council building hired Scott Burton to do some benches, those big,
wonderful granite benches. I forget some of the other things we used that
money for, but they were all built into the building; they weren't objects
that sat in front of the building without any connection. So I was on the
Executive Committee when that building was being designed and built. It
was really interesting and it was nice to know Pei. Actually, his son, Sandi,
did a lot of it. Then the Arts Council changed when Weisner died. Alumni
began to run it and they began to have a lot more meetings in New York.
By then my son had graduated and moved on to Chicago. I have to admit
that I became less interested. I'm still on it, but I haven't gone to a meeting
for about ten years. I didn't ever travel alone when Sally was sick. This year
I went back for the first time and it was a whole new group of people.
There were very few of the people I knew on the council. It was a very
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interesting group and they're doing pretty much the same thing, doing it
better, and maybe I'll get more interested.

van Roessel: I just have a few more questions. The first is, what would you consider to
be your greatest opportunity in architecture?

Grunsfeld: Oh, gosh. I don't know. I suppose the opportunities at the beginning were
limitless. I think that the opportunity to do something that you really like
doing, and to spend your life doing it, is really kind of wonderful. It's an
opportunity I think most people don’t have. I feel very fortunate. I suppose
that's from a selfish point of view. From a social point of view, I honestly
believe that I've had an opportunity to make this little part of the world a
little better. I think it looks better. I think I've made a couple of hundred
people happier. They've had better lives because of what I've done, and I
think that's pretty good.

van Roessel: What would you say your greatest risk was?

Grunsfeld: Oh, I had a lot of great risks. I mean, probably getting married was the first.
Then being dumb enough to think I could do this, when I started. It was a
huge risk. The failure of small architectural offices is enormous. The
number of people making a living, and a reasonably good one, doing
residential architecture are very few. Really very few. I have a number of
classmates from MIT who have tried to do what I've done and been
unsuccessful or unable to sustain a really small practice, which is not
terribly profitable. For some reason, and a lot of luck…

van Roessel: And good connections.

Grunsfeld: Pretty good connections, but not as good as my father had. No one ever
ordered any client to use me. But, yes, certainly good connections. But, still,
it's enormously difficult to do this. Of the few people who have left here
and made a success, there have been many more who left here, tried to start
an office, and then had to quit. Maybe it's part of youth, but I was just
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dumb enough to think I could do it. It never occurred to me that I would
fail.

van Roessel: How would you like to be remembered?

Grunsfeld: Well, I don’t know. The corny answer is probably the right one. I'd like to
be remembered for producing terrific children who produced terrific
children. Certainly, that's the thing that now keeps me going now—being
with my family. That's certainly what gives me the most pleasure. I
suppose architecture probably is the second. In terms of the architecture, I
would hope someone would take a tour and go around and say, "That's a
Tony Grunsfeld, and that's a Tony Grunsfeld…" That would be pretty neat,
and there's a good chance that will happen. It's pretty neat to have had
something to do with changing the landscape for the better. I hope they
don't make funny faces when they go around and point. I really pinch
myself all the time when I think about how lucky I've been. It's remarkable
that a little spoiled kid from the Depression era, who never suffered a
minute, was able to turn out so much fun work. I'm awed by it, actually. So,
I guess that's that.

Van Roessel: Well, you're not retired yet. There's still time to turn out more.

Grunsfeld: Well, probably not. I knew I was in a little bit of trouble but it's certainly
not the reason I merged firms with Tom. Part of the thing that motivated
me to do it is that I would get new clients and they would subtly ask
questions. What they really wanted to know was what would happen if I
died in the middle of their project. It was clear to me what they were
asking. Depending on how I felt about them, I would either let them suffer
through it and see if they could figure out how to ask me outright, or, if I
really liked them, I would say, "I understand what you're worried about.
This is what would happen…" Increasingly, almost everyone who called
me for a new house wanted to know what the scenario was if I became
unable to complete my part of the bargain. I found it very difficult to
answer that question because I had no partner or associate who had any
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financial interest, so they were all free to quit when I became incapacitated.
So I would say, "I would hope that my staff would follow through. It would
pay them to do so. But there are no guarantees and we all take risks." It
certainly was one of the things that occurred to me and something that Tom
and I talked about. So at least that issue is well handled now. I guess what I
want to do, and what I'm trying to do, is not completely retire but be even
more sure that I really like the clients and the projects that I'm being
offered. I think I've always been careful and I think that's part of the reason
for the success of the firm. At the end of the job, I like my clients and they
still like me. But I think that if I could do a couple of houses a year, that
would be fine. Listen, I think that clients are absolutely right. It's the youth
that they ought to be working with, not old people like me, although I'd be
very disappointed if I was forced to quit because no one called up.

van Roessel: After all these years, that doesn't seem very likely.

Grunsfeld: Yes, that process has always amazed me, too. I've never had a public
relations agent and I've never advertised. Until we merged a couple of
years ago, I never had a website. I never did anything about public
relations. Professional public relations people used to come in and want to
know if I was interested. I'd say yes, and they'd give me a proposal that
meant that I'd have to do public speaking and write magazine articles and
have stuff published. That all seemed to be very distracting, and since the
work was coming in anyway, and I had choices, it seemed like maybe
public relations would just make my life more complicated, rather than
less. So I never did it. That's pretty good to stay busy for fifty years by not
trying to get work. It's just an awful lot of good luck, I think.

van Roessel: Well, I will wish you continued good luck.

Grunsfeld: Thank you, thank you.

van Roessel: Is there anything that we haven't talked about that you'd like to get on the
record?
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Grunsfeld: I don’t think so. We've probably talked about a lot of this twice. It's hard to
believe that anyone will be very interested in this.

van Roessel: Well, I can tell you that I'm sure it will be read often. Mr. Grunsfeld, I
would like to thank you very much for taking the time to do this with me.
I've enjoyed it quite a lot.

Grunsfeld: Well, I want to thank you for being willing to do it. I hope that you've had
some fun doing it. I've had a terrific time. I've thought about things I
haven't thought of for years and years and years. It's nice to revisit and talk
about all these jobs. I hadn't realized how busy I had been all this time. This
has been terrific for me. Thank you.
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PREFACE

If it is true that buildings designed by the Keck brothers blend socially conscious aspects
with aesthetically progressive and technological and environmental advanced concepts,
why have they been “underknown” for the past sixty or more years? Perhaps a colleague is
correct to surmise that Giedion ignored their work in his Space, Time and Architecture because
they were avant-garde too early to fit neatly into his thesis. In 1926, George Fred Keck’s
entry came in next to last out of 134 entries in an award competition sponsored by the
American Institute of Architects because of its “danged modern design.” At the 1933
Century of Progress Exposition in Chicago, Keck’s Crystal House and House of Tomorrow
were welcomed and celebrated as science fiction fantasies by both colleagues and the public
but not accepted as serious residential designs by either group. The Kecks’ early advocacy of
solar heating attracted only modest attention in the 1940s, but not until the energy crisis of
the 1980s was the method accorded any widespread credibility. The history of the firm
includes a modest sprinkling of awards and honors, but hindsight has recently brought their
work attention and the recognition that begins to set the record straight. The Kecks'
individual approach and unique vision is an essential link in the story of architecture in
Chicago. In this regard, William Keck speaks with exclusive authority.

From August 21 through September 12, 1990, Bill and I met six times in his office to record
his memoirs. His recollections include memories of his own experiences as well as those of
George Fred, his brother. Our sessions were tape recorded on seven 90-minute cassettes
which have been transcribed, minimally edited, and reviewed by both Bill and me to
maintain the flow, tone, and spirit of the original narrative. This oral history is available for
study at the Ryerson and Burnham Libraries at the Art Institute of Chicago. While the Keck
brothers’ archive is at the State Historical Society of Wisconsin in Madison, their work is
documented in the general literature, including exhibition catalogs, a monograph by Robert
Piper Boyce to be published soon, and in several drawings in the Ernest R. Graham Study
Center for Architectural Drawings of the Department of Architecture at The Art Institute of
Chicago. References that I found helpful in preparing my topics for this oral history are
attached.
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Although Bill continues a limited practice, often repeat commissions for former clients, he
graciously met our recording schedule with flexibility and cooperation, for which I am
grateful. For his clear and detailed recapitulation of selected commissions, memorable
personalities and important events, scholars will thank him for years to come. Our special
appreciation goes to the Graham Foundation for Advanced Studies in the Fine Arts for
funding William Keck’s oral history and for their ongoing support for our effort to
document Chicago’s recent architectural past. Thanks are due to Joan Cameron, our
transcriber, and to Susan Parmentier, our editor, for their skilled contributions in shaping
the final form of this document.

Betty J. Blum
July 1991

The above preface remains unchanged since it was written ten years ago but inevitably the
intervening decade has brought change. Bill Keck died on May 25, 1995, and electronic
communication has vastly increased in importance as a method by which information is
transmitted. In 2000 the Illinois Humanities Council awarded a grant to the Department of
Architecture to scan, reformat, and make this entire text available on The Art Institute of
Chicago’s website. We are grateful to them for this opportunity to make this document
accessible for research worldwide. Annemarie van Roessel deserves our thanks for her
masterful handling of the process.

Betty J. Blum
May 2001
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William Keck

Blum: Today is August 21, 1990, and I am with William Keck in his home in
Chicago. Bill, I hope that as we record, you will speak not only about your
career as a partner in the firm of Keck and Keck, but also for your brother
Fred who died in 1980. What do you call him? George Fred?

Keck: George Fred. Friends who knew him personally called him Fred, and the
reason was my father’s name was Fred George Keck, and rather than tack a
“Jr.” on young Fred, he reversed it so there would be no problems on that.

Blum: So, what do you call him?

Keck: I always called him Fred. His wife Lucile used to call him “Fritzy.”

Blum: Well, do you mind if I call him Fred?

Keck: Not at all.

Blum: Fred was known as a very early advocate for modern design, and your firm
over the years has pioneered solar studies and passive solar houses.

Keck: Right.

Blum: In the Macmillan Encyclopedia of Architects, I thought there was a very concise
statement about the work of your firm. Let me read it. “The architecture of
the Keck brothers combines a pragmatic approach, characteristic of Chicago
architecture, with a theoretical base derived from European design. Their
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 buildings blend design aspects that are socially conscious, aesthetically
progressive, and technologically and environmentally advanced.”

Keck: Very good. Except it isn’t all from European base.

Blum: Yes that’s true. Both you and Fred were born and raised in Watertown,
Wisconsin. He was born in 1895 and you in 1908. Could we, if you don’t
mind, begin with your firsthand recollections of his first few years before the
two of you came together in the practice? You both shared the same home,
the same family environment. Were there influences in your family, in your
hometown environment, that you think led your brother to architecture?

Keck: He was very interested in construction. He had been ever since he had been
in high school. He and a friend of his built a sailboat in the manual training
section of high school and didn’t take into consideration how to get it out of
the shop until they had it completed. When they got to that point, they found
they couldn’t get it out except by taking out the frame of one of the windows
in the high school in order to get the boat out of the place. It was an amusing
incident. However, it was a point that he remembered very closely about
working in architecture—because those things do happen
occasionally—designing something to go into a house and not being able to
get it there.

Blum: That’s a funny story.

Keck: It is. There are a number of incidents that I possibly will recall at one time or
another.

Blum: This was in his high school years?

Keck: His high school years, yes—1912 or 1913, something like that.
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Blum: What was your father’s work?

Keck: My father was in the furniture business. We had a workshop in the top of the
store for repairing things, both for upholstery and for anything to do with
putting together wood of chairs, etc. The workshop consisted of a couple of
benches that my grandfather had made when he first arrived in Wisconsin in
the 1850s, ten, fifteen years before the railroad came to town. So in order to
provide people with furniture in the business he established, he had to
manufacture it, and at one time he did. He had a number of workbenches. I
have two of them—one here, and one in my place up in Watertown,
Wisconsin. They are in fairly good shape, still. They’re big, thick wood
things. But at any rate, the opportunity for Fred at that time was to get to do
something about it. I remember one story that has been told about Fred. I
didn’t actually hear it myself, but he wanted to make a pair of skis. My father
said, “Well, there’s the workshop. You go ahead. If you want a pair of skis,
you make a pair.” Those were the days when skis were not as fancy as they
are at the present moment. They had tips, a piece of bent wood, and the
proper width and the length, and a harness just to hold your toe in place, but
no fancy gadgets with boots and shoes as you have today with the
equipment. So Fred steamed some wood, bent a couple of pieces of ash and
designed and manufactured a pair of skis for himself. We as kids after him
used them ourselves in and around the area.

Blum: Was the workshop something that he used frequently?

Keck: Oh, yes.

Blum: To build things?

Keck: Anything he wanted. If he wanted something, he had the perfect right and
the facility to go ahead and do it. There was plenty of wood available. In fact,
you could build out of packing cases, the things we shipped in those days.
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They don’t use them anymore. In fact, many of the things that we got in those
days were encased in paper tubes that had wood excelsior inside of them to
protect the legs of the chair and the top and finish, within a case where it
wouldn’t get hurt. All of this excelsior was salvaged and kept in the
basement of the store each year.

Blum: Were these just shavings? Is that what they were?

Keck: Excelsior is wood shavings that have come off some machine or other and
have a reasonable amount of strength to give protection if it’s held together
in a tube of paper. It was made for that particular purpose. The point I’m
making on this is the excelsior was saved and salvaged as it came. It was torn
out of the paper tubes, put into a packing box, and saved. For many, many
years, including the time I was in high school or even before high school, we
were making mattresses for Northwestern College using the old excelsior in
our upholstery shop. A man who worked for us, Max Conrad, did most of
the work. We used excelsior as a base and put cotton on top of it.
Northwestern College was a Lutheran college that had been established in
our city of Watertown. It was an old college. I attended it for one year before
I went away to college. I’ll tell you about that later.

Blum: What was the name of the school?

Keck: Northwestern College. In every biography where I put it in as attending
Northwestern College, they put it in Northwestern University. It was
Northwestern University at one time, but it’s different than the one in
Evanston, and that’s why they changed it to “college.”

Blum: And this other Northwestern was in your hometown of Watertown?

Keck: Yes, correct.
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Blum: I read somewhere—correct me if I’m wrong—that both you and your brother
were encouraged through the Froebel kindergarten method. Is that correct?

Keck: That’s correct. We both attended—I attended it when I was under five, before
I went away to grade school—a kindergarten which had been established in
Watertown by Carl Schurz’s wife, Margarethe Meyer Schurz, as the first
kindergarten in the United States. A replica of the building is now in the
grounds of the Watertown Historical Society, which is operating in the
Octagon House in Watertown.

Blum: What is the Octagon House?

Keck: The Octagon House was a house built by a lawyer named John Richards who
came from the East and had seen others of this type. He designed it himself.

Blum: Did it have eight sides?

Keck: Eight-sided, octagonal. He promised his future wife, who was a Bostonian,
that he would give her the biggest and the best house in the southeastern part
of Wisconsin if she would come and live with him and marry him in
Watertown. She came, but it took a long time to get the house built. He had
the problem, again, of no railroad in town, and he sent to Milwaukee for
“Cream City” brick for the exterior of the building, which is a form of
common brick, but a hard-burned one so it lasts for a long time. It’s very
interesting.

Blum: I know it must have made some impression, because references to it certainly
came up later in your work.

Keck: The house was built in about 1852-53, and the railroad didn’t come in for
another ten years. He had to bring the brick from Milwaukee for forty-five
miles and carry it on a plank road with an oxcart hauling it, which was a two-
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day trip, to get the brick here. Now, what it cost him, I don’t know. Some
brick for the inside was furnished by the local brickyard, either in Watertown
or Jefferson. A hard-burned common brick was used on the outside. It, too,
came from Milwaukee as a good quality brick.

Blum: Do you remember Fred’s impression about the building or your own?

Keck: I don’t remember Fred’s impression about the building, but it had a big
impression on me. It wasn’t anything I’d thought of at the time as far as
architecture was concerned. A descendant of the original man continued to
live in the house for quite a number of years—he and his mother, I
think—until she passed away. He stayed on for a while longer. I might as
well tell you a little bit about it. The house had a basement partly out of the
ground because it was on top of a hillside, so the kitchen and so on was on
the lower level, opening to the outside. The house had a flat roof, except that
it pitched in from the outside, so they could take rainwater into a cistern on
the third floor. From that point, an overflow went down to a brick cistern in
the basement next to the kitchen. It held the rainfall of the season, so they had
running water in the kitchen. One of the things that he did with this, which
was ingenious, was he took another line from that cistern on the third floor
down to the stove and the heating system, about which we’ll talk later, and
heated the water in the kitchen stove, which was used all summer long as
well as in the wintertime. The water was brought up by gravity—by force of
water seeking its own level—to the second floor in the stair hall where you
could draw a pitcher of warm water on a cold morning to wash your face.
They also used it for the bathtub that they had on the second floor where you
could with additional water heated in the kitchen have a fairly comfortable
bath. This was in the 1850s!

Blum: It sounds like a very advanced system.

Keck: Item number one is plumbing. No electricity, you remember. He had servants
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and so on. He was in the mill business, and there’s a mill down at the river
level, probably sixty feet below. The workmen from the mill lived on the
third floor of the house. His own family lived on the second floor, which was
two Greek cross type of arrangements, with little infield places, or smaller
bedrooms with the major bedrooms. The other thing in the house was a
central stairway that ran all the way from the first floor on up through the
third floor and into a cupola on the top with windows all the way around it,
so you had a good view of Indians approaching.

Blum: You’re laughing, but I suppose it wasn’t so funny then.

Keck: It wasn’t entirely settled, although it was beginning to be. The delightful
thing about this was the ventilating system for summertime because the large
windows all the way around were from almost floor to ceiling in each of the
rooms, out to a porch all the way around on the outside of it. The windows
could be opened down below in the first floor, then with that central stairway
on up through, you would open the windows on the lee side in the cupola,
and you had a natural draft action bringing cool air off the ground through
screening made of cheesecloth to keep the bugs out.

Blum: Was John Richards an architect?

Keck: No, he was a lawyer and a businessman.

Blum: He certainly had a fundamental grasp of how things work.

Keck: That’s true. You’ve got plumbing and you’ve got ventilation in the summer.
A third item was the heating system. They were clearing the fields and the
land and they had all the oak and other things they wanted and needed.
Under the first floor in the basement, he built a brick liner with a cast iron
burner that had tubes going up into some brick walls that surrounded the
stairway—a rectangle—and then spaces where the circular stairway went up,
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to bring ductwork up to the first floor and then the second floor. In addition,
you opened the one side of it in the space, and you put in pans of water to get
a little vapor in the wintertime. They were burning cordwood in this. It
would take a cord of wood a week, of oak or something like that, to heat this
house. It’s a big place. If you count all of the closets and everything, I think
there’s fifty-three rooms in it. And the closets are monumental. So, you had a
heating system. Now, the heating system, to the point where it went up in the
brick wall surrounding the stairway was a twelve-inch wall with four-inch
layer brick with a vacant space. It only tied together occasionally, so you had
some flue spaces for additional stoves when you needed some additional
heat that the furnace didn’t give you. It also was a place where you could run
some of these ducts up, and this whole brick wall was a mass heated by the
flue action of the furnace, which gave you radiant heat to a degree within the
house itself. These things I did not realize when I was a youngster. I belonged
to the ski club and we would meet there. We had a ski slide right next to the
place with a run dropping sixty feet down across a road and across the river
to the other side. It was a toboggan side and a ski jump.

Blum: Now that you understand the house in its complexity and how advanced it
was for its time, do you recall the years when you were in Watertown as a
youngster and you saw the house? What was it that appealed to you about
the house without understanding of it all?

Keck: Well, there was nothing more at that time than the fact that the house was an
interesting one. The porches had deteriorated and were torn off, and
everybody felt they should be restored. After the last descendant finally died,
it was purchased by and turned over to the Watertown Historical Society and
they started to run tours and did investigations on it. It was measured during
the depression by the WPA [Works Progress Administration] who gave
architects the job of measuring existing good buildings in order to have a
record of some of them. They made measured drawings of them.
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Blum: Well, it must have been a very special building for the town. Obviously, it
was a very special building in your memory.

Keck: And since then, as I grew up and became an architect I became more
interested in the house—running the tours and the rest of it. Not only my
brother and myself but a friend and former employee of ours who is an
architectural historian, Buford Pickens, wanted to preserve it. Pickens was at
that time the head of the architectural department in Washington University
in St. Louis—he came up and looked at it and said, “You’ve got to do
something about this.” They finally got a grant about ten, fifteen years ago to
get the porches restored, and that’s been done. While it isn’t a complete,
hundred percent historical representation, it still is there about the way it was
originally or very similar to it.

Blum: Well, throughout the country, an octagon-shaped house is a rather unusual
kind of building.

Keck: Yes, that’s correct.

Blum: Is the Octagon House in Watertown open to the public?

Keck: It’s open to the public now on weekends and during the week from probably
May to October. They do have some Christmas celebrations and others
during the course of the winter. They have a special Christmas of the time, as
it was, including the ornaments dating back in the 1850s and 1860s. It’s a
very, very nice place. In the summertime, they usually have a big band
concert. They get a German band from Milwaukee in the American army
uniforms. On a hot July day they cook to death out there. But they give a
good concert and the bandleader is very good because he gives you the
history of the musicians and the instruments. During the Civil War the band
always led the soldiers. The cornet and trombones all blew the music out
ahead of them. Other instruments turned around and blew back. The sound



10

went back to the men marching behind them. He gives a complete history of
the time and the songs that they sang at that time. A local ice cream
manufacturer furnishes the ice cream, and you have a social. All the people in
town are asked to make cakes and one thing or another, and for a couple of
dollars you come to the concert and have a plate of ice cream—a couple of
scoops of ice cream melting fast in the hot July day.

Blum: It sounds like a wonderful, friendly town celebration.

Keck: It is. You see people you know who you haven’t seen for a while from all
around the neighborhood.

Blum: I can tell from the way you talk about it, you still are very much attached to
Watertown.

Keck: Correct.

Blum: Can we go back to your brother Fred for just a minute?

Keck: Certainly.

Blum: Very quickly, you say he did have experiences building things—however
successful or unsuccessful—in high school. And in 1914, for a year or two, he
went to the University of Wisconsin and majored in civil engineering.

Keck: That’s correct, for one year. No architectural course, but he got the
engineering part out of it. He was going into engineering,
anyway—architectural engineering.

Blum: And then the following year, in 1915, he went to the University of Illinois at
Champaign and majored in architectural engineering. Why did he switch?
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Keck: Well, there was no architecture in Madison. You’ve got basic engineering
courses, which also are taught to the structural engineer.

Blum: Did he know at the time he entered the University of Wisconsin that he
wanted to major in architecture?

Keck: Yes. But there were no architectural courses in Wisconsin, close at hand.

Blum: I see. What is this degree, architectural engineering, all about?

Keck: Structural engineering. There’s a difference between an architect who just
designs things and an engineer who can tell you whether it will stand up or
fall down. An architect has to know this, too, but he has to know whether a
beam is large enough to carry the load of the floor or the ceiling.

Blum: Did he have to choose between architectural engineering and architecture?

Keck: Yes.

Blum: At the University of Illinois?

Keck: That’s right.

Blum: And he chose the engineering course?

Keck: For practical reasons, although he never practiced as a structural engineer
other than the application as is necessary as an architect. This is what he
wanted to be because he was also a painter even at that time. My mother was
interested in painting about the time I was born, or shortly thereafter, in 1908.
Fred was only a teenager, thirteen years older than I was, and he used to
hang around watching mother do some painting. I have the first painting that
he made. It’s in the basement here. We’re going to give it to the Elvehjem
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Museum [Madison, Wisconsin] eventually. It’s a simple little scene, but done
in oil. He went on from that into watercolor. In fact, he was so good at it that
even while he was an engineering student in the University of Illinois he was
called upon frequently by the professor in the architectural department to
help with the presentation drawings that each of the students would have to
make, to try to teach them how to do it themselves. They used pastel, as I
later did, and watercolors. While he was teaching engineering and he was
helping in the architectural department because he was good at it. They
invited him after the war when he came back. He stayed until 1917 as a
student, and then with the flag-waving had to get in the service. He got into
the coast guard heavy artillery and was sent over to France just before the
war was ended—they were just about to move up to the front—and then the
armistice was signed, thank goodness.

Blum: In 1915 through 1917 when Fred was at the University of Illinois, before he
went into the service, the system at that time at the University of Illinois was
the Beaux-Arts system.

Keck: In the architectural department, not the engineering.

Blum: What system did they use in engineering? Was there a system like the Beaux-
Arts system?

Keck: No. They could design a building and make a presentation but the drawing
usually just a hard architect engineer’s drawing. No aesthetics so much about
it.

Blum: In terms of design training, he was really trained in the Beaux-Arts system at
that time.

Keck: Well, only because he was helping out the Beaux-Arts system in presentation
drawings while he was a student.
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Blum: Well, the question occurs to me, what kind of exposure, if any, did he have to
modernism? Or to any modern European work?

Keck: Very little. Very little at that time, I think. We had some folders and things
that he had done of drawings when he spent a year in New York after he’d
finally graduated in 1920 or 1921. I think they are with our papers at the State
Historical Society of Wisconsin in Madison. Fred’s future wife was in New
York and he wanted to be near her. He took a job with the U.S. Gypsum
Company and did a lot of work in the library copying a lot of the kinds of
things that were being done on the column buildings that the banks were
making. I can’t think of the names of the architects.

Blum: Which was the way in which the Beaux-Arts system worked—to pull details
from other historic buildings.

Keck: Well, even when I was in school, we were still using the Beaux-Arts system.
We were getting off into more modern designs by that time, in the thirties
and twenties.

Blum: You talked about Fred’s remarkable ability to paint. Do you think he ever
considered being an artist?

Keck: No. That was fun and personal. A couple of people have said that this was a
release from the pressure of the architectural business, which is probably
true, because he used to paint on weekends frequently. In fact, once before I
was married, Lucile, Fred and I went out to the dunes. We came back, and
he’d painted three watercolors out there, carrying the paints and his paper.
That evening he pulled them out, and put two of them on the floor and asked
Lucile to comment on them. He said, “I like the middle one best.” Having not
put that one down, he had only two of them there. Which is the middle one?
Well, at any rate, it was a thing that he could do and get away from the usual
routine technical stuff at the office.
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Blum: Did he use this ability, in the years to come in practice, in terms of the
presentation drawings or anything of this sort for clients?

Keck: Oh, yes. Practically every house that we did or any major job—unless it was a
very large project and we could afford to have them done—he made the
presentation drawings.

Blum: In watercolors?

Keck: In watercolor, on a drawing prepared by the office. For example, the layout
of a perspective in just pencil drawing, he would add the watercolor to it,
ending up with a cityscape. In that sense, that’s architecture. That was his
method of operation. In fact, your man John Zukowsky has been after me to
get some of these. I’ve been able to find one or two, but our contract is with
the University of Wisconsin in Madison and the State Historical Society of
Wisconsin in Madison. Anything we have belongs to them.

Blum: You mean in terms of papers.

Keck: In terms of papers and so on—drawings and perspectives.

Blum: Have they established a Keck archive, so to speak, at the State Historical
Society of Wisconsin?

Keck: Yes, in 1965. After World War II, I got back from service, the building
management said, “We want back the storage room we have in the
basement,” where all our excess drawings were placed. We didn’t know
what to do with them. We fiddled around for a while. Tom Slade, who was a
historian, was teaching at Notre Dame, and he took them over there first.
Another person later said, “This is not the place for those. They belong in
your home state, Wisconsin.” We tried the Chicago Historical Society—they
weren’t interested in it. The Art Institute had nothing at the time.
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Blum: You know they’d grab them today.

Keck: I know. They’ve been begging ever since.

Blum: Do you feel that any subsequent things from now on belong to them?

Keck: Belongs to the State Historical Society of Wisconsin—we signed a contract on
this—all of our papers, including up to 1965, which we gave at that time. We
kept out a few things and we have access to them. At the time we moved out
here, we sent a great deal more up there, except a few things we needed for
reference here. So, everything is pretty well up there at the present moment,
except one flat file and the older records. One of the things that George
Talbot, the iconographer up there, liked particularly was that we had
files—not only the drawings, but bid documents and all of that.

Blum: That makes it a complete story, absolutely.

Keck: Not in all instances, but in many of them. The costs, how the payouts were
made, and all the rest. Things such as sketches. We were working with a
Victor Pearlman and a man by the name of Ray Arthur, who was very
good—did little sketches on light fixtures. I haven’t got any in here but I’ve
got a couple upstairs. Ray Arthur worked for Victor Pearlman and Company.
Pearlman had been over to France for an exposition in the 1920s to purchase
a lot of Lalique and Sabino glassware, and then he couldn’t sell it. It was the
depression.

Blum: 1925, probably the International Exposition of Decorative Arts.

Keck: He bought a lot of stuff and had it brought back. Then he couldn’t sell it
because of the depression. Arthur made little cute sketches. We’ve used a lot
of the glassware in my brother Fred’s house up in Wisconsin, the dining
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room fixture and a hall-hung one. I’ve got one upstairs which is Sabino.
That’s coarser, heavier than Lalique. It’s grapes cast in a glass globe, a
grapevine.

Blum: So, these sketches were taken from the Lalique design.

Keck: Using the Lalique glass that he had, and they fit in the architecture that we
were doing. We used quite a few of them in my brother’s house in
Watertown, Wisconsin. When it was finally sold after my brother died and
his wife wanted to get back to Milwaukee with her children, they put it on
the market, and the woman who bought it was an Italian girl who thought
she was an interior designer. She put a candelabra up on this beautiful
Lalique glassware bowl that was the dining room. She didn’t know what she
had. I saw the man, the new owner, later on. I said, “What have you done
with that piece? I have a great sentimental attachment to this house because it
was one of the first jobs I did when I got out of college in 1932.” I did the
complete set of drawings on Fred’s house up there in Watertown, including
getting these fixtures and everything else that went with it. “Oh,” he said,
“we’ve just got it up in the attic. I’ll talk to my wife about it.” I said, “If you’re
going to just put it away or get rid of it, I’d appreciate it very much.” So, he
gave it to me. I’ve got it upstairs. I’ve never put it up yet.

Blum: The woman who bought the house from Lucile really didn’t understand what
that was all about.

Keck: No, she didn’t. She bought some candelabra with artificial bulbs on it. She
killed a beautiful, modern fireplace—a very simple thing—and put Italian
marble—gooey stuff, a mantel. Well, what can you do?

Blum: How does that make you feel to see that happen when you understand the
simplicity and the value and the quality?
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Keck: We’re sorry to see it happen. It happens every once in a while. I’ve got
another one similar to that happening right now.

Blum: Do you know where Fred was stationed in France in 1918 and 1919?

Keck: No, I don’t know very much about it, other than he wrote letters back. He
never told where he was.

Blum: He didn’t…

Keck: No. He couldn’t. Letters were censored. He never talked much about the war.

Blum: …even casually, talk about what he did and how, perhaps, that was
connected with his experience in architecture? Or added to his experience in
architecture?

Keck: He did whatever he could in the way of taking a look at cathedrals and
churches and buildings while he was there, wherever he was stationed. He
was in Paris for a while.

Blum: Did he do sketches?

Keck: I imagine he did. I don’t remember seeing any. He didn’t have any way of
returning them or anything, and all I remember were letters that we got at
home, which were simple things about what he was doing, but not too much
in the way of location. Those things were all censored out at the time.

Blum: And this was just at the tail end of the war.

Keck: Yes.
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Blum: He returned in 1919, and then went back to the University of Illinois to
complete and to graduate in 1920.

Keck: He got his degree in architectural engineering.

Blum: And then he married the following year, and he moved to Chicago. Why
Chicago?

Keck: He needed a job in architecture. He got his license fairly quickly—I don’t
remember exactly when—in the state of Wisconsin. He took the license
exams up there and it transferred to Illinois by reciprocity. He needed to get
on his own and get more experience with architectural firms.

Blum: I’m just wondering why he didn’t settle in Milwaukee. It was a prospering
architectural setting and closer.

Keck: Yes, and it was closer to home but Lucile went to work too as a librarian. In
1924 they went to Europe. The year before they went to Europe he taught at
the University of Illinois at Champaign in the architectural design, because of
his ability to do watercolors and drawings.

Blum: When he moved to Chicago, he had a job with William Pruyn, who was an
architect who did walk-up apartments, residential work.

Keck: Yes.

Blum: Well, in a few years it seems that in 1921 he worked for William Pruyn, who
did residential work. In 1922 he worked for D.H. Burnham. They were doing
large buildings downtown.

Keck: 720 North Michigan—he worked on that one, he told me once. And he said
he drew the backside of it.
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Blum: And then I think the architect he worked for was John Eberson who did
theaters. He did the Avalon Theater.

Keck: That one, yes.

Blum: These theaters were very romantic, flamboyant creations.

Keck: That’s changed now. I don’t know how much they’ve done to the Avalon. I
don’t remember whether he did the Tivoli.

Blum: Well, they were all very much in the same romantic, fantastic vein. Now,
Fred had a year in each of these jobs.

Keck: Yes. He was getting experience.

Blum: Was he a draftsman?

Keck: A draftsman.

Blum: In 1924 he went back to teach. Then how long did he work for Schmidt,
Garden and Martin?

Keck: Wait a minute now. The school year starts in the fall, so in 1923 he started to
teach. He was taking a year’s leave from architecture work to teach, to give
him more time to do his own painting, because they were going to Europe.
He had done drawings for remodeling the Keck Furniture Store in
Watertown. I was already interested in architecture at that time because in
1924 I was in high school. I was doing architectural work in the manual
training department, so I was interested in what he had done with this and
followed through on it. I didn’t do any superintending or anything, except to
see what was going on. So, he had everything ready, and the contract was let.
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They needed someone to take care of getting the work done during that
summer.

Blum: Now, this was the summer of 1924.

Keck: Of 1924, yes. So, Fred and Lucile left for Europe. I don’t remember the exact
date, but somewhere in the middle of summer.

Blum: When did they return?

Keck: Well, they went intending to spend a year there, but Lucile became involved
in a tubal pregnancy and had to come back for an operation. She became
somewhat of an invalid after that, which forced him back into architectural
work. I think that’s about when he got into Eberson. It was higher-paying
work.

Blum: It seems from 1924 to 1926, according to the records, he was employed by
Schmidt, Garden and Martin.

Keck: Okay. I don’t know those dates too well.

Blum: The significant thing about Fred’s employment at Schmidt, Garden and
Martin [later Schmidt, Garden and Erikson] is that he met Vale Faro.

Keck: Yes.

Blum: Everyone who knew Vale Faro talked about how almost militant he was
about promoting modernism.

Keck: Yes, he was, to a degree.

Blum: This obviously was a connection that influenced your brother. It was an
exposure to perhaps a new way of looking at architecture.
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Keck: Our friend Van Dort, the bookseller, was in the picture too. Fred had bought
a lot of things over a period of time from him as soon as they established
their own office—Vale Faro and Fred were together in the Auditorium
building where they had an office.

Blum: They opened a practice the following year, in 1927.

Keck: In the Auditorium building. It may have been 1926 or 1927, because he
moved up to 612 North Michigan in 1927.

[Tape 1: Side 2]

Blum: What kind of work did they have during that year?

Keck: I don’t remember too much of what they were doing. The structural engineer
that Fred had gone to school with in Champaign associated with them. He
brought in a job in which they dolled up a garage out in Chicago Heights or
something of that nature. I don’t remember whether they had any more
residential work or not. I do remember Fred designing about that time a
house near the Octagon House in Watertown that never went ahead. It was a
very modern thing. I don’t know that I could put my hands on a picture of it
at the moment. We used to have one of it, I know.

Blum: I realize it’s probably impossible to pinpoint, but I’m wondering at what
point Fred’s work went from the more traditional, which is what he was
doing for several of the architects that he worked for early in the twenties.

Keck: Those were jobs and a salary.

Blum: And certainly Schmidt, Garden and Martin was also pretty traditional.

Keck: Yes.
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Blum: But I’m wondering at what point he shifted from taking eclectic details from
books to thinking it through himself and coming up with modern.

Keck: Well, there were some things that he designed at that time, which I can’t give
you any reasons for why they were done that way, but they were modern.

Blum: I’m just wondering how that shift happened.

Keck: I can’t pin it down because I wasn’t that close with him in the early years.

Blum: Well, those were early years for you.

Keck: Yes, they were. They were formative ones for me, this is true. In 1926, I
graduated from high school. I was only seventeen. My folks thought I was
too young to go away to college, and I beefed about that considerably so I
went back to Northwestern College for one year to take additional work. I
was very happy after I had done this, because when I did get to
Champaign—if I had gone at the age of seventeen, I probably would have
flunked out the first year. It was not a pattern of what was to come, because
Champaign was much bigger than small Northwestern College, but I did get
a lot of background and very good professors. The professor of English—and
I don’t think he ever taught us any English—but we had discussion periods
on subjects that you have never heard of. He had a doctorate degree from
Heidelberg University.

Blum: Do you remember his name?

Keck: Dr. John Ott. I don’t remember any more than that. And the German
professor I had gave up his dinner hour to teach us a German class from six-
thirty to seven-thirty in the college in the faculty room. There were only five
students. He was a very talented man and well-versed in the German
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language. His name was Dr. William Huth. Dr. Herman Fleisher was the hell-
fire, damnation who taught the religious history. I read the whole Old
Testament. Dr. Huth was a wonderful person. I’d had two years of German
in high school I had been taught German by an old maid aunt when I was a
baby and spoke German before I spoke English. Two old maid aunts took
care of me. My mother wasn’t feeling too well the first year. At any rate, I’d
had some background. German comes back to me easily but I lose my
vocabulary. But we were reading Heinrich Heine in class in 1926-1927 when I
was at Northwestern. And in Heinrich Heine you have not only twenty-five
cent words, you have fifty-cent words.

Blum: You were talking about a bookseller a little while ago. Why did you mention
Van Dort, the bookseller?

Keck: Van Dort was peddling books in the Chicago area while Fred was first
getting started. I think he was more of an influence on Fred for modern
design than Vale Faro.

Blum: You mean in terms of bringing these books to Fred’s attention?

Keck: Of exposure to all the European books. Van Dort was peddling them down in
Champaign too. In fact, I got to know him when I was down in Champaign
in 1926, the year I graduated. I bought a large Frank Lloyd Wright book. The
author was German. It was published by Wasmuth, the same outfit that
published the big one. Fred bought one of those from Van Dort.

Blum: You know, in Robert Piper Boyce’s dissertation, a list of books in Fred’s
library was included.

Keck: Yes, they’re all at Wisconsin State Historical Society.

Blum: And one that was listed was Le Corbusier’s Towards A New Architecture,



24

which was published in English in 1927. That was quite a startling book for
many architects.

Keck: Yes, well, I’d say that Van Dort had much more influence on Fred’s changing
over from the classic to the modern in showing these books to Fred, and Fred
wasn’t always too busy and could spend a lot of time with Van Dort. He
bought one of the Wasmuths—the big ones. In fact, he couldn’t pay for it.
Lucile finally paid for it out of her money as a librarian and gave it to him as
a Christmas present. Fred just kept leaving Van Dort’s bills unopened. Van
Dort wrote Fred a letter stating, “Keck, you’re a fine architect, but far from a
businessman.”

Blum: Was that generally true?

Keck: That was generally true, as far as money was concerned. That was the thing I
had to pick up when I got in, primarily.

Blum: You mean you became the business head?

Keck: Yes more or less.

Blum: During the years of the twenties Fred went from job to job and I’m not
implying that he was an itinerant.

Keck: He was looking for experience in those jobs.

Blum: He changed jobs, he did various things, he worked for various architects,
went to Europe, taught, and then came back in 1927 to open a practice with
Faro. And by 1928 he was apparently on his own.

Keck: Yes. Well, he moved up in 1927. Faro was no longer with him at 612 North
Michigan.
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Blum: I see. Well, then, the dates are a little off.

Keck: Yes.

Blum: That was a very important decade—the twenties—for other things that
happened in the world that, I’m sure, influenced and affected architecture.
One thing was the 1922 Tribune Tower competition. Do you remember
anything about your brother’s response, or your response, to that
competition and the eventual winner?

Keck: I didn’t pay that much attention to it, but I didn’t like the Tribune building at
all. It’s a landmark now, that’s all you can say for it.

Blum: Do you recall at that time being aware of Eliel Saarinen’s entry?

Keck: Yes. It was better architecture than most others.

Blum: You’ve already referred to the International Exposition of Modern Industrial
and Decorative Arts in 1925 in Paris, at which Corbusier had a very large
influence and was very avant-garde at that time, and certainly that was
widely published. And in 1927 there was the Weissenhofsiedlung housing
project.

Keck: In Germany?

Blum: In Stuttgart, that was published. And in 1928, the International Congress for
Modern Architecture—CIAM—was founded. These were all things that were
moving in more contemporary directions.

Keck: That’s right.

Blum: I know that your brother or you met Marianne Willisch in the late twenties
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when she first came to Chicago.

Keck: She was right across the street from us. I’m not sure that Fred or I had met
her at that time. I don’t recall exactly. We had an exhibition of Fred’s
watercolors in her shop. Now I don’t recall what date that was.

Blum: Now this was Chicago Workshops.

Keck: Chicago Workshops in the Michigan Square building, up on the balcony.

Blum: Michigan Square Building, otherwise known as the Diana Court?

Keck: Yes. Out in that balcony in the Diana Court, we used to eat there frequently.
It was a very good restaurant down in the court. You could eat in the court
sometimes when it was nice, and other times you were in the restaurant
itself, which was behind closed doors. She was up on the balcony then. One
of the watercolors that Fred had was good on both sides of the paper, so we
put it between two pieces of glass and hung it from the ceiling so that you
could see it from here or from this side.

Blum: Was this in Marianne Willisch’s shop?

Keck: In Willisch’s shop.

Blum: Do you think that was in the late twenties when she first came?

Keck: It must have been after 1931 because I’d come to Fred’s office in 1931,
although I was here in 1928 for the summer, living with Fred and Lucile and
working—answering the telephones. They were building the Miralago
Building at the time. In fact, the contractor called me one day and said
something about the finish to go on a railing. “Is hammered steel all right?”
he wanted to know. I said, “I can’t answer the question, but I can…” Fred
and Lucile were up at Pelican Lake, Wisconsin. I sent a telegram up to Fred
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and asked him if the hammered steel was all right. The telegram came back
to me, “Hammered steel all night.” I knew what the telegram meant. I called
him back and told him okay, but that’s always been a little story that we told
about the office.

Blum: Well, in 1929 the market crashed and yet, your brother, a young, small,
architectural firm, had this wonderful commission to do the Miralago
Ballroom. How did that happen?

Keck: Well, Fred was working at that time before the crash with Bills Realty. I sent
Robert Piper Boyce some information on this. The Bills Realty Corporation
was three people. Ben Bills was the brains, and he got through the University
of Chicago, I believe, in four years and came out with ten thousand dollars in
his pocket before the crash. He was the brains of the organization. Jim Bills
was the real estate salesman. And the third brother, Biff, was a contractor.
Now, Bills gained control of Indian Hills Estates, which borders on Lake
Street in Wilmette and has a large, beautiful layout. Most of the planting was
already in before the crash because Fred had already been working with
laying it out. Ben organized the money, Jim sold the people a lot and drew
Fred in as their architect to make the sketches, the pretty picture, and lay out
the plans and so on, which then became a job, with Biff building the job. Fred
did quite a number of houses up there. So he got established with the Bills
Realty Corporation.

Blum: That was a wonderful connection for you.

Keck: That was a good connection, because it kept him not in a lot of money, but he
was making a living out of it at the time.

Blum: Well, on the list of projects, or list of work that he did, there are a lot of
Wilmette and Indian Hills Estates commissions.
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Keck:  I was in on quite a number of them when I first got into the office in 1931.

Blum: And then how did the idea of a ballroom in the no-man’s land area in
Wilmette develop?

Keck: Well, the brains, Ben Bills, had worked up the organization for that, and this
was supposed to be a Spanish thing. Fred wanted to make it modern. So, Biff
was building it, and he wanted to get it done as quickly as possible, and Ben
kept calling Fred saying, “What’s it going to look like? Let’s have a picture of
what it’s going to look like.”

Blum: Who decided it was to be Spanish?

Keck: Well, the whole area was Spanish.

Blum: The del Lago area. That’s right, they did have the red tile roofs and the
fountains and stuff.

Keck: All the stuff that went with it. Fred kept telling Ben, “Well, I can’t make that
right now. I can’t get at doing that,” because Biff was hollering for details,
and they were making drawings while they were building the damn thing.
That was in 1928. That’s the year I was here for the summer. It opened in
1929.

Blum: Well, how did Fred, first of all, vary from what he was expected to do and be
successful enough to satisfy his client?

Keck: Well, there are two perspectives that he made. One was a jazzed-up thing
that looked a little Spanish. And Biff, the boss, finally said, “Look, you stop
everything and get that picture over here,” or something to that effect. Fred
made one, and made it some Spanish decorative thing and then took it off on
the final drawings.
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Blum: Oh. You mean basically it was what he built, but in the drawing he added
decoration.

Keck: In the perspective he put a lot of chichi on it to make it look Spanish. And he
got by with it.

Blum: Was it agreeable to the builder—I mean to Bills?

Keck: Well, obviously it was. Ben Bills gave him an okay on it, so they went ahead.
It became quite simple on the exterior, and he made it quite simple on the
interior.

Blum: Well, the interior is a wonderful, marvelous example of Art Deco.

Keck: Neither Fred nor I ever liked the entryway down below, that Art Deco stuff
and the neon fountain that they had which—well, the neon fountain wasn’t
too bad.

Blum: Who decided on the appointments of the interior? The things you say you
don’t like?

Keck: They insisted on some of the Art Deco in the entryway, and Fred went along
with them on it.

Blum: Who insisted? The Billses?

Keck: Yes, the realty company.

Blum: Was there an interior designer?

Keck: No. Somebody presented the drawings of the fountain, I think, because we
didn’t know enough about what the hell to do as far as the neon fountain
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was concerned.

Blum: Was that a new product at the time?

Keck: Very.

Blum: Well, from the photographs, it looks stunning.

Keck: Well, it’s not out of line completely, but it is not the thing that the office
would have done if we’d had our way, probably.

Blum: Your brother Fred has said, and is quoted to have said, that this is the first
modern building in the Midwest. He called it a “ship-like, sea-breezy
building.” Did he think there were boat or ship references to it?

Keck: I don’t know. I can’t speak for him.

Blum: Do you agree that it was the first modern building in the Midwest?

Keck: Well, he had designed a couple before that, but they were never built.

Blum: Can you think of any that preceded this one?

Keck: No.

Blum: So, it must be so. It must be right. Can we step back for just a minute and just
sort of fill in, and then we’ll make everything come together, I hope. From
what you’ve said about the influences in your home, in your hometown for
your brother leading him to architecture, were they any different for you?

Keck: Well, no. He was my idol, I would say. I had decided to be an architect and
wanted to go to the University of Illinois.
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Blum: To follow in his footsteps? Was that the biggest reason?

Keck: Yes.

Blum: Were there just the two of you in your family?

Keck: No. There were seven children in the family. First Maita, a girl who died of
spinal meningitis, then Fred and John and Carl. Three boys after the girl.
Then there was a—I used to tease Mother about it—ten-year vacation period
from 1898 to 1908 until I came along. And I was supposed to be a girl.

Blum: You were!

Keck: As far as she was concerned. She always used to tell me she cried when I was
born. It never bothered me psychologically.

Blum: I know you have a brother Peter because you designed a house for him up in
Wisconsin. And the work of your brothers--what professions did John and
Carl follow?

Keck: John didn’t go through college. He didn’t want to. He went into the marines
during the war. He had to go to war but never got across the sea. He later
went into business—the Keck Furniture Company.

Blum: I see. And Carl?

Keck: Carl was the only blond, blue-eyed one in the family and very much
interested in the outdoors. He was in the early stages of the war in 1917 and
in uniform. I have a picture of him. He was very much of a tease. There’s ten-
years difference between him and myself, so he did tease us a lot when we
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were kids, but we loved him very much. He’d always had problems with
colds and bronchitis, etc. He went out to work for an uncle of my mother’s
who had a ranch in Yakima Valley in Washington, raising fruit. Uncle Henry
used to send fruit barrels, apples and pears and stuff, and we stored it in the
basement every year. Carl decided to work for him outside. He liked to be
outside anyway. So, he worked there for a year, and then came back to
Watertown at the wrong time of the year and incurred pneumonia. He died
in the bedroom directly opposite my kid brother and myself. He couldn’t
breathe. It was in the days before penicillin and so on. All they had was
oxygen and they had been giving him plenty of that but it didn’t help bring
him through. It was quite a blow to my mother.

Blum: Well, it sounds like you had two groups of children in your family, separated
by some years.

Keck: Yes, and then there were three more. There was me and then Pete a year and
a half later. Pete died in January of this year of Alzheimer’s disease. And
another baby, Albert, who died as an infant of scarlet fever.

Blum: Are you the sole survivor of your family?

Keck: I’m the sole survivor. It’s surprising—from only two generations. My father
was the youngest in my grandfather’s family, and I’m one of the youngest of
my father’s family. I don’t know the date my father was born, but he died in
1969. He had a heart attack. And John had a wife who I think drove him to
his death. She thought he was a big merchant with a lot of money.

Blum: But within the hierarchy of your family, George Fred was your hero.

Keck: Right. Whatever you want to call it.

Blum: Now, you went to the University of Illinois.
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Keck: Yes. In fact, I had a little difficulty getting into the university. I couldn’t get
into the engineering school because I didn’t have any geometry. They didn’t
teach geometry in high school and they didn’t teach it in the college that I
went to.

Blum: But you went straight into architecture—not architectural engineering.

Keck: I went into architecture, but I had to enter the liberal arts and science
departments in order to get into the university and I had to go back to high
school when I was in my first year in college, taking geometry. I got through
that course as an extra.

Blum: Now, your degree is in architecture. Why did you not switch into
architectural engineering at some point?

Keck: Well, it was a little easier in architecture than it was in engineering, as far as
the background was concerned. There, too, I had had no calculus. A thing
that happened to me the first year at Illinois, was taking an electrical
engineering course to get some information about electricity. In those days, a
professor was getting about five thousand dollars a year. If a student was
working for a graduate or master’s degree or something, they would bring
the student in to teach.

Blum: It was as a teaching assistant?

Keck: To teach the freshmen, an assistant. He taught the course in electrical
engineering and he was deriving all his formulas using calculus. It was a
meaningless thing to me. What’s the use of memorizing it? I was never good
at memorizing anything anyway. It meant nothing to me. I didn’t know what
he was talking about. The dean called me in after I got an “F’ in the course-or
an “E” or whatever it is for failure—and asked what it was, and I told him.
The guy was incompetent as far as teaching for me was concerned. I didn’t
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know what he was talking about. Using calculus, I didn’t know anything
about it. I’d had algebra—had that at college at Northwestern, and I think
even some in high school, too. But, finally this upset my whole schedule,
because we had a very tight schedule. In four years you had to get one
hundred and twenty hours credit, which was a tremendous amount. I never
had any more than two hours free from Monday through Saturday noon,
except Tuesdays and Thursdays in the middle of the morning, two free
hours.

Blum: You worked very hard.

Keck: I did. There were a hundred and thirty or forty of us that came in as
freshmen, and only thirty of us graduated in four years. That’s a failure rate
of a pretty high percentage.

Blum: Yes, only about twenty-five percent graduated. Yes, it certainly is.

Keck: And some of them had dropped out early because of the depression.

Blum: Yes, those were difficult years.

Keck: I got there in 1927, 1928, 1929—the crash.

Blum: And you graduated in 1931.

Keck: Yes.

Blum: We talked earlier about the fact that the Beaux-Arts system was the system
that the university used when Fred was in school, and the exposure to
modernism was very limited. You said it was somewhat different when you
were there.
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Keck: It was still the Beaux-Arts system. The class was six weeks. They sent out the
program and you had to do a sketch—an esquisse, as they called it, and you
had to follow pretty closely to that. If you were stuck on the esquisse, while
you could make some changes to it, it usually ended up with a poor job on it.

Blum: “Esquisse” is a French word for “sketch” a quick sketch, isn’t it?

Keck: That’s right. Using the French Beaux-Arts schematic designs. But we were
allowed to go as far as we wanted as far as the modern was concerned. I did
a school plan that they kept after I graduated at Champaign. It was hanging
on the wall for a few years after I graduated.

Blum: So, there was no direct instruction in modern, but they didn’t object if you
did it. Is that what you’re saying?

Keck: Well, Art Deam was pretty broad-minded, Arthur Deam.

Blum: Was he the dean or the instructor?

Keck: He was the head of the senior architectural design. In fact, his son is teaching
out at Circle Campus.

Blum: Was he your immediate instructor?

Keck: He was the man in charge of the senior class for the whole year on
architectural design.

Blum: Well, if the Beaux-Arts system was the one that the university used officially,
how did you become exposed to more modern things?

Keck: Again, Van Dort, the book salesman, was around with his books. I bought



36

some of them. Not too many, because my father bawled me out for spending
twenty-five dollars on the Frank Lloyd Wright thing, which is probably
worth three times that now. A lot of his early houses and the Midway
Gardens. In fact, I used that Midway Gardens design for a paper I was
supposed to present on design. It wasn’t a very good job. I didn’t do the
research I should have.

Blum: Well, you know, many things that we talked about during the late twenties in
Europe were happening—the Bauhaus, and the formation of CIAM and Le
Corbusier’s book Towards a New Architecture. Those were reported in the
architectural journals if not in book form. Did you have access to those
journals at the university?

Keck: Yes, some of them—the French ones and the German ones—but not very
much. It was mostly a matter of seeing it and learning about it in other
manners. Van Dort’s books, as he came around peddling them.

Blum: Within the student body, were there students that were more interested in
modernism to the point where they were really devoted to modernism?

Keck: Yes, very much so. In fact, for our senior class tour of important Chicago
works we came up and I stayed with Fred and Lucile. I didn’t have to go to a
hotel. We were here three days. We saw the 333 North Michigan building
and the Daily News building, which was brand new, and the presses and the
way they operated. We came out to see Rockefeller Chapel at the University
of Chicago. All of us looked at the chapel, then went right over to Robie
house, and got the tour of it by ourselves, then went back and joined our
group again. We went to a couple of houses on the North Shore. A colored
boy was doing the janitorial work on Robie house, washing windows, and
we asked him the question, “How do you like the house?” “Oh,” he said, “it’s
okay. Just as soon as I get through washing the windows, I have to go around
and start over again. All this leaded glass.” We were more interested in the
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Robie house than the chapel. Rockefeller Chapel was modern Gothic. That’s
what we were destined to see on the tour.

Blum: Who was your guide, instructor? Who went with you?

Keck: Art Deam came with us.

Blum: So, he introduced you to the more modern buildings.

Keck: That’s right. We went to the William E. Clow, Jr. house up in Lake Forest and
unfortunately one of the boys picked up a jade ashtray.

Blum: David Adler did the Clow house. It certainly isn’t modern.

Keck: It’s not a modern house completely, but there are beginnings of feelings of
more modern things in it in some of the forms.

Blum: This was your senior class trip?

Keck: Oh, yes in 1931. 1930 it was actually in the fall. In fact, another one on that
trip was the Adler Planetarium. And an interesting story in conjunction with
that is the architect Ernest Alton Grunsfeld Jr., Tony’s father, met us there on
a bright October afternoon on the old steps that you used to come in. They
don’t use the main entrance anymore. It ended up a mall of pools in the
world’s fair. He pointed out something in there which was really unique—an
architect telling you—he said, “With all this beveled glass, I didn’t realize
that we were going to get a display like what we have here of the sun coming
through on an October afternoon”—it was late afternoon—”shining through
these doors, projecting on the marble.” A beautiful display of rainbow colors.
It was nice. He mentioned this. He said, “I didn’t expect to see this. It just
happened. Nobody thought about it. But it is a wonderful situation. A
surprise type of thing that comes out of what you’re doing sometimes.”
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It was similar to the Chartres Cathedral. I took some magnificent
photographs when we were there in the 1950s of the same thing. Late sun, an
October Sunday morning, shining through the colored glass, projecting the
color on the marble floor and on the wall around the main center of the
church. I saw a Japanese student behind the altar, which is a walkway, sitting
down with a book on his knees and a pair of field glasses, looking up at the
glass and then referring to the book to see whether they had changed it on
him and so on.

Blum: Well, you surely need field glasses because the windows are so high. You can
barely see any detail with naked eyes.

Keck: I would have problems. But he being Japanese with the glasses he had on, I
could see why. He was having a good time there.

Blum: Well, the windows are beautiful and time-consuming to understand.

Keck: It was a Sunday morning and a mass was going on at the same time. And I
asked whatever you call the man—the sexton or whatever you call him—if it
was all right to take photographs. He said, “Yes, as long as you don’t use a
flash.”

Blum: A flash wouldn’t have done any good at that distance anyway.

Keck: Well, no. It was just a disturbance. A flash during any of the religious things,
Mass was going on at the time with beautiful singing, would disturb.

Blum: Do you recall when you were a student and you visited Chicago, what
captured your imagination?

Keck: Well, the buildings we saw. The 333 North Michigan Avenue building was a
pretty good building for that time by Holabird and Root. And even the press
building, the Daily News was. And, of course, Frank Lloyd Wright’s work we
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saw. We didn’t know that there were a couple of other things around here
or we’d have probably gone to see them, too, like the George Blossom house
and the Isidore Heller house, 5132 Woodlawn Avenue, north of Fifty-third.

Blum: What was the feeling about Frank Lloyd Wright among your school
instructors and fellow students?

Keck: Well, he was considered one of the best as far as we were concerned and for
anybody who was interested in modern. We studied as much of it as we
could get to see. In fact, in 1931 Jim Lendrum was going out to his uncle’s
ranch in Denver. He was teaching down at Illinois. He and I were very good
friends. We drove out and I stayed with his aunt and uncle for about a week
or so. We stopped at Frank Lloyd Wright’s Taliesin on the way up, and we
were looking for all the stuff that we could get to see before we got to
Colorado. The same architect who did the capitol in Lincoln, Nebraska did
the Rockefeller Chapel building here, which is a very simple, modern
structure. What was his name?

Blum: Bertram G. Goodhue. When you graduated school in 1931, was it simply
understood that you would join your brother Fred or did you ask him if you
could? How did your partnership or association take shape?

Keck: Well, I came to Chicago on my own invitation and I lived with them because
I couldn’t afford to live by myself and started as a draftsman.

Blum: Was it just understood that you would work for him?  He expected it and so
did you?

Keck: In 1933 we had a job to design a house in Phoenix, Arizona, in the desert in
Paradise Valley—to do the house. Things had slowed down after the Century
of Progress considerably, although we were doing a little work for Bills
Realty in Indian Hills Estates and whatever else we could get our fingers on.
Bob Tague just graduated from Armour, which is now IIT, and Fred needed
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somebody in the office. I was a little bit of a burden on twenty-five dollars a
week salary plus room and board.

Blum: Was that good pay?

Keck: Well, a lot of kids were working for that.

Blum: Oh, I was just wondering if that was that considered good pay in an
architectural office at that time?

Keck: It was for a beginner draftsman. You could get twenty-five dollars a week to
start. You had to scrounge on that, I can tell you. Sammy Kruse worked for
us for a while. Buford Pickens worked for us for a while. His wife was
working and both of those people, Sam Kruse and Buford Pickens in their
free time in the evenings and weekends worked as guides at the House of
Tomorrow for forty cents an hour.

Blum: That was in the early thirties.

Keck: Yes.

Blum: When you joined your brother in 1931 how would you describe the office he
had? Were other people working there?

Keck: I was the only person and sometimes a secretary.

Blum: So, there were just the two of you?

Keck: Oh, yes.

Blum: This was at the height of the depression, did he have any work?
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Keck: A little bit but not much. But then as I say in 1935 things got to be a little
tough after the world’s fair. The second year—1931, 1932—yes. Bob Tague,
who was living at home out on Ellis Avenue someplace with his folks became
available as a draftsman and worked for just a salary and for some
experience, too. I took off or I was offered work with Eugene Chapman,
whose father had bought some property from two nurses who had retired
from St. Luke’s Hospital. They were running a four-bedroom, plus their own
quarters, nursing home for wealthy patients who still needed some nursing
care—a rubdown and a little bit of care, but not too much. They had a good
place to live and were given room and board at the same time. Gene
Chapman’s father told Gene and me, “You go build a house for us, the two of
you”—the father and the mother—and the two nurses took us in one room.
They weren’t too full. They had one other patient at the time, so we lived
with them. It was just on their property. It had been sold to the Chapmans
where the house was built. So, it was only half a block down the street to
where we’d go to work every morning. We got our food and a nice place to
live.

Blum: Now this was in the summer of 1935.

Keck: We drove out to Arizona in May. I spent the next three or four months there
actually building the house. We hired a crew of five or six Mexicans who all
had five or six sisters so they had five or six brothers-in-law and we hired the
whole crew.

Blum: Now, what did that do to the vacancy that you left in your brother’s office?

Keck: Bob Tague took over.

Blum: I see. Was that the first time he joined the office, because you created a
vacuum that he stepped in to fill?
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Keck: Well, I pulled out because it was getting to be a burden as far as Fred was
concerned and I wanted to get some experience in the construction field. So,
Chapman and I both worked on the house under the direction of a
superintendent who put up joists.

[Tape 2: Side 1]

Keck: I laid adobe brick for one day. The damn things weigh about sixty pounds
each. We made our own brick on the job with straw and adobe-mud.

Blum: So, that was really your practical experience in building.

Keck: Yes, some practical experience. Putting a house together, hanging doors. We
had a skilled carpenter. They called him “Relampaho,” which means
“greased lightning” in Spanish. He was an old man who worked very slowly,
but a very meticulous person. He did a nice job of putting the hardware on.
He put on the locks and that sort of thing, which took more skill than I had.
The house had four bedrooms. Each had its fireplace and the master bedroom
had a heatilator. It had a big living/dining area and a separate kitchen, a little
storage area and designed in the usual “U” shape with a private garden.

Blum: And for how long did this last?

Keck: Four months. I had a job offered to me in Phoenix at thirty dollars a week but
I didn’t know how I was going to live on it. Fred got a job at that time, the
Bruning house in Indian Hills in Wilmette, Illinois, with the glass-brick tower
and the circular stairway up.

Blum: Again, in Indian Hills. What I’d like to do, if you don’t mind, let’s hold the
Bruning house until we get to 1935. But just for a moment, can we just think
through the 1930, 1931, 1932 years leading up to the Century of Progress? In
1930 you were still in school when Buckminster Fuller gave an address or a
lecture at the Arts Club. Did you attend?
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Keck: No.

Blum: Well, do you think that your brother Fred did? He has said the Arts Club was
one of the venues in Chicago in which he participated.

Keck: Yes.

Blum: In 1931 there was a traveling exhibition—I think John Levy Gallery brought it
to the Arts Club in Chicago from New York—of Bauhaus work and that was
in 1931.

Keck: I don’t remember it. I don’t think I was there. In fact, I wasn’t a member until
later on after the war.

Blum: And in 1932 the big show. The one at the Museum of Modern Art that Philip
Johnson and Henry-Russell Hitchcock produced.

Keck: Yes, I know of that but I did not attend.

Blum: Did any of these have any influence on your career?

Keck: I suppose, subconsciously. Most of them that I saw did have some influence
on me, whether anything specifically made an application, I can’t give you a
definite answer on that. But it must have been subconscious because I was
very much interested in the things that were being shown and being
constructed in the way of actual buildings that were done in the modern
movement.

Blum: And you were interested in modern, in spite of the fact that you were trained
in school with the Beaux-Arts system.
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Keck: We were very much interested in modern even in school. We stayed away
from Beaux-Arts as much as possible. Our professor, Art Deam, was very
interested in modern. In fact, he even asked me to stay on for the next year to
get a master’s degree. But I was too anxious to go to work at my brother’s
office to relieve my father of having to pay many more of my expenses,
although they were much less then than they are now.

Blum: When you did join your brother in 1931, the big job, from my point of view,
was the 1933 Century of Progress for which your brother’s firm designed two
houses: the first year in 1933, the House of Tomorrow, and the second in
1934, the Crystal House. They were spectacular and fantastic at the time.

Keck: In 1931, of course, when I first got there out of school in the fall or
midsummer, I was given detail work that was going on in the way of some
work for Bills Realty, again, in Indian Hills Estates. Concerning the
negotiations for getting the House of Tomorrow established as a building in
the fair, I was not in on that with Fred very much. But I did find out as the
thing developed that two people from the fair who were selling space, or
organizing the houses to go in the space, allowed for “houses of tomorrow”
by various and sundry manufacturers. They were able to work some kind of
a deal to charge ten cents for admission for visitors to come through to see
what things were. All the rest of them were free entrance but there was a ten-
cent charge to go through the House of Tomorrow.

Blum: Why was that?

Keck: In order to cover the expenses of it and to make a profit if possible.

Blum: Was there an entrance fee to enter the fair itself?

Keck: There was an entrance fee to the fair.
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Blum: Then this was an additional charge.

Keck: Most of the rest of them were all free, except such things as specific shows
and so on. I can’t even remember which ones were there.

Blum: Like the Streets of Paris?

Keck: The skyride and the Streets of Paris and the eating places and the rest of that.
General Motors was there. We did a design in the Travel and Transport
Building for the Standard Oil Company at that time to show what they had
done in the past. It was a big crown, as they used to use in their design on
pumps and so on in which they projected in the four directions to four big
screens within the space. An electrical engineer who arranged this got us to
design the tower for the projection, and he worked all the details out as far as
the engineering of the electrical work was concerned. So, it was a fairly good
success. It gave a nice story of what Standard Oil had done in the
development of motor oil and gasoline.

Blum: My understanding of the houses in the residential section was that almost
each one was sponsored by a different industry, like the lumber industry
sponsored one, and some pre-fabricated manufacturer sponsored another.

Keck: And the brick industry. Andrew Rebori did the brick house. Howard Fisher
did the steel one-the enamel steel one.

Blum: Was that Steel-Stran?

Keck: Stran-Steel. I can’t remember all of the rest of them who were the designers.

Blum: Well, my question is, because each of these were sponsored by an industry or
a type of building material company, why was it unusual to charge ten cents
to go through the House of Tomorrow?
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Keck: This was the only house that was allowed to charge an entrance fee in the
fair.

Blum: Was that a privilege?

Keck: It was a privilege in order to make some money on it, if at all possible.

Blum: Now, did the money go back to the people who provided the materials or did
you and your brother get some of it?

Keck: My brother had fifteen percent interest in it. These two people I mentioned
previously had the remaining interest in it, for the first year and then
including the second year, which we’ll talk about later.

Blum: So were they your financiers?

Keck: Yes, to a degree.

Blum: I see. Were they connected to the fair in any way?

Keck: They were connected to the fair. They were working with the fair and
organizing other houses to be in it. But this one was allowed the privilege of
charging admission so it could make a profit, if there were enough people
there. This was done and we hired a man who was a good contractor. He was
well-organized but out of business because of the depression to go out and
start selling materials to various and sundry manufacturers in the building
industry: the glass industry, the steel industry, the plaster industry, flooring
etc., etc. All the way through. I was in the office and I was given the detail in
the development of a plan based on Fred’s sketches, as to what was to be. The
House of Tomorrow had a central core, with a stairway around it, up to a
duodecagonal—twelve-sided form—and we established the size and the
width and the length or the diameter and we created a circle and points. We
divided it into twelve points where the columns were. I laid out all of the
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working drawings, but they were constantly being changed depending on
who you could get to do what part of the work. We modified it to that extent.
We used a round column to keep it small and simple in form above the first
floor. The remainder of it was structural steel. We even sold some steel joists
which were encased in plaster to the U.S. Gypsum Company. I think I’ve
given you a copy of a list of companies who were identified in the brochure
which was made to sell along with the ten-cent admission charge, to
advertise these materials and where they came from. The Carrara glass came
from Pittsburgh Plate Glass Company. Libbey-Owens-Ford Glass Company
was mentioned as was the structural steel company, Henry Pratt Company.

Blum: Libbey-Owens Glass?

Keck: Libbey-Owens-Ford Glass Company. They made nice surface materials to be
used. The office had designed, through contact with a local manufacturer of
wood, some of the furniture and upholstery work. With another steel chair
and table person for the dining room set and the bedroom, etc., throughout.
All of which was included in this pamphlet to supplement and help advertise
our part of it and what was done and how it was accomplished and through
whom it was accomplished for the advertising value that they got out of it,
which was what it amounted to. They had to furnish the materials and erect
them.

Blum: Why do you think that this house was treated differently than the others?

Keck: An attempt at making a profit in it.

Blum: Yes, I understand that. But if it wasn’t a very special house, it probably
wouldn’t have attracted enough of an audience to make a profit.

Keck: Oh, it was a very special house. Well, at that time, of course, there was the
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difficulty of trying to get a loan on any kind of a design that was modern. It
was almost impossible to get a loan from any kind of a bank or a loan
company—to the point where Fred was discouraged about it, as far as trying
to get something built. So, what he wanted to do was to go as far out into left
field as he possibly could with a design and then bring them back to earth
enough to show what could be done and to help sell the idea to the banks
and to the people who saw it. We got plenty of publicity out of that. Of
course, all the newspapers said, “If you live in a glass house, don’t throw
stones,” and all those kind of headlines—the brilliance of a great copywriter.

Blum: Were any of the other houses in the fair financed by banks or lending
institutions?

Keck: No. They were by the manufacturer of the materials that were used in them.
The brick house that Andrew Rebori did was an interesting one. In fact, I
didn’t get to see many of the other houses. I wasn’t really interested. I was
interested in the House of Tomorrow. And I was very impressed at the time
with the Italian squadron of planes. I was out there that afternoon. The Italian
squadron of planes crossed the Atlantic came to Chicago and flew down the
length of the fair over Lake Michigan. It was a thrilling experience to see. I
was standing outside on the deck of the House of Tomorrow to see them go
by. The advance in the airplanes and flying that had come about for them to
fly that distance with the whole squadron. I think there were twenty-two or
twenty-four of them in the group, flying formation.

Blum: How do you think the design for the House of Tomorrow, which as you
described was twelve-sided with several levels, came about? I think what
struck me was that on the ground level there was not only a garage for a car
but also a hangar for an airplane.

Keck: Well, it was a replica of Charles A. Lindbergh’s flight across the Atlantic,
which had happened only a few years earlier in 1927. The Spirit of St. Louis
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is it called? It was a replica of Lindbergh’s plane.

Blum: To have a plane on the ground floor and have an automobile seems very
forward thinking in terms of residential architecture.

Keck: Well, it was a house of the future. Let me add to this, in conjunction with it.
Recently, within the last year or so, I visited a group of people in a non-
incorporated area on the southwest side of Chicago beyond the city limits
where to live there, you have to own a plane and fly a plane and house a
plane there. They have two strips for flying and taxi strips on both sides of it
and the houses are outside of that area. You’re living right next to where
your plane was housed and could take off and fly to go and come back to
your own home.

Blum: This was in 1990?

Keck: This was in 1989 that I saw this, an actual installation of planes where people
could live. I have seen others where a farmer has a sufficient field to land in
and he’s left the grass there. There’s a man who sells nothing but raspberries
and strawberries in season on Highway 50, just west of 1-94 two or three
miles on the north side. He has a windbag hanging up there, and he has a
plane that he lands on a field that has only grass on so that he can fly. So, it
has happened in other places, too. It was a projection of the future.

Blum: But in 1930, that was a fantastic idea. Today it’s not.

Keck: No, it isn’t.

Blum: So, it may be true it justifies what the House of Tomorrow had in the hangar.

Keck: It justifies thinking that far. And there was a very good-looking car in it. The
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Pierce Arrow, Silver Arrow. In fact, within the last two or three years I had
some correspondence from a Pierce Arrow club in Texas, asking if there were
other pictures than the one they had of the Pierce Arrow, that were shown at
the House of Tomorrow. I dug up some negatives that I’d taken or a friend
had taken, and I had some prints made and I sent them copies of it. It was
published in their little rag that they put out once a month. They thanked me
profusely for the use of the material.

Blum: Where do you think the design, as you described it, for the House of
Tomorrow came from?

Keck: Well, we’ve been accused of using the house in Watertown, Wisconsin, which
Fred knew of.

Blum: The Octagon House?

Keck: That has a central stairway and the rooms all around it, so your access is in
through an entryway and on up and also down to the lower levels. So, that
was octagonal, and this is twelve-sided. Twelve-sided gave a little more
places to run partitions up to the columns to form rooms. They had a living
room/dining room combination.

Blum: The rooms were wedge shaped, pie shaped.

Keck: Yes, a piece of pie, like Bud Goldberg used in the two corncob jobs
downtown.

Blum: Marina City.

Keck: Marina Towers. And it worked out fairly nicely. The children’s room has a
place for bunks in the middle that could fold down and take it out of the way
so that the children could play in it. We also had some cabinets with an
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aquarium in it. The kitchen was up-to-date—all electrical. General Electric
did the furnishings on that. In fact, I looked back the other day and was
reminded of the fact the refrigerator had that tower on the top of it for the
cooling part instead of the fan, which is inside and behind the back and
blowing down on the floor these days. Those have gone out of style since the
mid-1930s, I believe. So, it’s dated to some degree, but it represented very
advanced thinking at the time it was done.

Blum: You’ve named the Octagon House as perhaps one influence. Was it a direct
translation or not?

Keck: I can’t say that Fred got the idea from it specifically but subconsciously he
may have. He’d been in that house and known it as well as I had as a
youngster.

Blum: What do you think the relationship was between the House of Tomorrow
and Buckminster Fuller’s Dymaxion House?

Keck: Well, it had a central section coming on up where he picked that up. And
Bucky’s was, of course, a hanging thing. Ours was a self-supporting
structure. In fact, Bud Goldberg later on did a filling station where he did the
same thing that Bucky Fuller did in his house.

Blum: Do you mean hung it from a mast?

Keck: Hung it from a mast in the middle, yes. Up on the Near North Side in
Chicago somewhere. It’s been taken down, I think, since. You’d have to ask
Bud. As an aside at this moment Bud got out of Germany at the time Hitler
came into power or shortly thereafter—1934 or 1935. You would know why
without even explaining anything and came into our office and asked if he
could hang around to see what we were doing. He didn’t actually work for
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us, but he studied a lot of things that we were doing and designing at the
time.

Blum: So, it was after the fair.

Keck: After the fair I think it was. I’m sure, because that’s about the time Hitler
really came into real power and began to terrorize the Jews. With the name of
Goldberg, so obviously Jewish, you’d have to get out of Germany.

Blum: I thought Bud was in Germany studying with Mies at the Bauhaus.

Keck: He was at the Bauhaus, that’s right.

Blum: And that closed in 1933.

Keck: Well, I don’t say he came to our office immediately but when he came to
Chicago. We’ve been good friends ever since.

Blum: May we go back to Goldberg’s filling station? He hung it from a central mast?

Keck: Yes, similar to Bucky Fuller’s type of thing. I don’t know whether Bucky was
the originator of that construction. I’m sure something like that must have
been done earlier. The only thing you could say that I could think of at the
world’s fair like that was the Travel and Transport Building, which was a
structure hung on cables and the roof moved up and down.

Blum: Yes, that did have a movable roof.

Keck: It had to because of expansion and contraction.

Blum: You mentioned Howard Fisher a little while ago, and he was certainly one of
the early advocates of prefabricated housing. I also understand from other
people that he was sort of the hero of those early depression years because he
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employed many young architects. And the only employment they had was to
work for Howard Fisher during the time of the fair.

Keck: I don’t know that in fact, but I do know Howard Fisher—I did know him. We
ran into him at an exhibit that Stanley Tigerman and Stuart Cohen organized
and was shown in New York down at the Cooper Union in the business
center of New York City.

Blum: Was that the “Chicago Architects” exhibition?

Keck: Yes. And the model of the House of Tomorrow was a very bad model.

Blum: Did your brother, Fred, know Howard Fisher at the time?

Keck: I believe so. Fisher’s brother was an attorney in town and Fred and Lucile
entertained them here in Chicago at their apartment and knew them through
another attorney that they knew, as well as Howard’s sister, who I see just
died recently. She was a painter.

Blum: Margaret?

Keck: Yes. I never met her, but I knew where they lived on Fisher Lane. It was off
Tower Road and east of old Green Bay Road on another road up in the
Hubbard Woods section of Winnetka.

Blum: Do you think that Howard Fisher, with his strong advocacy for prefabricated
housing, had any influence or impact on Fred’s thinking?

Keck: I presume he probably did to a degree because Fred became very much
interested in it. Schweikher, Lamb and Elting had a job of doing some
housing in Rockford when all of them were getting ready to go into one or
another branch of the service. Fred was asked to help them on it to
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supervise the job and so on, at which time he met Ed Green. These structures
were panels—whole walls, and sections were built up and put in place. And
Schweikher, Lamb and Elting had made a layout and Fred helped on a
section of property for war workers’ housing for war production.

Blum: This was a little later, wasn’t it? It was in the early forties.

Keck: Well, it was during the war, but the reason I’m bringing that up is because
Fred then became interested with Green on prefabrication of these panels.
Fred suggested that instead of making big panels that you have to move by
truck and are not easy to move around all over the place, getting a unit that
can be handled by one or two people on a job. Ed was working with the
Forest Products people in Madison, Wisconsin, on the methods of using less
wood but getting more strength out of it by prefabrication and by joining
things together to the point where you have greater strength. That was the
development that went into it later on. The only reason I mentioned it was
because with the prefabrication you were asking about Howard Fisher.

Blum:  I have read that the House of Tomorrow was constructed within thirty to
sixty days. Would you say that that was considered to be a prefabricated
house in a way?

Keck: Well, almost all housing these days is prefabricated to some degree. It’s the
degree to which it is prefabricated. I mean, after all, the medicine cabinet you
don’t make on the job. That’s already made and they put it into place. Your
windows come already made and you put them into place. Not necessarily
the roof structure and some of the walls, but other parts are prefabricated to
the extent that it becomes a semi-prefabricated house, in any event, whether
it’s hand built or not.

Blum: Well, would you say that House of Tomorrow qualified as prefab in terms as
you define it?
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Keck: Well, it was pieces that were put together which is the way any kind of a
house is put together. It’s prefabricated only in that the parts were made in
the factory and then they were put in place. But not in a great big unit that’s
all.

Blum: How long did the House of Tomorrow take to construct?

Keck: Well, it took only a few months.

Blum: A couple of months?

Keck: Oh, it was more than that from start to finish.

Blum: Did Fred have any problems getting the design approved by his two
financiers?

Keck: No. There was never any problem about it that I know of.

Blum: He was really in charge of design?

Keck: Yes.

Blum: There’s been a well-published idea about what has been termed the
“greenhouse effect” related to this house. Would you talk about that?

Keck: Well, we found that at the time it was under construction, in early spring in
order to get it ready, and Fred was out there a couple of times. After the glass
had been put in the men were working in their shirtsleeves and it was damn
cold outside. So, there was a lot of sunshine coming in and they were able to
work in their shirtsleeves with no heat in the house. So, you got a greenhouse
effect out of it.
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Blum: Was that unexpected?

Keck: No, it wasn’t unexpected. We both knew that anybody who had ever used a
greenhouse for growing flowers or plants in one form or another—in the
wintertime, first thing in the morning, if it’s going to be a high pressure and a
nice, sunshiny day, even if it’s twenty below zero you could go and bank
your boilers, if you’re burning coal, or turn down the oil or gas or whatever
you’re using for fuel, because you’re wasting a lot of heat in the place. It gets
so hot later, you have to open the windows.

Blum: How was the house heated?

Keck: It was forced warm air. There we used a stock item. The Holland Furnace
Company makes a furnace which we used, to which we added one of the first
air-conditioning pieces of equipment, which was water cooled rather than air
cooled, as most of them are at the moment. But you had to use a lot of water,
and that, of course, now has been stopped as far as any city is concerned.

Blum: So, that was heated and it was air-conditioned, internally.

Keck: However, in the summertime, while we toured people through the house it
happened to be that the master bedroom faced directly west and two sheets
of nine-by-twelve feet of glass let in an awful lot of heat. We could never get
that room down to a comfortable level to live in with the air-conditioning we
had. That pointed out something to us that finally led into much more study
and trying to analyze what you can do about it. We had a Venetian blind on
the inside of the glass that was painted with silver paint to reflect as much as
possible. In addition, there was a curtain that you could close for complete
privacy on the inside.

Blum: In front of the blind?
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Keck: I think it was inside the blinds, which rolled up from the bottom all the way
up to the top—again made of aluminum finish—with a curtain of cloth of
some form or another for decorative purposes on the interior. But you could
not stop that sun from coming in and developing heat within the room
completely. You could block some of it. I mean, this is what led to our later
use of blinds. Then we found out that you could get a Venetian blind that
could hang on the outside of the house, which we used in 1935 in a house up
in Wisconsin, or shortly after. These blinds were made of aluminum and
worked very well. We provided a pocket on the outside of the house where
the blinds could be lifted up into to get them out of the way of the window.
We had controls on the inside for tilting the blind, as well as to raise and
lower it.

Blum: So, you’re talking about the house in Wisconsin. Is this blind arrangement,
which went on the outside, an improvement over the House of Tomorrow
where the blinds were on the inside?

Keck: Yes. We also used the same kind of blind on our apartment building that was
built in 1937. Unfortunately, we overlooked the problem of the electrolysis in
an acid-created air problem in Chicago—or any other city, for that
matter—where a lot of coal was being burned which is what we still had at
that time.

Blum: What happens?

Keck: Well, the stainless steel clips in the chains just ate up the aluminum over a
period of time, because of acid rain.

Blum: Oh, my.

Keck: So, they have now been made—you can’t raise and lower them because they
have become fixed—and we use them for another purpose. We’ll talk about
later.
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Blum: But you decided, based on what you saw in the 1933 House of Tomorrow, to
move the blinds to the outside. What was the advantage?

Keck: To stop the sun before it comes into the house.

Blum: Oh, before it hits the glass.

Keck: Wherever it hits the glass, as it did in the House of Tomorrow. We did the
same thing the following year on the Crystal House. We can talk about that
later, too.

Blum: You know, I couldn’t help but be struck by the decks of the House of
Tomorrow. Maybe I just happened to look at them in a way where they
caught my eye. The open decks of House of Tomorrow reminded me so
much of what Le Corbusier had done in his Villa Savoye. Was there any
connection?

Keck: I don’t think so.

Blum: Did your brother know Le Corbusier?

Keck: He didn’t know him. I think he did meet us one time when they were in
Europe, but I’m not certain of that, either. Fred didn’t tell me everything.

Blum: I know. You’re the only one who can speak for him, so forgive me if I ask
questions to which you really don’t have answers. You mentioned the
furnishings before. You talked about someone who had manufactured the
furnishings. Was this your first collaboration with Marianne Willisch?

Keck: No, not on the House of Tomorrow.



59

Blum: When was she involved?

Keck: She got in on the Crystal House the next year.

Blum: I see. Another name that crops up in connection with the fair work—whether
it was in 1933, for the House of Tomorrow or for the Crystal House in the
following year—is Lee Atwood. He was a colleague and friend of Paul
Schweikher’s and I understand it was through Paul that Lee was introduced
to your brother who subsequently hired him in 1934.

Keck: That may be but I’m not certain of it. Lee was hired originally to do a
Colonial house near Barrington for a woman whose father had invented and
patented a bag for filling cement bags and made a fortune. She inherited this
money and wanted a Colonial house. We got the job through her contact. It
was a real estate man in downtown Chicago whose son was an architect, but
was not capable of designing a house of that nature. Lee had worked for
Walcott and Work and had done this kind of thing. I don’t know whether
Schweikher was ever in on any of that or not. I can’t answer that.

Blum: Schweikher met Lee Atwood in Russell Walcott’s office.

Keck: At any rate, Lee and I did the drawings on that house. Isobel Bates was the
client and she wanted a beautiful large house for entertaining with a four-car
garage and a sweeping almost a wing-shaped airplane-type of house with a
thirty by-sixty-foot living room. We had already designed a house like that
for Fred’s brother-in-law up in Wisconsin, which was twenty-seven by fifty-
seven feet, two stories high. You could walk around that house inside of the
living room and still have a little clearance in order to get around.

Blum: What type of house was Fred’s brother-in-law’s house?

Keck: That was a modern house.
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Blum: But you say Lee Atwood was hired to do a Colonial house.

Keck: To do this Colonial house in very much detail with features such as capital
columns, two-story entryway. You walk in under the stairs and you walk up
two circular stairways coming to the platform up above, which led to the two
bedrooms. And you walked right on through to the living room. There was a
big kitchen in one wing. All the details of stairways and all of that, Lee and I
made full-sized drawings on the floor, on our hands and knees, for the stair
builders to do the thing. It turned out to be a nice house. The Quaker Oats
Company finally bought it when Isobel Bates sold it. I don’t know whether
she’s still alive or not.

Blum: What was Lee’s connection to the House of Tomorrow?

Keck: Not too much until we were doing some of the furniture, because we finished
this other house and had done the plans and turned them over to this man.
We didn’t do any of the superintendence on that.

Blum: Who was the man who manufactured the furniture?

Keck: Tapp, DeWilde and Wallace were the manufacturers who were making
specialty, good quality, high-class furniture. They were paid for doing the
work and also in the advertising that they got out of it.

Blum: Now this was modern furniture?

Keck: The design was modern furniture. It was done in the office.

Blum: Steel tubes and very simple lines?

Keck: Some of it, yes. And Lee was a capable person who was able to look at a
photograph and make a design of it and make it down to an nth degree as far
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as accuracy was concerned. He was phenomenal on that.

Blum: There was a footnote that I read in Tom Slade’s article and it said that Lee
Atwood was hired because of his exceptional ability to copy.

Keck: Well, yes. The Colonial stuff he knew pretty well, having worked in Walcott
and Work’s office because that’s the kind of thing they were doing previous
to that. But we found out that he was very skillful in copying and we used
him in that respect.

Blum: For the furniture?

Keck: He worked from a picture. In fact, some of the things that were done the next
year for the Crystal House were really Mies’s designs which Lee made a
pretty good copy of.

Blum: You mean he copied Mies’s furniture designs?

Keck: The furniture, yes.

Blum: Some of the photographs certainly look like some of the known
contemporary furniture by Mies and others. There’s so little available about
Atwood. How do you remember him?

Keck: A very nice person, easy to get along with. Paul Schweikher—I have been
backtracking a little bit, reminiscing here—had been hanging around in the
office and introduced us to Lee, eventually. He and Fred were designing and
working out some low-cost model housing. We made some models. Paul was
a very good model maker. Paul and Dorothy, his wife, lived up on Diversey
just at Sheridan Road in a coach house in the back. It’s gone now. I would go
up from the office to his house when he came home and when Dorothy got
home from her job. She was a doctor’s assistant—I don’t know whether it
was dental or what. We would have a little something to eat and then he and
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I would go and work in the basement of the apartment building. He was
allowed to have a shop to work in and we made models. He taught me all I
knew about making models. We made the models for this particular job,
which was published in Architectural Record magazine quite early. I don’t
remember the date on it at this point. At any rate, the point I would make on
that is that Paul organized a date for me one night—I was single—with a girl
who lived in the neighborhood there. So, we had gone out to dinner
downtown, and then skipped with Paul and Dorothy down State Street
having fun—a light evening. I brought the girl home and so on. I had a few
dates with her. She eventually married Lee Atwood.

Blum: Harriet?

Keck: I was trying to think of her last name. I couldn’t remember it. I had a couple
of dates with her. She was a nice girl. I was free, white and single at the time.

Blum: Well, I understand that it was through the Schweikhers that Harriet met Lee
also. It seems like the Schweikhers were looking to make a match.

Keck: Yes. I didn’t know many people in Chicago. Well, you don’t want to hear
about that.

Blum: Oh yes I do.

Keck: It’s about Stella. I had met her at college. I had never had a date with her
although I had been on double dates when she was out with somebody else.
We were on a committee for the Beaux-Arts design of the ball that we had.

Blum: Which one was that?

Keck: The architectural department had a Beaux-Arts Ball at the University of
Illinois and somewhere we danced and it was organized. Stella was on the
committee with me.
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Blum: Was she studying in Champaign then?

Keck: Yes. She was at school. I met her there, through being on the committee and
she being out with somebody else and double-dating and so on. Well, when
we got out of school and I was free, white, and single and bumming around
not knowing what to do, I had the old directory and I looked up some people
I knew at Champaign. There was Stella McLeish living out on the Southwest
Side of Chicago. Knowing that she had met me but that she didn’t know me
very well—what she would do is think about it. So, this was just about
Christmas time, so I sent her a Christmas card. Then between Christmas and
New Year’s I spent a nickel for a phone call, which changed my life
completely.

Blum: And here it is years later—what anniversary did you say you and Stella are
about to celebrate?

Keck: Our fifty-third in October.

Blum: That must have been quite a card and quite a nickel.

Keck: Her father wanted to know, “Who is this guy that you are going to accept a
date with? Tell me about him,” or something like that. And that date changed
my life completely. I had a hell of a time talking her into getting married to
me.

Blum: When were you married?

Keck: On October 23.
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Blum: Of what year?

Keck: In 1937.

Blum: Oh, it took a long time to convince Stella.

[Tape 2: Side 2]

Keck: That’s enough about the story of my life that we can get into later a little
more, if necessary.

Blum: I understand through Paul Schweikher that Marianne Willisch had come to
Chicago and opened the Chicago Workshops based on what she was familiar
with in Vienna-the workshops.

Keck: Yes.

Blum: And your brother and Paul Schweikher and Lee Atwood designed furniture
for the Chicago Workshops that she manufactured.

Keck: Well, I don’t remember seeing any of those. There probably could have been.
I don’t remember when Fred met her or when he got to know her, but I did
mention to you before that she had an exhibit in her shop of some of Fred’s
watercolors. I can’t remember the date.

Blum: Well, this was very early.

Keck: When was that building built, the Michigan Square building, also known as
the Diana Court building?

Blum: 1929. Paul dates the watercolor exhibition sometime in the early thirties so it
would be about this time that furniture was also being designed and built for
the Century of Progress homes.
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Keck: Well, Willisch was not in on the House of Tomorrow. Somebody by the name
of Kay, Irene Kay Hyman, did the interiors. We did the furniture and Lee
must have been in on that. Kay took care of the furnishings of the decor—I
mean, the curtains and the art and so on.

Blum: The interior decorating.

Keck: The decorating that there was. It was relatively simple—the bedspreads and
the children’s play area and that sort of thing.

Blum: Another comment about Lee Atwood—it is said, and has been written, that in
1926 he designed a prefabricated house that was very much like the
Dymaxion house, and Fuller took very freely from his design for his original
conception for the Dymaxion house. I understand that Lee Atwood and Paul
Schweikher both worked on the patent drawings for Fuller when Fuller
patented the Dymaxion house.

Keck: I don’t know. It’s possible. I can’t answer that.

Blum: Were you aware of any of these connections?

Keck: No. Practically every architect steals from other architects as much as
possible.

Blum: You would think such an original conception one would want to protect.

Keck: Yes.

Blum: I understand that Lee Atwood did not have an architectural license.
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Keck: No, he didn’t. I don’t know why he never got one. What the reason was I
can’t answer it. He was a damn good architect. So was Frank Lloyd Wright
and he probably couldn’t have gotten a license either in some places.

Blum: Maybe a license almost doesn’t matter. It does today, but maybe not at that
time. What was the penalty for not being licensed? For Lee Atwood?

Keck: Well, he couldn’t stamp a set of plans.

Blum: Does that mean that he couldn’t sign them?

Keck: No. The City of Chicago required an architect to sign and stamp a plan.

Blum: I see. It could be his drawing but not his signature.

Keck: It could be his drawings. You have to get somebody else to stamp it to get
approval on it.

Blum: In which case history may never know that he worked on it.

Keck: That’s true.

Blum: You know, Harriet Atwood has said that…

Keck: …that he designed the Crystal House. She’s quite adamant, from what I’ve
heard.

Blum: She thinks that—she insists, not thinks—she insists that the Crystal House
was Lee Atwood’s design.

Keck: I don’t agree with that.
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Blum: Whose design was it?

Keck: The office of Keck and Keck.

Blum: Meaning what, within the office?

Keck: Lee may have had something to do with it. But my brother had a lot to do
with it.

Blum: Do you think that it could have been a collaborative effort?

Keck: Well, every job in the office that goes through is more or less a collaborative
effort to a degree. A schematic was made up normally by Fred—the general
scheme of what’s to be done. Then it was turned over to the office to do it
with Fred’s blessing and criticisms and so on. “No, we aren’t going to do
that. We’ll do it this way,” as it developed. He didn’t always do all the
drawings. Then the perspective was made, and usually the perspective was
made by a layout, mechanically constructed of what the building was
supposed to look like from the actual layout of the drawings. So it was
accurate as far as the perspective was—just a line drawing. Then Fred did the
watercolor on top of that.

Blum: And the conception was whose?

Keck: Well, I don’t think you can ever pin that thing down completely because it
goes through too many hands in handling it.

Blum: The House of Tomorrow and the Crystal House were so different.

Keck: I made the drawings on the House of Tomorrow, personally. I had some
input into it. How much, I can’t tell you at this point. I laid it out exactly. It
was a great big circle and divided into twelve equal spaces so that’s where
the columns were all the way around from the general scheme. And I can
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show you pictures that Fred had drawn of what it looks like. This was not
what it looked like on that perspective completely. But it was the general
schematic of what it would be like. It was a development, some way or
another. I figured out some of the structural beams that were necessary to
carry the loads—to carry it on down. I was doing much more in the way of
the engineering than Fred ever did in the office—and he was the architect
and he was a structural engineer. It was always a joke in the office. In fact,
during the war in the need to get more engineering for general practice I
worked under a structural engineer taking a course under him on more
structural work. When I made application to the U.S. Engineer Corps for a
job in 1943, they turned me down. The procurement officer turned it down
because he said, “Oh, that’s not a recognized school”—this structural
engineer that I took the course from.

Blum: I see.

Keck: I had a personal interest in doing additional work. I did a lot of work in
structure—graphics and so on. In fact, the highest grade I got in the state
examination was a ninety or a ninety-five in graphics. It was the thing that
helped me pass. The first time I took it I made it exactly seventy-five. It
wasn’t a tenth of a point over and it wasn’t a tenth of a point under. So, I got
my license the first time.

Blum: Because the designs of the two houses are so different, do you have any
recollection or any clue, as to how the Crystal House design came to be what
it was?

Keck: Well, it was an attempt to do more prefabrication instead of piece-by-piece
columns, beams, and so on. So, the entire structure is carried on those trusses
around the outside, and the roof across the top of it. The remainder of it was
supports that could be in and put together in large pieces, and then the
panels were put in on top of it and the floors. It was a noisy house.



69

Blum: What do you mean, noisy?

Keck: It was not meant to be lived in actually except to be used for an exhibit place
and we did not spend the money. Fred spent the entire fifteen thousand
dollars that he had gotten from the House of Tomorrow on the development
of the Crystal House.

Blum: Did he finance the Crystal House by himself?

Keck: To a degree, as much as he could. The prime problem there was, this house
was going to charge another ten-cent admission on which these two guys had
agreed. There was a lot still available but they would not give Fred the
location anywhere near the House of Tomorrow because they thought it
would probably take away income from the House of Tomorrow.

Blum: Did the House of Tomorrow remain standing for the second year?

Keck: Yes.

Blum: I ‘m not sure I understood that from the literature.

Keck: In fact, on that basis—we’re reverting back to the House of Tomorrow for a
second—Fred tried very hard to work with Libbey-Owens-Ford Glass
Company. In the month of October, when the house was still open we were
heating the house and it was wide open and losing a lot of heat. We found
that the oil consumption—it wasn’t gas, they didn’t have gas out there—was
very low, because of the sun gain, and here was a chance to learn something
about it. Fred approached the Libbey-Owens-Ford Glass Company and the
Pittsburgh Plate Glass, I think both, and the executive president or vice-
president or whatever said, “We’re not interested.” Fred said, “Put a man in
it who can live there for the winter, keep it warm, find out how much it’s
going to cost to heat it, pay a salary for it, make it nice and comfortable, and



70

find out what you have to spend for oil, because we know it’s going to be a
saving because of the sun gain.” But they weren’t interested.

Blum: You’d think they would be able to sell far more glass if they had some
statistics to back that up.

Keck: Exactly what Fred was trying to tell them. And we were trying to sell more
glass because we knew we were getting into a situation where we were
gaining so damn much heat when the sun shone through it that we had to
have protection—overhangs to protect in summer and some way of keeping
the sun from entering when you don’t want it in the summer time.

Blum: How did that knowledge benefit your brother, you, the Keck office when it
came to doing the Crystal House in 1934?

Keck: Well, we did the same thing as we did in the House of Tomorrow.
Everything was on the inside and we had the same problem. When the sun
shone from the east it got hotter than hell. When the sun shone from the west,
well we didn’t get too much sun on the west side fortunately because there
was a big building, the Electrical building, which hid the Crystal House. In
the summer, of course, on the south you don’t get too much in a house laying
in the north-south direction.

Blum: Why didn’t you put the blinds or the louvers or whatever they were on the
outside?

Keck: They weren’t available. We did the same thing we did the year before.

Blum: Put them on the inside.

Keck: Left them on the inside and hung curtains for privacy.
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Blum: Was the Crystal House an air-conditioned house?

Keck: Yes.

Blum: Did the Crystal House meet with the same kind of success?

Keck: No, there was no success because it was at such a location that nobody could
find the place. It wasn’t a matter of spending ten cents. But the House of
Tomorrow had seven hundred fifty thousand people through it the first year
and five hundred thousand the second year, I think it was. It brought in
tremendous income. All you had was janitorial services and the manager and
guides who were paid forty cents an hour. I worked out there.

Blum: What did you do? Take people on tour?

Keck: To take people through and explain things to them what we had done. In
fact, as I told you yesterday I didn’t see much of the fair because I worked in
the office the full week, almost eight hours a day, Saturday morning
included. I went out to the fair whenever I had free time in the evenings and
on Saturdays and Sundays to earn forty cents an hour, because I was being
paid a very nominal salary, although I got room and board, too. So, I didn’t
have much chance to get around to see many things, other than the things we
had something to do with. But I did see Sally Rand.

Blum: Sally Rand!

Keck: I didn’t even get on the skyride. I did go over to see the Chevrolet-General
Motors exhibit where they were assembling Chevrolets. As a kid I’d gone
through grade school and high school and one year of college and was
working down for Chevrolet and lived in the neighborhood here.

Blum: There was a critic that I read who said that the Crystal House was “new, but
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probably a transitory ideal.”

Keck: Well, it was more toward prefabrication in the form of the trusses which ran
up the side of it, which was eventually used in that big thing that was done in
Paris.

Blum: The Pompidou Center?

Keck: Yes.

Blum: I couldn’t help but be struck by the similarity, of course.

Keck: I think Tom Slade did a very good article in the historical book about the
Crystal House. Did you ever read that?

Blum: In the Society of Architectural Historians Journal, yes. And to update the status
of the House of Tomorrow, it was moved and still exists. Is that correct?

Keck: Oh, yes but it has been changed completely. It was put on a barge by the
developer who developed Beverly Shores, Robert Bartlett. He bought it for
five hundred dollars. We took it down when we were through using it or
when the fair closed the second year. We saved that five hundred dollars. He
had to take the responsibility of getting it off the property and to its new
location. He changed the fenestration considerably. Got rid of the airplane
hangar and made a recreation room out of that and set it up on top of a dune.
That was fortunate because the houses set down on the wrong side of the
road were eroded by Lake Michigan over a period of time—but not the
houses that the sand held up.

Blum: The House of Tomorrow was moved along with some of the other houses
from the fair.
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Keck: Oh, yes. We found a newspaper article that corrects that date to 1935.

Blum: So, it was moved after the fair closed?

Keck: Right. Within two years after the fair was closed.

Blum: The furniture that was shown in the Crystal House, was that manufactured
by Marianne Willisch’s Chicago Workshops?

Keck: I don’t remember who manufactured the furniture there. There was no
pamphlet given out or published on it that gave the exact details of who
made the stuff.

Blum: Well, was that your first collaboration with her?

Keck: Yes, that was one of the first ones that I know of in which she was interested
in doing the interiors and the decoration and the furniture. Lee Atwood
designed some of the stuff. It was built by probably some of the same people
that were in on the House of Tomorrow. Tapp, DeWilde and Wallace and the
W. H. Howell Company out in Geneva were manufacturers of the metal
furniture.

Blum: What was Marianne Willisch like?

Keck: A wonderful person. Very meticulous in her work. Of course, she had an
accent; she was charming.

Blum: She was Austrian?

Keck: Austrian, German, yes. Her father was a doctor, as I remember. I talked at the
memorial for her reminiscing a little bit about her personal ways. She had
lost a book and purse, I think it was, on the CTA or somewhere, and someone



74

found it and returned it to her. His comment was, he had never looked at a
lady’s purse that was so meticulously organized as Marianne Willisch’s.

Blum: Was she that way in her dealings with people?

Keck: That’s the way she was and very forceful. If you didn’t like it, that’s your
hard luck.

Blum: Is that right? Did you ever run into a problem where she had design
preferences that you didn’t agree with?

Keck: No, most of the things we agreed with. In fact, I think that many of the
houses that we got awards on, not only for the architectural part of it but for
the interior work, were those that Willisch did. We got ten or twelve of them.

Blum: Well, I know that in some of the private residences later on she was often the
interior designer in the more elaborate ones.

Keck: Yes. But some people that she’d done things for have gotten rid of them.
They don’t like them.

Blum: They don’t like them?

Keck: No. And what they got in place of it is a terrible mess. Another one that she
did out in Indiana somewhere, the people sold the furniture and it was a
wonderful bargain. The seller went back on over it with typical, horrible-
looking interior furniture stuff. Poor taste.

Blum: What were her design preferences?

Keck: Simplicity. This is how our office was too.
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Blum: Her designs were contemporary?

Keck: Yes. With a lot of light, light colors. Splashes of colors on the furnishings,
some of it, to a degree, but never anything violent at all. A simple method
and that’s why they looked so good.

Blum: Well, you’d think they would be treasures today.

Keck: They are to some people.

Blum: To some people, yes.

Keck: Some of the things she did for the Edward McCormick Blair house in Lake
Bluff are still in use. Only one thing she didn’t like in the Blair house—Mr.
Blair had shot some kind of an animal in Africa and he had a rug made out of
it.

Blum: Ecologically, today, that is not in favor.

Keck: No, that’s true, too, but she didn’t like it at all. She didn’t want that rug in
there.

Blum: But Mr. Blair did?

Keck: And Mr. Blair won.

Blum: So, Mr. Blair had it.

Keck: That’s the only place where Mr. Blair won. Occasionally, in the Blair house
she did have it very simple, such as almost a buffet-type storage thing in the
living room with some lights up above it. There were a couple of those
monkeys Willisch put in to hang from this thing. I think we have a
photograph showing one of them in place. I mean, a little playful thing like
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that was enough to give it a little life as far as she was concerned. Not all over
the place, not too much of it. Simplicity was really her underlying word and
underlined doubly.

Blum: It sounds like her taste was superb and very sympathetic to what your office
was doing.

Keck: Let me digress with a story about Willisch concerning another house in
which she was asked to do the interiors. The day she arrived in the office
Fred wasn’t there and I showed her the plans. It was the Norman Weinrib
house in Highland Park. This I don’t want published, particularly. But, at any
rate, I showed her the plans, the layout of the whole house and what was to
go where. The swimming pool and the master bedroom. I turned to Miss
Willisch and I said, “He wants a mirror on the ceiling over the bed.” “What
does he want that for?” was Miss Willisch’s reply. I said, “Have you ever
been to a whorehouse, Miss Willisch?” She got red in the face. I shouldn’t
have said that, I know, but it’s a good story. You could publish it. She’s gone.
She can’t sue me now.

Blum: No doubt she had a very traditional upbringing.

Keck: She didn’t have an active personal life, that I know of.

Blum: She worked on the Weinrib house?

Keck: Yes.

Blum: Did he get a mirror over the bed?

Keck: Yes, he got a mirror.
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Blum: Much to her chagrin?

Keck: I don’t know if she ever commented on it again. One million, seven hundred
fifty thousand dollars was the asking price for that house.

Blum: You’re talking about the Weinrib house that’s now up for sale? Do you recall
what the original cost was?

Keck: Yes.

Blum: Well, you can see the work of Keck and Keck holds up.

Keck: Well, that is true. There’s a little four-bedroom house in the neighborhood
here we did about twenty years ago—in a series of row houses back to back.
One-car garage, an entryway, a stairway up, a recreation room, utilities, and
toilet on the ground level. The first floor above—it’s only a two-story house,
because this is a high basement out of the ground, almost—has a living room,
a dining room, and a kitchen, and a toilet facility, a closet, and a stairway
going up. There are four bedrooms on the top floor, two bathrooms. Facing
out to the rear and to the front. Very nice houses. They were built for around
twenty-five, thirty thousand dollars or so twenty years ago. The price tag on
this one I saw in the paper within the last two weeks was $270,000. It’s been
advertised a couple of times, so they may not have been able to sell it for that,
but even Mr. Weinrib says he doesn’t think he’s going to be able to get the
amount of money they’ve been asking for this.

Blum: It looks like having a Keck and Keck house was a good investment.

Keck: Yes, that’s true. Many of them have sold because of that. And many have not
sold probably because of that. But mostly because of that. They use it for all
it’s worth.
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Blum: Well, I think it needs a special buyer.

Keck: Yes it does.

Blum: But they’re out there. Even Frank Lloyd Wright houses need a special buyer.

Keck: Right. What else about Willisch? I can’t think of any more to tell you. I think
I’ve told enough about her at this point.

Blum: Well, if anything else occurs to you, please say so. You mentioned the
exhibition in which you said your brother Fred exhibited his watercolors at
Marianne Willisch’s shop. Paul Schweikher speaks about an exhibition of
work by your brother, his own work, Howard Fisher, and an architect from
Wisconsin, Hamilton Beatty, at Walden Galleries in 1932. Philip Johnson and
Henry-Russell Hitchcock came to this exhibition, saw their work and wanted
to include it in the show they were putting together at the Museum of
Modern Art in New York. And, according to Paul, he told them, “It was just
too late. We have committed to show our work in a local bookshop.” He said
it was a bookshop on the second floor on Michigan Avenue. He didn’t
identify it as Walden Galleries but Boyce’s dissertation does.

Keck: I don’t remember that.

Blum: And because that work couldn’t be included in the show as they put it
together, there was a second year show apparently titled, “Work of Young
Architects in the Middle West.” And it was in that show that came first to
New York and then to Chicago, that your brother had some pieces.

Keck: What year was that?

Blum: In 1933. And there was also some of your brother’s work, along with Paul’s,
in the Home Planning Hall at the Century of Progress. What do you
remember of that?
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Keck: I don’t remember that at all.

Blum: Well, I think—it probably didn’t impress you very much—but if I’m not
mistaken, it was the work that your brother and Paul had done on—I can’t
call it solar housing, but they were doing solar studies, and it was for
rehabilitation of an area. This was just a project apparently that was never
built.

Keck: That’s the one we talked about before. Yes, we did solar studies on that. Paul
was doing some playing around with an astronomer, and we had the models
made with the astronomer. We took the stuff over to the basement of the
Adler Planetarium and took photographs to show the sun patterns and the
shadows that were made.

Blum: Now, was this made into a model?

Keck: Yes. Those were models. Those are the ones we built, Paul and I. But they
never gave me any credit on this thing.

Blum: This was reported in Architectural Record in March of 1933.

Keck: Yes.

Blum: As far as I can make out, this was the project that was exhibited in the Home
Planning Hall at the Century of Progress.

Keck: I don’t remember that at all. I don’t think I ever saw it. I really probably
didn’t.

Blum: Yes, but you and Paul worked on these models.

Keck: We made those models, yes.
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Blum: You did the models. But was it Paul and your brother or Paul, you and your
brother who worked on the study of the sun and shadow at the planetarium?

Keck: Well, I went out with them when they took the pictures at the planetarium. I
was just the office boy at the time.

Blum: Well, you were thirteen years younger, so you didn’t exactly have senior
status.

Keck: That’s right. I helped make the models. Paul Schweikher was in on the
architectural part of it. Paul wasn’t doing any work at the time, so we spent a
lot of time doing this. As I say, Paul taught me how to make models and I
made a couple more for the office at one of those exhibits somewhere or
another of a house.

Blum: Was this one of the first serious explorations into studying the sun?

Keck: The light and the shade, yes. Not so much for the solar heat at that time. But
we realized from the House of Tomorrow and the Crystal House that we had
problems, and we had to find ways to solve them.

Blum: What was the benefit of studying the light and shade?

Keck: Well, to get light into a house and get everybody to have their share of it and
not to cast shadows. We used these studies later in 1951 in the Chicago
Housing Authority Project Number Nine, which was state and not federal
funds, at 26th and King Drive.

Blum: The Chicago Housing Authority?

Keck: Yes, the Prairie Avenue Courts, they called it. It’s a sixteen-story building
with balcony access. It was the first one. We made studies of the shadow
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pattern so the shadow of the buildings came always on parking lots and not
on other row houses—as much as possible.

Blum: Well, now, did that study show that the rooms that you wanted heated most
should be turned to the south?

Keck: In the fourteen-story building, which had balcony access, all the living and
dining and kitchen areas faced the south. The balcony was wide enough so
that you could take a child in a baby buggy out and leave it and still get past.
Instead of being four or five feet, I think it was about six feet wide. You could
sit out there, too, on a nice, cool summer evening.

Blum: Now, was that on the other side of the building?

Keck: No, that was on the south side. And the bedrooms were on the north side, so
you had more privacy. You didn’t have the sunshine there, but it did get it, at
least on the south side of the building.

Blum: In the public rooms.

Keck: It was a solar building to a degree. It was done in 1951. And the row houses,
the row flats we had, were all down below, and we made a very definite
study. On twenty percent of the site we got eighty percent of the relocation
people in before they demolished all the rest of the property. And then we
went ahead with the remainder of the project.

Blum: That was one of the first large projects. Can we just hold back, because that is
a little later, and a very interesting project. In some of the literature about
your firm, Narciso Menocal makes the comment that it was you, and not
your brother, who was really mostly responsible for serious solar studies. He
said George Fred was idealistic, but you were very practical and tenacious in
how you attended to details.
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Keck: Did he say that? I didn’t know that. Well, this is true. I’ve corrected Boyce in
this concern about his making more comments for Fred. And, of course, it
was written more about Fred at the beginning. I corrected quite a number of
things for him as far as getting me into the picture is concerned a little bit
more. Because I did get interested very much into it in the late 1930s before
we got into the war with Howard Sloan and his development of some stuff in
Glencoe up north. In fact, the street is named Solar Avenue or something like
that. He got quite interested in building a number of houses. We built one for
him right on Glenview Road, and it’s been published as a real solar house.
Every room in the house except the garage and one little study has solar
heating in the place. In fact, the porch even comes up this way and shades the
dining room, but we had a clerestory that gave sunshine into the kitchen and
the dining room portion above. All of which was very interesting, and Sloan
was interested in it. I got so interested in it, I finally went out to Boulder,
Colorado, at the university, to take a whole week’s tour of duty with a couple
of other people who were doing a lot of work out there. I can’t think of the
name of the man who did a lot of work on not only passive, but the active
solar system of storing heat, which we have done one house on out in
Flossmoor. But we’ve given up on the active one where you try to store heat,
and stuck primarily with the passive.

Blum: “Passive” meaning?

Keck: It’s there if you want it. You can kind of cut it out if you don’t want it. Take
advantage of it. With the active, you have to store it, and then you have to go
back and pick it up and bring it back into the house some way or another.
Store it in a rock pile or you can put a brick wall up just inside that would
absorb the heat or the floor can absorb the heat.

Blum: In some houses there are sunscreens or whatever they are up on the rooftop.
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Keck: Well, that’s to keep the sun out in the summertime. I mean, after all, in the
summertime the sun is up there. In the wintertime, it’s down twenty-two-
and-a-half degrees, and that’s when you want the sun to come in. So, by
putting an eyebrow up you can protect yourself.

Blum: Well, I’m probably not describing this correctly. It’s like a panel. I thought it
was to catch the sun and not to shade the sun that’s coming in.

Keck: Well, yes. Tromb wall it’s called. Masonry. Something solid or a panel. Dow
has come up with panels that have salt in them which absorb the heat and
change it from a solid to a liquid when the sun gets at it. Then when the sun
is gone, it reverses back to what it was originally within this panel. They’re
about this thick and so high. They will give you back the heat over a period
of time.

Blum: Why did you decide that active solar heat was not of interest to you?

Keck: We had to spend a lot of money to get it back from the source. You put a big
rock pile down in the basement somewhere, and you run the summer heat
collected on the roof with a fan through this rock pile and warm it over a
period of time. Or whenever you’ve got the sunshine it’ll operate
automatically. A fair-sized rock—two or two-and-a-half inch diameter with
spaces around it. They have to be clean, no dust and dirt with it. And you just
store it. You have a big storage capacity in the basement. It will hold for quite
some time. When the sun is shining, you store it. Then when the sun is gone,
you run the fan through this and heat the house with it.

Blum: I see.

Keck: But electricity costs so doggone much money that you lose money in the long
run.
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Blum: But did electricity cost a lot even, say, in the thirties?

Keck: No, it’s only since damn Commonwealth Edison. It’s almost the highest
charge in the nation per kilowatt-hour. It was thirteen cents. They got it
down to ten and nine-tenths. It’s eleven cents at the present moment.

Blum: Well, in the thirties when you were involved in solar studies and solar
houses, did you then discard the idea of active solar energy?

Keck: Well, in the house I was talking about in Glencoe, I found out later that even
with moderate costs it costs extra money to bring the heat back into the
house. So, we decided to not go on and develop too much more in that, other
than if you have a mass which will absorb the heat and then re-release it
when the sun is gone. That’s been used in Wright’s house—Sidney Wright
was an architect who worked in the Chicago area. He’s up in Osseo,
Wisconsin, now. He’s done a lot of work in solar. In fact, I wrote the
introduction for a book on it a few years ago in which he used a few of our
houses as examples. But he did a motel up in Osseo in which he finally
convinced the man who was loaning the guy some money that he could save
the additional cost of what it would cost. In any one of these rooms, you have
the space to get a look outside to the south through a window. You can get
ventilation, and where you can use it, an air-conditioning unit for the solar
unit. But in addition, right across the remainder of the wall there’s glass on
the outside and a brick wall in between you and the bedroom. The bottom of
that is an opening and the top of it is an opening. And the sun gets in there in
the daytime when it’s shining and heats that brick wall, and then you release
heat back into the unit later. But you’re at least not excluded from seeing
outside by a little area where you can stand and see what’s going on
outside—the cars that are parked out in front. That’s been very successful.
He’s done quite a number of buildings in and around the country. He goes
into quite a great deal of detail—far more than I ever got into—of how much
gain you get out of the refrigerator, and how much gain you get from lamps
per year, etc., which you can figure into the loss of the house. And he’s gone
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into a heck of a lot more insulation, which is a desirable thing to do. Of
course, in the early 1930s heating costs for both the electricity and gas were
very low. I remember back when it first started it was about six or eight cents
a therm for gas for heating, and that has gone up to sixty-some cents at the
moment.

Blum: Did that fact that energy costs were so low diminish the appeal of solar
energy?

Keck: Yes, for a lot of people. But we’ve had shakeups a couple of times in the last
number of years, both with the high price of oil and the constant increase in
gas costs—originally, we used to put four inches of insulation in the roof.
That’s all. Maybe on the side walls on the outside of the house, you put in a
dead air space in the studs, and put an inch of insulation on the outside, and
then you put your brick or a finish on the outside. That was all the insulation
you had on the outside. If you went beyond that point, the return on your
investment was so minimal that you didn’t want to spend the money. But
now that the curve of insulation costs and heating costs have gone up so
high, it is almost mandatory to cut down on the loss so that you can keep
your heating bill down to a more economical level—plus saving a little from
the sun. We figured on some of these jobs that you were able to save between
fifteen and twenty percent of the cost of your heating bill by reorienting the
windows to the south side of the house—the same size windows. People
would shake their heads, and they wouldn’t believe it. If you could convince
somebody—the Hugh Duncan house in Flossmoor was one that we did it on.
Libbey-Owens-Ford finally ran a test on it when we first got into World War
II, and they were not the best of tests because everybody was interested in the
war. Hugh Duncan went off to the service and his wife moved out. At least
they didn’t have anybody living in the house at the time. The man was just
keeping a record of how much heat they were using on it. So, he wasn’t too
explicit on the savings, but it came to about fifteen or twenty percent, in any
event.
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Blum: Well, today that’s certainly substantial.

Keck: It is substantial. If you have a client who you tell that by reorienting the
windows to the south side where he can gain heat and give him some
protection in the summertime, either with awnings or other methods or
shades in one form or another, he would be able to make this kind of savings.
And the guy would sit there and say to himself, “Yeah, he doesn’t know
what the hell he’s talking about.” But if you can convince him that he should
do it this way, and you get the house built, the following year he calls up and
says, “Fred! It’s eighty degrees in our house, and the furnace has been off
since nine o’clock this morning! What do I do?” Fred says, “Open the
window and get some fresh air.” In other words, it came back and they
finally realized that what Fred said was right. I’d talk to the person in the
same way. I’ve got a letter about this in our file someplace where this—up in
Mequon, Wisconsin, the Bortin house—Dr. Bortin—it’ll be published at any
rate. There was a lot of glass. More than we would use today, but less
insulation. Mrs. Bortin wrote in the letter, “It’s twenty degrees below zero,
and the house heating system went off as soon as the sun came up, about
eight or nine o’clock in the morning.”

[Tape 3: Side 1]

Keck: In fact, even in the Bortin house the garage had three big panels of glass in it.
Even the garage was solar heated.

Blum: Why did you put glass in a garage?

Keck: Well, it was less expensive than a wood wall.

Blum: It was?

Keck: And it didn’t lose that much heat. It didn’t operate, so you didn’t lose it.
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Blum: Well, you know, it is known that interest in solar heating or solar energy
diminished in the late forties. How do you account for that?

Keck: Well, economics. People had more money. They didn’t care what they spent
on heating, for one thing.

Blum: But energy costs didn’t cost anything, I mean, didn’t cost much.

Keck: Oh, it went up quite a bit. I don’t remember what it was. If you look up
statistics on it, you’ll find it was increasing by leaps and bounds. It was
actually in the sixties that it went up, when we got up. Yes, the late forties
wasn’t too bad. As I said, in the houses we did then, there was four inches of
insulation in the ceiling and one-inch or three-quarters on the outside walls.
That’s all. And air spaces. But it was necessary to do something about it as
energy increased in cost. In fact, then we came into the solar hot water heater
and Uncle Sam was giving us forty-percent credit on our income tax for the
installation of a solar hot water heater. Then Reagan went along and
suddenly it dropped by ten percent a year until it got down to nothing. I got
one in a house we did in Watertown—put it in with a friend of mine—and I
got a fifty-six hundred dollar, a twenty percent credit on that, of saving on
my income tax because that was in the last years of it. And that has been a
great help. We haven’t got a true solar house. It does face west and southwest
a little bit because we have a beautiful view out to the river right across the
way.

Blum: What house is this?

Keck: The one I did up at Watertown—our summer home or our winter home or
winter weekend hideaway. It’s a two-flat. We’ve got the top floor rented, and
we go up to living, dining, kitchen, and bath, and I put an extra bedroom on
it later to make it a little more convenient. We can have guests. So, I’ve got
somebody living there. But this has cut our heating. No changes have been
made other than when we put in the solar hot water. Somebody living there
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week in and week out—not only us on weekends. We reduced our budget
heating bill from a hundred and twenty-five dollars to under seventy-five—a
little over seventy-five, it will be. Because that’s the percentage we were
saving as far as this solar hot water is concerned, and on a nice, bright, sun-
shiny day—not like the days we’ve had the last couple of days, but even
today there is some gain. Even through a cloud cover to a degree we still get
some solar heat. On a real bright day we get one hundred and twenty-five
degree water into the storage tank, an eighty gallon storage tank, from which
it goes into the hot water heater and boosts it. When you run out of the
hundred and twenty-five degree or a hundred eighty degree or ninety-
degree, and it gets down to the forty-five—the water that comes in—then we
have to heat it.

Blum: Was that active solar?

Keck: It’s an active solar to the degree that the operation of this, as far as cost is
concerned, is minimal in terms of investment. It was about five thousand
dollars for the two panels up on the roof. I improved the panels around the
outside by putting a siding on it and insulation to keep the losses out there to
a minimum—only gaining what you gain from the sun. So, it has been a very
good investment, as far as I’m concerned.

Blum: Although you’re not actively involved in a full-blown practice today—that’s
correct, isn’t it?

Keck: Well, this is right, yes. It is slowing down.

Blum: Do you find that there is a renewed interest in solar energy because of high
energy costs we’ve had in the recent past?

Keck: Oh, yes, there is some. But everybody is making much more money in the
last number of years, so they don’t care whether they spend more money for
heating or not.
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Blum: But there’s also an ecological consideration now.

Keck: Oh, yes very definitely. We should do something about it!

Blum: I mean, we’re in the Mideast, and we have a big problem in the Mideast right
now because of the oil.

Keck: Yes, we’ve got another problem coming up out of it. We already got it in the
gasoline prices. I just paid $1.36 a gallon for high-test gas in Wisconsin, and
it’s $1.49 here in Chicago. I buy all the gas that I can get in Wisconsin to save,
so I can get back and forth in an economical car. I’ve got a four-cylinder car. I
get pretty close to thirty miles per gallon with my car.

Blum: Well, I think everyone’s concerned about that now.

Keck: Well, they will be. They should have been. They should be in any event. We
can’t keep taking oil out of the ground because we’re going to end up one of
these days without any. And nothing’s being done about it.

Blum: But do you find in your experience now in contact with the building industry
or clients or commissions that there is a renewed interest?

Keck: There is in an intelligent person, but most people don’t go that far.

Blum: Bill, we talked about the Century of Progress, and in one of the
advertisements for Keck houses, the Fred Keck was described as “a designer
of wondrous homes.” It seems that it did bring him interested clients, one of
whom was Herbert Bruning, whose house was built in Indian Hills.

Keck: In 1935 or 1936.
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Blum: 1935 was the year that Robert Bruce Tague joined the office. It was also the
year that Le Corbusier’s exhibition was at the Arts Club, and he gave a
lecture at the Arts Club.

Keck: I didn’t hear it. That was the year that I had spent the summer in Phoenix,
Arizona. I already had a job out there and intended to stay on for a while. But
Fred got the Bruning job and an okay to go ahead with the drawings, so I got
back as quickly as I possibly could in order to get to work on something
which was much more interesting than what I had going on in Phoenix,
Arizona.

Blum: How did Robert Bruce Tague come to join the office? Was he connected with
the Institute of Design?

Keck: Bob had just graduated from the Institute of Design that year, and filled a
space that I was leaving, which was vacant primarily because the office was a
little slow on work, and there was a chance to get some experience in the
field of building a house. That’s why I took the job to go out to Arizona with
my friend, Gene Chapman, whose father wanted to have the house built.

Blum: And then what did Bob Tague do in the office?

Keck: Well, when he first came into the office, he was an office boy answering the
telephone while Fred was out trying to find some more work to get into the
office. That was the same kind of thing I did in 1928. When Fred was doing
the Miralago building I was still in college, and with no great amount of
experience about the best thing I could do was to answer the telephone.

Blum: Just sort of hang around and do whatever was needed.

Keck: And some minor drafting things.

Blum: What was the size of the office in 1933?
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Keck: I don’t think we even had a secretary at the time. It was just Fred, Bob Tague,
and myself. Bob and I went to work on laying out the sheets and picking up
the sketches and starting to develop the plans for the Bruning job.

Blum: How did the Bruning house come about? I know that the program has been
published, and what the program was for was a house for a family of five,
two guests, two servants, two cars. Simple, permanent, economically
maintained. How did the Keck office find a solution to fit those
requirements?

Keck: Well, you’ve seen the plans and the results, and that was the development of
the requirements as set forth by Mr. Bruning and his wife.

Blum: Now the house was, in some ways, a solar house. Is that correct?

Keck: To a degree that we could control the sun on the east and the west side of the
house, which faced primarily in those two directions, by the use of external
venetian blinds.

Blum: I see.

Keck: So that the glass was no great problem when the sun was in a low position,
either in the east or in the west.

Blum: So then, this house was not oriented towards the south, as many of the
houses were, to take full advantage of the sun.

Keck: No. The glass circular tower—half of a silo, it amounts to—was glass brick
and allowed a certain amount of penetration of sunshine in the way of heat.

Blum: Now, was that facing south?

Keck: That was facing primarily south.
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Blum: And that was a two-story glass brick circular stairway?

Keck: A circular stairway on the inside, which was made of terrazzo. It was a very
expensive form, of course, but a very delightful-looking piece of equipment
to maneuver from the first to the second floor.

Blum: Do you mean the staircase?

Keck: The staircase between the two levels. I’ve forgotten at the moment whether
we had a secondary stair in the back part of the house or not. At any rate, the
other major problem was that one of the children had an asthmatic condition,
which precipitated finally to a point where Mr. Bruning sold the house and
moved out into a drier climate for the child. So, there was complete air-
conditioning in that house in order to control temperatures and the amount
of humidity and dust and dirt and so on, which were aggravating to the
physical condition of the young lad.

Blum: Does air-conditioning in a house sort of undermine your goals in terms of
solar heat and the overhangs which shade the windows and the venetian
blinds which protect them?

Keck: No, I don’t think so. I mean, after all, it’s a means of controlling the quality of
the air that you have within the house, particularly with our summers that
we have today with the high humidity. At least you can control that. You can
also control the heat by the use of the overhangs and protecting the glass
from getting an exceptional amount of heat from it. But you still have the
problem of getting rid of the excess moisture which makes it much more
comfortable inside.

Blum: Was there a pan of water on the roof in this house?

Keck: I don’t believe so, no. This was before Coppers, a roofing company, pushed
the development of water evaporation on roofs.
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Blum: Which was supposed to keep it cooler and keep the temperature down?

Keck: Yes. The evaporation to the air. If it’s a reasonable amount of humidity, why,
you get a great deal more. But if it’s high, you don’t get as much. Any
evaporation—well, you know, with perspiration on the skin a cool draft
going by cools you. Well, it’s the same thing on the roof.

Blum: Well, the house is a stunning house and looks modern today among its
neighbors in Indian Hills.

Keck: Except for the addition they put on it.

Blum: I didn’t notice that.

Keck: What had been the original living room was made into sort of a gallery
serving the dining room from the kitchen into a new living room which was
added to the west—to an already pretty good sized room. And,
unfortunately, they didn’t ask the Keck firm to do the addition. I don’t know
who it was that the house was sold to. That seems to happen quite
frequently, much to my amazement.

Blum: Many of the articles of the house that included photographs showed interiors
and much of the built-in furniture.

Keck: Yes. Most of the furniture in that house, including lamps, was designed in the
office. We put in some davenports that had arms that could be raised and
lowered between the areas. So if you wanted an arm to rest on, you could
turn them down from the back of the couch into a position where you could
use it. Otherwise you could raise them and you had a continuous place if you
wanted to lie down on the davenport.
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Blum: You mean, this was like one of those La-Z-Boy chairs, but long before La-Z-
Boy?

Keck: Well, the La-Z-Boy chair is one in which you change your position more.
This, you’re still in a sitting position and using the arms only if you want to
rest your arms—instead of folding them across your breast, you put them
onto the arm for support to a degree and for getting up. But it also gave you a
continuous surface if you wanted to lie down, by turning the back into the
back portion of the couch. The dining room table was designed for serving a
certain number of people—I’ve forgotten the number—for a reasonable
group sitting. And little sliding doors that would close off part of the room
because it was open above so that while they were setting the table, you still
had some privacy for the rest of the living room to talk and so on.

Blum: So, this was a living room/dining room area without distinct rooms?

Keck: Distinct rooms only to the point that the partitions were only five or six feet
high.

Blum: Were they movable partitions?

Keck: Not all of it. Sliding partitions to open space between the dining room and
the living room area.

Blum: Was this a new concept in Keck houses and in housing, where before there
were discrete rooms for different uses?

Keck: I don’t think it was completely new, because I imagine it had been used in
other places to try to make a room look larger by cutting down the total
square footage in order to save a little money in building. It was even done in
those days when we were building the Bruning house. To try to help save on
costs, you cut down the square footage by opening, which Frank Lloyd
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Wright had done many years ago in the open planning that he did in most of
his early houses—Robie and many others.

Blum: So, it was really flexible space and also, as you point out, economical.

Keck: Yes. It saved a little money in the cost on square footage.

Blum: Who did the furniture and the lamp designs?

Keck: It was done in the office. Tague had a lot to do with it, and Fred, of course,
gave suggestions as to how to put the thing together in the preliminary type
of work, the layouts. Then we just developed them in the office, including
myself, as much as I could put into it at that time.

Blum: Between your brother, you and Bob Tague, how did the three of you divide
the work and mesh together?

Keck: Well, we worked as a team. It’s a pretty hard thing to tell, exactly, because
there was no exact routine of this, that and that. It was a matter of Fred
coming up with a schematic as to what’s to be done and what’s to go where
he wanted it to be and turning it over to us to carry out the design to a point
where he’s satisfied with it. Then we’d make a working drawing on it.

Blum: I have a preconceived idea, not of your office but of some offices, that
someone who has the initial concept will put it down, not in abstract terms,
but certainly not in terms that you would send out onto the construction
field. And then it was up to the office to develop it so it could be built and it
was structurally sound. It would not only look good but it was also practical
in that it would work. Does that apply to your office?

Keck: Yes, it did. Fred’s schematic of what a chair or a davenport would specify
would be a davenport that had movable arms that you could use when you
wanted. When you wanted to get them out of the way, when you wanted
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more to space to lie down in the room. There’s one example of it. He made a
very diagrammatic scheme of it—such and such length with spacing for so
many people—and from there it was taken over by us and the schematics
were translated into plans which could be built. That’s where the aesthetics
came in. Everybody had their finger in the pie and said, “No that’s not going
to look good. Change this to that, something else.” The final outcome was
what you saw in the photographs.

Blum: Was Bob Tague easy to work with?

Keck: Yes, he was a very interesting young man to work with and a very talented
designer.

Blum: You say talented?

Keck: Talented, very talented. Yes, a good designer and a good draftsman, both.

Blum: In a journal article that I read about the Bruning house, although the
photographs were in black and white, the color scheme was described as
yellow, green, black, and white. And this seemed to be a color scheme that
repeated itself in many of the houses where colors were used. Was this a
favorite color scheme of the office’s, or Fred’s or yours?

Keck: No, not entirely. It was a color scheme that was developed for a particular job
and repeated again in a job two years later, the Bertram Cahn job in Lake
Forest, in which Bob Tague did even more designing because he had
developed it farther on. He ended up with designing the tables and even
some silverware made of stainless steel. The dining room tables had ashtrays
pull out from them, all of which came about by choice of Mrs. Cahn as far as
colors were concerned.
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Blum: She selected those colors?

Keck: She liked green and yellow. I have one photograph of the house with Mrs.
Cahn standing out in front of it with a yellow dress and a green hat.

Blum: Did she see the color scheme of the Bruning house?

Keck: I don’t know. I really don’t know.

Blum: I wonder if that could have given her an idea or whether it was a personal
selection for her.

Keck: She liked strong colors. Shall we go on with the Cahn house?

Blum: After one last question--there was something that caught my eye about the
Bruning house, and it was sort of a repeat of a feature in the Miralago
Ballroom. In the Bruning house, there was a mural done by an unnamed
muralist. Who was the muralist?

Keck: In the basement. There were two people—Bob Tague and Ray Schwab.

Blum: They did the murals? Who was Ray Schwab?

Keck: Ray Schwab was a classmate of Bob’s who went into the construction
business after they graduated from school. In fact, the firm he was with did
another house for us, the Blair job in Lake Bluff later on.

Blum: Now, was Ray Schwab in the construction business and used as the
construction firm on the Bruning house?

Keck: No. Ray was a personal friend of Bob’s that he’d been to school with. Bruning
was 1935. That’s when Bob came into the office. That’s when they graduated.
He had a sense of aesthetic that was pretty good. In fact, the two of them had
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won a design for the Chicago Tribune to do the interior of the auditorium that
they added to the Tribune building. I don’t remember the exact date on that.

Blum: As interior designers?

Keck: As interior designers. That’s since been changed to offices, I believe.

Blum: And did Bob and Ray—they sound like a comedy team—did they not only
win the competition, but also do that auditorium in the Tribune building?

Keck: Yes.

Blum: I see. But you say that’s been changed since.

Keck: Yes. That has been changed to office space instead of an auditorium. They
used to have programs there. I don’t think I ever got to see one. But the mural
in the Bruning house, the two of them had suggested. I don’t know where it
came from originally, whether Fred suggested it, or whether the owners
wanted something over their fireplace in the recreation room down in the
lower level. But it was a relatively interesting type of a schematic and I think
there are photographs of it. Have you seen any?

Blum: No, I just read about a mural in the house. What was the mural like?

Keck: Now that I’ve looked at the photograph, I remember what it was. It was
abstract designs—rather modern. It was a couple of Tigermatic whiskey
bottles or wine bottles along with some abstract figures. We don’t recognize
them. It could be anything. Somebody riding a horse or somebody with a
sword or somebody lying down, as you mentioned yourself in looking at it.
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Blum: It looked like there was a woman on a horse with long hair.

Keck: Lady Godiva, possibly. Well, that’s about the extent of it. It was in fairly good
color. Not too loud, a little modest and subdued. Overall, it was not
something that would be hitting you in the eye when you walked into the
room; it was in the background.

Blum: Well, in the photograph of that recreation room where the mural was placed
over the fireplace, the furniture was all tubular steel and leather.

Keck: Probably. Or plastic. I’m not sure. It may have been leather.

Blum: But it was all tubular steel furniture in that room.

Keck: I think this was stock furniture that was available even at that time. This was
shortly after the world’s fair, and the organization, W. H. Howell in Geneva,
that had made this stuff in the world’s fair for the House of Tomorrow was
still in business, if I remember correctly.

Blum: So, you just used that furniture without custom manufacturing it.

Keck: Very little custom design on that there.

Blum: Who was the muralist for the Miralago Ballroom mural?

Keck: I don’t know.

Blum: There again, I did not see a photograph of it, but in the description they said
there was a mural.

Keck: I don’t even remember it.
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Blum: Bruning was a very well-photographed house. Who was the photographer?

Keck: Hedrich. Hedrich-Blessing.

Blum: Which Hedrich?

Keck: I imagine it was Ken at that time. He was the principal photographer, having
just gotten started a few years earlier at the Century of Progress.

Blum: You were saying something before about the Bertram Cahn house. That was
in Lake Forest, and begun in 1936, just slightly later than the Bruning house.

Keck: Yes. It was built in 1937. Our plans, I think, recall it that way. It was designed
in the office at the same time that we were doing the plans for the 5551
University Avenue building, which Fred and I lived in and I still live in.

Blum: The building we’re in right now.

Keck: Correct.

Blum: There is this story that has been printed, and I wonder if there’s any truth to
it, that Mrs. Cahn decided to use the Keck office because of the House of
Tomorrow. She said, “That was the House of Tomorrow—I want a house…”

Keck: “…of the day after tomorrow.” Which is true. That is a true story.

Blum: So she was really looking for a modem house.

Keck: Yes. It was interesting, I think, to a point—I don’t that anything has
mentioned it in any history on it—but Lou Gottschalk, who was a third party
in our cooperative at 5551, was teaching a history course at the University of
Chicago. Mrs. Cahn was attending his classes and had mentioned to him that
she was interested in having a house and had seen the House of Tomorrow
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and wanted to do it, the one that I mentioned, the “house of the day after
tomorrow.” A dinner party was set up to introduce Mr. and Mrs. Gottschalk
to the Cahns, at which time it was decided—I don’t know if it was exactly at
that moment, but the idea was brought forth to discuss a little bit as a house
for them. I was not at that party.

Blum: So, the Gottschalks gave the party for the Cahns to meet the Kecks?

Keck: Yes, Fred and his wife. That developed into the Cahn house at the same time
we were working on the plans for our apartment building.

Blum: There were specific needs that Mrs. Cahn had because she apparently had
some sort of physical disability and she was a heavy smoker.

Keck: Mrs. Cahn had been thrown from a horse and had a hip injury when she was
younger and limped quite a bit. This brought about the need for keeping to a
minimum any obstructions on the floor that would cause her to fall. So, there
were no rugs in the house at all, which brought about another problem,
which was acoustics. Because of the glass, plaster, and floors of rubber tile,
the acoustics would have been impossible in there unless we did something
about it. One other thing—I’ll mention the cigarette smoking—we had found
that you can use a sheet of aluminum fastened securely to a tabletop or any
kind of a piece of equipment upon which a cigarette can be set down and
allowed to burn without destroying anything of the furniture.

Blum: Do you mean that all the furniture was covered with an aluminum sheet?

Keck: Not all of it, but the dining-room table was covered with a sheet of
aluminum—each table was. The dining table was a series of square tables
that could be tied together in a group for a larger dinner party or make it
small—two, three, four of these tables could be put together—to
accommodate whatever size group you were going to have. On each side was
a little ashtray that could pull out for use, and also the top was aluminum so
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that if Mrs. Cahn put a cigarette down, it just went out. The only thing that
happened was you left a yellow stain that a little damp cloth and a little
abrasive would take off very easily and very quickly without any damage.

Blum: Can I ask what seems to me to be an obvious question—why couldn’t she get
large ashtrays or something?

Keck: Well, she was just forgetful about things. She smoked quite a bit and put the
cigarette down and would forget about it.

Blum: Oh. That’s a hard habit to accommodate.

Keck: Our solution probably stopped fires many times.

Blum: With the aluminum sheeting, yes.

Keck: The cigarette just goes out and leaves a stain but no damage. In fact, I
remember—I think it was Ring Lardner who wrote a very good short story
concerning that about buying a new dining-room table The husband in the
family always put his cigarettes down and the oak top was burned all over
the place. I mean, this was a real good story.

Blum: It sounds like there’s a direct parallel. Whose idea was the aluminum sheet?

Keck: I don’t know whether Fred suggested it or whether somebody else suggested
it, but we used it. We knew that this was something that would do for the
purpose.

Blum: Much of the furniture was built in.
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Keck: Yes. A large circular davenport was in front of the fireplace. Dorothy
Liebes—from the West Coast, I think—designed the fabrics that were leather
and jute in a blue and a dark color, black, combination.

Blum: For the upholstery?

Keck: For the upholstery. And there were other things in bedspreads and so on in
the remainder of the house. As far as the beds, at the foot of each of the beds,
depending what room, was a little seat on which you could throw back your
bedspread and any additional covers that you didn’t want to use. The seat
cover was done in a very heavy fabric, which you could almost use for a bath
mat they were so heavy. The bedspreads were even in this material.

Blum: Was Dorothy Liebes a choice of Fred’s, yours, Mrs. Cahn’s?

Keck: I don’t remember where she came into the picture, but she was well known
and did very beautiful fabrics. She was always cooperative in the way of
design.

Blum: Why wasn’t Marianne Willisch called in to do this? She seems to have been
the obvious choice.

Keck: Well, I don’t know that we had that much contact with her at that point. I
can’t answer that question with accuracy.

Blum: It seems that she was established in Chicago with the Chicago Workshops at
that time.

Keck: Yes, and long ahead of it.

Blum: And she had worked with Fred and with you.
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Keck: I can’t answer why she wasn’t used. I was in the drafting room most of the
time, not in all the conferences.

Blum: You have to plead innocence.

Keck: One of the other things in the living room was that it was not quite a
rectangle, because the north wall had the fireplace in the center with
entrances, the east and west walls were straight, and the south wall had two
shapes—how to describe them? Without making a drawing, I can’t tell you.
The orientation was definitely east and west and the two were off at slight
angles that joined it to finish it out. It was not quite a barrel shape, but close
to it if you look at a plan. Large nine-by-twelve panes of glass on the east and
on the west and on the south made a great problem with hard plaster
surfaces, and a hard floor with no rugs on it, and then what to do in the
ceiling. One other requirement Mrs. Cahn had was that she did not want
table lamps or floor lamps. She wanted to be able to sit down anywhere in
the living room and be able to read. So, the entire ceiling was made of
acoustical material to absorb some of the reverberation in the place, along
with pinpoint lighting which came down so that we had a complete light
cover just by turning on lights wherever you wanted it to sit down and read.
This worked out very nicely, particularly when she had a housewarming
with one of the quartets, well known in Chicago, who played music for the
entire assembly. The acoustics were absolutely perfect in there—there were a
fair number of people. The sound was controlled with the acoustical
ceiling—in spite of all the glass around the place.

Blum: So, it was through the ceiling material that you really solved the sound
problem of the other hard surfaces.

Keck: Yes and without a rug. One other thing about it, which never came to
fruition, was the design of windows which Fred and I had seen—I think it
was done by Erich Mendelsohn in a house in Europe somewhere—in which
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by pushing a button, a pane of glass would drop into the floor and down into
the basement. A storm window—he didn’t have the storm windows, but we
designed it with a storm window, the same way—and a screen which could
be made to pop up out of the basement and close the opening, or leave it
open to walk out, if you wanted to. The cost of this was such a phenomenal
figure, even in those days, that Mr. Cahn drew the line at not expending that
kind of money at the time. I think he regretted it later, but it would have been
a very nice thing to do in that particular house, to give a much more open
feeling. However, all of the provisions were made for it in the foundation
wall in the basement, so it could have been done. But when it was stopped
we put in fixed glass and had to provide the required ventilation in separate
little panels for which we had storm windows and ventilators on the inside.
This was to meet the requirements of city code of Lake Forest.

Blum: There was something interesting that was brought out in an article on the
houses, and that is that the traditional view of glass is not only for seeing out,
but primarily for ventilation. And, in fact, as your houses developed, those
two functions became separated. Is this what you’re talking about?

Keck: Well, to a degree, there we did not have a screen to look through so you
could get it out of the way. Another thing a screen always does is to pick up
the dust and the dirt and then when a rainfall comes it is redeposited on the
glass and you have to clean it that much more often. It wasn’t until after or
during World War II that the function of divorcing the functions of light and
ventilation were accomplished in Green’s Ready-Built homes, and we
developed that further as we developed houses after World War II.

Blum: Well, did you feel the Cahn house, too, was sort of a step in that direction,
with the panels serving the ventilation, and the fixed glass serving the light
function?



106

Keck: Yes, this is true, but even that panel was still of glass, in part. That was
operated to get the minimum, as much as required, for ventilation. It is never
used when you have air-conditioning.

Blum: And this house had ventilation panels?

Keck: This house did. We developed that idea further to protect the panel much
more with a wood panel door and insulation and a louver on the outside
which could be fixed. Or the panel could be an operable one that could give
you additional protection as far as heat loss is concerned and additional
protection against driving rain. And a major protection, in a one-story house,
against somebody breaking into the house in the evening at night and so on
with an open window by cutting a screen and walking into the place. When
you’re on the ground, a woman feels much more protected in being able to
stay in a house of that nature than one who has to fight the fear of somebody
coming into the window through a broken screen or an open window.

Blum: Was this the first house that the Keck office designed in an arc shape?

Keck: Yes, it was. The interest there was to give everybody a view of the large
meadow. It was on a thirty-one acre site, the original Kuppenheimer estate.
Irma Cahn was the daughter of Jonas Kuppenheimer. We tore down a fifteen
or twenty room wood house that had been built many years earlier where
Mrs. Cahn had spent summers when she was growing up. It was their
summer house. They lived in the city at other times. It was originally
landscaped by Jens Jensen, who came to look at our layout and appreciated
that Fred had opened it up to the south and the large meadow. Mr. Cahn
always liked the meadow cut with the lawn, neatly clipped, and Mrs. Cahn
liked an open meadow with daisies and Queen Anne’s Lace and all the rest
of that. One year it would be one way and one year it would be another.
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Blum: What was Jens Jensen’s idea for the meadow? Was it sort of natural or was it
clipped?

Keck: Well, we kept the large meadow.

Blum: No, I’m asking in terms of Mrs. Cahn’s preferences for the meadow, what
was Jens Jensen’s original plan for that space?

Keck: Well, it was allowed to grow wild except for an area around the house which
was clipped clean, which controlled mosquitos much more than one that’s
completely wild and allowed to grow up into hay or what have you. It had
Queen Anne’s Lace and daisies, and what else have you—early spring
flowers.

Blum: What was the effort at solar energy in this house?

Keck: Well, it was basically a solar house, and one of the other requirements—since
this was to be only for weekend use and/or summer, they did not want to
live in it year round. That was the original thought. They wanted minimum
maintenance on it, so we used stucco on the outside, lead-coated copper for
flashings and expansion joints, exposed concrete on the base and on the
chimney, and a wide overhang, structurally sufficient to give protection and
carry the weight that’s necessary in snow, and that was, again, lead-coated
copper or crimped copper, as it was called. It was an idea that was absorbed
from Frank Lloyd Wright. He used the crimped copper in a built-in
expansion joint.

[Tape 3: Side 2]

Keck: If you take the sheet of flat material and leave it completely in that crimped
state, when the sun creates expansion, the large sheets wouldn’t buckle and
give an unaesthetic appearance. This was the prime reason for it, and also for
a minimum maintenance because the lead-coated copper did not stain the
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rest of the building as copper alone would. The lead gave it the protection
from staining and the stucco didn’t turn color on the whole house. The only
things painted on it were on the chimney—that was painted black—and the
doors to the house.

Blum: Were they painted black?

Keck: No, they weren’t painted black. They were a natural wood. Wait a
minute—I’m not sure of that. Well, looking at the slides. It’s been a long time
since I’ve seen the house.

Blum: Were they painted white?

Keck: They weren’t white.

Blum: Was this house sited in a way to catch the southern exposure?

Keck: It was sited in part to catch the later part of the morning sun, and around to
the west to give all of them a full view of the meadow more or less, as much
as possible. Because the living room stuck out a little bit from the other
portion of the crescent.

Blum: Well, what you’ve sort of described is—almost in your own words—that it
was sort of a low-cost house. It doesn’t look like a low-cost house.

Keck: No, it wasn’t a low-cost house. I don’t remember exactly. I have a figure in
the back of my mind. It probably was around a hundred and forty or a
hundred and fifty, sixty thousand dollars.

Blum: Do you consider that low cost?
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Keck: At that time it was not low cost, no. But the other forty thousand dollars on
top of that for the windows was what prohibited them from being put in.

Blum: Yes, but you say this was to be their weekend house?

Keck: It was only their weekend house and occasionally if they wanted to go up at
other times. Neither Mrs. Cahn nor Mr. Cahn drove an automobile. They had
a chauffeur. The original quarters for the help and the garage were not
anywhere near the house. They were down at the entranceway. So, there was
a separate drive that came up to the house to drop off the Cahns and one that
went back down to put the car away. Joe, the chauffeur, stayed down there.
Then, the Cahns wanted it also so they could call from Chicago—“Yes, we’re
coming out tomorrow, so tune up the house to warmth and air-
conditioning,” or whatever you want, “and have it ready for us when we get
there at such and such a time.”

Blum: Well, did someone stay on the property?

Keck: Yes, somebody stayed. There was a caretaker, and Joe, the chauffeur and
other people. There were thirty acres to maintain. There was a beautiful path
and walkway with wild crabs and other blossoming things that ran through
the wooded part. Around the edge was the open meadow. Jensen had
originally designed it. It was just reworked at the time they built the house.

Blum: Well, did they ever live in that house full time?

Keck: For a while, they made weekend trips and so on. Finally, they decided to give
up the apartment in Chicago and moved out there permanently. Joe did the
chauffeuring for them back and forth to his office, or if Mrs. Cahn wanted to
go—just on call. I think Mrs. Cahn died first, and Mr. Cahn continued to live
there until his death. What the disposition of it was, I don’t know, other than
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it was sold and the rest of the property was subdivided, and there are a lot
more houses up there now.

Blum: Progress—is that what it’s called?

Keck: Yes, if you want to call it that.

Blum: You had talked earlier about the fact that the Cahn house was on the drawing
boards about the same time as the Keck, Gottschalk apartments. What is the
official name? That’s the way it’s been cited in the literature, is that what the
Kecks and the Gottschalks called it?

Keck: The official name is the 5551 University Avenue Building Corporation.

Blum: Okay, that’s what we’ll use then.

Keck: It’s a cooperative, established by Leon Despres, our lawyer, and has been
very successful in that respect ever since. The three original families stayed
on until my brother and his wife died. Mrs. Gottschalk stayed on—still is
there—after Lou Gottschalk passed away, and Stella and I are in the top floor
apartment. We moved in here after our wedding in 1937 and have been here
ever since except during the war.

Blum: So, the other units have been sold to other people?

Keck: No, Mrs. Gottschalk is still there. When Lucile died, Fred gave us the right to
use their apartment until our demise. We rented it for a few years to an
outsider but when the rents kept going up so high downtown—ten percent
every year—and business was slowing down a little bit and I was slowing
down with age, we decided to move the office out here for greater
convenience. We’ve been very successful in that respect.

Blum: Did you move the office into one of the apartments?
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Keck: Moving the office into my brother’s apartment on the second floor, which is
where we are now sitting at the present moment.

Blum: So, the building now with the three units has Mrs. Gottschalk, the Keck
office, and your home upstairs. How did you and the Gottschalks decide to
cooperate on such a residential venture?

Keck: Well, Lou was teaching at the University of Chicago. His wife was also
teaching in the language department since she was a native Russian. Fred’s
wife Lucile had a job in the area, which was convenient. I was living with
them at the time. They brought me in as the third partner since I was just
about to be married in 1937. They took me in as the third person since we
couldn’t find three pieces of lot to build single-family houses on in the
neighborhood. It was full at that time. We finally found an old fraternity
house which had been converted from a single-family residence into a
fraternity house. They were hard up and willing to sell because of the
depression in the thirties and so we bought the property, I think, for five
hundred dollars or something like that at that time. Then we decided on the
plans and got the work organized with a general contractor covering it. This
is before Stella and I married. The others were living in the neighborhood
here. They were on Blackstone Avenue. We’d been personal friends with the
Gottschalks because we lived in the same apartment building, and we got to
know their first child and the second one that came along. I think that was
after we moved in here. Dr. Alex Gottschalk was a radiologist, and a noted
person in the field of nuclear radiology.

Blum: This is their son?

Keck: At any rate, this was the situation and we decided to move ahead and build
the building. Leon helped us with the legal organization of a co-operative
and we all signed a ninety-nine year lease for it. It will be fifty-three years
that Stella and I have been living in the building, and we’ve got a few years
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left to go.

Blum: You still have many more years. So, you decided because you were friends
and got along well that this would work.

Keck: We built on a single piece of property, fifty feet wide and reasonable depth
with a nice big oak tree in the backyard. But unfortunately, there were two
almost slum buildings to the south of it at the time. Since then they have been
rehabilitated and divided with a crash door between the front and the back
unit and an additional bathroom and kitchen put in on what was a two or
three-bedroom apartment. And one building to the west, and a larger one in
the back—I’ve forgotten now—it’s four stories, which during urban renewal
days had to be brought back to single family occupancy with a dual entrance
that you must have. But by putting a crash door in with glass in it, if you had
come in the front entrance, in case of a fire you could go out through the
other apartments by breaking the glass in the door.

Blum: Now, where was this in relation to your property?

Keck: In both apartments next door, south of us. I wish now that we had pushed
the urban renewal to get rid of those two at the time when urban renewal
came through in the l950s and 1960s—to get rid of them. But they have
rehabilitated them back to standard living with two exits for each apartment.
But all they do is rent the front half to one student a year or a couple and the
back half to another couple. It is a nuisance in that respect because after every
graduation of every quarter, there are always celebrations of moving and all
the rest of it that goes on. They’re very careless and negligent on disposing
their garbage and other things on the back porches which face our backyard.
They’re right in our yard, in fact, by four inches. They sit out there in very hot
weather, and being younger and so on, they get into doing a little drinking
and conversations and the voices get louder. It’s a nuisance, because all our
bedrooms face the backyard—most of them—and we get all the noise that
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goes on. Coming out and slamming doors and putting garbage out at
midnight and whatnot.

Blum: Well, this is a university community.

Keck: Yes, I know.

Blum: I suppose that’s a built-in risk one takes. This was one of the first multiple
housing—if I can call it that—buildings that you and your brother did. Your
brother had done one very early one in the twenties—1926, 1927, or
1928—the Cruger apartments in Elmhurst.

Keck: Oh, yes, Elmhurst. That was a very successful venture.

Blum: Was this the next effort at multiple housing.

Keck: Well, it was a step in the same direction. But there were only three of us here,
and that one—I’ve forgotten whether it had twenty or twenty-two, or more.

Blum: Yes, it had many more.

Keck: They were all small apartments, but it was within walking distance to the
urban renewal on the railroad to get into Chicago. It was done for a personal
friend.

Blum: The Cruger apartments?

Keck: Yes. Cruger was the son of the original newspaper in Watertown, Wisconsin,
and had moved to Elmhurst and established the newspaper in that town.
Fred knew him, and got that job in the early stages. I think it was eventually
given over to Mrs. Cruger, the senior Mrs. Cruger. It was an investment that
paid off her living expenses in her later years.
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Blum: But this was also experience for Fred doing multiple housing, where the
concerns have to be somewhat different than an individual.

Keck: He had done some in his early stages, before I joined him, in Chicago, out on
the Near South Side for Morry Mueller. They were very nice apartments, two
of them that he built. They were small, minimal, no bedroom. Some were
single bedroom, but primarily bedroom, bath, kitchen, and in-a-door bed.

Blum: So, like a studio?

Keck: A studio apartment with a central corridor through. They were known as
“Morry Mueller’s Whorehouses.” Well, there were a number of kept women
living there.

Blum: In those apartments?

Keck: Yes. A woman would get a good job and the boss wanted another woman to
sleep with, so he fixed her up in an apartment and paid part or most of the
rent. It was an open and easy life in the twenties. Do you want to cut that out
of the story? Take it out if you want.

Blum: This is a fact, is it not?

Keck: These are facts, yes.

Blum: Okay. That’s the type of story that often doesn’t get into the history books
and that’s why it belongs here—that’s one of the reasons.

Keck: We’re sidetracking a little bit, but they are part of the development.
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Blum: I think the idea that Fred had done apartments in larger units before is
interesting. But what were special concerns for a space that you were going
to live in, that he was going to live in, and so was a very good friend? What
were the special concerns for this building?

Keck: Well, a space for each of us. For Gottschalk, he already had one child, and
they were planning another or did have another. He wanted a studio, or a
study, plus a master bedroom, a guest room, and a couple of bedrooms.

Blum: About four bedrooms?

Keck: It would be the equivalent of four bedrooms, yes. And a living/dining room
large enough to entertain a fair number of people. Being on the staff and the
head of the history department at the University of Chicago, he needed that
space. So we made an L-shape living room and dining room in the front for
him, with one bathroom for guests, and a kitchen, and then the bedrooms to
the rear with the stairways to meet the requirements of the Chicago building
code. Fred wanted something similar, but not quite as much space, so we
stepped his back one notch of seven or eight feet, with three bedrooms—one
of which was used as a studio to paint his watercolors—the master bedroom
and bath, and one guest room. And the living, dining, and kitchen the same,
with another bathroom in the front for entertaining people and their own use.
Our apartment was to be smaller, with another setback—a considerable
setback—using only the area of the living/dining/kitchen and bathroom and
the two stairways in our apartment. In this space we made a rectangular
living room, which gave us a bedroom in the rear or in the part of the house
area along with the same size kitchen and the bathroom. This was enough for
the two of us because we had no plan at that time of having any children or
what have you. We did have the plan and possibility of putting in a
structural beam over Fred’s apartment that ran all the way down through the
rest of it to help support the other portions of the floors that gave us a place
to expand at some time in the future.



116

Well, we went through World War Two, and Stella and I were unable to have
any children of our own. Stella had a hysterectomy. We heard of a young,
second cousin of Stella’s who had lost both her father and her mother within
one year at the age of five and six and had been put in an orphanage in
Scotland. So we made overtures to the possibility of getting her in adoption.
We finally succeeded in doing that. Both of us went over and picked her up
in 1956. Previous to that time, Stella had lost her father. Her mother and her
sister had moved into the neighborhood in an apartment we had done on
Woodlawn Avenue—5510-12-14, the address—in a one-bedroom unit. And
in 1951 we added two more bedrooms to our apartment and increased our
living room slightly. We moved a wall out to make a little more feeling of
space in it, and by using the existing bedroom as a guest room with an in-a-
door bed, and a bedroom for Anne, Stella’s sister, and her mother, and the
other as a kind of a living room. That was only for the time being until we got
Margaret here. At that time, her mother had already died, and Anne went off
and got married and we had a vacancy in our apartment.

Blum: So you began with one bedroom apartment and wound up with how many
bedrooms?

Keck: With three bedrooms. One of which is used as the TV room, but can be a
guest room with a folding-down davenport.

Blum: So, you added as your needs changed.

Keck: Yes. It was designed to add on. I paid for it myself, then we just adjusted the
interest in the corporation as far as percentages.

Blum: So, my sense of it, although I haven’t seen your house from the back, is that
there are setbacks on the second and then the third floor.

Keck: And Gottschalks put a porch on theirs, too, which went out into the backyard
a little bit. So, he had access to the rear out of his studio, Fred had access to
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his deck, which is only seven or eight feet wide, out of his study, and we
have access out of our bedroom to a roof deck.

Blum: Were there ideas that Fred or you—aside from your actual spatial
needs—wanted to try that you thought might be interesting? Features that
you wanted to try it in your own home on an experimental basis?

Keck: Well, yes. We used a window that would swing in—hinged in—with storm
windows on the outside. We had designed it to use venetian blinds on the
outside to protect us from the weather and from the western sun as well as
some on the south side.

Blum: That would be on the front of the house that faces west?

Keck: Yes. We also decided to put a garage in the ground floor, which gave us a
couple of problems, as far as the building commissioner was
concerned—Richard Schmidt. When Fred went in to get the building permit
Schmidt said, “What in the hell do you want a garage on the front for? Why
don’t you just drive along the side into the backyard and put the garage in
the back?” There’s no alley in our block. Fred said, “That’s a much better
location for it and much more convenient.” So, we finally got that. We
wanted a door directly to the garage but the city would not allow it although
we built a fireproof building with concrete floors and brick. So, we put a door
in and they made us take it out. A door directly to the garage from the front
entrance, so you didn’t have to go outside to get to the garage. They were all
so afraid of fire. Cars used to burn up much more. They still do once in a
while but it’s not too difficult a problem to be careful about it. So, we put the
garage in the front—a three-car garage. This subsequently brought about
quite a bit of consternation from a number of people in the neighborhood
who thought the building was particularly ugly looking and so on. But our
venetian blinds on the outside served the purpose very well, although we
had to change them later because of acid rain and use a more rigid one that
was all aluminum. We had used it in 1935 in the Cahn house and in another
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house up in Wisconsin. So, we put in pockets that we could fold the blinds
into. Well, at any rate, I’ll tell you a story concerning the first year we lived in
here. Alex Gottschalk was only two or three years old, and Fred having been
in apartments for quite a number of years, he had never shoveled any snow.
So, we had a snowstorm after we had moved in the first year and Fred and
Alex were out shoveling snow on a Sunday morning. An elderly man,
shuffling along, coming back from church was mumbling under his breath to
the extent that, “They ought to tear it down. They ought to put a bomb under
it.” And this frightened little Alex. He was even less than five years of age at
the time.

Blum: Put a bomb under your building?

Keck: Under the building to blow it up, because the old man said it was a terrible
building. Well, anyway, Fred just turned and went over to the guy who was
walking past, and said, “Now, that isn’t a nice feeling for a man who has just
returned from church.” The guy shut up and went on and didn’t say any
more.

Blum: Well, if he wasn’t speaking only for himself but also voicing the opinion of
other people in the neighborhood, what was the basis of their difficulty with
this building?

Keck: Well, it didn’t suit the kind of thing the university was building in the way of
all the buildings in the neighborhood.

Blum: Because it wasn’t stone, it wasn’t Gothic?

Keck: No, it wasn’t Gothic, and/or red brick.

Blum: But it is.
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Keck: But it doesn’t look like the other red brick houses around the place, which
were built much earlier. The one next door to the north, which was owned by
a Dr. McLain, a psychiatrist, and his wife. It was a very nice house with a
sloping roof and overhang and gutters and downspouts that are giving him a
lot of problem. We bring all our water down through the building—it doesn’t
freeze up—and carry it out to the sewer. We set it up high enough above the
ground with a so-called basement on the garage level so that no possibility of
any of the sewers in Chicago backing up into the basement, which many did
at that time. It becomes a basement since the ceiling height still met the code
requirements. Still, it’s not a four-story building. It’s only the ground floor,
which is the basement, then three floors.

Blum: Well, there isn’t a below-ground basement.

Keck: It’s above the ground.

Blum: And that’s the garage level.

Keck: Yes, the garage level. That ceiling happens to be seven-foot-six or nine—I’ve
forgotten—in the garage and the rest of the basement, so that you never have
to worry about changing heights. I think it’s a little more than seven-six. But
the present code says seven-six, then it’s still a basement, as long as the
ceiling is no more than the outside grade. We’ve gotten around that on a
couple of instances in some rowhouses we’ve done in the neighborhood
where we’ve wanted a little more ceiling height to get a garage in and an
overhead door by changing the grade around the rest of the house, and then
stepping down two steps. Then it still remains a two-story house, with only
one entranceway on the first and second floor. Now, ours is a first, second,
and third floor over a basement—above ground. Many of the early
houses—apartment houses such as the one next door to the south—were
built so that you walk up to the first floor. Stairs at the entranceway and more
stairs inside to the first floor. It gives them a chance to put apartments in for
the janitor above ground part way into the ground.
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Blum: On the lower level.

Keck: Not over three feet into the ground or something like that.

Blum: What were they called—English basement or garden apartments?

Keck: Garden apartments. You could sometimes walk out, but you always had the
problem of the water backing up in the damn sewers, which were not deep
enough. Any time you had more than an inch of rain, the sewers would back
up. Unless you put a drain on the inside drains, which would take off the
floor drain and put a pipe in that screwed in and got it three feet above the
floor, you had problems.

Blum: A standpipe?

Keck: And many of the houses were built that way.

Blum: And this was one of your concerns when you designed this building.

Keck: Yes.

Blum: So, getting back to the objection of people in the neighborhood, what was it
that they found objectionable, the modem design?

Keck: It was the modern style that it was built.

Blum: And that was troublesome to them?

Keck: Yes and now it’s been named an architectural landmark.
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Blum: Well, you know, it strikes me that it’s also very different from the other
houses we’ve spoken about. We spoke about the Bruning house. Not only is
this a multiple-family dwelling and the others were single-family, but it
strikes me—and this is just my visual response—that these other houses were
very three-dimensional and sculptural. This house is two-dimensional and
flat from the front. It looks like a checkerboard, with the garages and then the
windows and the brick.

Keck: Aesthetically, though, it is very pleasing because the arrangement is that
there are three garage doors down below and above them is a panel of
masonry all the way up. And over the one to the north, the window is the
same dimension and width as the garage door, and the one to the south over
the garage door the same way. So, you have a rather pleasant appearance of
the arrangement of fenestration—brick panels and the garage doors and the
remainder of it on the outside, facing. And the remainder of it, the windows
are put where they had to be without any great arrangement on the two
sides, north and south. In the back they are arranged one above the other,
again so that you have a more pleasing arrangement but we’re only ten feet
from a lot line. The stairways extend three feet into that ten-foot space on
both sides, so they’re seven feet from the lot line. There’s glass brick in those
with some ventilation, so you can get decent ventilation during the rest of the
year and when you want it in the summertime. Later on, in another building
we did in the same block that we are on, 5510-12-14 Woodlawn, an apartment
building, two buildings connected by a little recreation room, which was a
requirement since in the city of Chicago you can only build one building on
one lot. So, you had two buildings, but you could connect it with another.
Then it’s still one building. So, this little space between—one runs this way,
east and west, and the other runs that way, north and south. A little space of
about twenty or thirty feet separates them. That’s the little recreation room,
only one story so you’re not worrying about the windows up above. It
worked out well. In that instance, we projected the stairways out into the
space, but as you walk down the stair and return on a stairway which goes
half-way and then back again, you’re not looking directly at the windows.
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But we put them on both sides so you get cross-ventilation through and we
did the same kind of thing with louvers.

Blum: What were the features in this building that built on the earlier solar
discoveries?

Keck: Well, only with the glass on the outside. Fortunately, with a building to the
west we can let in a fair amount of sunshine at certain times of the year and
also keep it out. Facing east and west, with the venetian blinds, we can stop
the sun.

Blum: And these blinds on the outside are adjustable?

Keck: Yes.

Blum: And some of these panels are—oh, these are not fixed glass panels.

Keck: These were all windows for ventilation. They were designed for thermopane,
but thermopane was taken off the market just the year before we built the
building.

Blum: Why?

Keck: Double glazing in a single sash.

Blum: Why was it taken off the market?

Keck: Because it didn’t work. It deteriorated over a period of time and it was not
successful to that extent. The glass was sealed with an organic material, and
over a period of time the organic material deteriorated—two panes of glass
with a space of air between them. They put a sealer on that. You kept air out
theoretically, but it was an organic seal, and that deteriorated and left
moisture and so on. Over a period of time moisture seeped in and they
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fogged. So, Libbey-Owens-Ford took them off the market. I still have a
sample of early thermopane that was made that way and still looks good, but
it hasn’t been put in place anywhere.

Blum: Who was the man who designed it and patented it?

Keck: The original man who designed it and patented it was from Milwaukee. Fred
brought it in to show it to us. He looked at it and we thought it was very
good. But he asked, “Can you guarantee it?” Well, he’d guarantee it. “But
how much backing have you got on that?”

Blum: What do you mean “backing,” financial backing?

Keck: Yes. The man said, “Well, just my business.” Fred said, “Well, when you get
Libbey-Owens-Ford Glass or Pittsburgh Plate Glass or a big organization to
guarantee it, we’ll use it.’ Then he sold out his business to Libbey-Owens-
Ford Glass Company. We used it in two or three houses and twice they had
to go in and take it out and replace it. So they took it off the market. Libbey-
Owens-Ford Glass gave it to some big testing company that tried to find out
what could be done to make a seal that was permanent. They both came up
with using metal with a copper plating on the metal that can be used as an
inorganic material to seal it. That has been working, unless it’s broken or
distorted or hit or something. It has been very successful. Libbey-Owens-
Ford was giving a twenty-year guarantee on it. Much of it has lasted long
beyond that. We’ve put some in. When we put the addition on our home, we
put in three panes of fifty-six by eighty-something in height, thermopane.
They’re hard to wash except when you’re on the deck. They don’t really need
to be washed very often because the rain washes them. Unless you get dust
right after a rain, but you seldom do that.
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Blum: But the windows that were put in were not thermopane.

Keck: That’s right. We have single glass, and we put a storm sash on to catch the
rain. Now, I don’t have it here—I do upstairs on some of them—we don’t
have to put a storm sash on certain ones in the wintertime and still keep the
double glazing, with a removable panel on the outside. But with those couple
of clips, you can take it off and wash it between when it gets fogged. It
doesn’t get fogged very often. I’ve got a number of them upstairs. A small
one in the kitchen—only a small one so we can get some ventilation in the
wintertime, and one in the bedroom. One has a panel on the outside that you
can take off and wipe between. The rest are all thermopane. The building was
designed only for forced warm air heating, which was an innovation. We had
separate units for each, located in the basement with the necessary ductwork,
and a separate one for the basement itself—the laundry, and what was a
recreation room, and my workshop.

Blum: Was this the first time that Fred had used that or anyone had used it?

Keck: Oh, we’d used forced warm air.

Blum: Oh, you had used it before. I thought you said it was an innovation.

Keck: It was in residential work all over the place. In an apartment building it was
an innovation. It was hot water in Elmhurst, steam in the cheaper buildings
out south in the multiple units. But here we had—for a single family we had
separate units so you didn’t get mixed up with their air and so on, mixed up
with their germs of colds. It was a godsend when we came to do some air-
conditioning. When we put the addition on our floor for the two additional
bedrooms. Before that I mentioned in the garage we’d had a separate little
heater which was acceptable as far as the city was concerned, which had a
gas burner that gave a problem since it didn’t have what was known as a
“miner’s lamp screen” on the underside of it. And that needed attention
every two or three weeks because of the dust and dirt clogging the screen.
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Eventually, we didn’t have any heat in the garage. But it had a separate vent
to the outside and that worked fine. About that time we put the addition on
upstairs, we decided to put radiant heating in the ceiling in the two new
bedrooms and in the half lavatory that was added next to our existing
bathroom. So, we brought warm water up and ran it through the floor of the
little additional lavatory and ran it up to the ceiling pipes, which are
plastered in, in the two bedrooms. So, that’s completely divorced from the
other part of the air system. Now, the only problem we had there is when we
went to air-conditioning, we had to put in a separate unit above one of the
closets with a compressor up in the ceiling or on the roof of the third floor in
order to give us the cooling effect. But we have a choice now. We can heat or
cool in part, or we can heat both of them—whatever we want.

Blum: So, they have to work together?

Keck: We cool the bedrooms only in order to get them down to outdoor
temperature at night, because it’s a noisy thing. We don’t use it at night. But
the front end is just like this—forced warm air with a unit down in the
basement. It has worked out very nicely. And the radiant is much more
pleasant as far as winter is concerned, because you can sit in there and, as
Alfred Caldwell once said, “It’s like sitting in the sun without any sunshine.”
In other words, it’s radiant. It’s like sitting in front of a stove, but it comes
from up above.

Blum: It sort of heats the air around you.

Keck: It doesn’t heat much air. You get it. Your skin gets warm. And the
temperature is down lower. It’s much less expensive to operate, particularly
when it’s in the floor.

Blum: What does hot air do? Hot air rises.
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Keck: To give you an example, the Liverpool Cathedral, which we visited on our
trip to England and which was built after the war, was bombed out again.
They put in floor radiant heating in the cathedral. It’s a fifty-six-foot ceiling
and it was very comfortable. The temperatures down here—the ambient
temperatures in and around this area from radiation from below—are
comfortable. Temperatures up there are below temperatures in the fifties. In
fact, I had an experience through the war when I worked for the U. S. Corps
of Engineers. We were doing airplane hangars for Kellogg Field over in
Michigan near Grand Rapids, I think. I told them, “Can’t we build one of
these little boxes you’re building for servicing B-25’s?” That’s what they were
using it for, to bring the B-25’s in from the factory and service them and
check them out, test them, and then fly them from there to Canada,
Newfoundland, Iceland, and then to Great Britain. I said, “Can’t we try an
experiment using warm air?” I finally talked them into it. I was in the
engineering department, writing specifications and drafting. We used a
couple of Holland furnaces and got clay tile, ran it underneath the floor with
a system of ducts. The furnace, instead of going to a ductwork went directly
into the unit, blew warm air into this ductwork system, and poured concrete
over the whole business. You could get it to a comfortable temperature to
work on the ground in the airplane hangar. You would open the door and it
would get to be freezing in there and you would close the door and
immediately you were comfortable again. This was the beginning in the
1940s of early stages of fluorescent lighting in the long tubes. They were
using the fluorescent lighting and when it got cold enough in the wintertime,
they didn’t have any lights in the ceiling. They wouldn’t work because it was
too cold. You remember seeing filling stations? It was a long time before they
got the fluorescent light out into the standards outside until they found a
way to heat the area where the fluorescent light was operating. But they had
to go back and put in incandescent lighting. So they never used additional
fluorescent lighting—but it would have saved a hell of a lot of energy in the
way of steel and fuel if we would have been able to do more heating. But I
got talked out of it. You know, innovative things are very difficult to get
across to people.
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Blum: Why is that, do you think?

Keck: Stubborn. “I don’t believe you.” Fred and I used to sit, talking to people, our
client. We’d tell them, “If we reorient the same amount of glass to the south
side of the house, you will save fuel.” And the person would nod and think
to himself, “The son-of-a-bitch doesn’t know what he’s talking about.” If we
did sell them on the idea, and they put the same amount of glass on the south
side—we gave them protection in the summer and got the warmth in the
wintertime—we said they would save somewhere in the neighborhood of
fifteen to twenty percent on their fuel, depending on how they lived. The
following year or so if the house was built we’d have people call and say,
“Fred, what do I do? The furnace went off first thing this morning, and it’s
eighty degrees in the living room!” Fred’s answer, I remember, was “Open
the window and get some fresh air in the place. It’s not going to cost you any
more.” Now, people don’t believe that. I told these guys they were going to
save a lot of money on metal and the heating units—you still have the
furnace that has to be built, which is a much cheaper thing. And the
ductwork was without metal at all, except from the furnace down into the
system. The fuel that you could save was a considerable amount.

[Tape 4: Side 1]

Blum: Was it a matter of not believing you, or was it a matter of even if they
believed you, they were…

Keck: They were skeptical.

Blum: Well, they were satisfied with what they had. It worked. Perhaps it didn’t
work as efficiently as what you are describing, but it worked. What is the
saying, “If something’s not broken, why fix it?”
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Keck: Well, that’s true.

Blum: Isn’t that the kind of lethargic thinking that you’re talking about?

Keck: Well, it is, because we’re in a hurry to get it done. We’ve got to keep going on
it. It’s a war. We’ve got to keep moving, instead of experimenting with
anything.

Blum: Well, that was during the war.

Keck: Yes, this was during the war, as far as that one was concerned.

Blum: Was this house designed with a roof pan of water?

Keck: No. It was pitched. That was before we got the information that you could do
it with a pan of water. So, we designed it with a slight pitch. The steel joists
which were encased in concrete—had concrete on top and then insulation on
the underside and plaster—on top of it, that was lightweight concrete from
the drain up to about four or five inches so everything pitches to that. Except
the building has changed a little bit.

Blum: And for a pan of water, must it be absolutely level?

Keck: Dead flat, yes, to get an inch of water.

Blum: Before you were talking about how neighbors objected to the modern look.
Did you find that in financing this building you ran into problems with the
banks or lending institutions because it was contemporary?

Keck: Not for this building, no. We had some financing—I think it was about forty
thousand or fifty thousand to start out with—through First Federal, taken
over by Citicorp later. They had a director who was a personal friend of Fred
and Lucile’s. Not that it was a special favor, but he knew what we were
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trying to do and was an intelligent person and gave us a mortgage on it.
There were three people who were able to pay what was necessary. After the
war, of course, we paid it off in inflated dollars and we’ve been on the basis
of all we have to pay is maintenance and taxes, which is considerably less
than the interest.

Blum: But do you think this was an exception to the rule in terms of the attitude of
lending institutions for modern or contemporary building?

Keck: Well, it was more difficult. No, there were a lot of office buildings and
apartment buildings were all being built with flat roofs with some pitch to
them—not completely flat. Practically all these things which were built with
wood have a ceiling and then an airspace and then a pitched roof that runs all
the way down a set of gutters and downspouts to one end of the building or
one side of the building.

Blum: And they were built in the thirties?

Keck: Yes, sure but not as many. In the late twenties—hundreds of them were built
up until the time of the crash.

Blum: Are you saying then that there wasn’t a problem with getting modern
buildings financed?

Keck: On apartment buildings with a flat roof, no.

Blum: Apartments or single family houses? Residences, I mean, collectively.

Keck: Well, anything that was more modern, but wasn’t designed with a lot of
garbage around the place as far as design was concerned. That was simpler to
build. That was denied a loan. We’ve been through that. On the early work
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that we’d done and the reason for the House of Tomorrow was to get
somebody to understand what we were attempting to do by showing what
could be done and getting lots of people’s opinion on it. A lot of people
didn’t like the House of Tomorrow. “People who live in glass houses
shouldn’t throw stones.” But many of them accepted it. The more intelligent
people were the more they would accept it.

Blum: And the bankers?

Keck: They weren’t intelligent.

Blum: They fall on the other side of the line.

Keck: That’s right. Put it that way.

Blum: Bill, in 1937, Moholy Nagy was hired to head the Bauhaus in Chicago. I’m not
sure where the source is, but your brother has been known to have had an
interest in the Institute of Design, formerly the New Bauhaus, that dates back
to “the beginning of the beginning.” And that’s a quote. What does that
mean?

Keck: Well, the Bauhaus was originally formed in Europe, with people such as the
painter Jean Arp—I believe he was in it—Moholy, Walter Gropius and a
number of others. I can’t remember other names at the present moment. It
was the kind of thing that Fred was interested in when it began and kept
track of it to a degree. I don’t believe he had any major correspondence with
any of them, although when they announced the possibility of getting
Moholy here, Fred acted on a committee or with some people supporting this
opinion and saying, “Yes, they should be here.” Eventually Moholy came and
started the school in the old Marshall Field mansion on Prairie Avenue. Later
it was moved to the old Racklios Commissary on the Near North Side, the
Racklios Restaurant. It was the commissary where they baked the bread and
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what have you, and made the other odd things for the restaurants around
town. It was a chain like Thompson and some of the others.

Blum: Well, the Institute of Design actually had several homes over the years. What
was it about the philosophy of the Bauhaus in Europe that attracted Fred,
attracted you?

Keck: Well, it was an attempt at design using new means and new methods of
building buildings, as well as an attempt at getting into other things, which
Moholy spent most of his time on. It was a development of a variety of
practical pieces of equipment. The fountain pen, for example. I know he did
the design for Parker Pen Company.

Blum: Fred did or Moholy did?

Keck: Moholy did. That’s one of a number of things that he did on his own, outside
the Bauhaus. There were others I can’t recall. Moholy was very much
interested in the play of light and shade. I’ve seen some of his early movies in
which it’s purely a matter of working with light and shade. He was teaching
that to us in the early stages when I joined the school—for night school. Bob
Tague and I attended to learn how to do photography, which I was interested
in, particularly since we needed a record of work of the office. So, Bob and I
spent some time over there in the evenings, learning the process of
developing. Later we stayed on to help Moholy and still learned more by just
helping others do the same thing we had done in the previous semester, in
the evening.

Blum: So, when you were finished with your photography course, you taught the
course?

Keck: Yes, but not officially, and we were not paid. It was the experience of being
able to work closely with Moholy. One of the early things we did was
thinking in terms of cutting paper dolls. We were having fun. We cut large
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pieces of paper and intertwined them together to form a form which was
rather interesting in shape, and then exposed it on a sixteen by twenty-inch
piece of paper. Not on a negative but directly on a piece of paper and
developed that and came up with what happened. It was the light on it—a
spotlight, particularly—with the curved surfaces you got very bright spots,
and you got shades down into complete blackness on the other side of it. This
gave you a very interesting form in black and white. Bob and I went on later
by ourselves. A couple of times Bob came out to our apartment. We were
playing around with color and we were painting with color. We would set up
the camera with color film in it against a white wall in the apartment. After
we’d had dinner and perhaps a glass of wine or two, we would use a small
pencil flashlight with a bright light on it. We’d put red tape over it which
would show with a flashlight on the wall, and we would paint with light on
the wall having the camera open, and then use a bottle of white wine or
yellow in color—white wine is usually an amber color—and use that and use
anything else that we had in the way of translucency to project the color on
the wall. Then we’d cut the photograph and send it in for development. We
came up with some wonderful pictures at the time. Not anymore, but we had
fun a couple of evenings doing that.

Blum: It sounds like you explored the possibilities.

Keck: We explored the possibilities that Moholy had tried to teach us of playing
with light and color.

Blum: Did he encourage this kind of experimentation?

Keck: Yes, very much so. He was very encouraging. A tremendous person to work
with. Tremendous vitality and dynamic to encourage you to go on and do
something else. In the studio Bob and I had picked up a piece of cracked
glass which had plastic between sheets of glass. It had been broken in some
form or another—just cracked. We set it up on a couple of bricks, put a
mirror in underneath it at an angle and put a spotlight on that mirror shining
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up through the cracked glass, and took a seven by five-inch photograph on
negative and made a good picture of this. One photograph we still have in
my living room upstairs on the wall. Moholy had gotten a one-inch thick
cube of plastic somewhere from the early plastics industry to experiment
with, and he allowed us to use it one night. We used a projecting light,
played it on this cube and got the beveled angles through and around and
against a piece of paper. So different patterns were formed and we took a
photograph of them. Again, we played with light as Moholy was doing. I
took a picture that has become semi-famous now because in our dining room
the light came through the venetian blinds, and the windows turn in and
form reflections on up to the ceiling and through the glass and onto the wall.
It is a very interesting photograph. When Moholy saw it, he said, “Zat is zee
new vision!” That’s the actual words he used.

Blum: Meaning “that is the new vision?”

Keck: Yes, in his broken English.

Blum: He had written his book by that name.

Keck: Well, he used the photograph in his book The New Vision. He wasn’t
interested in it as a photograph of objects only for the play of light. He cut the
davenport and part of the dining room table and chairs out of the picture and
turned it upside down to publish it in his book. He seemed to like it better
that way, which is all right with me.

Blum: So it was more the pattern, then.

Keck: It was the pattern of light that he was interested in and that was the thing
that he played with. It was an impromptu thing. I’d been taking pictures of
our building outside, 5551, and it had come up in an October afternoon when
the sun was kind of lower in the heaven in the afternoon, shining through the
window in the glass for ventilation, and it was a complete set-up without
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doing a thing. I set the camera up, and took a picture. My only regret is that I
had not left the camera where it was and put another film in and waited
fifteen or twenty minutes or more to get another picture superimposed on the
original one, to see what happened on it. That would have been interesting
too, I think.

Blum: Well, the photograph you did take is quite special. May we go back to the
beginning of Moholy’s arrival here? How did you first meet him? Do you
remember the occasion?

Keck: I don’t really remember when I first met him. It may have been that he’d been
invited to Fred and Lucile’s for dinner and Stella and I were at the dinner
party too. Or it may have been the time when I’d heard that they’d moved to
Ontario Street in the Fairbanks Court building where they were establishing
a school. I went over to talk with him and asked if it was possible to come
over to study photography in the evening courses.

Blum: Do you remember what year that was?

Keck: It must have been 1937 or 1938.

Blum: So, it was in the very beginning.

Keck: Yes, in the very beginning of it shortly after they moved up there. The Chez
Paree was on the top floor—the nightclub place, which was well
known—and the school was on the middle floor, the Racklios Commissary.
The bakery had large bake ovens that you’d walk into with a big iron door.
They made wonderful darkrooms with the addition of an exhaust fan to get
some air into the place. So, that worked out very nicely. You could have half
a dozen people in there at one time.
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Blum: I understand that before the Institute of Design actually took shape with
Moholy as the director that there was some effort to organize this type of
school in conjunction with the Art Institute.

Keck: That I don’t know about that. I hadn’t heard anything about it. Fred may
have known but I didn’t.

Blum: Fred was the head of the Department of Architecture from the inception in
1937-1938 through 1946?

Keck: Until that time, I believe so. I’m not certain of when he resigned. It was
during the war when he was working very hard on the prefabricated houses
for Green’s Ready-Built Homes in Rockford.

Blum: Why do you think he took on that heavy responsibility in the late thirties?

Keck: Which, the school?

Blum: Yes.

Keck: We weren’t too busy at the office with work. When we got into the war effort
in 1941, right after that I found it necessary to put forth what I could to the
war effort by applying for a job with the U.S. Corps of Engineers. They were
looking for some draftsmen to get the drawings together for a camp for an
entire brigade or whatever you call it down in Spoon River, in middle Illinois
somewhere, which I worked on as a draftsman, along with other things in the
work going on there. Then later on I became a specification writer, in which
I’d had experience at the office by that time, since I’d started in 1931. Fred
passed more on to me, as I learned the things, more work in writing
specifications.
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Blum: So, this was during the war. He was at the school and he was working on the
prefabricated projects…

Keck: Working somewhat with it.

Blum: And you had gone into the service?

Keck: I had gone into service as a civilian. I wasn’t in uniform. It was only after a
year and a half in the service that the draft board started breathing down my
neck pretty seriously. I finally got into the navy for training as a naval officer
for protection of harbors. We used a method of hanging buoys and net made
of three-quarter-inch cable steel on three- or four-foot centers to float across a
harbor entrance, with a gate so ships could be controlled getting in and out. I
learned for a while there in the early stages of it methods of lifting these nets
and tending them and getting the seaweed out of them and a few other
things. And I learned also to repair them, as necessary, at the entrance. I was
stationed in San Francisco at Tiburon. With the entrance to the San Francisco
harbor occasionally a ship’s propeller would get tangled up in the net. The
net hadn’t been lowered sufficiently. We’d get called for it. If we had a day or
a weekend off or something like that, we’d get called back to duty to see to
repairing this injured equipment.

Blum: So, during your service you were in the States?

Keck: Yes, in the early portions of it. Training.

Blum: Which were 1942 through 1945?

Keck: I was a civilian from 1942 for a year and a half, then I got into the navy. Went
for basic training to New York, Fort Schuyler. From there to Tiburon,
California, for training and from Tiburon up to Seattle—the entrance to the
Bremerton Harbor where they had another net—for more training. There I
learned fire prevention and the safety method of how to fight a fire at that
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school, along with working on the nets. From there I went back across the
country again to Newport, Rhode Island, where I was waiting for our ship to
be readied. We went out to look at what was going on as far as shakedowns
for net tenders, which I was to be assigned to. The tenders were all named for
fish, I think. I can’t remember the names of them.

Blum: Do you think that your experience in the navy in any way furthered your
skills that you brought to architecture afterwards?

Keck: Yes. While in Newport, my skipper and I—I was supposed to be executive
officer on our ship—were standing on the bridge of a net tender that was
going out on a shakedown to see how it operated. The hot water boiler blew
its safety valve and spouted hot water and steam out of the stack and my
skipper went into the cabin and I ducked under a vent fan to get protection
from this hot water. It wasn’t a very pleasant bath. As I went in, a garrison
cap on it gouged and shook me up pretty badly, including my spine. I spent a
month in the hospital with something which has kind of been bothering me
ever since. However, I was beached after the time I was there and cut from a
new net tender. I was to be picked up back near Seattle somewhere, and sent
to Washington, D.C., as a permanent watch officer playing nursemaid to six
thousand Waves who were working and living across the street. The
problems—I won’t go into that but it’s an interesting story. The existing first
lieutenant of a shore station is the man who’s in charge of safety and
personnel as far as the buildings are concerned. This was a naval
communications annex and intelligence organization created by the navy. At
the time, they had taken over a girls’ school. I was given the job as first
lieutenant. My captain, the executive officer, was basically a construction
man with the telephone company in Philadelphia. A very nice person. I was a
junior grade officer when I came in there. I was given another rank before I
got out of the place. There was continuous new building going on in this
place. Without any responsibility for these buildings, I was watching them go
up and what they were doing and how they were being put together. So, it
gave me experience in larger construction type of thing than residential and
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some of the smaller and larger things that we had been doing in the office. I
found this very, very interesting. I managed some of the buildings as first
lieutenant. I was responsible for the safety personnel. The intelligence
organization was getting the material sent in and typed up and sent on the
conveying belt, and then sent off to persons to tell them what to do. A captain
in charge of that was going to put in a hanging, a two thousand five
hundred-pound load on the floor above to get a more efficient operation. I
was called in to see whether it was possible to do. Well, the executive officer
and I both went up to the floor above, which was used as a library. This was
on a forty-pound-per-square-foot live load. They had the piles all arranged
with all this material—after it had been processed so they would have access
to it. There were little rooms up there with tables in between with filing
cabinets that were all uniform height. We went up to look at it and we looked
from the bearings in the center section where there was a corridor down
through the middle of the building, looking to the outside where there was
another row of filing cabinets. We looked down, and instead of being a
straight line across, it happened to come down and came back up, and the
deflection was over an inch and a half. The load, in our opinion, both as
construction people, was just too great. We went down to see the captain
about it and told him we didn’t think it was possible for him to put that load
on the floor below without some danger to people. Well, the captain in
charge of this operation got his answer, but we had to move the library,
which was upstairs, to another location so he could hang his heavy piece of
equipment on it.

Blum: So, in some ways this did work.

Keck: It did work as far as it went. Another one was, IBM was making computer
stuff for the navy for breaking down the codes. They were bringing in new
pieces of equipment, which were brought from Ohio to Washington, D.C., by
officer guard not enlisted personnel guard. I never served as that—we had
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so many high-class officers above me that did most of that work. But I did get
called in when the outfit below the IBM equipment was complaining about
water coming through and leaking to the floor below and damaging the
things they were working with. So, since we were a very secret organization,
I had to make arrangements to cover everything up so they wouldn’t know
what was going on down there. Well, I talked to the man in charge of it and I
said, “What has been going on here?” “Well,” he said, “we brought in some
new piece of equipment a short while ago and brought it across the floor over
to this position over here.” It was all covered up. I couldn’t see what it was. I
said, “What did it weigh?” “Well,” he said, “somewhere around two
thousand pounds.” I said, “How did it get there?” “Well, we just rolled it
across the floor.” “Well, what were the rollers?” “They were three- or four-
inch diameter metal wheels, about an inch wide or something like that.” I
said, “You just rolled it across the floor?” “Yes.” I said, “Well, that’s the
problem. You cracked the floor. Why didn’t you use planks? The next piece
of equipment you bring in, get some planks, distribute the load, and then you
won’t have any more trouble.” Well, we fixed up this floor with a material
which would stop the leakage, and I told the man, “When your men swab the
deck up here, don’t use a wet mop. Use a damp mop. Just pick up the dust
and get rid of it, as best as possible, so you don’t get into any more trouble.”

Blum: So, this all drew on your engineering experience.

Keck: And my basic knowledge about that when I was still in high school in
Watertown, Wisconsin. The new bridge was being built, the highway bridge
across the Rock River. They took down an old arched iron bridge. This civil
engineer who was in charge of it for the city had told the man who was
carrying the dry cement over to a pavilion on the island, which was being
used as a storage place. He told the driver, “Now drive carefully across that
bridge because it isn’t too strong.” Well, the driver was very smart. He
thought, “If I go fast, I won’t go through.” But he did. So, I saw what
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happened—a heavily loaded truck with sacks of cement drove across the
bridge and went through the floor and down into the water. The waters were
shallow, so there was no damage except to the bridge, which they had to
repair. From then on they carried it across slowly. I mean, I learned from
practical application that a heavy load would crack something. A heavy load
could be moved by distributing the load across it and not inflict any damage.

Blum: So, all of this sort of came together to…

Keck: Came together and I had the opportunity to watch the construction of
building a bridge when I was, in 1924, about a junior in high school. I lived
right next door to it.

Blum: Now, that was your wartime experience. What were the war years or what
did you hear about the war years, say, through Fred at the Institute of
Design?

Keck: I knew very little about Fred at that time.

Blum: What was the enrollment like in the school?

Keck: I can’t answer that question.

Blum: I would presume it had to be down.

Keck: He spoke very little about the school at the time, other than to say that the
enrollment was down. Most young people were in service other than those
who were not accepted by the army or navy or marine corps and there were
some of those. So, it was down a considerable amount. Mostly letters that
were back and forth were about personal things. Not much about business
other than he was working with Schweikher and Elting on a job for war
personnel construction, which was a small housing project—prefabricated
large panels, which Ed Green was building. Fred got acquainted with Green
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then and was interested in the work that he was doing with the Forest
Products of Madison, Wisconsin, on electronic gluing. He was putting wood
together in one form or another to get greater strength out of it.

Blum: Before we get into the Green prefabs, there were several important houses
that the firm did, probably before you left, like the William Kellett house of
1939 in Menasha, Wisconsin. That house, when it was published in 1939, was
said to be “the way houses will look after the war.”

Keck: I was still at the office until after we got into the war, which was December 6,
1941.

Blum: So, was the Kellett house a project that you were involved in?

Keck: I worked on it very closely.

Blum: Was it a solar house?

Keck: Partially, yes.

Blum: It had large eaves.

Keck: Right, a large overhang.

Blum: A lot of glass. Was it double-glazed?

Keck: No, the large panes were single-glazed. They weren’t making double-glazed.

Blum: Single-glazed. And there was a pan of water on the roof.

Keck: It had water on the roof, yes.
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Blum: Was this the first time that radiant floor heat was used in a residence?

Keck: It was one of the first houses in which we used radiant floor heat. Bill Kellett
was then president of the Kimberly-Clark Company and had the whole
engineering outfit at his command. We recommended it for the ground floor,
which was on the ground, only a short distance above the high water level of
the Lake Winnebago that runs from Fond du Lac up to Oshkosh. It was a
beautiful spot for the house with a lot of trees on it. We lost a few to Dutch
elm disease. We put the house in between them, with a little bit of a curve so
we didn’t lose too many. The house had a good look down the length of Lake
Winnebago, which was probably forty miles long and a relatively shallow
lake. The reason I mention this is shortly after the house was built—I think it
was in the first year or two—we put in the large panes which served the
dining room, which was on the ground floor, and the living room, which was
on the upper floor with an open space between. The panes were about six
and a half feet wide and about nineteen feet long. They were single panes,
three-eighths or half-inch plate glass with a structure that would withhold
the wind and the long overhang to protect them. We even put some vents so
if any kind of wind came in under it the vents would release the pressure on
the overhang but still screen off the sun into the area. And that worked fairly
successfully. But they did have a sixty-five-mile-an-hour wind—not a
tornado, but just a heavy wind one November day. I remember, it was
November 11th that it happened. The wind blew all the water out of the
Fond du Lac end of the lake, which was the lower end of it, going from the
south to the north, against the retaining wall on the edge of the property,
which was only a few feet above the high water level of the lake. The water
rose until a point which was close to the outlet ran into the river and drained
on up through to Green Bay and through all the paper mill country. They
had to open the locks to relieve the pressure against his wall. It was coming
up over the wall and washing up toward the building. So, that saved it from
that point, and they withstood that hurricane, although they did later on at



143

another time have a tornado that crashed the glass in that front entrance.
They were having a dinner party, and all of a sudden they heard this terrible
wind and twister coming. They got around behind the wall in the dining
room, which opened to the stairwell that went to the second floor, and were
saved from any damage from shattered glass.

Blum: What was there about the Kellett house that was so new, so innovative, that it
was thought to be “the way houses would look in the future?”

Keck: Well, an open plan as far as the living room and the dining room were
concerned. It was open with a railing. Also, so you could have a look down
the length of the lake, which gives you greater distance if you go up one
story, from the living room as well as from the dining room down below. The
other major thing in it was the radiant heating. We suggested it be put into
the ground floor, since it was all in the ground. We didn’t use it in any other
part of the building. We used another system designed by the engineers of
Kimberly-Clark, who were maintaining all of the factory equipment. It was a
hot water system for baseboard and so on for the remainder of the house. But
he also put in the baseboard in the first floor, assuming that the radiant floor
heating wasn’t going to work. But it was one of the best things. It kept your
feet nice and warm without being too hot on the ground floor and very
comfortable.

Blum: It was so experimental that you put a back-up system?

Keck: Mr. Kellett put that back-up system in. We did not. We didn’t recommend it.

Blum: Did you and Fred think that radiant heat was the answer?

Keck: Could be, yes. We researched it historically, and found that the Koreans had
done it back in 3000 B.C.
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Blum: What had they done?

Keck: They used a very primitive system of radiant floor heating. They built a
house and raised the floor with an open chamber underneath it, made it
impervious to gases, and had it open on the north, the southeast, and the
west, with a vent. In cold weather—the wind was from the north—they
opened the vent on the north side, put their charcoal or fuel underneath the
floor, and opened it on the other side or vented it in some manner or another
and let the smells of the gas out. And they had a warm floor.

Blum: Is that essentially the way yours worked?

Keck: Well, more or less, except that we found other methods. We used water to
control temperature and put it in copper tubing embedded in concrete.

Blum: So, the floor was warm.

Keck: Frank Lloyd Wright had used it in a couple of his houses, but Frank made a
couple of errors with it. He ran it in the floor, and the floor was expanded to a
footing for the exterior wall, which means thicker and a little wider. So, the
floor, being of concrete, drew the heat on out to the outside wall and heated
the ground to the outside. So your crocus and so on came up in midwinter in
January, and also any other things that had a chance to grow, came up and
were protected by the heat of the house. So, it was wasteful. Frank also used
it in the Johnson Wax Building with steam. That got to be a hard problem of
control because of high temperature. So, we benefited from…

Blum: Others’ mistakes?

Keck: …some other people’s experiences, let’s put it. In the best of their knowledge,
it worked one way or another, but we found that it was a good method of
doing it. In fact, I had an experience—I went up to Kelletts to take some pic-
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tures in the wintertime. They had a big police dog. In the dining room, the
police dog would come in, and he would lie on the flagstone floor over the
radiant-heated concrete, with sun coming down through the south-exposed
windows on top of him and heat from below, and they would have to take
him by the collar and put him outside occasionally to take care of his natural
functions.

Blum: He was too cozy on the warm floor.

Keck: He was too cozy. I’ve used that statement in a number of lectures where I’ve
shown the pictures of the Kellett house and the amount of sunshine we got in
it.

Blum: With the radiant heat on the floor being so successful, did you then continue
to use that in all the subsequent buildings?

Keck: Not all, but wherever we could get people to do it and decide on it. Some
people were fixed on what they wanted.

Blum: Were people skeptical about this working well?

Keck: Oh, yes.

Blum: What were their reasons?

Keck: It would be too hot. Well, if you have enough area you can control the
temperature. And if you put enough insulation in to cut down on the losses
and the gain in the sun, it works very nicely. By using it in the floor—the
Liverpool Cathedral, as I mentioned before, had radiant heat in the floor and
very low temperatures up at the ceiling, which were fifty feet up above it. But
people were comfortable because they were close to the source.
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Blum: Was this the first time that it was actually used in a residence?

Keck: In any of our residences, yes, other than the ones we had done pre-war with
Todd [Howard] Sloan in Glenview. We were using tile under the floor—no
hot water.

Blum: It was done the following year, right after the Kellett house.

Keck: I thought it was pre-war.

Blum: It is.

Keck: Oh, yes, that’s right. It was.

Blum: I think we’re a little mixed up because we talked about your military
experience prior to these few projects that preceded it.

Keck: I used it in some of my military experience, too, in an airplane hangar over in
Michigan.

Blum: Well, about the Sloan house. This was a house that was advertised widely as
“The Solar House.” So named, I understand, by a real estate writer, Al Chase.

Keck: Yes, Al Chase—Tribune.

Blum: Was he the person who labeled this house “The Solar House.”

Keck: Yes. He gave it a name and it stuck.

Blum: What was the story with the Sloans and the Sloan house or “The Solar
House?”
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Keck: One thing I do want to bring up before we get to that is to mention doing
some research on the amount of heat you got out of the sun. It seems to me
that the research had been done previously and I got it after the war. But
we’ll go into that later.

Blum: You know, it was interesting because with some of the publicity that the
Sloan house got, there was an article in Architectural Forum. Now, this was a
modern house and with innovative features and the Sloans were real estate
developers or builders?

Keck: Yes.

Blum: And they were interested in producing a more modern house for their clients.
And in 1935 Architectural Forum ran a survey on how modern was received
by the general public.

[Tape 4: Side 2]

Blum: The survey showed that in 1935, thirty-five percent were open and welcomed
modern, whereas fifty-nine percent were only interested in traditional. In
1936, the amount of people who accepted modern went to eleven percent,
and at that time apparently there was also another survey of lending
institutions, and among all of the lending institutions they asked, there was
only one that would lend money to a family wanting a modern house. Now,
that’s pretty shocking in 1935-1936. Now, here this Mr. Sloan comes along,
builds a solar house, and I understand that he was interested in finding out
how much interest there was in modern.

Keck: In fact, they even named a street Solar Lane in the subdivision they
developed, Solar Park. I think they were all solar houses.

Blum: When he built this house in 1940, did he then have in mind buying property
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and building more of these houses, or was this a singular experimental house
to learn from?

Keck: Well, he built one that he lived in and then he sold it to somebody when he
built another one on Solar Lane, the second one. That was another, more
modern solar house.

Blum: Apparently what he subsequently did was buy some property nearby, which
he divided, half for traditional and half for modern.

Keck: Yes. He had two pieces of property.

Blum: And did the modern sell faster?

Keck: Yes. One group was away from the Solar Lane area, in which we built a
number of houses, which were solar to a degree. They were not true solar.
They had a fair amount of glass to the south. But the ones definitely on Solar
Lane were meant to be mostly solar.

Blum: Was this also in Glenview?

Keck: Yes. I don’t remember the exact date of the first one that Todd Sloan built. It’s
on Glenview Road.

Blum: The first solar house?

Keck: Yes.

Blum: Well, the one that was widely published was built around 1940.

Keck: Well, that may be. I could look it up here in a minute.
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Blum: And that was sort of like the model to which he charged ten cents for people
to come through and look?

Keck: Ten cents, yes. That got rid of some people who were just curious and others
who were more interested would spend their dime.

Blum: And then based on that response to the model house he went out and bought
property and decided to do half traditional and half modern. Were the
modern houses that you built for him in this modern section identical to the
house you built?

Keck: No. They were all separate plans, sometimes for specific people.

Blum: But did they generally follow the concepts of being a solar house?

Keck: Oh, yes.

Blum: Having the glass sited towards the south and the overhangs or whatever.

Keck: Some were forced air, some were radiant heat in the form of hot water, I
believe. I think most of them were hot air under the floor, because Todd had
been playing around with that in a number of those houses. We had
organized a method of using flue tiles.

Blum: What is a flue tile?

Keck: Clay tile that is used to take flues from a furnace on up in a chimney. And
they came in different sizes. They were twelve by twelve, they were four by
eight, four by twelve.

Blum: Are these the ceramic ones in a terra cotta color?
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Keck: No. These are terra cotta color but they’re covered with cement. They just
carry air in a planned arrangement from a furnace, through underneath the
floor, and back to the furnace. Later on the opportunity came about to
develop this finished tile, which had more holes in it and more uniform
distribution of the heat. It had been used as a tile that had been developed for
filtration plants, such as the one that is used in Chicago where they have big
beds of water over sand. Underneath that sand is a series of tiles that allow
the water to be filtered through the sand and then taken back in to get all the
dirt out of it. Then through valves they are reflushed and bring all the dirt up
to the surface, take it off and put fresh sand on the top of it, and do it again.
That is where your fresh Chicago water comes from.

Blum: But you say the tiles are…

Keck: The tiles were a special type and harder burned so you had a finished tile
that would be a nice warm color. As one woman said when she had a tile
floor like this, she loved it. It was wonderful. Easy to clean. The only thing
she didn’t like about it was when you dropped a cup, and you didn’t have a
cup without a handle, you were without a cup.

Blum: It was a hard surface.

Keck: It was a hard surface, and some people objected to it. Our usual answer to
that was wear some Keds—Nikes weren’t invented at the time—shoes to give
you a cushion to walk on.

Blum: When these subdivisions were being developed, did the Keck office design
each home, or did the office provide plans for the Sloans to adjust to their
customers’ specific needs?

Keck: Individual design, yes. They were individual houses for specific clients, as far
as arrangement was concerned. They were all different.
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Blum: I see. Well, now, how long did this continue? If the first house was built in
1940, and Sloan went out and bought the property and developed it, was this
development still going on and being built when you came back in 1946 from
the navy?

Keck: Yes.

Blum: So, it extended over many years.

Keck: Yes. And then Sloan didn’t want to pay an architectural fee on each one, so
he got to be an architect himself and hired a draftsman and worked up a plan
which never turned out to be the same as the Keck house in details. Sloan
was shedding Keck as an architect and being independent, and then he
decided finally to pull out and moved away from the Chicago area. I don’t
remember when that happened.

Blum: Well, I understand from this half-and-half subdivision where there was half
traditional and half modern, the homes were somewhat modest, and out of
that Sloan decided to do a section totally devoted to contemporary and solar
homes which were larger and more elaborate.

Keck: Well, that was the Solar Park. It was a very fortunate selection of property.

Blum: And that was in Glenview?

Keck: In Glenview. It was not far from the original home he built. The other one
was a few blocks away, farther east, off Glenview Road. The advantage that
he had there was the solar houses on the south side of Solar Lane had a nice
open space to the south of them, facing a forest preserve. So, there were no
other people coming in other than those who wandered through the woods
of the forest preserve, which was fairly pleasant as far as living was
concerned.
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Blum: Yes. And I understand this was the first subdivision in the United States that
was solely devoted to modern housing.

Keck: It wasn’t a very large one—probably six or eight lots, so it wasn’t very big.
But there was a north side of the street which also was developed and that
was not necessarily solar because your windows faced the street.

Blum: Was that developed by Sloan?

Keck: Yes, he did them, too.

Blum: I see. Did he have any problems getting only modern financed?

Keck: I can’t answer because he handled all the financing himself. Obviously he
didn’t have, because they were built, and whether they had the money or had
to get some financing, I can’t answer. I wasn’t in on that part of it.

Blum: Along with Sloan, it seems that because he built Solar Park that in some way
was a measure of success of Fred’s and your interest in solar housing.

Keck: Yes.

Blum: And I understand that in the late forties, this interest in solar housing sort of
diminished. Why do you think that happened?

Keck: Yes and no, because after the late forties—early 1950s—I think it was actually
1952, when Fred made a year-long trip to Europe with his wife for a good
long time. I don’t remember the exact time. It was three, four, or five months
that they were gone. I was handling the job for Harold Friedman, which was
a complete development north of there in Glencoe. We built twenty-six
houses which were all solar. This was developed before Fred went away. I
supervised the thing during the course of construction while Fred was gone.
This was a subdivision that had been developed prior to the crash of the
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twenties and never went through. The water was in, the sewer was in, the
roads weren’t in, and there was much that needed considerable change. The
lots were already established at sixty-six feet wide. If they ran east and west
you had a pretty good chance of getting solar. If they were north and south
you couldn’t have quite as much because you had a certain amount of side
lot restrictions to maintain as far as the city was concerned. But it was a
successful development. We developed a series of plans that were basic.
There was a living area, which was kitchen, utility, laundry, and living-
dining—that was a rectangle. And another rectangle had three bedrooms and
a bath and a half and another little piece was a garage. Now, by fitting these
two and juggling them back and forth, you could come up with an
entranceway and the garage. This worked out pretty well to be a good kind
of a plan and still maintain a fair amount of solar aspect to the house. They
were built mostly of wood with a slab on the ground with radiant heating. In
some instances, they wanted a basement under them, so we poured a
concrete slab or put a prefabricated slab down on steel and concrete and put
some radiant heating in an area above, which served a purpose, as we
wanted it to do. Each of the houses was designed for a specific person. We
built one or two as models. They could be modified one way or another. A
few were larger with four bedrooms, depending on the piece of property that
you had to put it on. It was successful and they’ve been sought after ever
since.

Blum: Now, this was a twenty-six house subdivision of solar houses.

Keck: Solar houses. All solar houses.

Blum: But this was done in the fifties, and these others were done earlier.

Keck: Yes. But it was one large one that we did. They were very salable, they were
much liked. Fortunately, we had the radiant heating in the floor in most of
them and therefore our heat losses in the ceiling were far less than in the
average house. We did not have—what we feel now is necessary with the
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high cost of gas—to put in more insulation in the ceilings. They already had
the benefit of a lower temperature at the ceiling because the floor was your
main heat source.

Blum: Why do you think solar heating was of interest to your brother, to you, to
Schweikher? What was there about solar heating that attracted everyone’s
attention?

Keck: Well, it was a very pleasing situation as far as living was concerned.

Blum: In what way?

Keck: Well, warmth on the floor, particularly for small children playing on the floor
constantly and for your own benefit. You’re comfortable with lower
temperatures in the house, particularly at the ceiling and the higher walls
where losses were greater. In other houses where your temperatures are
higher you have greater losses. With the solar your benefits also were
excellent from the point of view of light. I remember Sloan talking about his
mother who could thread a needle without her glasses sitting in the living
room of the house because there was ample light. You didn’t have to have
extra light—that spotty light—within the house. There was a trade name for
that. I can’t think of what they call it at the moment. But it was pleasant, and
as I told you, I think it was Al Caldwell who once told me that it’s like sitting
in the sun without the sunshine. In other words, the heat comes from a
source that is below you and it radiates. You don’t get it with convection
currents. So, we found it very beneficial. Nothing on solar. Someone
suggested we write to the National Weather Service in Washington, D.C., and
they wrote back and said, “Well, right in your own backyard there’s a station
which is testing solar gain inside of a light bulb with a square centimeter of
black surface connected with electrodes to a mechanical device which records
the temperature.” So, I called them. They were very helpful in offering what
they had in the way of records.
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I went over to look at their records on a February day when I knew that the
sun was up a little bit from its low point and was beginning to give more heat
into this little thing. It’s like a lamp bulb—about a two hundred-watt lamp
bulb—with a little square inside. And came up with a diagram which was in
gram-calories per square centimeter, vertically, and time across the bottom of
the thing, planning from nine o’clock in the morning to four or five in the
afternoon. You came up with a curve which came from zero on up to twenty-
two or twenty-five and just beyond noon peaked at twenty-five and a half or
six, and then dropped off to nothing again. By converting that to BTUs per
square foot, you could come up with some kind of an answer—which we
predicted—you could save at least fifteen to twenty percent of your heat by
relocating the windows to the south side of the house where you would gain
the solar heat. And it worked.

Blum: Excuse me for one minute. If this was so obvious—I mean, it’s so logical.
Why weren’t other architects doing this?

Keck: Well, they were frustrated in the type of design that they had to do with it.

Blum: What do you mean?

Keck: You’ve got the problem of working out the amount of glass in relation to the
house and finding some way to make it look like a decent house design. We
were working originally with glass across the entire south side of the house.
As I mentioned it to you before—the Bortin house up in Mequon, Wisconsin,
where she wrote and said the furnace went off at eight or nine o’clock in the
morning when the sun came out. It was twenty degrees below zero. It stayed
off until four or five o’clock in the afternoon, when it came back on again.
And the house was warm. Even in that instance, there were large pieces of
glass in the garage, and the garage was heated with solar. It happened to be
that way. At that time, it was cheaper to use the thermopane with solar than
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it was to build any other kind of a wall.

Blum: Which do you think came first? Do you think the design came first, with
large expanses of glass, or was the house built around the large expanse of
glass because you needed glass for solar?

Keck: That’s the way you had to do it. But now, to make a design that looks good is
up to the person who is doing it. But a lot of people were more interested in
punching holes in the walls and letting a little light in and sunshine
occasionally or maybe a French door or something like that. Beyond that
point, they weren’t interested in it. Their method of doing it and designing it
was with Colonial motifs and what have you. So, you can’t do it. You have to
come up with a new concept in design. That was the thing we were aiming at
in doing it. We came up with some pretty good solutions, many of which
won awards, as you know.

Blum: Yes. You know, you alluded to something a few minutes ago—you said
Sloan’s mother was able to thread a needle with the light coming through the
windows in the living room because it was so direct and bright. It seems to
me that on a broader scale, light would also affect the people inside, not only
for threading a needle, but in many ways that they live their life.

Keck: Well, it’s more healthy, yes. You don’t get all the ultraviolet light that comes
through it but you get some. In fact, you can get kind of sunburn if you stay
long enough in direct sunshine. There is another problem which comes up on
that. You have to be very careful in your color selections for decorative
modes on the inside. If you stick to the browns and tans and so on you’re
pretty safe. If you insist on blue, you have something that fades very rapidly
in sunshine. In many instances, a lot of people who have colors of that type
just pull the shades or the drapes on the inside and don’t let the sun get at
any of their furniture.



157

Blum: Well, then, what’s the advantage of having the solar?

Keck: Well, you can still get some heat out of it, because your drapes will reradiate,
as we had in the House of Tomorrow in the world’s fair. We found the
drapes or venetian blinds would stop the light and the sunshine, but it hits
something on the inside and it creates heat and it reradiates to the remainder
of the interior. A little bit of it is reradiated back out but very little because
the wavelength of the sun coming through glass is simple and gets through
it. But when it hits something on the interior it’s changed to a different
wavelength, and only a part of it goes back out. Not all of it. So, you don’t
lose all of the heat that you gain.

Blum: Another thing about the Sloan house, it suggests that it changed the way in
which people functioned inside. Was there a room that was a multi-purpose
room?

Keck: In Sloan’s houses? Yes.

Blum: It was easy care, it was a multi-purpose room where it could be used for one
thing at one time and other at another time.

Keck: We combined it with the living room with glass that could be opened, so that
it could be separated from the living room area or it could be opened so that
you would gain some very low sunshine over to the area and the warmth
into the other room.

Blum: Was this only for the purpose of the heating and the light, or was it more to
accommodate the way in which people’s living patterns developed.

Keck: Well, you could combine the two rooms in a function when you had a lot of
people. You could cut it down to the function of one, either in the living room
on the south side or the one on the north side as an all-purpose room
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that could be for the kids alone at one time, then you could expand if you
wanted. It made a house larger when you wanted it larger and kept it smaller
when you wanted it smaller.

Blum: In the late twenties—I don’t have an exact date but I think it was twenty-
eight, twenty-seven—there was a concern in Europe for modern.
Practitioners of contemporary styles or contemporary architecture got
together and formed an international group, CIAM, the International
Congress of Modern Architecture. Was Fred ever connected to that or in the
beginning was he interested in that? Were you?

Keck: I don’t remember whether I joined it or not. It got so far away and offered so
little at the time, and we were busy on other things, so I think I dropped it.
Fred knew of it, he was interested in the publications.

Blum: Was he invited to join initially?

Keck: I don’t really know. Probably was. Let me tell you one instance. I told it once
to Boyce. I don’t think he recorded it in his book. Fred was invited to a
conference when Moholy was here—I thought it was somewhere in
Michigan, but I think maybe it was in Princeton. Mies, Gropius, Le
Corbusier—I don’t know whether Corbusier came or not—the architects on
the West Coast, Richard Neutra, R.M. Schindler, and a lot of other architects,
many from Europe, attended. Fred attended the conference. He really didn’t
want to go, because there were other things we were doing, but he went. He
really enjoyed meeting a lot of these people. He got to know them personally.
At the end of the conference, one of the men came up to Fred—and had never
met him before—and said, “Mr. Keck, you speak such good English. How
long have you been in this country?”

Blum: Meaning that only architects from Europe had ideas about modern
architecture?
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Keck: Yes. It was an interesting comment. I’d like to get it into the record.

Blum: Well, it’s in the record. You know that really is true. Fred was American and
his ideas were…

Keck: Beyond the concept of American architects.

Blum: …very advanced for what American architects were doing. His ideas were
closely connected to what was happening in Europe at the time, although he
was not formally connected to any of those groups.

Keck: Approaching it from the same point of view of finding new ways and means
of making it more comfortable.

Blum: It seems to me that the CIAM group, from some of what they’ve published,
had a great concern for designing buildings that made people’s lives easier
and better. It improved people’s way of life.

Keck: Yes.

Blum: Was this ever a prominent motive for Fred? For you?

Keck: Let me interrupt. At this point I would like to bring up the subtitle of the new
book being published about Keck and Keck. Its proposed title is Keck and
Keck—the subtitle is Poetics of Comfort. I think that answers your question
about what we were aiming to do.

Blum: Now, is this the title of Boyce’s book?

Keck: Yes. Boyce’s book is scheduled to come out in the spring of 1991.

Blum: Well, it certainly does answer the point that comfort was a concern of yours.
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Keck: I think it is a very clever title. I don’t know who thought of that, but I think it
was the woman who was doing the editing at Princeton. At least when Boyce
told me, I said, “That’s wonderful.”

Blum: You know, when you mentioned the participants in this group at this
conference that Fred attended, you mentioned Mies. We haven’t said much
about Mies. He came to Chicago in 1938, the year after Moholy did, to head
the then Armour Institute, now Illinois Institute of Design. Did you know
Mies?

Keck: I had met him, but I never had any very personal contact with him after that.
When he first came, Mrs. Gottschalk and Lou, who both know more
languages than you can shake a stick at, invited him to dinner. Fred and
Lucile both understand a little German, but don’t know it too well. Mies was
still not speaking at all in English. It took a long time. They were here to
dinner, and I attended that dinner, too. Most of the conversation was Mies
speaking German, being interpreted by Dr. Gottschalk or Mrs. Gottschalk.
Fruma Gottschalk was Russian-born and speaks German. She knew Russian,
Polish, some Italian, French, and learned English. So, she was very helpful in
that. Eventually, Mies got to speaking English much better. Never to the
extent—well, even Moholy murdered the king’s English like I’ve never heard
it. One favorite story about Moholy—I would just as soon put this in, because
it’s funny. Before he came to America, he went to England and learned his
English in England. He was entertained by royalty and people high up in the
echelon. One place he was entertained, as he left that evening, he talked to his
hostess and said he “thanked her for her hostility.” Now, we were told that
story afterwards, and Mrs. Moholy, Sibyl Moholy-Nagy, said it was apropos.
It was a mistake in English, but it was apropos because the hostess was a
hostile kind of a person.

Blum: Well, I’m sure he didn’t mean to say that.
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Keck: No, he didn’t. He meant “hospitality,” quite obviously, but it was applicable
in this instance.

Blum: You know, it is well-known, I think, that Mies and Moholy were not very
good friends, and that the Institute of Design and the Illinois Institute of
Technology were rival institutions.

Keck: Yes. Moholy was approaching from one end, and Mies was approaching it
from the architectural end. Moholy was approaching it from the design end,
whether it was applied to architecture or whether it was applied to a new
fountain pen or a telephone or anything. That was his application—design,
and finding new ways and means of doing things with our modern
technology that we had at the time. Mies was architecture only and the
impressions that he was interpreting. Moholy was completely different. But
they are related to a degree, because some of the things that go into the
architecture are necessary—the telephone and other furniture and that sort of
thing.

Blum: And yet both men came out of the German Bauhaus.

Keck: Yes, but with different points of view.

Blum: With different points of view and, as you say, approaching it from opposite
ends. Do you think it was the American situation that added something to
the mix to crystallize their differing points of view?

Keck: I don’t know. I really don’t, beyond that point. This is my analysis of it. It’s
just the best I can give you.

Blum: There has been some talk that Mies was very upset that Moholy came to
Chicago or to the United States and used the name of the Bauhaus for his
new school. Apparently it was understood that the Bauhaus name—this is
what I’ve read—belonged to and was only to be used by the last director.
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Do you know anything about that?

Keck: No.

Blum: Have you ever heard that?

Keck: No. And I’d just as soon stay away from any meddling into why things
happened and trying to analyze them.

Blum: I also understand the two personalities of the men were not very compatible.

Keck: No, that’s right. Mies was very meticulous—detail down to the “umpth”
degree. And that’s what he got. In fact, that’s the way he trained his students.
It was a boring type of thing to do, but they did brick walls, drawing them.

Blum: For a semester.

Keck: In a semester or whatever it was. But it was discipline—that’s what it
was—for being accurate and to a degree of perfection.

Blum: And Moholy, on the other hand…

Keck: Moholy, no. He didn’t care as long as it came up the way he wanted it to, and
it gave him some other ideas about something else. He was much more
imaginative, in an entirely different field. For instance, in a fountain pen he
designed for Parker Pen Company. There were a lot of things that he got into
that I don’t even know about. But that was the kind of person he was.

Blum: Did you know Serge Chermayeff, who took over as the director of ID after
Moholy died?
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Keck: Only slightly. I knew of the name. And there’s a younger Chermayeff, too,
isn’t there?

Blum: There are two younger Chermayeffs. One’s an architect and the other is a
designer. They were not connected as an administrator or director with the
Institute, but they may have attended as students.

Keck: I lost track of the Institute of Design at the time they moved out of the Chez
Paree building, when they moved over to North Dearborn. Bob Tague stayed
with them and taught—it was after the war—to a degree.

Blum: Looking back now at the school, its ideas, its influence, what do you think its
impact has been? How would you evaluate its impact?

Keck: I don’t know, being perfectly honest with you. I think it’s had an impact. Just
whether it’s created anything that makes life better or not, I don’t know. But
it did analyze a lot of problems, as far as light and space is concerned, in
Moholy’s interpretation of space and light in the things that he did. Beyond
that, I’m not that much of a thinker.

Blum: Do you think people are still interested in experimenting and still doing the
things in the spirit of the Chicago Bauhaus?

Keck: Yes and no. Some of the things I’ve seen in architecture since, called post-
modern architecture, you can have. I don’t like it and I think it’s done great
damage to architecture. It’s a passing phase that we’re going to get out of
again one of these days. But that’s the way I feel about it. I got quite angry at
the time the AIA brought in the architect who worked with Mies in New
York on a couple of buildings, Philip Johnson, to speak. That had been the
time that they came up with a split pediment on the building in New York.

Blum: That’s the AT&T Building in New York City.
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Keck: Yes. They were discussing at the banquet where this man was giving this
“welcome to the organization”—the fellowship. And I got up and said
something about I thought it set back architecture a long time, as a former
architect in this city had said.

Blum: Oh, Louis Sullivan used the same words, but about the 1893 Columbian
Exposition. Who was it who was receiving an award? Was it John Burgee?

Keck: Burgee, yes, received his award as a fellow. He got it after he’d gotten out of
town. It had been processed about that time that he left to join Johnson.

Blum: John Burgee had been with the C. F. Murphy firm when he left to join Philip
Johnson in New York.

Keck: Yes.

Blum: To go back just a minute, you mentioned the Hugh Duncan house much
earlier and we didn’t pick up on it.

Keck: Oh, yes. I mentioned it once before, that some tests were run just after we
got—well, an arrangement was made with Libbey-Owens-Ford Glass
Company through Illinois Institute of Technology to run some energy tests
on the Duncan house. It was built in 1941. We got into the war at the end of
the year and tests were begun late that winter before we got into the war.
This young lad who did them did his job, but results were inconclusive
because no one was living in the house. The weather stripping hadn’t been
put in on it. But it still proved a point that the fifteen to twenty percent heat
saving was pretty well true. We later corroborated with this information from
the weather bureau. The Duncan house was already built as a solar house. It
was only a living, dining, kitchen, carport, storage room, heater room, and
one bedroom and bath, and it had a study which was off of the living room
which left the option of making a den or a studio for him.
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Blum: And then it was decided that that should serve as the test house?

Keck: Yes. And then Hugh went off in the service and Mina moved out, and
eventually they got his parents to live in it for a while during the war later
on. But the house was empty at the time they ran this test. It was not the most
conclusive test. It could have been a good one if it had been at a better time.

Blum: You know, Fred has been quoted, having made an interesting comment.
Apparently he was very bitter about the lack of interest on industry’s part.

Keck: Yes, he was.

Blum: And his comment was, “They won’t change as long as they sell. In the
thirties, they experimented because they weren’t selling. I’m waiting for the
next depression.” So, he found that to be true.

Keck: Yes, very true. Experimentation came in the depression, because they weren’t
selling. I didn’t know that quote.

Blum: This comment was made in relation to the Duncan house when the tests were
disregarded.

Keck: Well, the Libbey-Owens-Ford Glass Company was interested—it’s an
unfortunate situation. And we had that other experience with the House of
Tomorrow. Fred approached the glass company that furnished the glass and
said, “Put a man in it for the wintertime.” In October, we had to heat the
house. And when they close it down the end of October, “put somebody in it.
Let him live there. Take care of it, keep people out of it. Keep a record of how
much fuel was used, and find out what it was. Just how much heat gain we
got from this sun which sits up there and is beneficial to us.” But nobody was
interested in it at that time. And then when we were doing the Frank Payne
house in Allentown, Pennsylvania, and her son-in-law was working for a
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steel company—Bethlehem. Fred tried to get them to do a steel house. They
weren’t interested in it. They’d done a steel house, and it didn’t work.

[Tape 5: Side 1]

Blum: In 1942 there seemed to be a very big concern among architects, and Fred was
one of them, for the way in which houses would be after the war—the
“postwar house.” United States Gypsum did a study that was published in
which they said “the change in the social organization of the family will
reflect itself in the postwar house with the flexibility of space and the easy
care and new materials.” What was Fred’s, yours, the office’s idea of a
postwar house? How did it differ from a house before the war?

Keck: I wasn’t around. I was fighting the war.

Blum: You came back in 1946. Well, there was thought about housing in the future
while you were gone. Now, this was a 1942 article that was in Architectural
Forum in which I think your brother was quoted, or he may have even been
the author of that article, expressing concern about the way in which houses
would be after the war. When you returned in 1946, you joined the office as a
partner, and the practice resumed.

Keck: Well, they were still busy working with Ed Green on their prefabricated
houses, which had been developed during the war, and they had gotten
approval from Uncle Sam to build one in Rockford, in which Marianne
Willisch did the interiors.

Blum: Now, this started during the war when you were in service?

Keck: I was gone. I wasn’t in on its development.
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Blum: Now, these were prefabricated. They were called Green’s Ready-Built Homes
and were built in Rockford?

Keck: The factory was in Rockford, correct.

Blum: And they were also known as the Green Solar Home.

Keck: We were quite busy with them because Green was, by that time after I got
back from the service, manufacturing the houses in relatively large
quantities. If people would furnish a lot, he would give them a price of “the
house on your lot, without furnishings.” So, he had to arrange for pricing in
and around the Rockford area. In other words, for this particular model that
you chose—a two-bedroom or a three-bedroom house, one bath, and living
room, dining room and kitchen—he would organize for the plumbing work
and electrical work, and subcontract that out. Then he would furnish the
remainder of the house.

Blum: But did everyone have to have their lot?

Keck: They had to have a lot, yes.

Blum: Did he sell the lot, or did someone just buy their lot?

Keck: In some instances, they were doing a subdivision. In others, it was a single
piece of property with the house on your lot. In fact, there’s a couple of them
I know that are still up in Whitewater, Wisconsin—I see them
occasionally—that are still in existence. But I’ve never been in them.

Blum: And they’re the Green Solar House?

Keck: The Green Solar House, or a Green prefabricated house. They may not be
solar, some of them. Didn’t have as much glass, or didn’t fit a solar lot.
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Blum: Now with this, was the office’s participation limited to designing the
prototype or several?

Keck: Not only the prototype but also the method of construction. The method of
construction was a development—something they’d worked in conjunction
with the Forests Products Laboratory in Madison, Wisconsin. This method
used less material for greater strength by electronically putting the thing
together. They used a two by six joist—it was only about a one-and-a-half-
inch thick joist—with a three-quarters piece of plywood on the top of it,
creating a T-beam. T-beam action gives you much greater strength for less
material. They were able to span a twelve-foot span with a two by six.
Otherwise it would be a two by eight and, if it’s just nailed, would have to be
put together in an electronic press and heated with electricity to get a bond
between these two pieces of material. It was very satisfactory. Of course, the
insulation was all put in as it was being built—in the panels—and it was only
where you put the joists together. The panels were roughly a meter—thirty-
nine inches—in width. The main reason for that was the front doors. The
FHA loan required a thirty-six inch door. So, you had to have some framing
and structure to hold that door, and you had to have a little more than thirty-
six inches. I’ve forgotten the exact dimension, but it’s about thirty-six and a
quarter. At any rate, that became the panel size that you could have made
with plywood on the inside, insulation in between, and plywood on the
outside, which was waterproof, or additional siding if you wanted it.

Blum: So, these were panels that just went up?

Keck: Yes, panels. The roof panels were put up. It was just made in small units.
They were eight feet high and twelve feet in length for the roof, eight foot for
a side panel, or a window panel, door panel, and ventilation all in these
panels. You could stack them on a truck and haul them over our roads in this
country without getting an oversize type of load, bring a certain number of
them for building a house and put it together. If you had the foundation and
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the stuff in the ground ready—the plumbing—and were ready to put up the
stuff, you could put it all up and then put a roof over it in a day’s time. In an
eight-hour workday with a reasonable size crew of men bolting it together
and putting a finish on the interior, you could have a finished house.

Blum: That’s remarkable. How did the unions receive something like this?

Keck: Of course they were all against it. They wanted more hand labor on the job.
But they were accepting it.

Blum: They were?

Keck: They were, yes. There again, there’s always a fight. During the war when I
was in Washington, D.C., we had a union carpenter who was a manager to
service the building. It was the beginning of circular saws that would work
quicker. I used to sit and argue with this manager about that. He’d say,
“You’re cheating guys out of work.” I said, “You’re crazy. You can do the
work faster, therefore you can call for a little bit more wage out of it. The guy
can earn more with a piece of equipment instead of hand-sawing the thing.” I
finally had him convinced, and they were using the equipment around the
place. At any rate, when it can be done mechanically in some manner or
another where the machine does it instead of the person doing it, you can
save labor on it in the long run and end up with a reasonable product at a
reasonable price. If the unions are involved, they have to get a little bit more
money for the time that they put in on it. That’s what that amounts to. This is
what happened with these houses. The unfortunate part was, after Green
went into quite good production on it, he had named his price to you as a
consumer, or buyer, on your lot. Or, if it was a subdivision it was somebody
else who bought it. But he based his prices on his outside people whom he
didn’t have control over—the plumber, the heating man, the electrician.
Much of the wiring was done in the panels. That worked out fine. Then we
started to come in closer to Chicago when the union labor was higher, the
plumbers were higher. He started losing a little money on it, and he got
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himself into trouble financially. Then he had an order for three hundred
houses, and our wonderful bank system in this country would not allow him
to continue. They wouldn’t even let him build another plant. He was renting
a plant and they wanted it back for somebody else to use. So, it put him out
of business. He died a bitter man.

Blum: Why did this happen?

Keck: Because the bank had gotten back the money that they’d loaned him on the
early part. But he had not kept up with the practice of spending more money
to build the thing on the basis of the prices he was getting in the more
expensive areas, for the foundation, the footings, the electrical, and the
plumbing and the heating.

Blum: Why do you think the financial institution abandoned him?

Keck: Well, they had financed it, and he was in debt to them. But he had worked
himself out of that. He had another three hundred houses to do, and they
would not loan him the money to get a new plant. He had gotten out of
debt—he had been in debt, but he had worked himself out of it. But the
bankers were just short-sighted.

Blum: You’d think they would look at him as a responsible loan.

Keck: Yes, but they were short-sighted. He retired and went up to Vermont
somewhere. Just stopped working and was very bitter about the whole
situation because he had something that was very important and a good
method of doing it and was able to develop it, but the financiers wouldn’t go
along with it.  I talked to Ed’s wife after he finally died, not too long ago.

Blum: Do you think part of his problem was the fact that this was a prefabricated
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house?

Keck: Well, it was an accepted prefabricated house and it worked very well.

Blum: Prefabrication as a method has never really taken hold in the United States,
has it?

Keck: Yes and no. All houses are prefabricated, to a degree.

Blum: But we don’t think of them that way, do we?

Keck: No. You buy a medicine cabinet, it’s already made. The carpenter doesn’t
build a medicine cabinet and put a mirror in it and put it in place. You have
one already made. He just puts it in a hole in the wall. You buy a door that’s
already manufactured and ready for finish and application of hardware on it.
Some you can buy now, the door and finish around it, already hooked
together. It’s just a matter of putting up the studs and the partitions and the
exterior and the roof over it. Studs are prefabricated. You buy pieces of wood
at the exact size, if you want. You don’t cut a log to get a piece of lumber to
make a side of a house, or hack it to make a half-timbered house, as I just saw
last Saturday up in Wisconsin—Old World, Wisconsin, on highway 67 south
of Eagle. Some of the houses had been moved around and put into this place
to show you a Finnish group and a German group and what have you—a
Norwegian group—of a half-timbered house. They have thatched roofs and
all. They had to be done by hand. My grandfather, when he first came over in
1853, built furniture. He had to build a desk and a table and the chairs for
people, because there was no way of moving them to where he was located.
It wasn’t until twelve years after he settled there that they brought the
railroad in so you could buy things prefabricated in Milwaukee to bring to
Watertown—forty-five miles. Previous to that, it was oxcart. Well, I mean, it
was a matter of development. We get into the mechanization of doing it, and
immediately they refused to accept the fact that it can be done—not as a
whole house, but as a piece that can be put together side by side. It was
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actual strength, as far as wind was concerned. How they would stand up in a
tornado, I don’t know. But it would stand up as well as some of the other
things that have been put up.

Blum: Even though there’s all of these factory-made items that go into a house such
as those you’ve just pointed out—the door and the medicine cabinet and so
on—at what point do you think a house crosses that very delicate line to be
thought of as either prefabricated or not?

Keck: I can’t give you a good answer to that question. I can tell you that Bud
Goldberg developed a prefabricated bath. You could buy the whole thing. In
fact, I know of one person who has had one, and it was very satisfactory.
Everything is hooked up, except that you have to hook up water to it and
sewage away from it. But the whole thing is one great big piece. You set it in
place. Now, why can’t you do that, instead of having to have a tub or a
shower separate?

Blum: Why do you think we resist that?

Keck: Man is sometimes not intelligent.

Blum: You know, you talked about Bud Goldberg’s bath unit, but Ingersoll
developed a utility core in which they had the kitchen pipes and the
plumbing for the bath back to back.

Keck: Yes, we’ve used it. We designed a house that used that.

Blum: Ingersoll contacted eight important architects from around the United States,
and said, “Design a house using this core.”

Keck: We did.
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Blum: They all designed a house, and Keck was one of the architects. The
conclusion they came to was that this utility core could be used in a house of
varying designs with no compromise in design, because it seemed to work
well in many situations. Why didn’t that catch on?

Keck: I don’t know. As I told you, sometimes man is not intelligent.

Blum: Do you think it’s the marketplace? Do you think it’s the fact that things are
selling so why bother?

Keck: I can’t answer that question.

Blum: Do you think that’s what your brother said, tongue-in-cheek?

Keck: Yes. He felt that during the depression they were looking for new markets.
Someplace to do something—invent something new. When they were busy
selling what they had, they didn’t have to go to any trouble redesigning
things and making them more efficient to operate. That’s the basis of what he
said.

Blum: Well, he also said he was waiting for the next economic downturn, because
then more experimentation would take place in industry.

Keck: So far, we haven’t had it completely. We’ve had a slump and then a recovery.
Maybe we’ll get into some problems with this oil situation today. I don’t
know. You just have to keep adapting to civilization’s operations.

Blum: You know, I wonder if maybe our resistance to this prefabricated home idea,
which has never—I mean, there have been small successes, but it’s never
captured the imagination of the American homeowner.

Keck: Right.
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Blum: Do you think maybe it is somehow closely connected with our idea of home
and mother and security and family, and prefabrication just doesn’t have
those kinds of associations.

Keck: I don’t know why it can’t.

Blum: I mean, it has qualities of impermanence and is quickly put together and uses
inexpensive materials.

Keck: Not necessarily.

Blum: This is just off the top of my head. These are associations that I could have
with prefabrication, as opposed to maybe the more deep-seated feelings of
home and family and mother and apple pie.

Keck: I can’t really answer that question. But I want to get back to Green just a
minute because there’s another part of it that we had worked on for
prefabricated houses, and that was a floor system of radiant tile heating.
Radiant tile for heating, which was developed for the association that makes
sewer tiles and other things down in southern Indiana, the National Clay
Products Association. This is the development of this clay tile, which was
hollow, and you forced air through it. After World War II, we were sent a
number of plans, some of which were for Green, and some of which were for
other house designs in which they wanted to use this floor tile as a radiant
heating system. I laid out anywhere from fifty to a hundred heating layouts
using this particular type on not only a Green house but for other houses
which were not necessarily built by Green but were regular standard houses.
As long as it was a relatively simple small house, they worked very nicely.
They gave you a fireproof floor, a warm floor, and a more economical one.
The only problem was there, after the war as labor kept getting more
expensive, this tile did not adapt itself too well, because there were small
pieces—twelve by twelve—that had to be set together very carefully. And the
labor cost of putting it together, the amount of hours necessary to do it, ran
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the price up, because labor was increasing considerably. They even gave up
on manufacturing it.

Blum: Was this the “Radiantile” that Fred patented?

Keck: Yes. For floor use, yes.

Blum: Was it popular for a while?

Keck: Oh, yes. I laid out quite a few of them. A lot of people, once they found out
how they were laid out, were able to make them work, just so long as you
brought the air in at the right side and took it out at the proper pattern. You
usually set up a system for a bedroom, ran the heat in one side and the return
on the other at the same time in the same direction. If you tried to do it the
reverse, you short-circuited into the tiles, and they didn’t get any heat. So,
you had to get it in and get it out, then take it back to the furnace to reheat
the air. It was tricky, but it worked.

Blum: So, the Green houses began in the forties, and I understand Fred met Ed
Green through Paul Schweikher.

Keck: Yes. Schweikher, Lamb and Elting were doing the Green project. Winston
Elting and Ted Lamb were both in uniform. Early, Schweikher started it and
later Fred finished up the job.

Blum: Was this a job in Fred’s office that continued for many years?

Keck: Oh, yes. Disassociated from the services of Schweikher, Lamb and Elting.

Blum: Yes. So it began in 1940, continued through the war and when you returned
in 1946 it was still in production?
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Keck: Still going with Ed Green.

Blum: When you returned in 1946, there was this huge demand for housing across
the United States. Were there many jobs that came into the office after the
war?

Keck: Yes. We started to grow.

Blum: How did the office staff increase or change. Who joined? Where did new
people come from?

Keck: When I first came back, I think there was only one draftsman. Fred had a
secretary.

Blum: Who was the draftsman?

Keck: I can’t remember his name right now. He was a good draftsman. He stayed
with us for quite some time.

Blum: Did Bob Tague leave during the war?

Keck: Oh, he was off in the service and he stayed in Paris for quite some time after
the war. Then as jobs came in, we put other people to work.

Blum: In some of the literature I’ve read, you’ve got a star-studded cast of
draftsmen, Ralph Rapson…

Keck: Yes, that was before the war, and then he went off to teach by himself, and
went to Paris to build—along with Johnny van der Meulen. They built
embassies in Europe. Then Ralph went in business for himself in
Minneapolis.



177

Blum: So, Ralph Rapson was in the office before the war, and you mentioned
Buford Pickens…

Keck: Also before the war. Sammy Kruse was another one, before the war at the
Century of Progress time.

Blum: And Bud Goldberg as we have mentioned before.

Keck: He came to Chicago—back home—and came into the office to do some stuff,
and asked if we would mind if he hung around and looked at the stuff we’d
been doing. He didn’t actually work for us, other than he was there and saw
the drawings we had he’d like to research to see what he could find out of
ours that he could copy or use, or what have you. He spent a reasonable
amount of time at the office but not actually as a draftsman.

Blum: So, he wasn’t really a paid employee.

Keck: Not a paid employee, no.

Blum: What about Tony Grunsfeld?

Keck: I don’t remember whether Tony actually worked for us or not.

Blum: And Stanley Tigerman?

Keck: Well, Stanley Tigerman was on the staff, yes, as a beginner.

Blum: Was that after the war?

Keck: Yes. I could go with Stella and search and give you some dates, but I don’t
think it’s necessary.

Blum: It certainly is apparent that because of the increasing commissions the office
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 staff increased.

Keck: Yes. We were up to a staff of three or four or five people at that time. We had
eight people in the office once when we were developing the project for the
Amalgamated Clothing Workers, that the urban renewal project here. That
was in the fifties or sixties and actually done and built in the seventies. We
did two complete sets of plans for that. One was a very rich one but then we
had to reduce it to a point where it could was affordable. Then they even
reduced it more in specifications, which led to some problems but nothing
serious.

Blum: In what way did clients come to you after the war?

Keck: Word of mouth. The Fagen house in Lake Forest was the first one, in 1948.
Abel Fagen made elastics for women’s garments, and later on we did the
Kunstadter house in Highland Park. Sigmund Kunstadter was a
manufacturer of women’s brassieres and panties and other things like that
which used Abel Fagen’s product.

Blum: Oh, so that was the connection. I see. Let’s talk about the Fagen house for a
minute. It was of a very different kind of configuration than many of the
houses up until, say, 1948 when it was built. There was a lot of natural stone
in the house, and the roof sort of peaked. How would you describe it?

Keck: Well, there was some stone. We used stone where it showed, mostly, on the
house. It was on the front and around the garage, and as you came to the
entrance—and on the isolated heating unit in the interior which gave them a
really fireproof boiler room or furnace room. And the angles—I always called
it our “wingspread.” There was a spread wing arrangement that worked out
on an angle of thirty or sixty degrees. It had a radiant-heated floor and was
set between a lot of trees that were out there. They gave us no trouble, with
one exception—and I can’t remember what it’s called—when there is a short-
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age of moisture when a house is built on a clay bed, as the Fagen house was,
the trees’ sap takes all the moisture out of the soil, and you get shrinkage in
the clay. We had a problem in the bathroom where the house was rather close
to the root system of an oak tree. It was a flat-roof house, overhangs to the
south. Part of the living room had a clerestory ceiling in it, which makes it
appear that the ceiling was up higher. And the chimney went on up through
this to take care of the necessity. It had two fireplaces—one in the living
room, one in the den, a smaller room—and then a heating unit in the center
section of it. So, everything was in one location. The heating was from the
source in the middle of the house, in both directions—northeast and
northwest.

Blum: Was this another house that Marianne Willisch worked on with you?

Keck: Yes.

Blum: There was also a very…

Keck: Erotic or exotic sculpture?

Blum: No, I was going to say, a very lovely looking plastic or a glass screen that had
been etched by Alexander Archipenko.

Keck: That’s what I was talking about, dancing girls, or nudes kicking…

Blum: Is that what you call the “erotic” feature of the house?

Keck: It wasn’t really erotic, but it was nude women dancing and kicking their
heels all the way up above their head. It was by Archipenko, also from the
Institute of Design, who made it out of plastic with illumination from below,
because when you gouge out the plastic, that showed the light as it came up
through the plastic.
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Blum: How did Archipenko come to be selected for this screen?

Keck: Well, he was suggested as a possibility for making the screen by the office, I
believe. I don’t think Willisch had anything to do with it. The only thing that
we didn’t like about it, when it first came out, was that the base was made of
aluminum and he had scraped the side with an abrasive. It looks like an
inside of a watch with little circles, only these were bigger circles, and it was
rather bothersome as far as appearance. So, we finally covered it with leather.
I think Willisch did that. Suggested leather to subdue it, because it was very
bright and the aluminum was very shiny.

Blum: You know, it has been said—I think Boyce said it—that when the office got a
commission, Fred would visit the client in their home and sometimes live
with them. Is that correct?

Keck: Yes.

Blum: He did this to learn their patterns of living so that what he designed for them
would fit those patterns.

Keck: Correct. Very true. In a number of instances—I’m sure on the Fagen house,
for example, it was done in the office or over a period of time of working
with them closely. And probably visiting their apartment or wherever they’d
been living to find out what their lifestyle amounted to and asking questions
of what they needed and wanted in the way of space and size, and then
adapting to those requirements. Fred used to say he would put you on the
couch and get your innermost ideas and thoughts. He did that on practically
every client, but very much so on the Blair house, which was done in the
fifties. In the Blair house he went out and interviewed not only the parents,
but he interviewed the two boys. They were only a couple or three years
apart and they were going to have a complete wing with a living room and
each their own bedroom and each their own bathroom. The living room was
a playroom—separate from the rest of the house, which worked out fine as
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far as sound was concerned. There was a connection to the main house. It
had its own entrance if you wanted it. At any rate the question came up, and
he interviewed the boys separately, one at a time. One of them asked Fred,
well, he wanted from his bathroom a view into his brother’s bathroom so that
he could see him. Fred said, wisely, “Well, if I do that for you, I’ll have to do
it for him,” and he reneged on his request. Fred was a psychiatrist at times.
I’ll tell you one other story in connection with it. Fred and Lucile, as well as
Stella and me, were invited to another house—a Mr. Friedman that we had
worked for. His wife was a pianist. Everybody invited to that party had to
have had a house designed by Keck by that time.

Blum: This was a very exclusive group.

Keck: Yes. That’s happened twice, once on the North Shore and once on the South
Side. At any rate, on the North Shore we got to this party, and we had a
cocktail or two before we got something to eat, and one of the women—I
won’t say which one—got up and said, “Fred, which one of the houses that
you’ve done do you like the best?” She put him on the spot. Well, he came up
with—it was more that I could have handled at the time—thinking right on
your feet—he said, “The next one.”

Blum: Every architect says that.

Keck: Well, it was the only way to get out of the trap.

Blum: He sidestepped the question diplomatically.

Keck: He had to say that, otherwise there would have been jealousy.

Blum: And maybe there wouldn’t have been another party after that. After Fred
went through the process of doing his research, visiting the family, talking to
them, perhaps staying with them, and he designed what he thought would
suit their lifestyle, was there some problem afterwards? Problem in the sense
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that, say, the people didn’t agree to certain features that Fred designed. When
that happened who had the last word?

Keck: I don’t think there were any features that weren’t accepted. There may have
been, a couple. But both Fred and I had had the experience in another job
much earlier of putting in a circular stairway to go up to the second floor,
and the wife fought that for a long time. Finally, Fred persuaded her that it
would be a good idea and she accepted it and we put it in. That was the thing
she liked the best in the house once they finally got it finished.

Blum: So, Fred’s idea prevailed?

Keck: In that instance, yes. I can’t remember anywhere Fred’s idea didn’t prevail
but there were always some restrictions that Fred had to agree to. On Fagen,
for example, the boiler room was completely fireproofed from the rest of the
house with a stone wall that went right on up. The fireplaces were in that.
The Fagens had had a fireplace fire once before in one of their houses and
they were deathly afraid of it. And we put on the glass screens in front of the
fire, in both fireplaces, in order to meet their request which worked out very
nicely in this particular one. It influenced part of the design of the house
because it was centrally located, which was fine as far as distribution from
the place, and it worked out nicely. In fact, they had never used the fireplace
for over a year, from the time they moved in until Fred and Lucile and Stella
and I were invited out there for dinner one night. I finally chided her into
starting a fire to see how the fireplace worked. She wouldn’t let even the
workmen build a fire in the fireplace when they were working on it, because
she half-supervised that house herself.

Blum: Mrs. Fagen?
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Keck: Yes.

Blum: So, Fred was responsive to clients’ suggestions and idiosyncrasies and
respected restriction asked for?

Keck: Oh, yes. If they didn’t work well within what he wanted to do, he would try
to work out of it, if possible, but not always successfully. And these features
were often the things clients liked best of the house many times. When you’d
argue with them long enough sometimes, then they’d finally say, “Well, go
ahead and do it that way, then.” And that’s usually the thing they would like
the best about the house when you got it done. And if you have to give up,
you give up, but do the best you can from that point on.

Blum: Has there ever been a situation where there was a commission that became so
difficult that you gave it up?

Keck: One of them recently, and that’s only because I didn’t want to see the
remodeling of a house we’d already done. The client is in the furniture
business—in furniture design—and he wanted me to do the work. I reneged
on it because he’d already bought some windows he wanted to put in and
sliding doors that had no business in that house. So, I told him, “Well, you go
ahead and get somebody else to do the drafting on it. The reason I gave him
was that “my eyes have been bothering me, and I can’t spend much time on
drafting, but I’ll give you advice.” That’s just recently.

Blum: But it was really for aesthetic reasons that you didn’t want to be connected
with that job?

Keck: For aesthetic reasons, yes.  Well, we had a simple louver—we don’t have
them here, but we have them upstairs, in the back in the addition, and many
of these houses have them. These louvers have light and ventilation separate.
The beginning was in the Green houses, but it’s been used all the way
through, and we even went on with it. It used to be wood slats with screen
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and a door on the inside. But later on, we developed it with
aluminum—adjustable so that you could open the door and keep some
insulation in there in the wintertime, and still get ventilation if you wanted it.
You didn’t have the trouble of redepositing the dirt on the windows looking
through screens, if you forgot to take them down. So, his wife didn’t like
those, because on the house that they’d bought they found hornets’ nests up
in behind them. Well, with the aluminum you don’t have that. You can
discourage hornets by snapping it. So, that was the only one I know of that
we didn’t go on through with.

Blum: That you refused to finish?

Keck: Thinking more about it, we did, of course, refuse some, primarily because
neither the client nor the architect could come to agreement on the job and so
on. I can’t remember any specifics at the present time.

Blum: You mean financially or design-wise?

Keck: Well, both financially and design. We couldn’t get together and find an
agreement for going ahead with designing the house for them.

Blum: Would you say that up until this point, which was the end of the forties, just
a few years after the war, the type of client that came to you wanted an
expensive, custom house?

Keck: Not all of them. There were many of them who wanted as inexpensive a
house as we could possibly do. And many of them also were of a smaller
capacity as far as a house was concerned in square footage. Their own
requirements were not as great as the more expensive house was. So, we did
do some smaller houses, too, even through that time.
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Blum: You know, one of the things that I know you did in the late 1940s was
multiple housing. For instance, the Pioneer Co-op housing on the South Side
of Chicago in, I assume, the University of Chicago neighborhood where we
are right now. At the time, the neighborhood was not an upscale
neighborhood as it is today. From what I’ve read, apparently the housing
that you did—twenty-three units—was intended, in part, to help improve the
neighborhood. Would you talk a little bit about multiple housing and what
some of the social purposes of this commission were?

Keck: Well, it was a cooperative organization that wanted to build a co-op in the
area. Leon Despres, our alderman at the time, also a lawyer, was their adviser
as far as that, and he knew a lot about co-ops. So, we got together with the
group and decided they wanted this kind of a building to be built on vacant
property where some buildings had been torn down. It was in the early
1950s-1950, 1951, and 1952-that the housing was designed and built. It was
the beginning of the urban renewal in the Hyde Park-Kenwood area. So,
there were feelings at that time already that something was going to happen
to get rid of a lot of obsolete type of housing. A row on 55th Street of
deteriorated stores, along with the—I’ve forgotten the number—but there
were a tremendous number of saloons all along on 55th Street at that time.
So, by taking out some of these slums, all of this was cleaned up to a degree
during the 1950s and 1960s.

Blum: You’re describing a commercial strip. What about the residential?

Keck: It’s a commercial strip and this was just off the commercial strip, next to it,
just north of the commercial strip. The area that I’m speaking about is this
Pioneer Co-op site. It was planned as a complete co-op because you own a
percentage of the shares in it. You can sell your apartment but you do not get
back a lot of money as you would through the increase of values at a later
time if you held it and sold it.
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Blum: Why was that desirable?

Keck: That was just to cut the cost of housing for the co-op itself. Because the
farther you go on considering the increment of increase on it, the more it’s
going to keep on costing on resale as far as people going to live in it. This is
what has happened in the condo market but this project is a pure co-op. It
was an attempt to build housing which did not have such a big increment of
increase in value over a period of time for people.

Blum: Was that why it was designed as a co-op, to keep cost down?

[Tape 5: Side 2]

Keck: That’s part of the plan. It was available, however, a true co-op requires that
you try to bring the cost of housing down to a point where more people can
afford it, and you can do it with a co-op. It’s the same as a grocery store co-
op, the Hyde Park Co-op, that we’ve belonged from the time we were first
married. They are doing very well at the present moment, and they have
been recently, and they give a percentage of their profits back to the owners
of the co-op. By buying stock in it, to a certain amount which you invest in
the co-op, you then get your groceries at a lesser cost. Once a month, at least,
sometimes twice a month, they have a five-percent discount day for those
people who have invested in the co-op. You get that much off from the
regular market price on your grocery bill that particular day. They’ve been
doing very well, and they’ve increased in value. They’re in a shopping mall
that was designed in the 1950s and built in the 1960s. Actually, we were with
them for a period and did one of the jobs for them between Harper and Lake
Park Avenue. They were remodeling a series of stores. They expanded from a
three million-dollar-a-year business to a six-or-so-million-dollar business in
the store that we did.

Blum: And was this a grocery store?
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Keck: A grocery store designed for them.

Blum: Based on the cooperative principle?

Keck: Yes. I think ten dollars is all it costs you to buy into it, and then your
patronage returned—you turn in your slips. You used to turn them in, but
now it’s done with calculators or computers, in which you are credited the
amount, and then that percentage is added to whatever your investment is
until you get four hundred dollars. After that, you don’t have to invest any
more, but you have four hundred dollars which, if you leave, you can always
get back in that instance. It raises basic capital to operate the place. We’ve got
a very good manager at the present moment. One instance happened in the
design that we did for them—it was an old factory and had high ceilings, so
we arranged it so that there was a parking lot next to it which you could
drive in and park and come in, buy your groceries, and come out through the
check-out counter. There was a low ceiling and above that were the offices. In
the offices we had windows to view the floor level down into the entire store.
By arranging the aisles so that you could get a view down them from this
position, somebody who was up there could observe what was going on.
Like a post office has in their operation, watching the people who are sorting
the mail to keep them from getting crooked about it.

Blum: So, this design feature was for security?

Keck: It was. In fact, the manager told me after a year or so after they’d been in
there, that they cut their pilferage—people slipping things into their
pockets—by fifty percent. This, I thought, was a good feather in our cap as
far as the design was concerned. You could see all the way down through,
and half of it was office, and the other half was a place for storage. So, it
always looked dark on the inside except when somebody was right next to
the window. It was a lightweight floor over there as well, so they only kept
paper things, napkins and toilet paper and so on, up in that particular area,
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which was dry also. No one knew that there wasn’t somebody watching
them in the store through these windows.

Blum: Do you mean people could not tell?

Keck: You couldn’t tell, because it was dark inside.

Blum: Is security a big consideration in this kind of design?

Keck: It is a big consideration. Well, anyway, back to the co-op. That one was very
successful. There was a four-story building with a low area of storage and
laundry facilities on the ground level. There were one and two-bedroom
apartments throughout this entire four-story building and it was completely
fireproof. Coming down Dorchester was a series of row flats and row houses
of one-, two- and three-bedroom units. So, you had the convenience of a
bathroom upstairs and a bathroom downstairs. We used fireproof material all
the way through.

Blum: There were a couple of features that were in these units that I’m not sure I
noticed in many of the earlier projects. And that was, for instance, a storage
wall.

Keck: Oh, yes, but just for use by the person whose apartment it is in.

Blum: It’s like a built-in closet or built-in shelves or drawers, but a wall of that. Was
that the first time that was used?

Keck: I don’t remember whether we’d used much in apartments. Not very much, as
I think of it.

Blum: I can see where it might be an economical use of interior space for a smaller
unit.
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Keck: Yes it is. They had storage for larger things down on this setback from the
north lot line, in the one-story height only because that could go right up to
the next apartment building tightly. And that was laundry and storage
spaces. If you had a motor for your boat or something like that, you could
store larger things, as large as a trunk. I know what you’re talking about.

Blum: Oh, no. I thought this storage was part of, say, a living room wall or a dining
room wall.

Keck: That was an additional storage space for the tenants, but they also had
adequate storage space within each apartment.

Blum: So there was quite a bit of storage space in the living areas.

Keck: Yes. And they had a recreation room that they could use to assemble. We’ve
attended the twenty-fifth anniversary there. We had a very pleasant evening
at which they served food. Everybody brought food to it and we had a picnic
and discussion in the recreation room. Afterwards, they were out in the yard.
The building was designed so it closed off. The parking was on the street
side, and you had to walk around into this interior court to get into the row
houses and into the apartments, to get upstairs. The balconies provided a
space for a trio that played for us while we were sitting outside having a
picnic, too. It was a very pleasant evening.

Blum: Because you were part of the neighborhood, and it was an urban renewal
project, did you and Fred have a more personal involvement in this kind of
project than, say, in a house in Lake Forest or Lake Bluff?

Keck: Well, we always have a personal involvement—thinking a lot about the
buildings—whether it’s for Lake Forest or whether it’s for our neighborhood.
I’ll say that we did have an interest in it as being the neighborhood. Over a
period of time, I can’t tell you exactly how many buildings we did in this
neighborhood, in the Hyde Park-Kenwood area. We got to be known for a
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while, during the urban renewal project, on some of these old houses for
remodeling kitchens for people. The old houses were designed by architects
in the early 1900s. They never provided an efficient kind of a kitchen. What’s
the use of having an efficient kitchen when you could get a maid to live in at
five dollars a month, plus room and board? So, they never were very
efficient. So, many of them got to where you couldn’t have a maid all the
time, so you had to have a more efficient house to live in. We redesigned
them, and I got to be known as “Kitchen Keck” in the neighborhood. I told
Stella that one time, and she said, “Yes, that’s all right, as long as you’re
known as ‘Kitchen Keck.’ When you get to be known as ‘Bedroom Keck,’ I’m
going to step in and do something about it.” So, take it from there. And that,
in addition to a lot of single-family houses and apartments, which we helped
remodel throughout. We got quite interested in doing a number of places and
helping improve the neighborhood.

Blum: The University of Chicago was a big factor in saving—if that’s the proper
word—or renewing this neighborhood.

Keck: Yes, they were the megabucks behind it, along with the South East Chicago
Commission, which was a citizen organization very much interested in it.
The University of Chicago has dragged its feet many times in things that
need to be done and they haven’t done some. With the increment of increase
of automobiles in this country and in this neighborhood, the university has
been very lax in doing anything about the deterioration of their beautiful
campus and the quadrangle with additional parking, which they need. But I
agree it is not a very nice place to use for parking. But they definitely must in
the future find some solution to that problem, or we’re going to have real
problems. We’ve lived with it now for quite a number of years, with our
apartment building, which is a three-car garage facing out onto the street.
Now today, we find the street filled when school is in session, including all
no-parking areas from the sidewalk to the corner, including blocking across
the walks. We have a number of people who have had a stroke or something
or in wheelchairs and they can’t move around outside because it’s so badly
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blocked with parking. Primarily in normal circumstances when the school is
not in session, we find adequate space in our area here because the living
quarters are on the other side of the street. They’re only on our own block, a
few single families and a few apartments. So, it’s been a major problem. The
university got considerable additional area for relocating their Stagg Field
when they lost the stadium that they had over here near the Regenstein
Library. But again, they have not provided adequate parking for the students
nor have they found a solution to the problem. In fact, they don’t even have
adequate parking for their hospital. There’s been quite a bit of discussion
among the neighbors next door wanting to get this new deal—if the
aldermen can put it through, with the agreement of the neighborhoods. You
would have to have a ticket to park in that particular area. You’d pay a
modest fee—ten dollars a year or something like that—for the right to park in
front of your own apartment building in that area. That’s happened in one
spot already in Chicago, and a group over near the university hospital is
already asking for it, because the university has not provided adequate
parking for the staff.

Blum: Well, this seems to be a measure of their own success, not to have enough
parking spaces for the people who come to use the facilities or take classes or
work.

Keck: Well, there’s parking space for the people who come to use the facilities. For
senior citizens it’s four dollars and a half.

Blum: Do you mean in the existing parking lots?

Keck: Yes, in the existing parking lots that they have. It’s a high-rise parking, and
you pay for the service, too. They have boys who pick up your car and take it
up. When Stella was in the hospital for a while with a broken wrist, we went
to see her a number of times. Then going to the hospital afterwards for just an
examination, I’d have to take her over in the car and give it to the boy, and
for a senior citizen and a patient, it was four dollars and a half,
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minimum charge. It is less than somebody coming to go see somebody at the
hospital as a visitor. I don’t know what the answer is. I’m not a parking lot
designer, although we did one over here on the project for the Amalgamated
Clothing Workers.

Blum: Well, obviously this is a result of the university’s decision back in the late
forties and fifties to remain in this area and expand their facilities.

Keck: Which was fine. We agreed with that. But when you do that and you have an
opportunity to get a new area, you should plan for the future as far as
parking is concerned, which no one is doing. The city has finally come up
with an answer. Well, this parking problem is part of the reason our entire
area degenerated, particularly south of the Midway—the Woodlawn area. A
classmate of mine in the 1930s from the University of Illinois was up at the
university here shortly after that working as a planner for the university. He
predicted the deterioration of Woodlawn and it’s primarily because of the
zoning in the area. It was the same for all Chicago at the time. On a corner lot
you could cover ninety percent of the lot with building, leaving only ten
percent of the lot for other purposes—planting, set-back, and drying your
laundry, if you dry it outside, providing for no parking at all. So, no off-street
parking was required.

Blum: When did attached garages become popular? Say, such as what you have.
You have parking on the same footprint as your building.

Keck: Right. We decided to do it because we all had cars, each one of us. There
were three cars. When Fred tried to take out a building permit—Richard E.
Schmidt was the building commissioner, who was in the architectural firm
Schmidt, Garden and Erikson. As I mentioned earlier, Fred went in to see
him and Schmidt said, “What do you want to put that garage in front for?”
That was the attitude, as far as they were concerned. “You don’t have to
worry about parking. We have enough space on the streets.” But the
expansion of the automobile to the degree that we have today, in particular
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since I got out of college in the 1930s. At the University of Illinois you
couldn’t have a car. They wouldn’t allow you to have a car on campus.

Blum: Well, that seems like a glaring oversight when after the war it was because of
the automobile that the suburbs were able to develop.

Keck: Yes, that’s right.

Blum: So, it would seem that it would be a logical consideration in the urban setting
as well.

Keck: But in the early stages they made no provision, in most places, for off-street
parking.

Blum: When did the zoning change?

Keck: I don’t remember the date. I don’t know when it went into effect or how long
it’s been. Sometime during my lifetime as an architect. They do require one-
for-one off-street parking in Chicago. For every apartment unit you must
have one parking space off the street. Now, that created a lot of hazards as far
as anybody wanting to build on a piece of property, because it’s hard to get
that much space unless you reduce the size of the building. When you cover
ninety percent of the building on a corner lot, and eighty percent on an
interior lot that’s away from the corner, for the building, you have no room
left for anything else, except a little gardening around it.

Blum: Well now, Pioneer Co-op housing had twenty-three units. How was parking
provided for these twenty-three units?
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Keck: Bob Merriam was the alderman at the time. He allowed us to park in the
front of the building. I can’t tell you how many spaces we had, but I think we
had more than the requirement at that time. At that time it was two-thirds of
the number of units you had to be able to park.

Blum: So do you mean about fifteen or so spaces?

Keck: Yes. And I think they have at least that, and maybe one or two more. Not the
full amount, but it would have been nice. If we would have had to provide
more, we would not have been able to build quite as big a building as we did.
With more space for parking they would have had to give up some of that
nice garden that they have in the back.

Blum: Were there any unique considerations that you and Fred and designers of
this project had to factor in that had not come up before in any other project?

Keck: You could build it of ordinary construction, which was brick outside walls
and wood joists, and we decided to do the fireproof construction with
concrete floors.

Blum: Why?

Keck: Well, safety. Fire was a danger.

Blum: What about the housing code?

Keck: As I say, the housing code allowed you to build a three-story building with
an English basement—that’s actually three-and-a-half stories above the
ground—without fireproof construction, but with wood joists and wood
partitions in the interior. We decided it would be better if we could do it the
other way. One of the reasons we did it that way was because we put radiant
heating into the floors of adequate design to take care of their requirements
with controls so it didn’t overheat too much. However, you do have a
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tendency to overheat if you have a quick change in weather, but not too
badly. It’s much less expensive to do. We didn’t use it in our own apartment
because we hadn’t gotten into it to that extent at that time. But we did it in an
addition we put in here. We did it in 5510-12-14 Woodlawn Avenue in the
apartment project over there. That was done in the fifties. It was 1952, the
actual dedication, as I remember. The construction was the year Fred was
gone. A good part of that year Fred was gone, and I had to take care of all the
supervision on the job at that time at the Pioneer Co-op.

Blum: Soon after the Pioneer Co-op housing project, the CHA…

Keck: It was about the same time, because it was 1950. Actually, it was before the
Pioneer Co-op was built.

Blum: And this was the Prairie Avenue Court building.

Keck: Yes. That was the first one.

Blum: The project was a fourteen-story and a seven-story and row houses to
accommodate over three hundred families.

Keck: Yes. I’d forgotten the total numbers.

Blum: Well, according to the articles it was three hundred and forty-two families,
which was considerably more than three hundred. But in this project, which
was financed by the Chicago Housing Authority, there was a site-clearance
project where buildings had to come down while residents were still living in
the area.

Keck: Well, that project developed in four stages. They had some of the property,
and on twenty percent of the property, we designed housing for eighty per-
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cent of the people to be replaced in that block.

Blum: On twenty percent of the property, you designed for eighty percent of the…?

Keck: People who would occupy the filled area.

Blum: How did you do that?

Keck: Fourteen-story building, three seven-story buildings. High-rise to the extent
that they went high. They weren’t very high. The rest were row houses on the
ground. It was not overly crowded as far as that’s concerned. Plenty of play
space left and parking space for off-street parking to meet the requirements. I
think at that time, too, it was only about two-thirds, assuming that some of
these people couldn’t afford automobiles, anyway. But there was adequate
parking, and it was well studied from the point of view of the parking lots.
Shadows which were cast by the high-rise buildings were on the parking lots
and not on the other housing in the area.

Blum: Was siting, a southern exposure, a factor in planning these buildings?

Keck: Very much so, on the high-rise ones particularly. The row houses were in two
stages. We were supposed to have three- and four-bedrooms in the row
housing, but the demand was so great for the larger apartments that we
changed to all four-bedroom units. The housing authority made a serious
mistake in those, particularly, since the plan had three bedrooms upstairs,
with a bathroom, one bedroom downstairs with no additional toilet facilities
on the ground floor. That was the same sort of thing in what we called “row
flats,” so that you came in one entrance in a fireproof entranceway. Two units
on the ground floor and two above with only four in the building. The one
stairway was okay as long as it was fireproof and it met the city
requirements. However, the same thing was true. They were four-bedroom
units. Two of the bedrooms were large enough for two double beds. In other
words, they were meant to house eight or ten people. But they only had one
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toilet, again. They should have had another half-bathroom for ten or twelve
people living in the place.

Blum: How could that have happened?

Keck: Money. The housing authority just said, “We cannot put any more toilet
facilities in than the one bathroom for that many people.” You have to take a
number to get into the toilet.

Blum: Well, sure.

Keck: For growing kids it’s really a mess sometimes.

Blum: And you foresaw that problem?

Keck: Yes, definitely. But they wouldn’t give us any more money.

Blum: Did you design for more bathroom facilities, and then remove them?

Keck: Yes, and particularly on the four-bedroom unit where the one bedroom is
down below. The mama and papa—if there was a mama and papa, and there
usually was, for that number in the thing—were housed down there, and to
go up to use the bathroom, you had to walk up the stairs at night.

Blum: Who were the people who you dealt with who had so little vision or foresight
in the CHA?

Keck: Who was the head of the housing authority? A well-known architect, who
was on Michigan Avenue, just south of Ohio Street. I can’t think of the man’s
name at the moment.
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Blum: He was connected to the Chicago Housing Authority?

Keck: He was the head of the housing authority—the director. A man that I got to
know when I worked at the U.S. Engineer Corps back in the war as a civilian
became the executive director at the housing authority, over two or three
projects that we did later. Buck Humphrey. I don’t know his first name,
because we called him “Buck.”

Blum: He became the executive director?

Keck: Yes. He was pretty high up in the echelon of the engineers in the war and
came back as a good construction man.

Blum: How was Elizabeth Wood connected to CHA?

Keck: She was wonderful, and I’d like to tell you that story unless you know it
already. When we were designing Number Nine—that was at 26th and King
Drive—CHA Project Number Nine it was called. That was state and local
financing only, not the government, not Uncle Sam. But Liz was the executive
director at that time. William Wurster, an architect from San Francisco was
teaching at MIT. So, he made many trips back and forth. He was on his way
through Chicago. Fred had asked him to stay over. He had a bad cold that
particular day, as I remember. Fred had a cocktail party. We had submitted
our design to the housing authority, and Liz Wood had sent us a letter saying
the design was turned down, and it would not be built in that schematic
form. Bill Wurster had looked at it on a Saturday morning in the office, and I
remember I was there, too, going over it with him. He came out to the
cocktail party. Liz Wood came to the cocktail party, in the evening, on
Saturday night. Liz sat on the couch in front of the fireplace—a big couch
Fred had—with two or three other people. Bill Wurster sat in front of her on
the floor, in front of the fireplace, and he talked for about an hour about why
she should build this thing, that it was a good design, and so on so forth. A
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week later we got another letter that said, “Go ahead with the design.”

Blum: Why was it turned down?

Keck: Well, the upper echelon of the CHA said no.

Blum: For what reason?

Keck: They just didn’t give any reason that I remember. They didn’t like it.

Blum: Why did Wurster support it?

Keck: Because it’s a good design. See, we had balcony access to the apartments in
the fourteen-story, and balcony access to the seven-story buildings—the
high-rise ones. That was the first stage of it. There were three seven-story
buildings, one with fourteen stories. And we did modify the original design a
little bit, but we kept the south balconies on the fourteen-story, because it
gave us solar heat in the rooms. While it was designed with two-bedroom
and single-bedroom units, there were two elevators and two sets of stairways
in the building, so that you did not have to cross in front of so many
apartments to get to your particular apartment.

Blum: To maintain privacy?

Keck: Maintaining privacy. You never crossed any more than one. You were always
crossing in front of the living- and the dining-room areas. The single
bedroom was on the far side. The end units all had the two bedrooms, two of
them on the north side. They were a little larger. It also gave us a large
enough balcony so there was a possibility of a young couple with a child or a
baby up to two years old that you could keep in a buggy outside on the south
side. It’s a wonderful place, with no air-conditioning, with a southwest wind
in the summertime, with an overhang that gives you protection to keep the
sun out of your place, but gives you enough place to sit down outside and
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not disturb other people going back and forth. It’s loaded with people on a
hot summer night. Instead of at the lakeshore, you can do it up there with a
nice southwest breeze blowing across.

Blum: Was this for low-rent occupants?

Keck: Yes, it is. It’s all renters. It’s the housing authority people. As I understand it,
some of them were students at IIT living there. It was very convenient for
them and for those with a modest income. Being married, at least they could
have the one child in the one bedroom, and that type of thing—a small child.

Blum: You know, it’s curious, because Bill Wurster published an essay, or an
introduction to an article, on high-rise, low-rise housing just about at this
time. He came out for not wanting high-rise housing, saying that the
American family does not like to be too far removed from the ground, and no
one likes elevators and things of this sort.

Keck: But these aren’t big families. They’re only two-bedroom units. All of the
seven-story buildings are only one bedroom, and the big fourteen story had
only two, two-bedroom units at each end. The rest were all single bedroom.
Now, that doesn’t mean necessarily a family. Up to and including maybe a
child of one or two years at the most. Three absolute tops, in the one-
bedroom, because you’ve got to get out of the bedroom then at that time and
sleep in the living room if the child gets too large. Bill did not have anything
against ours and the fourteen-story one at all. And the seven-stories are all
meant for older people, retired people.

Blum: What about Elizabeth Wood? She, too, was known as an opponent to high-
rise housing for this purpose.
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Keck: It depends on the design of it. There’s nothing wrong with high-rise. When
you get to the point where you have to take that much area to get that many
people back in and leave some open space. How are you going to do it on a
seven-and-a-half acre site? That was the issue, as I remember. To get that
many people in, and still have some open place for the kids to play? And
parking, off-street parking. And something green around the place.

Blum: Well, given the benefit of thirty years’ hindsight, what do you think about
these enormous high-rise projects for housing?

Keck: Well, they’re still slums, I think.

Blum: Why?

Keck: Because they’re too dense. They haven’t any open space around them.
They’re right next to each other. In fact, I sat on a committee on a TV
program one night with a planner from IIT and a couple of other people, this
famous radio guy, Clifton Utley. The question came up as far as the lakefront,
and I named it the “Chicago Wall” at that time, which stops people from the
other side to have a view of Lake Michigan, because all of the high-rises
forming a wall between them and the lake. That’s exactly what we have up
on North Lake Shore Drive, except in a very few instances. Foolishly enough,
they got rid of the Edgewater Beach Hotel. They could have left that open,
but they closed it up too. You take a good look, driving up there. You’ll see.

Blum: But isn’t elite high-rise housing on the lakeshore a different issue than low-
cost high-rise housing?

Keck: These people in this project have far better open space about them than Lake
Shore Drive has.

Blum: Are these projects considered to be a successful solution to the low-cost
housing problem?
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Keck: Most of them are not. They’re not that well designed.

Blum: Is it the design? Or is it the idea that it’s a vertical town, and somehow people
don’t have a human quality of relating to the ground and knowing their
neighbors and things of this sort that a low-rise horizontal arrangement
would provide?

Keck: Well, given enough land, you can do a more spread out design.

Blum: Are you saying that this is the only kind of solution that was possible?

Keck: On twenty percent of the site we housed eighty percent of the people.

Blum: Well, are you talking about your own solution?

Keck: I’m talking about one project, CHA Number Nine.

Blum: Well, I think your project, Prairie Avenue Courts, was considered to be a
good solution because it provided a variety.

Keck: Right, exactly. Instead of all one building, and so on, as another one we have
done at 42nd Street and Princeton, which was meant to have a high-rise for
elderly. We started the design and were told not to do it. But the remainder
of it was all row housing and a few single-family units. Some row housing,
and some two-flats where there were just two, back to back. We accepted the
land planning to cut down on the costs. The alleys were already there, so you
had access and you just put the off-street parking right behind each of the
houses. The sewers were already in. The electric was already there and all
you had to do was hook into an existing line without having to come in with
all new, and getting rid of streets. So, the street pattern was kept. The object
of this was to make it possible for those people who brought themselves up
the ladder economically to someday be able to purchase one of these houses
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over a period of time. I understand some of them have done that out in that
area. I don’t know what the shape is of the remainder of them. But they were
built with the usual ordinary planning, as far as being built in Chicago. They
could be done with wood, in order to keep costs down, since they were
smaller units and not necessarily getting into a high-rise tower with fire
problems. You have to do fireproofing when you get up above four stories.

Blum: Well, it seems that high-rise housing was the solution of the future because,
in fact, that’s what happened. Elizabeth Wood was not an advocate of high-
rise housing as it developed, and she left the Chicago Housing Authority.

Keck: She couldn’t get along with the rest of them anymore. She had too many
brains. I’m not kidding.

Blum: What were the points of dissention that forced her to leave?

Keck: I suppose it was the kind of thing they were doing with other architects.

Blum: Who was doing it, if she was in charge? Who was allowing it to happen, if
she had the final approval?

Keck: Well, the remainder of the board, and the people who gave their approval on
it in order to get it down in cost, and then keep it down in cost. I mean, we
faced that same problem. In fact, on Prairie Courts, again, we had another
problem at the time we did it which happened to make an improvement on
it. In 1951 we were in the midst of the Korean War, and the problem got to be
whether we were going to have enough metal and the rest of it, having just
gotten out of World War II. The major problem got to be one of the heating
and distribution. The other major problem was the fact that at that particular
time, the plastering industry, which we had been using up to that point in
time, decided to go on strike. The money was there, we should go ahead with
the project. What do we do? On the outside of the building we were using
concrete block and brickwork. On the interior partitions we were going to use
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gypsum board, which is handled by plasterers anyway. All these people
were on strike. So, we finally got permission to change over to forged
concrete block for all the interior partitions. This proved out to be a very
sensible solution in many housing authority projects, considering the
character of some of the people who are living in them where they got into
problems and put their fists through the walls when they got a little high on a
little alcohol. It was a very simple thing to do, which was a rather difficult
thing to do with a four-inch concrete block.

Blum: Did your change meet with resistance?

Keck: That was a very successful venture as far as I was concerned, as far as the use
and the maintenance for the housing authority. It did cost a little bit more
than it would have been for the drywall construction.

Blum: What was Chicago like regarding the unions? Here was an instance where
the strike was fortunate because it forced you to find another solution that
worked very well.

Keck: Well, the unions have been very lax in looking for improvements in building.
And we’ve seen it. Some of us now have been put through the use of plastics
for sewage and vents and so on. A hue and cry was that in case of a fire, it
was a burnable and a poisonous material, so that it was outlawed until just
recently when they finally have given in to it and allowed it to be used. There
actually is nothing wrong with using plastics, even on a water system. But
that they still will not allow it. It’s so much faster to do.

Blum: Is that because the unions have opposed it?
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Keck: Yes, the unions have been bucking it. One of the other major problems has
been with the electrical unions that have been bucking for a long time the use
of more economical ways of wiring a building. They insist that you use
conduit in the walls so that you can in the future pull the wires and put new
wires in, which is a good idea. But you can also do a similar job at far less
cost by threading another type of material called Romex. The wires are in
plastic containers, and no danger at all unless you drive a nail though it, or
something of that nature. You can drive a nail through a conduit also in the
wall. So, there’s been a lot of hue and cry about that, as far as the electrical
union is concerned. In fact, I ran into one job up on the Near North Side for
rehabilitation of a couple of hundred-year-old buildings for a young guy,
who’s in video, for an office and for a home for himself. We were using some
skylights that were by Andersen Company, and which were electrically
operated by a low voltage. With low voltage, you don’t have to put in
conduit because there’s no danger at all. You don’t get a shock. You can get
tingled, but that’s all. There’s no problems at all on twelve volts. We
frequently have used a low voltage for four-way switches. If you’ve got a big
living room and a recreation room and you want controls for more than two
places, a three-way switch is easy to put it. But you get into four-way
switching where you want to control the lights in the place for four different
entrances, you have difficulty of getting it done. But with a low voltage, you
can have a hundred different light switches to light up a whole place, if you
want. The problem is the low voltage operates a piece of equipment which
throws into the 110 volts, so that you get whatever you want in that relay
switch. This thing operates the relay switch, the relay switch turns all the
lights on, and you turn them off the same way. But anyway, in this particular
instance, in the hundred-year-old building—there were two of them
combined, a stable and a house—the owner bought the stuff from Andersen
directly and he had it installed by the carpenter. He did the wiring with low
voltage. He got into trouble and I said, “I’m staying out of this.” He got into
trouble with the electrical inspector. He’s got the low voltage in it. What he
did, I don’t know. I don’t want to know anything about how it was handled.



206

Blum: You don’t want to know how he handled it with the inspector?

Keck: Yes. It was accepted, finally, by the electrical inspection department.

Blum: Is what you’re not saying that there was a payoff?

Keck: Yes.

Blum: And this reputation is a pretty well known about Chicago.

[Tape 6: Side 1]

Keck: The electrical department was shaken up completely in that respect, and a lot
has been done. However, there still is room for improvement.

Blum: Are you talking about cleaning up the department?

Keck: About clean-up as far as the payoffs are concerned. Now, how much more
goes on in some of the rest of it, I don’t know.

Blum: Are payoffs generally the rule of thumb in Chicago building departments?

Keck: Well, they have been. I never condoned payoffs. If the contractor wants to go
about doing it, that’s his problem. But I don’t want anything to do with it and
never have authorized it.

Blum: Is this just in the past or is it current as well?

Keck: It may be still. It’s better in the electrical department now. They’ve really
done a pretty good job cleaning up in there. But there’s still too much of it.
And the zoning and all the rest of it, throughout the city stuff. I don’t know
why we can’t be honest.
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Blum: Not enough money for being honest, I suppose.

Keck: Right.

Blum: I realize that Keck and Keck went on to do high-rise housing into the
seventies and beyond with various projects. By the end of the forties or by the
beginning of the fifties was the struggle for modern design over?

Keck: Mostly but not entirely.

Blum: Did everyone accept it by then?

Keck: Not everyone. A lot of people wouldn’t ever accept it.

Blum: Well, in terms of financing.

Keck: Oh, financing—you could get it, yes.

Blum: In terms of client acceptance?

Keck: In most places the client had his own financing. I mean, if they had the
money, they had the clout to get the financing they needed.

Blum: And design acceptance?

Keck: And design acceptance. I’m sure of that. I mean, there was no great problem
that I remember at all after that point. Except a few people themselves who
would not want anything except a colonial house. They could not stand a
modern house. They couldn’t stand it. They don’t like it at all. Well, that’s
their prerogative. If they can’t accept a well-designed building that fits their
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needs better than another kind of thing, why, then we don’t want anything to
do with them if we can’t convince them. The one traditional job we did have
was before that when Lee Atwood came. It was in the thirties. We redid a
great big colonial house. We hired Lee Atwood particularly because he had
the background to help design the thing. I haven’t talked enough about that
and the Isobel Bates house. She had inherited a fortune from her father and
built this big house out near Barrington somewhere. She’s gotten rid of it.
Fred tried to talk her into doing a modern house. No, she wanted this. Well,
we had no way of changing that, because we did not do the contracting or the
supervision of the job. A personal friend who was in the real estate business
got the property for her. His son was an architect, but he had not had the
experience to do as big a house as this. So, we got the job to design it, and
they would take care of the rest of it. Well, they got themselves into a couple
of problems out there that only showed up later. But on the whole, it turned
out to be a very good house. There was a tremendous living room—a thirty
by sixty-foot living room with seventeen-foot ceilings—where you went up
to a timbered ceiling. In fact, we had done a house for Fred’s brother-in-law,
Dr. Albert Leigh, up in Wisconsin which was twenty-seven and a half by
forty-five or fifty feet, with a two-car garage and a four-bedroom house and a
bath and a half in it. It would fit inside that living room and still be able to
walk around it.

Blum: It strikes me as curious that a client would come to an architectural firm like
yours with a traditional design in mind, knowing that what she wanted was
traditional and that you and Fred were modernists.

Keck: Yes, well, Fred tried to talk Bates into changing it to a modern job. She said
no, she wanted this Colonial. We were hungry at the time, and took the job
based on this other man supervising it and all the rest of it. We only did the
detailing of the original drawings and she was satisfied with that. The other
problem we ran into later was the matter when she had a housewarming, she
had a couple of hundred people there. The Barrington area is famous for its
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poor absorption, as far as soil is concerned. So, the septic system for the
house was inadequate, and after the party was well along, one of the people
in charge, the butler, came up and told her the water was backing up into the
basement.

Blum: What a shock! That wasn’t the right time for that to happen.

Keck: Well, she shouldn’t have had that many people at a time and served beer and
champagne and other drinks, which is what happened. Overloaded the septic
system.

Blum: Well, was that related to the design?

Keck: No, not to the design.

Blum: What could have prevented the problem?

Keck: Well, if you’re going to have a party of two hundred and fifty people, or
something of that nature, you can get into those problems unless you foresee
them. And nobody asks about this. You know, “Be careful, don’t do that sort
of thing.” But this did happen. Well, at any rate, after she’d been in the house
for a year or two, Fred ran into her on a street one day. She said, “I wish you
had convinced me to do a modern house.” He was very disappointed.

Blum: Were there other commissions where you did traditional houses?

Keck: Not too many, no. There were very few that really were honest enough to tell
you afterwards. She sold the house eventually to—in fact, they still own
it—the Quaker Oats people, and they’re using it as offices for a laboratory
where they’re feeding oats to pigs or something or other. I don’t know what.
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Blum: Well, that must have been quite a large house.

Keck: It is. Tremendous. I’ve forgotten how many bedrooms are in it. It was a wing-
shaped thing with a main entrance two stories high, and then two wings out
this way, and a living room in here. T-shaped, like a sloped wing on the
airplane, and the garage is a four- or five-car garage with all with separate
doors.

Blum: Well, it’s curious that a year later her taste had changed enough to want a
modern house.

Keck: I don’t know how much it had changed. Whether she was just being polite or
what, but she finally sold the house. Where she is now, I don’t know. She
must be between Fred’s age and mine, or something like that by now if she’s
still alive.

Blum: The commissions you did from, say, 1950 on that were very special were
modern. For instance, the Sigmund Kunstadter house. That has been
identified by Boyce—he says, “This Kunstadter house was the springboard
into the standard solar Keck house of the fifties and sixties.” What did he
mean by that?

Keck: Well, it was primarily oriented to face the south to get plenty of light into it.

Blum: But that’s something you had been doing for almost thirty years by 1951.

Keck: Oh, yes. Bob Tague worked on that, too, and it was a well-done house. We all
worked on it, of course. In the concept of it, it was a rectangle as far as the
roof was concerned, but parts of the house were set back a greater amount
with some relief openings to allow some sun to get back in through this area.
But the outer edge of the fascia at the top was one straight line all around the
rectangle. But the face of the house, on the one side, was practically a straight
line except for the recess for the front entrance, and the remainder of it was
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just straight. The garage was separated with a connected overhang—just a
walkover. Again, a rectangle. But the south face varied in depth, quite a bit in
one spot with space up above to let the light and air down through. They
later gave up and closed that up because they had such a collection of art,
they didn’t know what to do with it.

Blum: The Kunstadter family did?

Keck: Yes. One of the rooms was entirely for cutting and matting things and
putting them together for drawings and sketches. He was on the board of the
Art Institute, and I don’t know whether she was in on it or not, but they were
both very artistic people. In the living room we had a complete display of
cabinets with the additional storage of artwork below and above as a
reasonable height—probably about three feet at the most.

Blum: You mean these were low cabinets where paintings or drawings could
stored?

Keck: Yes, laid in as well as stood up on top. Continuous strip lighting was not
available then, so we designed our own. Hung it from the ceiling, with a
series of spotlights to shine over onto the pictures that were displayed at this
point, and then they could change them anytime they wanted to. I designed
some special cabinets for them, for some of their artwork to be put in this
other room, I think it was the maid’s room. They finally gave up the maid’s
room to use it for storage because they needed more storage space. The house
was a great success. They had a bar, which you could close down, which
would serve to the living room and also serve to a secondary room. Also, the
secondary room was big enough for just two people to sit and look at TV,
and so on, without being lost in a great big room as the living room.

Blum: Boyce made a connection between the modular construction of the Green
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Ready-Built houses and the Kunstadter house.

Keck: Well, the windows were all practically the same size on that, except the
difference in the level of the bedroom was up about two or three risers, with
a little lower ceiling than the remainder of the house which had a nine-and-a-
half or a ten-foot ceiling.

Blum: Would you say this was a prefabricated house?

Keck: Well, it’s not prefabricated to the extent that the Green house was. Green
panels were put up with the glass already in. This was built on uni-module
frames, and I’ve forgotten the width of them. More than a four-foot width by
a ninety-six inch pane of glass, all the way up to the ceiling for the floor, and
then the remainder was shortened because the ceiling was only eight feet or
eight-six. Then the units of ventilation were wood with wood louvers and a
screen behind them, and the doors, the usual, the same thing. In Green’s, the
units were down below, the ventilation above and below, but in this there
were areas on both sides of the large windows. The glass and the louvers
were to the south, but there were different locations. So, you can’t say it’s
exactly like it. The one with prefabricated units—thirty-nine inches—and the
other was larger panes with a mullion every so often which carries the roof
load.

Blum: Would you say that the system was somewhat similar?

Keck: Yes. And both with floor radiant heating. In the Green it was—you really
should say, instead of “the Green house,” we should say “Green Ready-
Built,” because there is no Mr. Green particularly that the house was done
for—the ventilators were made prefabricated. These others were made of
wood. On the Greens they were made of metal. Prefabricated pieces were put
in place. So, this was built in a prefabricated unit. A bunch of sloped slots
with a screen on the back of it was set in place and fastened. Then later as we
developed on more, we got more of the blinds like this—the louver
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blinds—on the outside, in a frame. Again, set in. With that one, you had a
better control than with the fixed louvers. With the fixed louvers you had to
close the window under certain conditions of wind and rain being blown in.
On the other you could close the louvers so that you don’t get any stuff being
blown in at you.

Blum: Were venetian blinds—when I say “venetian blinds” I mean louvers that are
movable, whether they’re placed on the outside or the inside of a window,
was a this a new feature, say, in the 1930s, 1940s, 1950s?

Keck: Well, it came about. They were using it in Europe all over the place because
they were always having scraps around them, little wars, before we got into
the major World War II, uprisings, and so on. Many people had the
protection of getting these roller shades that would come down on the
outside. It gave them protection in the wintertime, too, and they are still
available now. We used them on this video guy’s house up in Wisconsin
where we built a swimming pool addition on a hundred-year-old house. To
prevent people from trying to break in in the wintertime and also to cut the
heat loss, we have these roller shades that go up in a pocket, up underneath
the eave.

Blum: Some of the older houses in this area, which are not what you would think of
as really old houses, but in some of the houses they do have the interior
pocket shutters. Now, this is on the inside of the window, and that, I thought,
was for heat loss and this kind of thing.

Keck: Oh, yes. Much of that came out of the shipbuilding industry in Scotland in
the days when the carpenters did most of the woodwork on the ship. They
had the windows in the captain’s area and in other areas, and they were also
put into the houses. In the wintertime when they weren’t building ships,
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these carpenters went up in the north of Glasgow and built houses. Stella’s
uncle lived in one. Very delightfully built shutters on the interior. The
windows were relatively small, because all they had there originally was
thick stone walls, which work well, plus small windows. The heat loss was
pretty great, and so were the winds, but you could shut the place up
completely and be as warm as toast, and there was a fireplace keeping you
warm. But they had put an additional bathroom into the place. Opened right
to the outside. They didn’t have the shutters on that, and that was the coldest
damn place to take a shower, even in the summertime, that I ever lived in.

Blum: But historically, you would connect the inside shutters with the shipbuilders?

Keck: Yes, inside shutters—the carpenter-built things—are in a lot of these old
houses. Around here, even in some of the old houses, they were built into the
interior before we got into the fancy use of central heating, which came in
probably about the turn of the century—a little before the turn of the century,
not much. I’d say probably in the 1875, or somewhere. But previous to that
time, it was a stove on the inside that heated the house. To keep warm, many
people spent a little more money to close up the windows, both for privacy
and to cut down on the heat losses. I lived in a house that my grandfather
had built, and up to the time I was four years old, we had a stove downstairs
and a hole in the floor with a grille in it, and that heated the bedroom up
above. I remember getting undressed and into my flannel pajamas with the
feet on it, and taking my pillow and holding it near the stove until it got nice
and warm, bundling it together, running up the stairs and jumping in the
cold bed with a nice warm pillow.

Blum: That was your bedwarmer.

Keck: Bedwarmer for a few minutes. It worked.

Blum: Yes. You spoke about the design of the Kunstadter house a few minutes ago.
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You said that there were wings.

Keck: No, the roof was a continuous line, and the face of the glass facing south was
set back at different intervals from that edge.

Blum: Was this known as a “zoned” house?

Keck: Yes. Bedroom zone and a living zone and a cooking and maid service zone,
and the garage separate.

Blum: How new an idea was that?

Keck: Not new. Practically any good plan works out on that kind of a basis.

Blum: Today?

Keck: Today, yes.

Blum: What about prior to 1950?

Keck: Well, we did it a long time ago. You take a plan like this. You have an
entryway in here, and you have your kitchen and your dining room. From
the entryway you could get to the kitchen, to the dining, and the living room.
And from that same entrance you get into a corridor to bathroom facilities
and two or three bedrooms or whatever you have on this side. And the
garage was put out in here, so you could drive in. At the entryway you had
your choice of going in any of these two or three different directions. And
this is Kunstadter’s plan, only enlarged.

Blum: Well, it seems logical. Why did people think zone planning was so new at the
time?
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Keck: I don’t know.

Blum: Did Marianne Willisch work with you on the Kunstadter house?

Keck: Yes. She did the interiors, yes.

Blum: Was this at your suggestion or the Kunstadters’ choice?

Keck: I don’t remember how she got into the picture, but by that time we were
working with her because we’d done two or three houses already. Without
looking up the date, I don’t remember. Maybe she had done a couple out
south, two houses right next to each other. One was wood and one was steel
frame.

Blum: Were they the Walter Gray house and the Harold Levin house, both in
Olympia Fields?

Keck: Yes. She did both of those. Now, whether they pre-dated Kunstadter or
not—without looking up the exact dates, I don’t remember all those exactly.

Blum: Boyce said that this was the standard Keck solar house that you continued to
develop in the fifties and sixties. Nat Owings has been quoted as saying,
“That’s a Keck house.” Was there a “Keck house?”

Keck: No, unless you say the plan, basically for a solar house with everything
facing south becomes a Keck house.

Blum: Have you heard that? Have you heard people say, “Well, that’s a Keck
house”?

Keck: I have heard that, yes. It has plenty of light, sunshine, and a solar house faces
south. You don’t build it on a piece of property that hasn’t got a good view to
the south.
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Blum: Do you resent anyone referring to a house as a “Keck house,” meaning that
the same formula has been repeated over and over?

Keck: But they aren’t all the same. They’re all different.

Blum: We know that, but do people perceive that?

Keck: Well, even some that are not a “Keck house” are Keck houses and sold on
that basis. We’ve gotten the reputation in the market for things that have
been built for a certain class of people who like the kind of thing we’ve done.
Advertisements now say Keck house designed. A row house in the
neighborhood is being resold and ads for it are in the local papers. The
woman who was in it was seriously ill and had to move out. She became a
cripple. So, it was put on the market at a high price. But it says in the ad, “A
Keck-designed house.” It is not a true Keck house. It’s not completely solar. It
happens to face west. Another one faces east and west. But it’s still a Keck
house because you can recognize it by the design of the outside as far as the
windows are concerned. The variation is enough so that—well, in the two
houses we mentioned before out south, one is slate on the outside of it, the
other has wood siding. And sometimes the wood siding is horizontal. Most
of the time it’s vertical. The slate is nothing more than a piece of blackboard
slate hung on the outside with insulation behind it.

Blum: So, you’re saying the materials can differ and the orientation can differ.

Keck: And it still has a Keck name because it doesn’t look like anybody else’s
house. The main thing has been in the past that it’s simple enough so that it
hasn’t got a lot of garbage on it to give it somebody else’s name. In some of
Sloan’s houses, he decided finally that he could get along without the use of
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Keck. The plans were pretty well the same. He could hire a draftsman. And
his detailing was such that a couple of people have called me up and said, “Is
this a Keck house or is this not a Keck house?” I’ve been out to look at a
couple of them that Sloan sold, and they’re not ones that we designed. I can
tell by the detail that goes on the interior because it’s got kind of scalloped
things. It hasn’t a plain, clean, simple look about it. That’s the reason. Now, I
don’t know how else to decide.

Blum: And that simplicity was fundamental to Keck-designed houses?

Keck: Yes. Fred always said when you get to the edge of a line, he wants it as sharp
as possible. On the Blair house we did it on the overhang. It was a knife-edge
on it. But it took a little ingenuity to make it. I did it on a house up in
Wisconsin. I had them cut a four by four diagonally and used it as part of the
trim on the edge so it gave it a nice sharp edge where the roof dropped over
to fall onto the ground.

Blum: Why was that so important to have a sharp edge?

Keck: Because it’s neat and it’s clean, and it’s good design, as far as we’re
concerned. Other people don’t like it. They want fancy dentils and darts, and
so on like Colonial.

Blum: Soon after you did the Kunstadter house, you did do the Edward McCormick
Blair house a couple of years later.

Keck: That was in 1955.

Blum: That was an arc-shaped, or a crescent-shaped, house. Was it a zoned house?

Keck: We had already done one like that.
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Blum: Alfred Caldwell worked on the landscaping on the Edward McCormick Blair
house. Did he come to the job through your suggestion or the client’s choice?

Keck: No, I think we probably recommended Al. I’d known him for quite a number
of years. In fact, I ran into him during the war. He was a civilian draftsman at
the U.S. Engineer Corps District Engineers’ Office, where I was working in
1941 and 1942. He had done some other work for us, a house up in Highland
Park.

Blum: Which one?

Keck: I don’t remember the name right offhand. It’s facing the bluff where the big
hotel was across the way from it.

Blum: The Moraine Hotel?

Keck: Yes. At any rate—it wasn’t his fault particularly, but I’d used the incident.
We had a problem with that particular one. It was being built and got to a
point where they had moved in during the spring thaw. Al had not finished
doing his work around the south side of the house, the bedroom wing. They
were having water come in under the floor, through the wall and under the
sills, and so on. He hadn’t gotten his work done on the outside of it. The
landscape association, similar to that of the architects, asked me to talk at a
convention they were having in Madison, Wisconsin. I decided to use this Al
Caldwell incident as a spring to liven up the conversation that was going on,
because when I got there shortly after they’d started the afternoon session, it
was pretty dull stuff they were talking about. So, I thought I’d throw a bomb
into the place. I got up and said, “Well, gentlemen, as far as architects helping
landscape architects get more work, we finally decided not to use a landscape
architect around anymore because they didn’t know that water ran down a
hill.” I then told them about what had happened on this particular instance
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where water was getting into the house. Well, that really stirred up a bee’s
nest, and they were on top of me like nobody’s business about this. But it
livened the discussion considerably of the afternoon session and it worked to
do what I wanted. It was not quite true, because Al had not finished his
work, and it was a problem of getting drainage away from the building and
providing some drain tile to pick up any moisture, to get it around and down
the sides on a spring thaw. So, it helped considerably as far as that was
concerned. I don’t think I ever told Al about it.

Blum: But once he was finished, was the problem alleviated?

Keck: It worked, yes. It was completely alleviated. I begged off afterwards, saying
that he hadn’t really finished his job on it. But to help stimulate their
discussion, it helped considerably.

Blum: Well, it enlivened the meeting.

Keck: It served its purpose.

Blum: Yes. But did you really mean that you weren’t going to work with landscape
architects in the future?

Keck: No, no. But we used this man, Wallace Atkinson, who invited me in on a
number of our high-rise housing projects.

Blum: Was he a landscape architect?

Keck: Landscape architect, yes. He belonged with a firm—I can’t remember the
partner, but he’s now on his own. He’s a few years younger than I am but
still operating. Doing a lot of big work for some of the bigger offices. He did
something down in Springfield just recently. And he did something for a
Subaru station out west.
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Blum: Who was your landscape architect of choice?

Keck: We really didn’t have any, other than the possibility of getting somebody like
Jens Jensen, but he died in the meantime. I can’t think of anybody. We’ve
tried to get to do a couple of things with Al Caldwell. We did at least one
house. Most of the time with the little bit of gardening that I know I’ve laid
out things around the house in many instances, before we got into expensive
landscaping. Most of them were naturally landscaped. The Blair job was a
field of woods on a bluff overlooking Lake Michigan. We took out very few
trees, if any. It was just a matter of straightening up the ground and planting
a few things. I don’t remember, really, how much work Al did on the job. As
I said, the principal thing was to thin out some of the branches of the trees
facing the lake that were already there in order to allow a view through the
underbrush and the trees to Lake Michigan.

Blum: The site sounds very special and the house was very special. In designing this
house, what role did the site play? What was the connection in your mind as
you developed the design, regarding the site?

Keck: Well, it was quite a chore to find a solution that would suit the family’s needs
and their method of living. They wanted something on kind of a formal basis.
They had two young boys. They wanted to give the children private quarters,
by themselves but still connected with the house. They did a fair amount of
entertaining in the living room and the den and the entranceway, or near the
entranceway. On the other side of the entranceway was the food preparation
and dining, and then quarters for a couple that they were going to get from
England, who stayed with them for some twenty-five or thirty years before
they retired. They wanted a four-car garage, two of which were to be heated.
The other two did not need heat. There was the large lawn area, the
cultivation, and planting that had to be done. Very little basement, just
enough for a boiler. The bedroom wing for them was over the living
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area because that’s the only two-story section of the house, with a bedroom
for themselves, a large dressing room and a bath, and a guest room and a
bathroom, up on the second floor. In doing this, they wanted to isolate and
zone the functions. You could come to the front entrance and could be served
by the butler at the front entrance as you came to the door. He could see
through a side entrance people coming and let people in and tell them to go
here or to go one place or another. As you walked through the entrance, you
looked right through the entranceway with glass on both sides of
it—something like six or eight feet wide—right at Lake Michigan, right
through the house as you came in. That gave a tremendous punch to the
plan. And the narrowness of separating the living from the food preparation
and the dining room, you cut down the noise through the other portions of
the house. And then the boys’ wing was off of this, forming a big U-shape, a
function of the living room, which has a slight curve to it, as you said. These
wings came out to form a place to drive around a central flagpole, which they
wanted in the middle.

Blum: Who wanted the flagpole, the boys or the parents?

Keck: The parents, and it worked out very nicely. The flagpole was put in fairly
soon after they built the house. I think it was a present to her husband or
something like that for his birthday.

Blum: How old were the children?

Keck: They were only six or eight years old, I think. There were a couple of years
between them. Just the two boys. When Fred was talking with the Blairs
about the house, the boys wanted to talk to Fred by themselves as I
mentioned earlier. The two boys are grown up now, and one of them is an air
pilot. The other is married, and is with the family firm, still with his father
and his grandfather.
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Blum: Does he have a large glass window in his bathroom?

Keck: No, they’re both inside, kind of a skylight. But this has worked out very
nicely because the wing, with its two bedrooms and two baths and a
recreation floor with a playroom that the boys grew up in, has become an
area where the family—one of the boys has a number of children of his
own—can fit. They can come out and not disturb grandma and grandpa very
much or spend a weekend there by themselves when they happen to be gone.
The Blairs close up the house in the summertime—take down all their
artwork, and the help takes care of the place as much as they need. Some
things are being cleaned, etc. She goes off to Maine to her family home on the
Maine coast and Ed takes a month’s vacation and goes out there himself and
stays in town for the other portion, and they go back in September. They said
that when they built it, they didn’t need air-conditioning because of this
situation—because they were going to be gone all summer. But after the first
year, to keep the couple happy, they decided to put in air-conditioning in the
help’s two bedrooms and living room, and where they dine in the butler’s
pantry in the kitchen.

Blum: So, that’s why only portion of the house that’s now air-conditioned?

Keck: Yes. That’s all that’s air-conditioned. That’s all the Blairs wanted. The only
thing that happened was the parquet floors buckled. This has happened on
two houses and I think probably the third one, too, but I didn’t hear about it.
But in these two for certain, Blairs and the one in Highland Park, the curved
one…

Blum: The Milton Hirsch house?

Keck: Yes. In the Blairs I think the floors were walnut. We did have a radiant heat
floor leak but we found that and got that fixed up for them. Only once, that I
know of, did they have any problem. But the principal problem was in the
summertime. The floor would buckle. It happened in both the Hirsch and the
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Blair house, and probably one other that was on Lake Michigan. We finally
analyzed the whole situation and found out that you are in a condition where
in these houses, if there’s no heat on in them and nobody living in them and
you let them go, there is enough infiltration that comes into the house, and
you get high concentrations of moisture that you get condensation and that
causes the floor to expand and buckle. So, we came up with a solution with
Blair by providing a couple of self-draining dehumidifiers. They put the floor
back down and got it straightened up. In the summertime, they run the
dehumidifier, cut down the humidity inside the house, and it stays perfectly
flat.

Blum: Did that solve the problem?

Keck: In the Hirsch house we did the same thing. When the second owner, Persky,
and his wife took over they wanted to put in marble flooring through all the
living room, and so we took out the flooring and put the marble down in the
place. That solved the problem, but in the other rooms you still had the
problem of getting a dehumidifier to cut down on the humidity for the
parquet floor in the bedroom where it’s in contact with the ground. So, every
time you turn around, you find something else comes up.

Blum: You know, it was about this time—between the time of the Blair house and
the Hirsch house—that your brother stopped teaching completely at the
Institute of Design. He had given up being head of the department somewhat
earlier, but he continued to teach. Why did he stop?

Keck: Or to talk to students, yes. Well, I don’t know all the details of it, because
Fred never talked to me about it. But there was a problem of not seeing eye to
eye with Moholy or something.

Blum: By this time Moholy had left, and Serge Chermayeff had taken his place.
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Keck: Well then, it was Chermayeff. Fred had a—I don’t know what it was because
he never talked to me much about it at all—with Moholy.

Blum: Did he get along with Chermayeff?

Keck: I don’t know. He never talked to me much about it after that. I didn’t really
realize that he was back over at the school much at all, at the time. I was
running the damn place by that time. See, in 1963 he had his heart attack.

Blum: No. I’m thinking mid-fifties into the sixties. You know, very early.

Keck: Well, in the early sixties he had his heart attack. From that point on, he was
only a 10:30-to-4:30 man in the office. I did most of the stuff.

Blum: You referred several times to the Hirsch house, now the Persky house. That
was also an arc-shaped form.

Keck: Yes, only a tighter curve.

Blum: Did it have an interior garden?

Keck: Well, no. It faced the lake, but it gave everybody a view of the lake with all
the principal rooms around the lakeside.

Blum: Was the garden on the other side?

Keck: Well, there is a little bit of a garden around the garage, but that’s just
something you look at as you drive in, that’s all. You drive through around
the garage, and through the garage with your own car.

Blum: Now, the Hirsch family were also art collectors, as well. How much consider-
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ation did you give to the fact that they were art collectors and they lived with
their art when the design was being developed?

Keck: Well, there were ample wall spaces so you could put the stuff up. The wall to
the east, facing Lake Michigan, had a long enough overhang to get them
enough protection, if they wanted it. Most of the time, the woods down to the
lake gave them adequate protection, as far as the shade was concerned in the
morning, so that you didn’t have to worry too much about preserving the
things. To a degree, you get a little sun coming through, but not too much.
That was just a place to get out onto a lawn to sit. Not much in the garden at
all, only a little bit in spots. But a slight walk, then he had some pieces of
Louis Sullivan stuff that had been dragged out of here and there, and one
piece of a railing where he made a couple of steps down.

Blum: Was that Hirsch or was that Persky? Because they were both art collectors.

Keck: Persky.

Blum: Well, Hirsch collected African carvings.

Keck: Yes, he would put in this little glass cage that you could put the pieces in. He
subsequently gave his collection to the Art Institute, I believe, or most of it. I
saw his name on some things that he had donated. They had plenty of wall
space for the other pieces that they owned—the Hirsches—and when Persky
took over, he had other things, too, that he put on the walls—larger pieces. In
fact he had one—I don’t know whether he ever got it in or not—a beautiful
grille out of a Louis Sullivan job to put up on the brick wall of the fireplace,
which kind of divides the living from the den and bedroom area.

Blum: Well, he’s become a benefactor to the Department of Architecture at the Art
Institute.
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Keck: I know. I know the amount of money he gave them, too. I don’t know
whether it’s been decided yet or not, whether they’re going to get the library
building.

[Tape 6: Side 2]

Blum: Just about that time you did a spectacular house with an interior court and a
swimming pool.

Keck: Oh, yes.

Blum: A house that you told me a few days ago is now up for sale for quite a
spectacular amount. It’s the Norman Weinrib house. Was there a sliding roof
for the pool?

Keck: The pool was completely separated from the house by glass sliding doors, so
you could get out into the pool and then close the door because of the high
humidity. You didn’t want to be bothered with that in the remainder of the
house all the time. If you needed more you opened the door. You got plenty
of it. They wanted to be able to use it all year around so it had to be enclosed.
We had done another one for another couple where we’d put a skylight on
the roof that you could open and get air into the place, and some light from
above. Weinrib wanted a good opening, so we put two skylights that rolled
on track on top of the flat roof, so they could be completely opened. It was an
oval-shaped opening in the roof of the swimming pool to the sky. In fact, I
even took a sunbath there one February day on the north side of the pool.
The sun in February was up high enough to come down into this opening.
The heated pool and the heated floor around where I was lying and the sun
coming down on top, I got a sunbath, having swum in the pool.

Blum: So, your concern for solar siting and energy was consistent in this house as
well?
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Keck: Well, it was asked for specifically, for their daughter who had some
problems. Swimming was the answer to the problem as far as getting the
exercise she needed. It was located so that we could see through a window
from the kitchen. It was not open to the living room area, but to a
passageway next to the swimming pool in order to keep an eye on the child
when she was in the swimming pool. So at a moment’s notice, if necessary,
the mother could get there quickly to help the child or whatever was
necessary if she called for her.

Blum: Well, you had the skylights.

Keck: We had the skylights for sun and light and air. In the summertime, you had
that open, except if the leaves were bothering you a lot, which was always a
bit of a problem.

Blum: Do you mean in the fall?

Keck: Well, you always get a few at this time of the year before they’ve left their
summer home for the ground. They start falling, a few at a time, and they
start dropping and give you problems. So, you can close it, but most of the
time you could keep it open on a nice day in the summertime.

Blum: Was the house itself sited to take advantage of a southern exposure, or was it
air-conditioned with no concern for siting?

Keck: Well, it was mostly a matter of getting a light through the pool and into the
rest of the house.

Blum: So it really came from the pool area.
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Keck: Yes, through the pool area, because the pool had glass all around it, facing
another court outside of it, giving you privacy from the secondary road
which they were on. I don’t remember the name of the secondary road, but it
was Green Bay Road up there, just south of Highway 22 a short distance. A
fairly decent size of property—I think it’s a number of acres. More than I
thought they had. At least they’ve kept it. It gives them privacy, and then
they set up a series of brick piers to give them privacy yet air giving a pool
deck on the outside of the pool. The house itself was an oval shape,
connected with an overhang to the garage. In driving rain, you got wet, but
there’s enough to give you protection coming from the garage. The garage
had two sets of doors. One you drive in. You open the other side, and drove
out and around. There’s a drive-through between the house and the garage,
around the garage to get back out of the place. You don’t back out onto the
street, which is a safety measure. When there are any number of people there,
it’s a good parking area for guests. All the windows are set in. One of the
things Fred did do in the selection on that was rather than taking a regular
smooth or slightly rough square face on the brick, we took one which was a
broken face on it. Cleft. They chop off parts of it.

Blum: Why?

Keck: So it doesn’t look like hell in an oval shape. You’ve got a piece of brick that’s
that long, and then you have to start changing your directions on the next
brick going around. When you’re on a radius as on the Blair house of some
five hundred feet there’s no problem. But this is a much smaller radius at the
ends of the oval that it looks like the devil. To keep it from looking like that,
the rough surface and texture saves you the problem of having to cover it up
with something.

Blum: I see. As time went on, say, in the fifties, the sixties, and energy costs until
recently were very low and air-conditioning is certainly more comfortable
than a lot of humidity in the summertime, did a concern for solar energy
lessen?
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Keck: Well, with the economy going uphill and everybody with a lot of money
didn’t worry about it too much. So, it kind of dropped off. In fact, President
Reagan did a very nice job of cutting from a forty percent discount on solar
heating for domestic hot water down to zero on your income tax. But at the
present moment, our budget heating bill, which includes heating, domestic
hot water for washing and bathing and the rest of it, has been cut by twenty-
five percent from a $100-$125 budget to a $75-a-month budget. So, it’s a
saving, and why more people don’t use it, I don’t know. We’re going to be
faced with it one of these days. We can’t get oil now, so prices will go on up,
and gas is going to go on up, too. They’re asking for an increase. And we’re
using up our resources faster than they can be replaced.

Blum: Well, it’s different today. I think we have different concerns than we did, say,
in the fifties or sixties.

Keck: Well, then you could get the oil and the gasoline for reasonable prices.

Blum: Did the Keck office’s concern lessen for solar energy as the public concern
did?

Keck: No. We kept up our interest in it. Even after Fred’s death, I did a couple of
houses out in the southeastern part in Indiana, away from Chicago. However,
we had found out—with the constant increase in gas for heating purposes,
we could, by putting more insulation into a house, cut down the need for the
amount of solar, to give the advantage of the solar heat. So, we could cut
down the glass, which also then cut down the amount of your heat loss. But
we were still getting adequate sun to pick up enough solar heat. A couple
that we did out there, in one we put in a greenhouse addition, which had no
other heat than solar gain. We collected the heat on the inside of the
greenhouse and by use of a fan, took it off the ceiling and put it underneath
the floor and back into the unit, and warmed the entire slab of the floor with
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a series of ducts controlled by the temperature control. You don’t run it when
you don’t have it. You don’t have the heat in the wintertime. The only time
you run it is in the summer when you want to get rid of some of the heat.
You open the skylights. But that has worked out fairly well without any
additional heat in the area, to take care of most of the heat losses and allow
them to grow things in the wintertime. If they want to grow tomatoes, they
can grow tomatoes and a few other vegetables, if they want them. I don’t
know what they’re doing. I haven’t been out there that often. Dr. Lee and his
wife are both radiologists at the local hospital out there. They have two
children, very nice kids. The boy should be graduated and into college by this
time. I haven’t seen him for two or three years.

Blum: In 1963, Fred had a heart attack. You’ve already talked about that in bits and
pieces. But how did that affect you and affect the office?

Keck: Well, it tossed a lot more work on my side of the desk. Particularly since he
was in a recovery of the heart attack to a degree where he would come down
about ten o’clock in the morning, and never stay more than three-thirty, four
o’clock in the afternoon. He would see clients, if necessary, or what have you.
Take them out to lunch or go see them. He was able to drive, although I did
drive any distances he wanted to go as he deteriorated later. But it turned a
lot more work to me. Actually, even before the heart attack, practically all the
specifications were done by me with his okay as far as the materials were
concerned, as well as supervising all of the drawing, seeing that the work
was done and got out for bids, and organized the contract on it.

Blum: Who was in the office at that time?

Keck: Well, we did have—because it was in 1963 with his heart attack that we got
the Amalgamated Clothing Workers, the only really big job. It was a seventy
million-dollar project that we did out in Hyde Park on urban renewal land.



232

Blum: Were these high-rise buildings?

Keck: Two high-rise buildings, twenty-six stories each, located in the center of the
project. Not surrounded by, but there were parking facilities and open space,
and there were row houses on Dorchester Avenue in units of four to six, and
some on 49th Street. It was an odd-shaped piece of property. We used the
little tail hanging down along Lake Park Avenue for a parking facility for six
hundred and some cars or four hundred some. We were still in the two-
thirds requirement.

Blum: Was this job already in the office when Fred had reduced hours?

Keck: Yes that’s right. After he recovered. So, we had about eight people working
for us, at the time, to get that job—six or eight.

Blum: Was Bob Tague still with you?

Keck: No.

Blum: Who was sort of next in command after you?

Keck: I can’t even remember the names of the people who were there.

Blum: But Fred’s heart attack did impact the office.

Keck: Yes, considerably.

Blum: Would you say it was mostly you?

Keck: Mostly me, to handle the jobs. Well, he sat in on the meetings with the
Amalgamated Clothing people and their organization and the person they
had supervising the job for them. I supervised the job myself.
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Blum: What was Fred’s design input after his heart attack?

Keck: In planning. The row houses were handled on a contractual basis, so he had a
separate contractor for the high-rise buildings, which was concrete, and for
the parking facility, which was concrete. The row houses were wood with
brick veneer, so this was a very desirable one to get a minority contractor in
as a separate contractor for that portion of the work.

Blum: When did that become a real issue? I know it is today.

Keck: It was an issue at that time. I don’t remember if it came before that.

Blum: Well, this is dated 1970.

Keck: 1969, I think somewhere in there. By 1970 it was built.

Blum: When did minority contractors become an issue?

Keck: I don’t remember the date. After all, Amalgamated was a union organization,
and this was meant to be for their workers who never could afford to live in
it because the prices got to be too high. But we had a good contractor, Crane
Construction Company, who had done a number of jobs for us
previously—one for the University of Chicago here. Later they did another
one, Bob Picken’s factory, the Peerless Confection Company. At any rate, it
was Mort Crane who said, “Yes, we’ll meet the requirement as to getting a
minority contractor to do this work.” It relieved him of the carpentry end of
that portion of the work, which meant only a bricklayer and the smaller
heating units which were used instead of a big boiler, and that type of thing
that were used in this project.

Blum: Were minority contractors or minority workers on a job an issue only when
the job was a large one?
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Keck: Well, I’ve never experienced it on any other job but this one.

Blum: Bill, you did some jobs that were industrial buildings. The National Clay Pipe
Manufacturing laboratory in 1960, and then later in the seventies, the Peerless
Confection Company. These were larger jobs. Were there any union
problems connected to these either?

Keck: No, I don’t remember any union problems at all. National Clay Products was
interested in sewer pipe, and that kind of thing, and we were using the
tiles—flue tiles, etc. We were using some of their materials for radiant
heating under a floor, using hollow spaces that you could pass heat through
and have a finished floor on top of it to get a nice, warm floor.

Blum: Was this the company that Fred had worked with in earlier years to develop
his tile floor for radiant heating?

Keck: Yes. In the earlier things that we had done back in the 1930s, the clay
products were sewer pipe and ventilator pipes and that sort of underground
thing. Then they branched out into the development—under our tutelage, to
a degree—to the use of the hollow clay tile that would be a finished product.
At the same time it’s put into the floor to allow air to pass through
underneath it, in a much more efficient manner than the earlier methods of
just plain flue liners to use underneath the floor.

Blum: Was this the type of thing that Fred patented?

Keck: Yes. National Clay Products built or made these clay tiles for distribution if
anybody wanted to use them. In fact, after the war I think I laid out about a
hundred or a hundred-and-fifty heating systems for other jobs than the ones
we were doing in the office, and I got paid a reasonable price for the layout
on it. I got to be real efficient on that operation. Small houses, and you had a
finished product, hard as brick, nice finish, and easy to take care of. Cool in
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the summertime and warm in the wintertime, which is a very desirable type
of thing.

Blum: And what was the building you built for the company itself?

Keck: A research factory northwest of Chicago. I can’t remember the exact location.
They were doing research on development of sewer tile particularly, as well
as any other uses for the materials that they were able to handle. They were
located down in southern Indiana, close to the Ohio River or the Wabash
River, one or the other, and wanted this research laboratory where they could
play around with different materials and find out what to do with it. They
had the kilns and the heat necessary to bake the tile. One of the things they
really developed in there, which was a great help for the plumbing industry
particularly and for the sewage industry, was the method of connecting
sewer tiles without using cement. Cement had a tendency to crack a little bit
and allow root systems to get into the tiles when you put the tile together.
You had one end, and then on the other end you had a hub that allowed the
entrance of the next tile to be put in. And they came up with a material which
was a plastic, a slightly soft lining on the face of this, so that you could put a
little—not grease, but some vehicle that made it smoother to operate. It isn’t
oil. But you put this around it and you shoved the one tile into the other, and
that was your finish. Instead of having to butter it up with masonry which,
again, later on would allow root systems to get into sewer tile, particularly
when you’re planning near anything like a willow tree or a poplar tree in
series of roads.

Blum: Now, was this what the laboratory was designed to develop?

Keck: That was one of the major developments.

Blum: Out of this building you did for them?
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Keck: Yes. And it was a great help in the saving of labor on the job when you put in
sewer.

Blum: Was this a big job for your office, to do this laboratory?

Keck: It was not an exceptionally large one. I can’t remember the exact size of it, but
it was probably about forty- or fifty-feet wide, and maybe about a hundred
feet long. Relatively small. It was offices. At one end was storage above those
offices and then a very high ceiling. However, the major thing was that all the
windows were up very high, located in the roof truss system so that there
was uninterrupted wall area down below—except for an entrance and then
an exit for a truck, and bringing things at that end and walking in at the
other—where they would have all of the lines. They had electricity, they had
water, they had air, and they had gas, and I think that was about the sum.
But pipes all around with spigots on them so if you wanted to work on
something over this particular spot, you could make your connection on all
these supplies of air for a jackhammer for breaking things, etc., on the interior
of the place. Working around the outside of it on the other bigger things on
the interior of it.

Blum: The Keck practice was, for the most part, residential, whether it was single-
family or multiple, and industrial buildings are just a little bit outside of that.

Keck: They were a little fun.

Blum: What were some of the considerations that were different in an industrial
building than a residential?

Keck: Well, the same thing as far as a residence. “What are your requirements?
What are you going to do in this building? Are you going to do research,”
which is what Clay Products was doing, “or are you going to sell groceries,”
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if you’re doing a grocery store, as Fred did do out in Altgeld Commercial
Center project. That was done during the war, and a very satisfactory project
that we had out there. A large drugstore, of course, with the alcohol that goes
with it was a very profitable business. It was a co-op grocery store at first for
getting reasonable prices for the people. That didn’t last too long, and then a
couple of other people were running that. And then a cleaning business and
the cashing of checks and all those little pieces that also were in there. But the
big ones were the clothing and possibly something in the way of hardware,
and then the drugstore.

Blum: Was Peerless Confection in the city of Chicago?

Keck: Peerless was in the city. Bob Picken—there’s a long story, because we met
him first. I just looked up the date on it. It was 1950 when he purchased a
house that had been built in about 1904 and only the original owners had
lived there. They had just died off or were dying and had moved out, and it
became available for remodeling. It had three bedrooms on the second floor,
and the same on the third floor, with an attic space, plus a living, dining,
kitchen, no toilet facility on the ground floor, and the basement. Not too big a
basement, but adequate for use in this particular area when it had been built,
when the sewers were not too deep in the streets. It was a nice, well-built
building. Well, we rehabilitated that building completely and Bob was very
pleased with it. We put in radiant heating, replastered, all new wiring and
new plumbing. He continued to live in it. Then came his desire to expand the
Peerless Confection Company, which he had inherited through his wife
whose father had established the company. Bob and his wife both had been
teachers up in Milwaukee and they came down here to get settled in the
business of being manufacturers of candy Hard candy, nothing but hard
candy. After the house was done, Bob asked us if we could be of some help.
In personal conversations with him, we talked about what he did as far as his
candy was concerned, and he would tell us, “The big problem with hard
candy making is the fact that candy is hydroscopic. It picks up moisture out
of the air at such times of the year when the humidity is high and the
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temperature is up, too.” Which means in the summertime, from June to the
first of September, more or less, they’re practically out of business because
it’s almost impossible to manufacture the candy because it’s hard to handle
and it gets all sticky. So, it’s a very difficult thing to do. Well, that was the
first thing he asked me to get in on. I think the factory was a building that
was built about 1880, or something like that—a brick building, warehouse
type: timber construction on the floors and the heavy wood columns, twelve
by twelve on the interior, brick on the outside. An adequate building for their
operation. However, it had no air-conditioning so that was the next thing to
do. So, Bob showed me the set-up where he did the cooking with steam,
using high-pressure boilers to get steam up to a temperature that you can
melt the sugar to get it liquid to manufacture your candy. Later you form it
and put it into the pieces that you wrap. Well, on the one side was the
cooking, which was high temperature and giving off moisture which we had
to exhaust out of the roof as much as possible, as well as the remainder of
heat. But right next to it, where they had formed the shapes that the candy
was to be made into, was a machine through which semi-soft materials were
extruded, cut and put onto a jig table across which you pass air. If there were
broken pieces, that would fall through the screening and help cooling at the
same time. Well, using hot moist air you can’t get all of the moisture out of
the place. So, what we ended up doing was, after the cooking and the
beginning of the process of putting it in the machine to form the peppermint
with the red things around the outside of it, or raspberry soft-centered type
with a hard cover on it, etc., all down the line. I don’t know how many he
had originally. And some very fancy ones. They even had the old-fashioned
twisted candy sticks for Christmastime. They don’t make them anymore.
They’re too expensive to handle. At any rate, we came through and gave him
air-conditioning on the one side of the processing, and divided it from the
cooking process, or the heat and the moisture, with doors in it so that you
could get back and forth from the one side to the other. With one person
handling it, if something happened to the machine they could get at it to be
sure it was operating. That was very successful because then you got warm
dry air and you could put the hard candy, after it was dry with a minimum
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amount of moisture in it, into tin drums and seal them. Then you put them in
a warehouse until they got ready to use the machines for wrapping. Of
course, his next major problem was storage. He couldn’t just send the stuff
out into a storage warehouse unless it was in airtight containers made of
g lass  or  meta l .  His  b igges t  bus iness  season  was
October—Halloween—Thanksgiving, Christmas, New Year’s, and Easter,
doing most of his processing the other parts of the year. Then he has to hold
it until he’s ready to ship it out. Well, he was warehousing, and he had to use
air-conditioned warehousing in order to keep the candy fresh. One of his
dreams at that time was to expand and build a new building where he could
control temperature and moisture on the interiors better, with the air-
conditioning and the rest of that, as well as getting a storage warehouse. He
was having to put the stuff into a warehouse over at this location and another
one over there, and about five or six different ones because none of the air-
conditioned ones, which were also high priced, were very satisfactory and
very large. So, in order to get his candy to ship, he had to go to all the
different warehouses and bring the candy back and then ship it out. So, it
was a very inadequate method of operation as far as efficiency was
concerned. He proceeded to get a real estate organization to look into the
properties north of him, from the original brick and warehouse type of
building, to get more space.

Blum: The one that you did work in initially was with this temperature control, or
humidity control?

Keck: That’s right. So, over a period of time he purchased some property and then
about twenty or twenty-five years ago he got sufficient property, tore the
buildings down and went on. The advantage he had was, of course, he was
on a railroad siding which had been put in from the Milwaukee Road at that
time, originally to bring coal and lumber and so on up to the yards by use of
the railroad. It was an efficient method of operation. He was able to purchase
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sugar and corn syrup, which were two major ingredients besides flavoring,
and the other things that went into it—nuts, etc.—so that he had a reasonable
price by buying carload lots, and they didn’t use the city streets. He would
buy a carload of raw sugar, and in the first addition we got into some real
complicated problems which required sophisticated engineering in order to
dissolve this sugar directly and store it in a tank. I don’t know the exact
amount, but I believe the sugar in storage as a liquid has to be not less than
fifty-two to fifty-three percent solid sugar. If it gets to be less than that, it will
ferment. So, it had to be kept at that position. So, they took the raw sugar,
and with steam and hot water, they would liquefy it and put it into the
storage tank. The storage tank was about eight or ten feet in diameter, and
the full height of the new building, three stories high.

Blum: So this is something that you had to accommodate in the building.

Keck: We had to accommodate it in working with the mechanical engineer who
could handle the remainder of that, and the electrical engineer who would
handle the loads plus the air-conditioning. So, we had to find ways of
handling this product that he had gotten by an economical method, and also,
as Bob has consistently argued, to save money for the city. The big truck
constantly ruins the pavement, and he can’t get it as efficiently as he can by
using the railroad with the bulk cars and bulk syrup cars. In large quantities,
he can buy his corn syrup and his sugar at a much lower percentage. Enough,
almost, to make a modest profit on it without ruining the city streets.

Blum: Well, now, in looking at the photograph of this building, there is the old
building at one end…

Keck: Full of windows.

Blum: …filled with windows. There is a smaller new section and then a much larger
new section. The new sections have almost no windows.
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Keck: That’s right. That was one of the things that Bob insisted on. In the
neighborhood, where there are a lot of children in and around the city on the
Near North Side—he’s just south of Fullerton about 1200 West, so it’s on the
Near North Side in the center of things. Good distribution from trucks. The
things that Bob had to have, he said, was there were too many kids, with all
the candy, trying to get into the place. It was good candy and the smell of it,
giving it flavor…

Blum: So security was a consideration?

Keck: It was security, and also to cut down on the heat losses through the windows.
He doesn’t need it for the interior for the operation. The lighting and the rest
of it was well taken care of and much better to control if he didn’t have
windows to let moisture in all over the place. So, we used a prefabricated
concrete which was prestressed with steel in it so it would be adequate to be
used as a wall surface. What was normally used as a floor, we’ve set it up on
end in two lengths to make the height of the building. They’re about forty-
two inches wide, with a joint. One of the problems they came up with was
the necessity of being sure that the caulking between these walls, because of
expansion and contraction, was adequate to prevent more exterior air from
getting into the place, which we handled by caulking materials. The company
that manufactured these panels also had taken this structural panel, put two
inches of insulation on it, and then another panel on the outside of it to give
you a facing for exterior facing. So, on the next addition he put onto the
factory, we were able to save money as far as the heat loss in the place was
concerned and economically. On both of them we have a roof which had
sufficient drainage to get water off of the roof, but dead flat in order to cut
down on the heat gain in the summertime while they were doing all the
cooking up at the top on the top floor. So, those were some of the
requirements. We got into a big problem with this concrete slab on the
outside when we got to the building department to ask for a building permit.
We got to the fire marshall. He said, “I want a panel in there, a window or



242

something or other that the firemen can take an ax to get in to fight the fire, to
chop a hole into the place.” You know how they love to do that. They’re
wonderful at it. At any rate, the original building was completely fireproofed
with a sprinkler system and we carried it on into the remainder of the
building, which cut his insurance costs by a considerable amount. Within two
or three years, you save the money of the cost of the sprinkler system by the
reduction in your fees on the insurance.

Blum: Did the interior sprinkler system satisfy the building code requirements?

Keck: Yes, finally, but he still wanted to chop a hole in it in case of necessity. We
had to go to the mayor and the economic development operation to get
somebody to tell the guy to say yes to this.

Blum: But is it safe?

Keck: It’s safe, very safe. I mean, you’ve got a sprinkler system that’s operating at
any time you have any problems on it. It’ll ruin some things in the building,
some of the candy that you’ve got out in the open, and so on.

Blum: So would the firemen’s hoses.

Keck: Yes, a lot of it.

Blum: On the exterior of the building, which is a very simple, plain, flat, white
surface, there’s quite a handsome piece of sculpture or relief.

Keck: Well, let me mention one other thing before we talk about the sculpture. On
the first addition, we had exterior lights shining down, but there was a
gentlemen over in the neighborhood over there somewhere—no gentlemen,
let’s say—a person who had a forty-five caliber rifle or handgun, from the
army or wherever he got it. But he used to enjoy trying to shoot that light out
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at night. So, we finally got that solved, in some manner or another, giving it
some protection.

Blum: The light?

Keck: Yes. To illuminate it to keep kids from trying to break into the building or
any of the doors. They also had the fire escape on the outside of the original
building which you pulled down. Well, that was a wonderful invitation for
the kids to get a hold of a rope to pull this thing down to get into the
building. In the first addition, we provided adequate exits and enough
stairways for people within the building to get out, so the fire escape was no
longer required. We asked to take it down, but they wouldn’t give us
permission to take it down because it was there. The firemen could also
attempt to get in through that manner. So, we left it there for the first year or
so, and then his own people took it down afterwards because we’d met the
code requirements as far as fire escape was concerned. Then, with the man
trying to shoot the place, when we got to the second addition, there was
considerable ruckus within the neighborhood, and there were residences to
the north on Diversey Avenue complaining about the plainness of the
building. And Bob said he would take care of it with shrubbery on the north
side. We had to stay away a distance from the edge of the property line in
order to get in a manhole where the city could enter and test the effluent
coming out of the place as far as too much sugar and that sort of thing. It had
to be on his property, not on the city property. So, we kept it back a little bit
to give him a chance to put in some planting along that. The outcome was,
Angelo Testa, who was a designer of materials and an artist, had trained in
the Bauhaus under Moholy and was doing a nice business on the Near North
Side, south of Chicago Avenue on Dearborn. Bob had proposed that Angelo
have a show down at the University of Illinois of his artwork and his textile
materials that he designed. I went down to that opening show. Stella came
down with us, Bob and his wife. Miss Willisch was in on it too because she
had been working with Testa frequently. At that show I talked to Bob about
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it—“Why don’t we get Mr. Testa to design a sculpture for the outside of the
building, to satisfy the people in the neighborhood?” Testa agreed to do it.
Bob Picken paid him a fee for it. The factory paid the fee for it, of course.
Testa died before it was even built, but he had submitted five sketches. A jury
of Mr. Picken, myself, and a couple of other people got in on it and looked at
them. We all decided this was the one, which we finally had made. Made of
aluminum tubing, four by four, and I call it, “Pick up sticks in giant size.”

Blum: Is it suspended?

Keck: Well, it’s hung on the building in three or four different planes in different
shapes. Long sticks—fifteen, sixteen feet long—with aluminum in the
method of putting it up and then tying it to the original structural part of the
building on the outside. It’s been very satisfactory, because the nice thing
about it is when the sun gets around right after noon, there are long shadows
on the face of the wall. As the sun continues to set in the west, these shadows
become smaller and it constantly looks as though it’s constantly changing
although the sticks all remain the same. It’s just a shadow. It’s a very lovely
thing. It’s only two colors against a cream background. It’s blue and red
against a cream-colored background.

Blum: Well, it’s very effective, especially with the shadows making it even denser
and, as you say, it changes as the light changes.

Keck: Constantly.

Blum: Yes. That’s very effective. Did that satisfy the man who was shooting the
light?

Keck: Well, we had no more trouble after we got something to protect the original
light. There were a few marks on the building where he missed. But it’s
concrete and it doesn’t fall apart very quickly.
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Blum: Well, the building has a very stark, simple, clean look, very much in the same
spirit as some of your residences.

Keck: And it’s efficient. The air-conditioning on the first stage of it we did was
adequate, but when we did the second stage they wanted even more
sophisticated air-conditioning. We were using air-conditioning with large
gas-fired units on the original stage, but on the final one, we got a series of
units right up in the ceiling of the one room.

[Tape 7: Side 1]

Blum: It seems that the humidity control was critical to this job in every stage.

Keck: Not only the comfort zone working, but keeping the humidity down to a
much more accurate method, which we were able to do in this new situation.
It’s only been five or six years, I think. I think the last time I talked to Bob he
had about ninety different varieties of hard candies that you can purchase.

Blum: With the improved humidity control, are they able to work through the
summer?

Keck: Oh, yes.

Blum: Oh, they are. So, it’s a year-round operation now.

Keck: It’s a year-round process now, except when the plant closes down. The whole
place closes down. Everybody takes a vacation at the same time so you don’t
have any over-lap.

Blum: Well, I can see where so many of these jobs required research in new areas for
you and for your office.
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Keck: Yes, definitely. It’s an interesting thing to have to get into and not be
designated as “a guy that does only cookie factories.” This is one of a kind.
But there are other things about it, too, which were very interesting. When he
wanted the second addition up there, he had to buy more property to get all
the way up to Diversey, which he did, still in a manufacturing district. He
was offered property out in some of the suburbs, but most of his people lived
in the neighborhood there. In fact, had settled into it, and working, and they
liked it very much. While they have a union, it’s such a fair union that they
get along very well with the owner. During the 1967 blizzard when Chicago
was shut down for over thirty days completely, sixty percent of his people
got to the plant the day after the snow, which is unusual.

Blum: Because they were so local?

Keck: Yes, they were able to walk through a few blocks or a couple of blocks or
whatever distance they were. They were within walking distance of the plant.
This was a big factor as far as Bob Picken was concerned. In fact, he was
offered property out in some of the suburbs for free. Bob, being very much of
a democratic person, went out talking to these people and said, “Sure, I’d be
happy to build. But where do my people who work for me live? They’re
trained Filipinos, some black, and others. Some hardly can speak English, but
they’re good candy-making people. They know what they’re doing.” It’s a
skilled job to put together one of these round peppermint things, which is a
gob of white with one great big gob of red which is cut once, cut again, and
once more, and you get eight swirls put together on the outside. Then you
have to form it and squeeze it into a shape to get it down to the candy. It’s
still fluid enough that you can handle it but it can’t be too fluid. It can’t be too
hard or you can’t manufacture it. It’s a skilled job.

Blum: It sounds to me like you’ve spent a lot of time watching this operation…

Keck: Oh, I have.
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Blum: …with delight.

Keck: Yes. Also it’s fun to take children—Bob loves to do it, too—of friends, and so
on. He never takes many at a time because there’s always a possibility of
danger, and so on.

Blum: It sounds like the ideal trip for a Girl Scout or Boy Scout group.

Keck: Yes, a small group of five or six people. I took the mechanical engineer and
electrician guy and his son, who was age ten or twelve at the time, through
one day. That kid’s eyes just practically popped out of his head. Bob always
tells them to wear shoes that you won’t get stuck—if there are pieces on the
floor, you get sticky with the hard candy. Bob always gives them a sack,
about a pound bag. “Take all you want of any kind that’s available and help
yourself.” And they do.

Blum: Well, he sounds like a very, very considerate employer.

Keck: Oh, yes.

Blum: Was he a nice client for you?

Keck: Yes, a very good client. He’s got a very efficient organization. He’s got a good
accountant. He’s got a couple of good salesmen who are on the road. And
from there on down, he has a man who runs the factory and gets the
materials in—ordering—and then he has a chemist who is a graduate of
Berea College in Berea, Kentucky. Also a very nice person.

Blum: You were making the point a minute ago that he had been offered property
in the suburbs, but opted to stay in the city because of his employees.

Keck: Yes. His railroad track, and the fact that most of his people lived in the
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neighborhood. In fact, some of them had been living directly across the street.
This past year, Bob has given us the job of rehabilitating three buildings. One,
a hundred percent rehabilitation in which he will end up having one more
small flat in it for rental apartment use. One three bedroom—they’re small
for two small children and a mother and father—and a living/dining/
kitchen on one floor. One above the other. Then one in the back which had
been used for something else. Complete air-conditioning for each of the
apartments.

Blum: Who was this for?

Keck: For rehabilitating existing houses that were over a hundred years old.

Blum: For his staff?

Keck: For his staff, if they could afford to live there. He spent a lot of money putting
the buildings back in shape. The principal reason that he was doing this was
they were getting to a point where something had to be done to them or else
tear them down. He wants to salvage for the future of the Peerless Confection
Company another piece of property that is on the railroad siding. He’s
reserving it to be zoned manufacturing. If he’d built on it and sold it as
residential, they would immediately ask for residential zoning on it. He
wanted to keep it. Now, they had already gotten one, about two lots, fifty
feet, next to the alley so he has a parking lot for the staff in the office, and
then parking behind the building. Back of this, also on this railroad siding,
was a 125 by 100-foot parking lot that somebody who had some trucks
wanted to sell and Bob picked that up. Then he bought the remainder of the
stuff on Schubert Avenue, which is the one that’s between the existing houses
and the factory. So, now he has room to expand to the south by going across
the street, in manufacturing property. He’s not going to need it himself. He’s
got more than adequate space for the business that they’re handling at the
present moment. But some time in the future. He’s got a daughter who prob-
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ably will inherit this and will carry it on.

Blum: Well, it sounds like he is not only expanding his own facility, but in many
ways renovating or rehabilitating the surrounding area.

Keck: Well, he’s eighty years old.

Blum: That’s what the University of Chicago did in the Hyde Park-Kenwood area
years ago.

Keck: That’s right. These are very desirable places now. We’ve got gas heat. Each of
them has its own individual…

Blum: You’re talking about the residential.

Keck: The rehabilitated residential. They’re small units. They’re only two units in
one of them, and one of them has six units in it. That was a brick building.
We didn’t do much to that, other than to get rid of the direct-fired gas units
to heat the living room and a hot water heater right in the kitchen. We put
that all down in the basement. We put in a central heating plant, which had
been started with a large enough boiler, so that we were able to do it. Then
just tuckpointing the building, put a new roof on it, and checking on the
wiring to cut out all the things which have been condemned, as soon as the
inspector came through to look at it.

Blum: Do you still take occasional jobs today?

Keck: Yes, I have been. I’m cutting down on the amount, but I’ve got one right now.
A brother who died and the family is settling the estate, and two of the
family want to divide the lot into two pieces, provided they can get a
variation on it from their local community up in Wisconsin. We did the house
in 1941, before World War II. A namesake, a nephew and his wife are talking
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that over. Their kids are all grown and away, but cared to rebuild the thing,
and it does need to be brought up to date. We built the house for four kids
and the parents, with a bath and a half in it and living/dining/kitchen area,
two-car garage, for about fourteen thousand dollars in early 1941. Pete and
his family lived in it all the time until they moved away, and he was living
there alone after he lost his wife.

Blum: So, you have really practiced nearly least sixty years.

Keck: Not quite. Fifty-six or seven. Well, 1931 to…

Blum: Well, that’s almost sixty years.

Keck: Next year it will be. All right.

Blum: In a few months.

Keck: I used to say “fifty-six, fifty-seven.” But that’s the amount of experience.
Now, the break was the U.S. Engineer Corps where I was doing what I had
been doing, more or less, in another manner as a civilian.

Blum: But during that interim period, or that period when you were not directly
involved in an architectural office when you were in military service, did
you…?

Keck: Well, I was involved in an architectural office the first part, as a civilian.

Blum: But not your own.

Keck: Not my own, no. But I was still doing what I like to do.

Blum: Did you consider yourself an architect?
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Keck: Oh, yes.

Blum: So, I wouldn’t subtract those few years when you total up.

Keck: No, I know it, because I had damn good experience.

Blum: But considering the fact that you’ve been practicing architecture for almost
sixty years, generally do you think that you were well paid for what you did?

Keck: I wouldn’t say we were overpaid, but we made a living and it was possible to
put a few dollars away for retirement.

Blum: Do you think architects are generally well paid?

Keck: Some of them are overpaid. I mean that to a degree. It depends on what they
want to do. After the war Fred and I decided, “What are we going to be? A
big office or a smaller office and have more fun doing it and more enjoyment
out of it and more experience?” Well, we finally decided to be on the smaller
side of the things and never took on any jobs that we couldn’t handle. We
never had more than seven or eight people in the office as draftsmen. The
only other big job we can talk about is the one at 47th and Lake Park. Did we
talk about that? The project over there—the high-rise towers.

Blum: Was that the Amalgamated Workers?

Keck: Yes.

Blum: Was that funded by the Amalgamated Clothing Workers money?

Keck: That was the biggest one that we ever had. Some of these other jobs were
pretty good sized. For a relatively small office, it was a lot of work. It was a
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lot of travel, with the relative amount of work which we did all over the
central part of the United States, including a job down in Chattanooga,
Tennessee, one in Connecticut, and one in Belvedere, across the bay from San
Francisco.

Blum: But most of your jobs were in the Midwest—Wisconsin, the Chicago area.

Keck: Yes, in the five or six states around here—Iowa, Illinois, Indiana, Michigan,
and Wisconsin.

Blum: The Midwest. When I began to do research in preparation for this oral
history, I found that there was an enormous amount of material published on
the work your office did. Was there anyone in the firm that made a special
effort to bring these projects to the attention of critics? How did you get so
much publicity?

Keck: Well, Fred never worried too much about it. But the Architectural Record was
a very good friend of ours.

Blum: Who was that?

Keck: Some of the earlier editors at the Architectural Record. I don’t recall a couple of
them at the moment.

Blum: The Architectural Record published your work consistently.

Keck: Published a lot of it, yes.

Blum: And very early on, as well. I mean, Miralago Ballroom was published in 1929.

Keck: That’s right, and this is true. Fred did some, but not too much. Later on, I
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took it over, and would let them know when there was a good thing. In many
instances, they paid for the photography.

Blum: The journal?

Keck: The journal paid for the photography in some of that early work when they
were looking for good modern stuff. They couldn’t get too much of the good
stuff until they worked with us.

Blum: Did you feel they felt they had a mission to bring good modern design to the
attention of their readers?

Keck: I think so, yes. They were looking for good material.

Blum: When you say that, do you mean only the people at the—say, the editor at
the Record, or all architectural journals?

Keck: Well, some of the others, too. I mean, Fred had contact with a couple of the
other women’s magazines, including Reader’s Digest, that had published the
design of an earth house. I’d gotten into that, in looking into the design,
where we did three of them, including Hugh Duncan’s house and a couple of
others—one right after the other out in Flossmoor.

Blum: Hugh Duncan’s house?

Keck: Yes. One of the others we designed as a “rammed earth house,” because I’d
gotten interested in looking up information about it in the research that I’d
done. We designed it like that and the contractor said he would build it in
brick for the same price as rammed earth.

Blum: What is a “rammed earth house?”
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Keck: Well, you put up forms, and you take clay with the proper amount of sand
and gravel in it and just ram it into place with a tamper and then protect it on
the outside with something. It’s the same as adobe, only you put it up like
reinforced concrete without any reinforcing.

Blum: And then what did you do with the design? You talked about a house for
Reader’s Digest?

Keck: Well, Reader’s Digest was another company that was considering a building of
rammed earth. Just a design was given, and it was published in the Reader’s
Digest magazine. Did you look at it at all? Did you miss it?

Blum: Well, Reader’s Digest is not usually in an art library. I did not read about that
one. Were there others that were designed and published?

Keck: And Mademoiselle had designed a house for one of their clients to consider. A
model was made of it and was sent down to them. That was just after the
war, I think, even before I got back.

Blum: In some of the articles, there was an emphasis on the interior as well as the
exterior. So, I’m sure the furniture design and the general interior were of
interest.

Keck: Well, I can say this: I’m sure that about seventy-five percent of the other work
that we had published, after we started working with Marianne Willisch, was
because of Marianne Willisch’s interiors.

Blum: Was she big news?

Keck: Well, she had stuff that was well organized with good materials and good
texture and good color for an interior of a house. When we would get a client,
Fred would usually introduce her to that client and let them make their own
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arrangement, or she’d make her own arrangements with a new client. In
most instances it was successful, and if it was, it was usually a house that
turned out to be good enough to be published in most any magazine.

Blum: How did you bring these houses, or commissions, to the attention of the
publishers, the writers? Did you contact them? How did it happen?

Keck: We were taking photographs, both Fred and myself, finally, in color. In fact,
that was a reason I went to Moholy’s school to learn photography because I
had picked up a Leica camera. Later I picked up a better one that Lou
Gottschalk bought for us at the post exchange when he was teaching over in
Germany after the war. We would send these photos to somebody to look at
and say, “Do you or don’t you want it?”

Blum: Photographs of your new buildings?

Keck: Of some things, yes. Either under construction or just afterwards and so on.
Plans in black and white and a color shot of it. Before we’d get in they’d say,
“Yeah, go get Ken Hedrich to take the photographs for us.” And they paid
for them.

Blum: So, you really sent them photos just to tempt them into coming and doing an
article.

Keck: Yes. Why not? Public relations, or whatever you want to call it.

Blum: Well, “marketing” I think they call it today.

Keck: All right. That’s another name.

Blum: But you certainly were successful, because what you obviously wanted to be
published they wanted to publish your work as well.
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Keck: First of all, it was good product. It was acceptable. Put it that way. In other
words, a lot of other things that were sent by other people were not accepted
because they were no good. I mean, there was an idea here that said
something to them—something new.

Blum: Especially in the early years when few architects were working in that genre.

Keck: That’s right.

Blum: Who was your best client?

Keck: As Fred said, “The next one.” I’ll give you the same answer he used at a
party.

Blum: The next one. It has been written that many of your clients were, because of
the nature of the work—the modern, the avant-garde feature to the houses
that the Keck office did—that many of your clients were, and I quote,
“enlightened Jewish clients.”

Keck: Yes, they were. And sometimes one knew another one and they were friends
and we got another job out of it. That happened in the case with Fagen and
Kunstadter. Fagen made the elastics and Kunstadter made the brassieres.

Blum: So one told the other? Is that how it was?

Keck: Yes. They were invited over to see it or asked to come to see it. I don’t know.

Blum: How do you account for, say, Jewish clients wanting the product you could
produce?

Keck: Well, two things. Fred has said this, and I’ll say it again. Two things—one,
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they were intelligent, and, two, they had money.

Blum: But so did clients who weren’t Jewish.

Keck: Oh, a lot of them. They had intelligence, but not the money. We helped them
as much as we could. We did a good job for them, usually. Hugh Duncan, he
was a professor and his wife was a secretary, and they wanted to build a
modern house. We went along very much with him. He did a lot of the work
on the house himself. There were two or three others that I could name, if I
went back to the job list. By helping them, we were able to get what they
wanted to get and have them do some of the work themselves. A young artist
and teacher named Ed Whitehorn, who lived in Michigan near Detroit wrote
letters to Frank Lloyd Wright, to William Lescaze and to Richard Neutra, and
to Rudolph Schindler, I think, giving them the requirements and asking them
if they were interested in building a ten-thousand-dollar house. Frank Lloyd
Wright wrote across the bottom of the letter, “There is no such thing as a ten-
thousand-dollar house” and sent it right back to them. They kept it as a
souvenir. Well, we wrote back and said, “We don’t think your
requirements”—the number of square feet, and so on—”could be done for
the price you want. However, we will be happy to help you, and get it down
to the lowest possible denominator, if you want to work with us.” They
finally did get it built for about thirteen thousand dollars. This was shortly
after the war.

Blum: Well, they certainly knew what they wanted and what they wanted to pay.

Keck: It was a solar house with a carport, and the living-dining were combined as
one room, with a fireplace dividing it to a guest room which had a sliding
door to close it off when used as a guest room. From the kitchen, you had to
go through the utility room—if the guestroom was occupied—to get to the
bedroom wing, a single bedroom and a split bathroom. They did all the tile
work. They did all their own painting.
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Blum: The family did?

Keck: Just two people. It was an expandable house because, where the linen closet
was, where you went in the master bedroom, you could extend the corridor
and put another bedroom on either side or another bathroom on one side and
to get more in the house, with a big enough piece of property. And we also at
a later date—for the same couple—added a recreation room.

Blum: Well, the thing that strikes me about all of what you’ve said is that they wrote
letters to Neutra and Schindler and Frank Lloyd Wright and to the Kecks.
Now, that’s a pretty star-studded line-up you were cast with.

Keck: We were well known by that time for a modern house.

Blum: And you wound up doing the job?

Keck: We did the job.

Blum: In thinking about the sixty years, the span of your career, does any one
project come to mind as the most successful?

Keck: Well, I think the Blair house was the best house. However, they all had some
interest in solving a problem.

Blum: Why would you select the Blair house? It is a spectacular house?

Keck: Well, it’s spectacular. It solves a problem that they were trying to solve as far
as family use was concerned, as we discussed yesterday. I can’t give you any
other magic answers.

Blum: What would you think, on the other hand, would have been the least
successful?
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Keck: Well, there are a lot of houses that we have done which did not turn out as
successfully as we would have liked. I definitely can’t remember the names
of them without going through them.

Blum: Purposefully?

Keck: Without going through the list one job after another. We have a complete file
and Stella has it down on paper. We have it in that little metal box that I went
to a little while ago to look for something.

Blum: In 1976 in Chicago, there was an exhibition called “Chicago Architects.”
Stuart Cohen and Stanley Tigerman produced this show, pulled it together
and wrote essays for the catalog. Stuart Cohen wrote something in his essay
that I thought was quite significant and I wondered how you felt about it. He
said that the work of Fred was a great omission in Sigfried Giedion’s book.

Keck: Yes.

Blum: Giedion’s book Space, Time, and Architecture, was published in 1941 and
accepted as the bible of modern architecture and as the historical compilation
of how it all came about. George Fred Keck’s name doesn’t appear anywhere
in that book. He wasn’t given the attention that Cohen and Tigerman and
other people felt he deserved.

Keck: Giedion had spent a lot of time with Fred.

Blum: Well, it wasn’t a matter that he did not know him. He knew him and that was
apparent to Stuart as he wrote.
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Keck: Why was he not included? I can’t answer that question.

Blum: Did your brother ever talk about that? Did he ever discuss it with you?

Keck: I don’t think that ever would have bothered Fred that somebody didn’t say
anything about him. As he has always said, “The work speaks for itself.”

Blum: Bill, what is your personal feeling about the historians and the writers in
terms of, perhaps, ignoring or overlooking the early accomplishments and
the tenacity with which your office developed and stuck with some of your
early ideas?

Keck: Well, I think most of the historians know what they’re talking about. I can’t
disagree with any of them as far as we’re concerned. This young man that
wrote for the Tribune and is teaching at Lake Forest College—I can’t think of
the names at the moment—he’s an architectural historian [Franz Schulze]. He
said a lot about us. There’s a guy in New York who has said a lot about us
too [Paul Goldberger].

Blum: Recently there has been a renewed interest in the early work of your office.
But prior to 1976, the work was there, years had elapsed, but the attention
had not been given. Did you ever think that maybe you should have been
paying more attention to your own public relations?

Keck: I was too busy working.

Blum: And Fred?

Keck: I don’t think it ever bothered him.

Blum: You know, it has been said in some of the more recent material that the work
of the Keck and Keck office is “underknown.”
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Keck: Yes. I know that. I mean, I have seen it.

Blum: Well, this is more of the same idea.

Keck: Well, it’s not unknown. It had been very well published in the journals, and
suddenly somebody’s finally picked that up and has done something about
it.

Blum: But do you think what this means is that in spite of the fact that the Keck
work has been published, that Keck buildings stand and some people have
seen them, it deserves more attention than it has received? And that hasn’t
come until recently.

Keck: Let’s just say that Fred was a pretty modest person. While I’m not quite as
modest as he was, I am to a degree. I mean, let things be as they are. We’ve
gotten along very well and have decided we’re not going to worry about it.

Blum: Did you ever feel in relationship to the office, between you and Fred, that you
were given much less attention than he?

Keck: Oh, yes.

Blum: Did you ever resent that?

Keck: To a degree but not too seriously. The stuff is there, and it’s been dug out
now since Boyce has done his work. I’ve added a lot of things to it that he
didn’t even have about the things that I had done as far as the office was
concerned. When I was on the President’s Committee for Housing in the
United States under President Eisenhower, we all met in Washington, D.C. I
was on a committee on housing with a number of other people. We sent in a
report on it and it was published. Boyce didn’t have that and I did practically
all of the research on the solar and radiant material. Fred took a lot of the
credit, I don’t mind. The office took the credit. Some of the jobs, I was the one
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who brought the things into the office. My relationships—we haven’t
mentioned any of these—there’s two of them. We talked about Peerless and
National Clay Products, but there are two other things here that I was going
to mention, and that’s the Child Care Society building, right near us here. It’s
a hundred-year-old orphanage association that has given up the actual
orphanage home, but they’ve put children for adoption and/or child care,
plus they have a nursery school over there. We did the building for them.
Now they’re running out of space. Willisch did a very nice job on the interior
of it. Do you have that one on the list at all?

Blum: Oh, yes. I know the building.

Keck: It’s right behind the fire station. They were given that piece of property under
urban renewal, but they were cheated on what they should have had because
they held out the corner of it for the fire station. We tried to get the fire
station moved but they wouldn’t budge.

Blum: Now this is a building you say that you brought into the office?

Keck: Well, it was my contacts with people that made it possible—my
neighborhood contacts.

Blum: It seems that when someone in a firm is prominently known to outsiders, it’s
the person who designs that the public knows—that’s usually the name that
people are familiar with—or within the office it’s the job-getter because you
have the contacts.

Keck: The other major one that I really brought in, I think, was the Hyde Park
Neighborhood Club, which we did in four stages. I got a very dirty deal on it
at the end but we won’t go into that here, I don’t believe, unless you want to
hear it.
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Blum: What building was this?

Keck: The Hyde Park Neighborhood Club. When you go back, take 56th Street and
on the block beyond the church with the Alfonso Iannelli work. Have you
ever seen those on the Catholic church over there? The Stations of the Cross
and the interior. Beautiful things.

Blum: The Barry Byrne church?

Keck: Yes. And Iannelli did the Stations of the Cross in there. Beyond that, the next
building over in the park, was the Hyde Park Neighborhood Club. It was an
organization that was chased out because of urban renewal and was given a
piece of property over here to build something on. We started out with
them—I’ve forgotten the exact date on it, but it’s twenty or thirty years ago,
at least—with one building which had toilet facilities, mostly offices and a
couple of rooms where kids could gather after school and learn things rather
than hanging around the street corners. That was the first stage. Then, the
next stage was to build a gymnasium. This was shortly after the war, I think,
and they didn’t have any money, like most charitable organizations, except
what money they could get out of the public here in the neighborhood. It
depended upon that completely, plus whatever else they could get from
anyone else. Well, they couldn’t afford a standard-sized gymnasium at all,
and I suggested a forty by eighty-foot Quonset hut. We would put concrete
block walls around the outside and put the Quonset hut up inside so you had
plenty of height. That served its purpose, plus some locker rooms, and the
larger heating plant enlarged that area. They couldn’t even afford to have
lockers on a separate basis of girls and boys, so they limited it so that the girls
would use it one night and the boys would use it another. So, I mean, we had
a urinal in this room which was used by girls—whether they used it or not is
another question. But the point was the space was too small, but it did get the
kids off the street and gave them an opportunity to play basketball, teenagers
particularly. One of the problems we ran into was getting paid for our work.
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We constantly ran into that kind of thing with this particular project, because
they never had any money. If you went to Spaulding’s or one of the stores for
a basketball backdrop, it was about a thousand dollars apiece for the two of
them. I don’t know what they spent on that building at the time, but it was a
very nominal sum. It was the greatest amount of closed space you could get
with the least amount of money, using a Quonset roof. Well, it was noisy, but
so what. They get noisy when you play basketball in any event. Well, I
designed a series of backdrops using pipe with diagonal bracing, with
tension cables to give us stiffness. I think it hung against the ends of the
building which were plastic, corrugated plastic, which let in light. We had
other light in it, too. The major cost of the darn thing was two pieces of
plywood and the hoop to catch the basketball. I think it was less than
seventy-five dollars for the two of them, with the help and labor of people in
putting it up. That’s the way we worked in this damn thing.

Blum: Who financed the neighborhood club building?

Keck: The neighborhood club, and in this instance, the gym has been named after
the past president of the local bank, the University National Bank. Hoff was
the man’s name. He gave them five thousand dollars for it. Well, it was
insufficient. They had to go out and get more money, but it was named after
him. They were hoping he would give enough to cover the whole thing, since
they were going to name it after him. But that’s the way they operated. The
next thing that came along, they wanted to expand because they had many
more programs. They had Head Start and they were doing work with those
nursery school children. A parent could bring the child—even the Child Care
does this—bring the child first thing in the morning, the father is gone, the
woman has to work. Leave the child all day for five days a week, up until
suppertime at which time she could pick the child up and take it home. We
had to arrange for sleeping and food. We had a kitchen for it and one social
room, as they call it, plus more classrooms where they had a kiln and other
places for discussion groups or somebody with a play or reading group.
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Blum: It sounds like a very essential kind of…

Keck: Yes, for Head Start. Stella used to go over there with small children. A little
colored boy was sitting on her lap one day. “You’ve got a big mouth,” he said
to Stella.

Blum: Well, it sounds like you have made an investment in your neighborhood.

Keck: That’s right.

Blum: I mean, you’ve built a lot of buildings, and your own home.

Keck: Then they wanted a standard, high-school-sized gymnasium for the
neighborhood. They had a building committee and a board of directors. The
chairman of the building committee was a man who takes charge of
buildings and grounds for the Harris National Bank. I think they got him on
the committee thinking they could possibly get some money out of Harris to
help pay for this thing. Well, Max Jacobson and I didn’t get along too well at
the beginning of the committee, although they wanted us to do the job.

Blum: Who was Max Jacobson?

Keck: Well, he was the chairman of the building committee. So, we worked with
Max, and the first thing he wanted was the use of a standard-size gym. It’s
not fireproof, but it’s a metal building with trusses to span the distance, with
girders across the top of it, beams, and using this metal which is corrugated
or bent like they have on factories on the outside. At a committee meeting I
said, “Max, we don’t want to use that kind of thing on this building. Right
forty feet away from here is a backstop for a softball game with kids with
baseball bats. What do you think that metal’s going to look like in less than
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one year’s time?” So, I kind of took him off his high horse on it. At least they
went along with me. We were going to take the existing gym, tear that down
and make that into three big rooms—one great big room, or three separate
rooms with a corridor alongside of it—and then add the gym to the other
side of the thing. He had it turned around in the first schematic that he had
by putting the gym on the south side instead of leaving these classroom
buildings, which faced south, wide open to the beautiful afternoon sun. At
least I kept that and put the gym on the other side. There was some problem
with off-street parking. We were going to have to get the permission from the
park district, which owns the whole block of the park except this property, to
drive in on that side as a temporary driveway and then park against the
building.

[Tape 7: Side 2]

Keck: We got bids. Three contractors—two that I had had, and the third one was
one that worked for Harris Bank on their type of work, which is a much
higher class—quality, expense—than the two guys I had. They had a $450,000
budget on this project to do modifications of the existing facility but adding
new rooms, locker facilities, storage for the gym, twelve by fifteen-foot, plus a
ten by ten-foot extension of the social room for the female employees on the
staff to give them a little more space. The bids came in. The man I had, who
had done a lot of work for me, was used to doing inexpensive work and
could do it. He was $550,000, for round numbers—a little lower than that.
The mid-guy that I had had done a lot of work for us in the past, but he was
doing a lot of rehabilitation work for the CHA and some for the University of
Chicago. He was a little more expensive contractor. The week before bids
were due, I called him and said, “Are you going to give me a bid, Jack
[Linn]?” He said, “Yes, I’ll get you a bid. We’re awfully busy right now, but
I’ll get you a bid.” Well, that was a refusal bid as far as I was concerned. He
came in with $650,000. The man that Jacobson had used came in with a bid of
$750,000. Then we sat down to see what could be done as far as making
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modifications. I sat at a board meeting. I’d gotten my inexpensive contractor
who was perfectly capable of doing the job to sit down with me and go over
the possibilities. I said, “Well, this we can do and this we can do,” and so on
and so forth. I pointed these all out to Max Jacobson and the board one
evening. Every time I brought something up, Max Jacobson said, “No, we’ve
got to have a bond. We’ve got to spend $25,000 for a bond,” to be sure that
they can get somebody to finish the job for them. This contractor was capable
of doing the job and I knew he could do it without having to bond the damn
thing, because he’s honest enough. There were other things. We were going
to change to single glazing instead of double glazing on the windows on the
gym and a couple of other things. Every time I mentioned something we
could possibly save on, Max Jacobson said no to everything. In other words,
he didn’t want this guy to do it. He wanted somebody else to do it.

Blum: Did he want you to do it?

Keck: He didn’t want me to finish the job.

Blum: That’s sort of the direction I’m sensing.

Keck: After considerable discussion on this, Max finally said, “I’ve had twenty-two
years’ experience in construction.” I shut up for a minute, then I said, “I’ve
had fifty-six years’ experience in construction.” Then I shut up. They took the
job away from me, paid me off, and got a lousy architect out south to do it
that worked with the man who furnished this gym. Prefabricated mostly, to
the degree that they had big trusses and so on to carry the load and got a nice
building out of it, but it ran them $550,000. In the meantime, they had taken
out the ten by ten square foot expansion for the staff. They took out the
twelve by fifteen-foot expansion for storage of the materials of the gym and
other things you don’t use all the time. They took out a garage for the car
they used to go pick up senior citizens and bring them to the place for day-
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time and a lunch and drive them back home again. People who need some
help, and so on, but are able to move around and be entertained.

Blum: So, they did make economy cuts.

Keck: They made economy cuts. They took out all the glass in the gym. Normally,
they have pancake breakfasts in the gym. You don’t need to have light for
that. You have a rummage sale and a food sale and this, that and the other
thing. Now they’ve got no light in the gym. That means they have to have
much more fan action, depending on the city, because there’s no ventilation.
If you have four-and-a-half percent of ventilation, which is allowed with the
windows, you don’t have to have as much fresh air intake, even though you
don’t use the ventilation in the wintertime. The code says so. And so, this was
one thing after another.

Blum: But you weren’t involved in all of this.

Keck: No, I was not involved. They made all the changes in this with this other
architect. They put in heating units. They had a boiler that would handle
those units in the place already. All they would have to do is put four units
inside that, and the fan would take care of the one unit that was already
taking care of the gym. We were going to have a couple of small units in the
locker room and in the showers. Toilet facilities. They went to electric heating
in the showers and the locker rooms. They went to separate gas-fired units,
which meant gas piping—possible danger in the future of gas escaping
through these separate units up there. Everything they should not have done.
I tried to defend my position in a letter. It’s in the file on it. But I got nowhere
with it. They paid me off, up to date, and they went on and built the other
building.

Blum: Well, it sounds to me that all of this answers, in part, one of the questions I
asked a little earlier, and that was, What was, perhaps, your least success-
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ful project? Maybe this was one of them.

Keck: It hurt like hell, I can tell you that.

Blum: Well, it sounds like you had a very difficult personal relationship with the
chairman.

Keck: Chairman of the building committee.

Blum: Sometimes personalities, I suppose, become a problem.

Keck: Well, I got along with him up to a point. Then he let me go on. Then the price
was over and above. But he spent the same amount as the low bid, which
would have given them more than they got, and a better job than what they
got. This is what bothers the hell out of me. I’m really bitter about it. It didn’t
help my blood pressure, I can tell you.

Blum: Well, I think that’s particularly unfortunate because it is in your
neighborhood where you’ve made a lifelong commitment.

Keck: I did give $1,500 to them towards it, out of my fee.

Blum: Could we shift topics to an exhibition we’ve already mentioned briefly?

Keck: Yes, go ahead.

Blum: We talked a little bit about the 1976 exhibition “Chicago Architects.”

Keck: Well, that was in New York, too, you know.

Blum: It was in New York, it was in Chicago. It caused a stir here, and I think it
made a very big statement to Chicagoans about the attention that your firm
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had not received, but indeed was entitled to. In 1947, years earlier, there was
an exhibition of your work at the Colorado Springs Fine Arts Center and Bob
Tague wrote a very nice essay.

Keck: Yes. It’s in the catalog. He wrote most of the catalog.

Blum: Did that exhibition, held in the late forties, have an effect on your work, on
work that the office subsequently did?

Keck: I don’t remember that it had any real effect, that you could say that it had any
effect. It’s difficult to get information from the people as to why they came to
see you. They may have seen it. I don’t know.

Blum: Why was it located at the Colorado Springs Fine Arts Center?

Keck: Well, that’s a long story. Have we got time to tell it?

Blum: Well, we’ve got some tape left.

Keck: It begins with the second wife of the owner of the Broadview Hotel in
Colorado Springs—that mountain view hotel—who had been the nanny for
the family earlier and was asked to take over as the wife when the first wife
died. She wanted time to think it over and she went to Europe in 1924 on the
same ship that Fred and Lucile did and they met her on the ship. Have you
got that?

Blum: Now wait. The nanny was asked to become the second wife?

Keck: Became the second wife, but she didn’t get married right away.

Blum: So how did she figure in this exhibition in Colorado Springs?
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Keck: Because of the owner of the Broadview Hotel. His name is Tutt. I don’t know
his first name. We don’t know—it was never told directly that he financed
that exhibition. But he lived in Colorado Springs and he knew the art director
and the art director talked to Fred and we organized the stuff and got it
ready for him. And Tutt paid for all of this.

Blum: So, it was in Colorado because Fred met this woman on the ship?

Keck: He met these people and they became very good friends. In fact, she was a
wonderful person. She had once told them a story about how they had a
place up in the mountains that they would go to, and somebody took care of
it for them. Let’s see if I can remember it now. “She was a wonderful woman
to have around. She had lead in her butt and gold in her teeth” and
something about her brain. I can’t remember the rest of the story. But that’s
what she had said about this maid who had taken care of the place for them.
She was a very great baseball fan and went to every World Series. She had
raised all the kids, anyway. Had been their nanny and had taken care of
them. The other wife was a society woman. The former nanny finally
accepted to become his wife after she had made this trip.

Blum: I see. So, this is how the exhibition of the work of your office happened to be
in Colorado Springs.

Keck: That’s how the exhibition of our work came about. I think the Colorado
Springs art director had talked to him about the possibility, because I think
Fred knew him. I can’t remember the director’s name. I could find the catalog
someplace. You should have one of those catalogs at the Art Institute library.
It would be in there, along with Bob Tague’s name. One of the things I
learned from the director was the fact that they couldn’t keep any curtains on
the windows in the place for more than two or three years.

Blum: Why?
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Keck: The sun is so strong that the ultraviolet killed the curtains within a fraction of
the time that an ordinary curtain would last in the gallery.

Blum: Well, the work of your office was exhibited early in 1947 and again in 1976.

Keck: Yes. There were a couple of minor exhibitions earlier than that before the war
in Willisch’s shop and other places around in the Chicago area like in
somebody’s church or something.

Blum: I’m talking about major exhibitions.

Keck: I know.

Blum: In the 1976 show, I think it was one of the critics who said, “After fifty-six
years, Fred, the work of your office was the hit of the show.” That was pretty
nice to hear.

Keck: Yes, it was. What was his name?

Blum: It was Nory Miller who said that. I think she wrote for Inland Architect at the
time.

Keck: Yes. She’s gone on to other places. She was in architecture for a while, wasn’t
she?

Blum: Yes.

Keck: Well, at any rate, she did say a nice word or two. And we did get some good
write-ups from the New York critic.

Blum: Paul Goldberger?
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Keck: Yes. In fact, I met him at the NEOCON—at a lunch where he was
talking—and thanked him for the good boost he gave us in the New York
Times. In fact, I took him a catalog from the 1980 exhibit.

Blum: Yes. The 1980 exhibit was at the University of Wisconsin in Madison.

Keck: In the Elvehjem Museum. And Narcisco Menocal did a very good job on that
exhibition and catalog.

Blum: How did he come to know about your work?

Keck: Well, I think he knew of us. He knew the house we did up there, which is a
landmark. We have three landmarks. Our own house in Chicago, the More-
house residence in Madison, and the Hirsch [now Persky] house in Highland
Park, which is now a landmark. Menocal knew of the house in Wisconsin,
because the original owners, the Morehouses, had sold it, and somebody in
the astronomy department at the university who probably knows Menocal is
now the owner.

Blum: So, the work of your office has really been pretty widely shown recently and
has been recognized within the profession because the AIA has awarded
fifteen of your projects with citations.

Keck: Yes, over a period of time.

Blum: And have there been other kinds of awards, other than those from the AIA?

Keck: Well, let me tell you one about that. The house in Highland Park, the
Kunstadter house, was sent in to the national AIA one year, and it didn’t get
anything. The next year I saw Mies was going to be on the jury. So, I sent it in
again, and it got an honorable mention.
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Blum: And how do you account for the change of mind?

Keck: Well, the jury didn’t like the house the first time. I don’t know who was on it.
We sent the damn thing back. We knew it was a good house. When I saw
Mies’s name on the jury, I knew that he would probably fight for it, because
Fred had met Mies. In fact, Fruma Gottschalk and Lou had invited Mies out
for dinner when he first arrived. So, we had become acquainted. I didn’t get
to know him as well as Fred did but I was sure. Fred said, “Oh, what’s the
use of sending it in again? They didn’t like it.” What the hell? You have to
have something good to start out with and then you have to have a jury that
knows what they’re talking about.

Blum: That’s sympathetic, yes. What about the AIA? Was Fred a member?

Keck: No. He was a member once.

Blum: It has been written that he was but he resigned.

Keck: Yes. And the reason he resigned was the Watertown High School. When he
first started, they were going to build a new high school at Watertown. Fred
was interviewed because his father was a merchant in the town and Fred was
a practicing architect. Fred was a member of AIA at the time, and the
standard fee was supposed to be either six or seven percent to do a school.

Blum: Oh, the architect’s fee.

Keck: To the architect. The AIA said that should be the fee. So, when they asked
Fred what his fee would be, he mentioned the fee that was stated by the AIA.
A Milwaukee architect got the job, undercutting it to five percent. He would
do it for five percent.

Blum: Was he a member of the AIA?
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Keck: He was a member of the AIA, sure. And they had a bunch of hypocrites, so
he said, “The hell with it.” He decided to go alone. That was before I even got
near joining Fred in 1927.

Blum: Is there any truth to the story that’s been published that in 1926 there was an
AIA competition of many hundreds of drawings, and Fred’s drawing came in
next to last because it was too modern?

Keck: Oh, yes. It’s still a good plan.

Blum: But did this have anything to do with his feeling about the AIA?

Keck: Well that’s what he felt about competition. You have to have something good
to start out with, then you have to have somebody who will understand what
you’re doing. The best and the worst get thrown out. I’ve been on a couple of
these juries. The average one usually is the one that wins.

Blum: Were you a member of the AIA? Are you?

Keck: I wasn’t until 1940-something or other. After the war I joined.

Blum: Why did you join?

Keck: Well, just to associate with some of the people that I knew in other matters
but I didn’t know too many of them and to see what else was going on. I
wasn’t interested in getting on a lot of committees. I was on the speakers
committee one year, and so was John Fugard, Sr., the man who was a big
shot on the housing authority. He’s dead and his son is also dead now. He
had a heart attack not too long ago. Well, I got a guy from the University of
Chicago on the committee to talk to the AIA at one of these dinner meetings
they were having at that time. He was really a radical and hated what the
housing authority was doing. He asked me when Fugard was there—I said,
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“You say what you want. You’re perfectly free.” He raised particular hell
with what the housing authority was doing at that time.

Blum: Did you think there was any value in what the AIA was doing, either for the
profession or for the public?

Keck: Yes, it can be. They can do a lot of good. And they have been, in the last
couple of years, publicizing the AIA and getting work for—making them
help study and getting young people in to help in a training business, even
while they’re still in school, etc. I mean, all of that has been up in the last
number of years. In the new Chicago Chapter AIA book, their publication, it
has a lot of things going on in it now.

Blum: Paul Schweikher tells the story about his early experience with the AIA. He
joined and he had a difference of opinion with them and he left. He re-
signed. Then he was enticed back and encouraged to join again, and he
resigned again, because he just felt they were a do-nothing organization.
How do you feel about that?

Keck: Well, I was asked to join after the war and asked Fred, “Should I or shouldn’t
I?” I knew about his experience. Well, he said, “If you want to, go ahead, and
maybe do something over there.” But it takes so much time out of the office.
You can work your way on up to president by doing committee work, and
then get to be on the board for a while, and then finally pushed on up for a
year as an officer. It does help you as far as your reputation is concerned to
say that you’re a past president of the AIA. Well, it took so much time
beyond working that I didn’t have the time to do it. I felt more that I would
do what I could for the office. I spent a lot of hours outside of the office doing
work, I mean, on the slides. Worked with pictures that we had taken of our
jobs. I had learned how to take photographs from Moholy. And I got out to
take them, and then what do you do with the things after you get them? You
have to store them in some place or another so you can build up a slide
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collection to show to people. That was all evening work that I did, outside the
office.

Blum: So you’re saying you preferred to spend your time in that way than giving
service to the AIA.

Keck: In the profession, yes.

Blum: However, in 1969 you became a fellow.

Keck: Yes. I had belonged for a short length of time after that, and somebody
picked up to sponsor me for a fellowship the year they had the convention
here in Chicago. It was a very charming experience to go through because it
was held in Rockefeller Chapel. It’s a nice church.

Blum: But it was also an honor to be recognized by your peers.

Keck: Yes that’s true. You have to have something on the ball to get an AIA
fellowship otherwise you can’t make it. I sponsored Rodney Wright, who
finally made it, but the first time he submitted designs to be judged, they
flunked him. You’re allowed to resubmit. Leonard Currie was an architect
teaching at Circle Campus. He left for the University of Virginia. He bought a
house in the neighborhood and rehabilitated it and restored it and left. At
any rate, he’s a good designer. Well, the two of us picked up all of the stuff
that Rodney Wright had submitted to AIA, surveyed it, looked at it, and then
went through some other things that he had. We threw out a lot of things that
had been turned down before, because we didn’t feel it met the standards as
far as design was concerned. Then we put it through a second time and he
got in. Again, it’s a political matter sometimes. If you’re really good to start
out with and have some reputation, you can usually make it.

Blum: Did you feel that joining the AIA put you in closer touch with the centers of
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influence in the profession?

Keck: Not too much. There was a good bit of camaraderie that we would have each
year with a fellowship dinner to initiate the new men who had been made
fellows that spring. John Holabird Jr. was the one who usually took charge of
this and we used the Tavern Club. It was an event of a little revelry and good
food and good drink and having fun sponsoring the people and telling why
we did. They had to defend themselves before all of the rest of us. It’s just a
little charade that they put on, which is a lot of fun. And it’s a good chance
for guys to meet people. The loss of Norman Schlossman this year—that was
within a week or two after the AIA fellowship meeting. He was an ill man
when he came, but I didn’t think he was as sick as he was. His son, John,
brought him in and took him home early. But he was in the senior age group.

Blum: Now, are these only the fellows?

Keck: Only the fellows, yes. They’re all fellows.

Blum: How many fellows attend these meetings?

Keck: I don’t know. Oh, there must be at least thirty or forty or more in Chicago.
There are not too many who come every year. It was very sparse this year,
one or two. They got a new man who’s an architect for the park district, and I
don’t know whether he’s done very much, really.

Blum: Was Norman Schlossman the oldest in the group?

Keck: Yes, more or less the oldest. I’m getting to that point. Harry Weese showed
up this last time, but he was not well. He left early. In fact, the one last year,
he didn’t even stay for the dinner. They held that out at the Graham
Foundation—catered. It wasn’t as pleasant as the Tavern Club where you
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have better service and so on. And it’s expensive. It costs you fifty, sixty
dollars to go. Most of them just get drunk. I mean, it’s free liquor, all the
liquor you can drink.

Blum: Well, is it a connection that you’re maintaining?

Keck: Yes, it is. Will Hasbrouck was there the last time, and since then he called me
and set up a meeting with a new man who is teaching architectural history.
We met for lunch at the Tavern Club. Will picked up the check. Or not the
Tavern Club—the other one down…

Blum: The Cliff Dwellers?

Keck: Cliff Dwellers. I never belonged to that club because the Tavern Club was so
convenient. I never tried to join. Anyway, I had to drop the—not the Tavern
Club—the Arts Club. I even dropped that when we moved out here. I’ve got
a membership in the Quadrangle Club here on the U of C campus. It’s too
expensive for what you get out of it, but it at least gives us a nice place to
entertain somebody for lunch or dinner in the evening. We’ve used it a few
times.

Blum: But the AIA was a professional association.

Keck: Yes. It can be good for professionals in learning things themselves or
continuing with their education. You cannot stand still in this profession at
any time throughout your life, because there are constant changes being
made and you have to keep up with what’s available as far as applying it to
your buildings or whatever you’re attempting to do. And definitely helping
the profession in producing additional architects or draftsmen. You can be of
great help to junior draftsmen, or whatever else you want to call them, by
paying them a nominal salary. We’ve been doing that for years. If a student
out of school is looking for a job, if we can put them on, we attempt to do so.
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They get a nominal salary so they can live.

Blum: But they could have done that without the AIA.

Keck: But the AIA can train people.

Blum: So can schools.

Keck: Yes and no. It depends on the school.

Blum: Well, you see, I’m just wondering what the unique value of the AIA is,
because I’ve heard so many people say it doesn’t set standards, it doesn’t
stand behind the members when they take a less-than-popular stand. They
don’t do so many things. That’s why I’m wondering, what really is the value
of belonging to the AIA, other than maybe prestige and political and this
kind of thing.

Keck: Well, that’s it. Prestige and political and helping teach other people who
come out of school. I don’t want to start bringing up instruction as far as the
Circle Campus at the University of Illinois is concerned, but some people on
the outside of it are very critical of some of the things that are being done out
there.

Blum: Do you mean currently?

Keck: Currently, yes. You’ve got to untrain some of the things they learn in college
when they come to work for you. To get the basic knowledge out of college,
and then design, yes. Design becomes an intuitive thing. It’s not just that you
can learn a lot about it, you’ve got to know it and have a sense for it without
having to learn it.

Blum: Well, are you saying that you have had young people from the University of
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Illinois work with you in your office and you have had to retrain them in
certain things? Did I understand that correctly?

Keck: Yes. Some of their basic thinking is off on a tangent that they’re never going
to be able to apply as far as work is concerned, that I can see. That’s why I
don’t want to mention, particularly, some of the things that go on. They still
don’t know how to draw properly or do even lettering decently.

Blum: But isn’t it essential to have the theoretical and then the practical experience?

Keck: Very much so. The theoretical is up to a point, but as far as the design is
concerned, you can go off on cloud nine and never see it again when you get
into actual practice. I’ve submitted a number of sketches through—even from
the kids who work in the office—to the Plywood Association, which has a
competition every year. I haven’t got any information from them in the last
few years, but you design a house. They give you the number of square feet,
and it’s sponsored by a professional magazine, Pencil Points? What’s the
other name for it? It used to be Pencil Points. At any rate, as far as the
judgment is concerned, they give you the number of square feet and the plot
and the number of people and how you can built it. Of course, you’re
supposed to use plywood as much as possible in the design. We sent in a
number. I’ve sent some in, all of which are good basic designs, using
plywood to the degree that they would like to see for their purposes.
However, we have never won any of them because they’re too good. They
come in with some impractical designs that cannot be built in accordance
with the design that they have sponsored as being a winning design, as far as
I’m concerned. They’re just a lot of wasted time. And to try to teach kids to
do this, and then get into something where you’re going to have to be—well,
Mies was right when a first-year student was required, and still is required,
to draw bricks. Now, that’s a tedious job, but for accuracy and to learn to do
things properly and know about them and understand what you’re working
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with before you can put it into a building. Now that is the basic training.

Blum: And you say schools do not do that today?

Keck: Many schools do not do that any longer. I’ve had kids coming in—I had one
from Circle Campus. It was a young girl who couldn’t even letter. Terrible.

Blum: Bill, if you had a chance to tell this generation of aspiring architects
something, what would you say to them?

Keck: I have nothing more to say than to learn what you’re working with and do
the best you possibly can and inherently, if you have the design capabilities
and business capabilities, you probably can get ahead. Beyond that, it’s hard
work. I can tell you that. It’s not an eight-hour day.

Blum: How did your profession impact your family?

Keck: I don’t think there was any harm there. I spent a lot of time in the office, and I
spent a lot of time working nights and getting things organized that we could
use as far as the office was concerned. Publicity. That was done mostly
outside the office. My photography took a lot of time. I’ve given up working
in the darkroom because I don’t have the time anymore. It’s a matter of
getting slides of our work, and I’ve got a full winter’s job of organizing the
slides I’ve taken since I’ve stopped working eight hours a day.

Blum: Do you, somewhere in the back of your mind, have a dream project that
you’ve never had a chance to either draw or execute?

Keck: Well, doing this house for ourselves up in Watertown on a piece of property
that I grew up in—my mother’s garden. I had to design a house that could be
built for the amount of money that I wanted to spend, and I designed it so
that it would at least carry itself. It looks like a single-family home. It can be
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used for a single-family home, but it’s designed as a duplex. We have
planned a little hideaway place to go, which has a living/dining/strip
kitchen in it, and a bathroom on the ground floor, which we were going to
rent out. It had two bedrooms, a bathroom, and a living/dining kitchen in a
big, open room. You could stand in the kitchen and talk to your guests in the
dining room portion without having to go around the outside of the door and
back into the other part of the house. It was on a beautiful piece of property,
facing the river, with a park across the way from us. The property had lot of
trees on it. Two forty-two-inch diameter oak trees, one of which lost a big
branch the other day. I had to modify this down below the character and
standards of some of the things I would like to have done, but it’s still a
successful house. We used a less expensive sliding window, which is in an
aluminum frame, but the two aluminum frames are separated from each
other. You can still get some fresh air by opening one outside window and
another inside without the rain coming in or without anybody climbing into
the place in the wintertime.

Blum: But in your dream version, would you prefer to have used more expensive
materials?

Keck: Well, I could have gone into more expensive materials, such as we have,
using the fixed glass windows, the thermopane, which we couldn’t afford in
this job. But we have double-glazing. It’s more expensive to clean it in time
consumption, but it does serve the purpose that I want it to do. The
ventilation could be separate with the louvers, to give you control with the
door on the inside of it, to give you much more control on it. But we just
couldn’t afford it, and we had to stick down with asphalt tile floors instead of
parquet floors. Because of the slight depression in the late seventies and early
eighties, we couldn’t afford to live upstairs and get small rent for downstairs.
We reversed it, and rented the upstairs and lived downstairs ourselves. But
then we found it would be desirable to at least have guests at the place once
in a while. We added a bedroom, which we were capable of doing, so that we
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can still use the bedroom for guests. They can get outdoors with a sliding
door, and in and out and into the bathroom without disturbing us in the
other portion of the house. We don’t have to disturb them when we want to
get up just to use the bathroom. So, we haven’t increased the price in that
respect. We have put in a solar hot water heater to pick up domestic hot
water and that has brought our budget cost from $125 down to $75.

Blum: Well, you benefit from something you’ve been trying to convince others to
do.

Keck: Yes. And we do pick up a lot of solar in the house. We can’t turn it directly
south because you look west to see the river and the view across the river, is
a natural park now a good half-mile long, and about three-eighths of a mile
wide, with an island and an amusement park. Now it’s a nature preserve full
of trees and a lot of wild stuff. In fact, I have a Hay-A-Heart trap and I catch
chipmunks and deliver them over to the island so they can’t get back at our
place, because they eat all the cherries off the trees or the strawberries we try
to raise.

Blum: I think time’s on their side for that one.

Keck: Yes. They’re back again. I haven’t done much this year on them.

Blum: I know that the papers of your office have been given and the balance
promised to the State Historical Society of Wisconsin in Madison.

Keck: Yes, that’s right.

Blum: How did it happen that you did not leave your papers to some institution in
Chicago.

Keck: Well, in 1965 the office that we were in said, “You’ve got to give up your
storage room in the basement”—it cost five dollars or ten dollars a
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month—where we kept all our excess files and plans. And then what to do
with it? I called the Chicago Historical Society—no, they weren’t interested.
The Art Institute wasn’t interested in it at that time. They didn’t have any
money for it or that kind of department. And so, we made arrangements with
a man who had taught up there to work with the State Historical Society of
Wisconsin. They were very glad to have it. We set up a contract with them to
take the stuff that we were going to be able to release, up to 1965, and with a
promise of the rest of it at such a time in the future when we were willing to
give it up. And that is what has happened.

Blum: Well, of course, you know today any institution in Chicago would be very
pleased to have your papers.

Keck: I know. Everybody wants it. I’ve been trying to get some things for John
Zukowsky. In fact, I was able to find one that he had in a show when they
were still on the mezzanine overlooking the library, in that gallery around
the library, of a design that had been done for Libbey-Owens-Ford Glass
Company that Alexander Archipenko had. He was going to make a design of
Cleopatra and her mirror in colored planes of glass that never was made.

Blum: What was this for, the interior?

Keck: For inside, yes, in the show. It never came to fruition, but I happen to have
his design on the walls on our house upstairs. And I gave him the one
perspective that Fred had made of it that he could have. I stole it, really, to do
it. Now, I have found a couple of other places to get additional work for him.
He has gotten a few other things that some people have given him directly.

Blum: Which did not come from you.
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Keck: That’s right.

Blum: Came from some of your clients.

Keck: Yes. I have another one for him. Bob Picken has promised to give John the
perspective that he made of the factory, Peerless Confection. He still has it in
the entrance to his office.

Blum: What was that, a presentation drawing?

Keck: Yes.

Blum: Well, I know that John is pulling together material for his next show on
Chicago architecture, and they’re looking through your archives in
Wisconsin.

Keck: I would like to suggest—I haven’t called John, I know he’s a busy guy—but I
don’t know where he lives. Where does he come from, the North Side?

Blum: Yes, the Near North.

Keck: Well, if he wanted to get off the freeway and come over on Diversey and stop
at the factory some morning when Bob Picken is there, I’d be happy to meet
him there and have Bob give it to him.

Blum: Well, I think he should make those arrangements with you.

Keck: I’ll call him, then, because I’ve talked to Bob about it. He said he’d be willing
to give it to him. He needs some of the stuff, and I’d like to give it to him
directly but I can’t. I’ve got a contract.

Blum: With the State Historical Society of Wisconsin.
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Keck: Unfortunately, now the director George Talbot is retired, and his assistant
has taken over, Christine Schelshorn. I’ll have to get up to talk with her one
of these days. I’ve got another one of those posters to give them.

Blum: Well, I have read the published material that is publicly available. This oral
history will be made available for study in the Ryerson and Burnham
Libraries at the Art Institute. Thank you, Bill.
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PREFACE

Since its inception in 1981, the Department of Architecture at The Art Institute of Chicago
has engaged in presenting to the public and the profession diverse aspects of the history and
process of architecture, with a special concentration on Chicago. The department has
produced bold, innovative exhibitions, generated important scholarly publications, and
sponsored public programming of major importance, while concurrently increasing its
collection of holdings of architectural drawings and documentation. From the beginning, its
purpose has been to raise the level of awareness, understanding, and appreciation of the
built environment to an ever-widening audience.

In the same spirit of breaking new ground, an idea emerged from the department’s advisory
committee in 1983 to conduct an oral history project on Chicago architects. Until that time,
oral testimony had not been used frequently as a method of documentation in the field of
architecture. Innumerable questions were raised: was the method of gathering information
about the architect from the architect himself a reliable one? Although a vast amount of
unrecorded information was known to older architects, would they be willing to share it?
Would their stories have lasting research value to future scholars, or would they be trivial?
Was video-recording a viable option? How much would such a project cost? With a grant
from the Graham Foundation for Advanced Studies in the Fine Arts, we began a feasibility
study to answer these questions.

Our study focused on older personalities who had first-hand knowledge of the people and
events of the 1920s, 1930s, and 1940s—decades that have had little attention in the literature
of Chicago’s architectural history. For nine months in 1983, I contacted more than one
hundred architects in Chicago and suburbs and visited most of them. I learned not only that
they were ready, willing, and more than able to tell their stories, they were also impatient to
do so. Many thought such a program was long overdue.

For each visit, I was armed with a brief biographical sketch of the architect and a tape-
recorder with which I recorded our brief exchange. At that time, we considered these visits
to be only a prelude to a more comprehensive, in-depth interview. Regretfully, this vision
did not materialize because some narrators later became incapacitated or died before full
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funding was secured. Slowly, however, we did begin an oral history project and now, more
than twelve years later, our oral history collection has grown into a rich source of research
data that is unique among oral history programs worldwide. With the completion of these
interviews our collection of memoirists now numbers more than fifty and the collection
continues to grow each year. This oral history text is available for study in the Ryerson and
Burnham Libraries at The Art Institute of Chicago.

This interview is one of several dozen short interviews that were recorded in 1983 during
the feasibility study. Surely each one of these narrators could have spoken in greater depth
and at greater length; each one deserves a full-scale oral history. Unfortunately, thirteen of
these twenty architects have already died, which makes these short interviews especially
valuable. These interviews were selected for transcription, despite their brevity, because
each narrator brings to light significant and diverse aspects of the practice of architecture in
Chicago. We were fortunate to receive an additional grant from the Graham Foundation for
Advanced Studies in the Fine Arts to process this group of interviews.

Thanks go to each interviewee and those families that provided releases for the recordings
to be made public documents. Thanks also go to Joan Cameron of TapeWriter for her usual
diligence and care in transcribing; to Robert V. Sharp of the Publications Department and
Maureen A. Lasko of the Ryerson and Burnham Libraries at The Art Institute of Chicago for
the helpful suggestions that shaped the final form of this document; and, once again, to the
Graham Foundation for Advanced Studies in the Fine Arts for its continuing support, with
special thanks to Carter Manny, its former director. Personally, I would like to thank John
Zukowsky, Curator of Architecture at The Art Institute of Chicago, for his courage in taking
a chance on me as an interviewer in 1983, when I was a complete novice in the craft of
interviewing. Since then, I have learned the art and the craft and, more importantly, I have
learned that each architect’s story has its own very interesting and unique configuration,
often filled with wonderful surprises. Each one reveals another essential strand in the dense
and interlocking web of Chicago’s architectural history.

Betty J. Blum
1995
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PREFACE TO REVISED EDITION

Since 1995, when the previous preface was written, advances in electronic transmission of
data have moved at breakneck speed. With the ubiquity of the Internet, awareness and
demand for copies of oral histories in the Chicago Architects Oral History Project collection
have vastly increased. These factors, as well as the Ryerson and Burnham Libraries'
commitment to scholarly research, have compelled us to make these documents readily
accessible on the World Wide Web. A complete electronic version of each oral history is now
available on the Chicago Architects Oral History Project's section of The Art Institute of
Chicago website, http://www.artic.edu/aic, and, as before, a bound version is available for
study at the Ryerson and Burnham Libraries at The Art Institute of Chicago.

In preparing an electronic version of this document, we have reformatted it for publication,
reviewed and updated with minor copy-editing, and, where applicable, we have expanded
the biographical profile and added pertinent bibliographic references. Lastly, the text has
been reindexed and the CAOHP Master Index updated accordingly. All of the electronic
conversion and reformatting is the handiwork of my valued colleague, Annemarie van
Roessel, whose technical skills, intelligence, and discerning judgment have shaped the
breadth and depth of the CAOHP's presence on the Internet. This endeavor would be
greatly diminished without her seamless leadership in these matters. Publication of this oral
history in web-accessible form was made possible by the generous support of The Vernon
and Marcia Wagner Access Fund at The Art Institute of Chicago; The James & Catherine
Haveman Foundation; The Reva and David Logan Family Fund of the Community
Foundation for the National Capital Region; and Daniel Logan and The Reva and David
Logan Foundation. Finally, to the Ryerson and Burnham Libraries at The Art Institute of
Chicago and its generous and supportive director, Jack P. Brown, we extend our deepest
gratitude for facilitating this endeavor.

Betty J. Blum
February 2005
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Herman Lackner

Blum: Today is July 30, 1983, and I am with Mr. Herman Lackner in his home in
Winnetka. Mr. Lackner, why did you become an architect?

Lackner: Because I never thought of being anything else, really.

Blum: How did you come to choose this as your profession?

Lackner: When we were in fifth grade, I think it was, at school, Carl Koch, who is now
a very successful architect in Boston, he and I had our architectural firm in
school.

Blum: In fifth grade?

Lackner: In fifth grade. You can imagine how kids think.

Blum: Are you a native Chicagoan?

Lackner: No, I'm a native Winnetkan. The school was here. Carl is now in Boston. I
don't know, I just knew I was going to be an architect.

Blum: Did you have any architectural predecessors in your family—your father or
grandfather?

Lackner: No. My father was in the bond business, and occasionally, when he thought I
was interested, he would bring home blueprints of other buildings. He never
pretended that they were works of art, but he just thought I'd be interested in
the blueprints, and I was.

Blum: Did you indicate your interest?
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Lackner: Oh, sure. I had fun with mechanical drawing, naturally. I graduated from the
North Shore Country Day School in 1930, and the father of a classmate
offered me a job in his office for the summer. Chester Walcott was an
architect with absolutely no business, and for a draftsman that he had to keep
on, if he possibly could, he said he'd give me carfare, which he did. I'd never
really had a T-square in my hand before, and being left-handed it really
threw that whole office because they felt I should get started properly. You
know, the way you start you're apt to go on. Fortunately, they didn't try to
change me to right-handed or anything, and so I worked as office boy with
errands to run, and they taught me how to draw.

Blum: You said that when you graduated Country Day School—were you just out
of high school then?

Lackner: Yes, that was just a summer job. Then I went to Harvard, and then the next
summer I worked for Chester Walcott again. He lived in Winnetka and had
his office in the Tribune Tower. He was a good residential architect. Walcott
did some nice houses around here and all in the proper styles.

Blum: What do you mean?

Lackner: Well, at that time, you know, everything had to be good Georgian, good
French Provincial, whatever it was.

Blum: Does his firm survive?

Lackner: No. He had a time. Like many architects, he wasn't the world's greatest
businessman. He had a brother, Russell Walcott, who was a more successful
architect, but that firm doesn't survive either. So, I went to Harvard for two
years, but by that time the Depression had really caught up, so that was the
end of that. Then I came back and got a job with Howard Fisher, Margaret's
brother. I don't know if you should turn off the machine or not. He was
interested in prefab and he created houses, so he was just starting a firm
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called General Houses. This was in 1932. He got his brother to put some
money into it to get this firm going. He worked like a dog. All his friends and
I thought we were going to start a prefabricated house company that was
going to be the General Motors of the housing business.

Blum: The whole concept of prefabricated housing, was that in its infancy at that
time? Had it been done before?

Lackner: Oh, it had been done. Hodgeson Houses in the East had been in business for
twenty or thirty years. It was limited mostly to prefabricated garages and
little summer cottages and very flimsy stuff. I remember my grandfather had
a cottage from Sears, Roebuck. That was more ready-cut, but it was
prefabricated. They'd ship all the materials. There are various definitions of
what specifically makes a prefabricated house. It's possible that General
Houses was one of the first to send the whole package where you'd have
everything, including the paint.

Blum: So all the materials were shipped in a package?

Lackner: Well, so to speak, yes.

Blum: And was it all site-assembled?

Lackner: Yes, and later on I had the job of writing the instruction book, and that was
something. "Take piece A and piece B and both of them with"—you know.

Blum: Those are sometimes pretty hard to follow. I don't know how it is for a house.

Lackner: Oh, it was awful. So, after that I was the most frequently hired and fired
employee that General Houses had.

Blum: You went to General Houses in 1932?

Lackner: Yes, one draftsman and myself.
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Blum: Who was the one draftsman—the other man?

Lackner: Good heavens, I've forgotten his name. I think he died. Bob Weinberg was
the next one, an excellent architect from New York who had gone to
architectural school with Howard and did all sorts of interesting things in
New York. He has since died. You're not likely to run across his name very
much because, in the first place, he was a very modest fellow, and in the
second place, he didn't do so much architecture himself, but he preserved it.
For instance, he almost singlehandedly preserved Washington Square and
things like that. An interesting man and a nice person.

Blum: Did he practice in Chicago?

Lackner: No, he came out here. Howard attracted all sorts of people that were
interesting people that in the early thirties were not too busy or just out of
school. I think Larry Perkins and Phil Will were just out of Cornell. Dave
Yerkes, who is now with Dick Wheelan at the AIA in Washington, I think he
still had another year of architecture school. Yustis Dearborn came out from
Boston and worked there—various people who are successful architects.
Now some abandoned the architectural business. Anyway, it was a very
stimulating place. I'd never gone to architectural school and just had two
years of college, so I wasn't the most productive. But every time I either quit
or was fired, they had to rehire me because the files were so mixed up that
they couldn't find anything until I came back.

Blum: You made yourself indispensable.

Lackner: Also, many of the people worked for nothing for the experience, and I
couldn't afford that. I started at four dollars a week, and when I said I
couldn't afford that, Howard said I could have if I went without smoking.

Blum: He had a solution for you.
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Lackner: It was a typical Howard remark, but anyway, he was a great guy—just
because I joke about him. But anyway, it was sort of off and on. Then I went
to Armour Institute for two years, and I worked for General Houses for
Howard Fisher off and on—sometimes in the evening, sometimes half time,
depending on the schedule. Howard was very adaptable about
that—marvelous. Then I got into an argument with the dean.

Blum: At Armour?

Lackner: At Armour—Earl Reed.

Blum: Earl Reed, Jr.?

Lackner: I don't think there was a junior—oh, he was Earl Reed, Jr. You're quite right.
But he's been dead for a long time. We remained friends, but we really did
not see eye to eye. So then I went to night school at Armour and worked for
Howard in the daytime. The man in charge of night school was Eugene Voita.
He was an interesting architect. He had been a draftsman at Chester Walcott's
office when I was first there, and he was dean, so he said, "Herman, how
important is it to you to get a degree?" I said, "I couldn't care less. I can't eat a
degree." He said, "Well, instead of designing classical bishops' tombs and that
sort of Beaux-Arts type problem…"

Blum: What had your training been up until that point?

Lackner: I did beautiful classical fragments, and I could put fifty washes on a drawing
and so on. I did a thing on the Hagia Sophia in Istanbul that you wouldn't
believe. A lot of good it does me, but it was interesting.

Blum: Did you do that from having seen it or just from engravings?

Lackner: No, no. I didn't do that until years later, from drawings in books. So Gene
said if I didn't care about that, he would give me a different problem every
week—a movie theater, a hospital, a factory; well, the kind of thing that I
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might run into—which you can believe is stimulating. So I did that for a
while, but that didn't get me any closer to the state exam.

Blum: When you worked out the solutions to these problems he presented to you,
did you do it in historical styles or did you do it in what you thought was
contemporary?

Lackner: I still was a little timid about contemporary things. I didn't know enough,
and there wasn't enough to be seen around here.

Blum: What I have seen of Howard Fisher's houses, they were rather avant-garde
for the time.

Lackner: Oh, very. In the office, when I worked for him, I can promise you it was very
contemporary. I've forgotten what I did in school with Gene Voita—nothing
very exciting, but it was interesting to me.

Blum: That must have been an interesting, stimulating and yet strange time because
there was this dichotomy. You saw the modern and designed in the
traditional.

Lackner: Oh, sure. And then I was still going to Armour Institute daytime school for
mechanical engineering.

Blum: Yes, but were they still in the Beaux-Arts tradition?

Lackner: Oh, yes, indeed they were. This was before Mies.

Blum: So you were getting that as training, but out on the street you were seeing
more modern things go up.

Lackner: Yes. There was a teacher at Armour Institute, a very good friend of mine—an
architect named Lindsey Suter. He knew every architect in Chicago, I think.
He's very modest, but he's an interesting fellow. He did a lot for me.
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Blum: Was he on the faculty of Armour?

Lackner: He taught there. He taught the freshman. He taught one to observe
architecture. Now, every day I had to walk from the North Western Station to
the Art Institute, because that's where the classes were. I've forgotten exactly
what the shortest route is, but I could have just taken the same road and
looked at the traffic lights and looked at the pavement, but in sort of simple
ways he taught us to observe all the buildings and what was good. He'd say,
"What did you find on Adams Street between State and Dearborn?" or
something like that. Or, "Did you notice the mural on the ceiling of the Daily
News building?" Well, I probably went through there fifty times before I ever
looked up.

Blum: He was making you very visually aware.

Lackner: Yes, and that was a wonderful thing to do. Then the next thing I did was I
worked for Howard Fisher full time, and I was determined to get my license.
That to me was the most important thing in life.

Blum: Didn't the license rest on the degree?

Lackner: No. It still doesn't. They make it more difficult all the time. At that time you
either had to have a degree or three years working under a registered
architect.

Blum: I was under the impression you needed both experience and a degree.

Lackner: You do now. Now it's something like ten years without a degree or three
years with a degree. I'm a little hazy on the current rules. So, I was working
with him.

Blum: Was this still in the thirties?
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Lackner: Yes. There was an engineer who did drawings for Howard, and he said that
if I would come to him in the evening, to his home, he would tutor me in
engineering—two evenings a week, I think it was. Would you believe, for a
dollar, in the evenings? This is absurd. He guaranteed to stick with it until I
passed that exam. This took me quite a while.

Blum: Who was he?

Lackner: Earl Randall, a remarkable guy. He was the brother of Frank Randall, who
wrote the book [The History of the Development of Building Construction in
Chicago]. At the same time, Lindsey Suter said on another evening he would
coach me on design, because that was part of the exam. So, after the second
try the two of them got me through, and in 1936 or 1937, I got my license.

Blum: So, then, how many years of school did you really have?

Lackner: I really didn't have much of any—two years of Harvard and two of Armour.
Armour, just for your amusement, would not give credit for the courses I had
taken at Harvard. Then finally in 1940, I think, the heavens opened and I got
a job with Holabird and Root. That was the most exciting thing.

Blum: Can we back up for a minute? In 1922, I realize you were involved with your
fifth-grade enterprise with your friend. Did you have any interest in the
Tribune competition in 1922 or was that just too early for you?

Lackner: Oh, no. I was terribly excited about it. After that, we used to look at the books
in the Burnham Library, when one could go and browse in the Burnham
Library. I don't know how you browse in the card catalog now.

Blum: You don't.

Lackner: Anyway, Nancy Sanders—I don't know anything about her except that she
was very friendly to all the students, and she'd leave books lying around. So,
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when you had a little extra time, a few minutes between things, you could go
and read. Interesting.

Blum: That really was a nice advantage of having Armour classes meet at the Art
Institute.

Lackner: Oh, it was. But it was hotter than hell in those drafting rooms up in the attic. I
won't say that I took an intelligent interest, but it was exciting. I must say, my
family, once they discovered I was interested in architecture, they kept sort of
pushing it, and the Country Day School was good. Perry Smith at that time
was really excellent about not pushing you because, after all, someone may
start out interested in architecture and end up as a brain surgeon or a garbage
man. But things kept lying around that you could take advantage of.

Blum: Just to see if they'd pique your interest?

Lackner: Yes. It was good.

Blum: Well, you were allowed to develop according to your own inclinations and
not because you were supposed to be something else.

Lackner: So, actually, in school—I was briefly sidetracked, but not seriously—I became
very much interested in stage design and school plays and that sort of thing.
At that time I even threatened to go to Yale. Oh, my!

Blum: What was wrong with that?

Lackner: My father had gone to Harvard—it was as simple as that—and my brother,
too.

Blum: That would have been quite a slap in the face, I suppose.
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Lackner: Can you imagine? It really wasn't that bad. They would have been delighted.
Just because I was interested in scenery design and would have gone to Yale.
I forget, but I thought he was so great. Happily, I didn't, so then I…

Blum: Went into architecture.

Lackner: Then my last thing in the schooling was while I was at Holabird and Root,
Mies came to Chicago, largely through the efforts of Mr. Holabird; in fact,
almost single-handed, I think.

Blum: John Holabird's father, John A. Holabird?

Lackner: Yes, and they started the Armour Institute campus. Maybe by that time it
was already Illinois Institute…

Blum: ITT?

Lackner: Yes. I forget just when the change came.

Blum: Lewis Institute and Armour Institute merged in 1940.

Lackner: Yes, and Moholy-Nagy's Institute of Design, I think, went into it.

Blum: Yes, but later.

Lackner: Anyway, they started designing the buildings of the present campus. Mies
designed them, and Holabird and Root made the working drawings.
Whether that was for all of them or not, I don't know. So, I thought it was a
great honor to be selected as one of the draftsmen to work, because Mies was
that fussy and if your drawings passed his—the only drawings I ever did the
lettering with the scale so they were exactly a quarter of an inch apart or
whatever…

Blum: Were these drawings…
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Lackner: And the brick pattern had to be exactly just so. Every damned brick was
drawn in.

Blum: Did you have contact with Mies at the time you were making some of these
drawings?

Lackner: Well, not through the office, but he had his own office in the Railway
Exchange building, just one room or two rooms. No draftsmen or anything.
He pretended, I think, that he couldn't speak English.

Blum: I understood that he conducted his classes with an interpreter.

Lackner: He did—John Barney Rodgers.

Blum: Was that the name of his interpreter?

Lackner: Yes. He had two of them. I think Bill Priestley, but Rodgers was the main one.
Mies would not utter one word of English, no matter what. It had to be
through the interpreter because he was afraid he might not get his thought
across accurately; you know, that he might distort.

Blum: I can see where that would be a danger.

Lackner: Mies was a very meticulous person.

Blum: But was he always translated correctly?

Lackner: Well, I thought, I'm going to catch him. I spoke a little bit of German and
understood German—I'd heard it around home—but he spoke so quietly and
sort of mumbled to the interpreter that I couldn't understand that.

Blum: You couldn't hear?
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Lackner: But no, I think Rodgers was probably very careful, and I think Mies probably
knew enough English to check up on him to make sure that he was getting it,
because sometimes there would really be quite a conversation between the
two of them before it came out.

Blum: In German?

Lackner: Yes.

Blum: Is Mr. Rodgers still around?

Lackner: I don't know, but George Danforth would know. Now, he's Mies's disciple.
Don't tell him I said that, because he really has enough judgment and skill to
be his own man, but he's in that school, in that type of design.

Blum: Was he a student at IIT?

Lackner: Yes, he was a student, I believe. Did he go to Yale? I'm not quite sure. But
Danforth studied at IIT, and for many years he taught there, and I think for a
while was dean. Now, I won't guarantee that, and I think he is now retired.
He lives on the North Side. Don't ask me just where, but he practices. What
his firm name is, I have no idea.

Blum: I could probably find out through the office at IIT.

Lackner: It's probably in the phone book. Priestley will probably know.

Blum: Would you continue with your story about Mies?

Lackner: And so, a group of five of us got our courage up and asked whether we could
come to Mies's office after work at five o'clock.

Blum: Now, were these five people from Holabird and Root?
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Lackner: Five draftsmen at Holabird and Root—I think there were five. It may be that
Ed Fairbank was one of them. He probably was. He's with Frazier, Raftery,
Orr and Fairbank. But he was a draftsman at the time. Then there was a tall
guy with hair streaming out in all directions. What was his name? Sorry, I
can't remember. This was 1940 or 1941 or something like that. But it was just
marvelous. At five o'clock we'd dash out of Holabird and Root, get down to
the Railway Exchange building to his office, and the master was like Buddha.
He would sit behind his desk, Rodgers standing next to him, and the divine
worshipers gathered around. He didn't talk much. He always started all his
classes with the project of a one-room house, like a weekend cabin or
something, just the simplest building to build. His plan called for a six-foot
high brick wall around the property with a flat roof across part of it, which
divides it into a front and a back patio, and putting in the brick wall for a
driveway to come in. Then under this flat roof you have a clerestory, glass
front and back, facing the two patios, and you have a few panels to divide it
into spaces for different functions of eating and sleeping, bathroom and so
on. I really wasn't trying to be funny or anything, but in the first place, I had
an idea in mind that interested me, and also I was trying to get his reactions
in as pointed a form as possible. So I designed a house with a gabled
roof—God help me—which furthermore had a most curious framing system
that it cantilevered out over the walls. What interested me was, trusses and
the gable carried by the truss under the ridge. I should have realized I wasn't
going to engineering school, and it did draw a reaction, so I'll say that. Mies
got no pleasure from my ideas.

Blum: What did he say?

Lackner: I don't recall specifically. He didn't say much critical about the roof. He
explained the problem, as interpreted. The point of the problem was dividing
the spaces.

Blum: Did you understand the point of the problem even though you had done a
gable roof deliberately?
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Lackner: Well, no. I just wasn't awfully smart about learning what I had come for,
really.

Blum: What did you go there for?

Lackner: I went there to try to observe Mies's ideas. I had gone to see Frank Lloyd
Wright at one time and spent a most stimulating day up at Taliesin. He was a
character. When he heard I was with General Houses he clammed up. He
certainly didn't believe in any prefabricated houses, and it was obvious that I
was never going to get anywhere. Neither of them, I'm happy to say, wasted
time on tact or on encouraging the young. Did you ever read Isak Dinesen?
She wrote Out of Africa.

Blum: No.

Lackner: Well, the one thing she said that I'll always remember was, the greatest
disservice you can do a person is to congratulate them on their second best. I
will say neither Mies nor Frank Lloyd Wright ever fell into that trap. They
were both interesting, but Mies made more of an impression on me. I think
he was a great guy. I do admire him. His ideas of oversimplifying or less is
more—I don't know that he ever said that; maybe he did.

Blum: It's certainly been attributed to him.

Lackner: It certainly has. But with those great quotations, one never gets the whole
context, don't you think?

Blum: I think you're right.

Lackner: But I believe it, really, in contrast to clutter. At the moment when I see shops
devoted to collectibles, this absolutely drives me up the wall. I like to have
my own junk around me, you know. It reminds me of things and so on. But
anyway, there was a purity of design in Mies's stuff, which I can imagine that
Mr. Holabird would have appreciated because Holabird and Root, then, and
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I suspect now, really works harder at design; I mean, really good design. The
Palmolive building, I think, is one of the world's great buildings. There are
recent things—that telephone building with the silos out on the tollroad, you
know—there is something. You don't have to add or subtract anything.

Blum: Even though the Palmolive building is in what is considered a dated style, it
does have that simplicity and a clean line.

Lackner: Art Deco, you mean?

Blum: Yes.

Lackner: That formed the style. I'll tell you a funny story about it. The Palmolive
building I think was one of their favorites at that time. It was a good example
of what they had done, and Mr. Ross of Ross, Brown and Fleming, who were
the real estate agents for it, said that they ought to have a clock on the corner
of Walton Place and Michigan. I had very, very good luck at Holabird and
Root. I got all the small jobs that no one else wanted, and I would have these
jobs to myself. They were too small to have a job captain and a designer and
all this stuff.

Blum: What kind of jobs were they?

Lackner: They were comical. One I remember was a storefront for Katz Exclusive
Millinery on South State Street. It was perhaps the funniest experience I ever
had. But through some chain of events they were obligated to do this. I
suspect the owner of the building may have been a friend of Mr. Holabird's,
and that was funny. I did Mrs. Root's tombstone. I guess it wasn't funny, but
her name involved so many O's.

Blum: Where is Mrs. Root's tombstone? Is it at Graceland?

Lackner: I think it's in Graceland. It's the first Mrs. Root—Ellen Dudley Root.
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Blum: Well, I know where John Root is buried.

Lackner: Is he in Graceland?

Blum: Yes. He has that beautiful Celtic cross. It's always pointed out in tours at
Graceland. There is a whole row of small headstones next to this Celtic cross.

Lackner: And she may be one of them. Although I took just about the first organized
tour through Graceland.

Blum: Did you really?

Lackner: Yes, I did, because my high school class had their fiftieth reunion, and I had
to do something with them Sunday morning, so I took them on a tour of
Chicago. They all almost flipped when I got a school bus and we drove
around, and we started at Graceland. I had some picnic sandwiches and
champagne and so forth, and they said, "Are we going to have our picnic in
the cemetery, sitting on the tombstones?" I thought that would be a good
idea, but I said, "We've got work to do before then," and we went all over
Chicago and had our picnic at Glessner house, which was fun. Then I did the
entrance to Peacock's from the Palmer House lobby, which everyone said
would not stand up, and it's still there. But anyway, Holabird and Root
wanted this clock, a masterpiece that no one could tamper with. This had to
be just right. So, I had to find out about clocks; what machinery you needed
and what space and all of that, so I finally did. Then I made a cardboard
mock-up of this thing. It's much different and simpler than the later Playboy
clock that was there, but in the same place. So I went up Michigan Avenue
with my big cardboard clock, which had to be in pieces in order to get in the
elevator. Then I got up to the second floor and assembled it, and I hung out
the window with two of the people in the office there, hanging onto my feet
so that I wouldn't crash down, and I held this fool clock out at the corner. It
wrapped around the corner, you see. Mr. Holabird and Mr. Ross would walk
up and down across the street, and then they'd go over to the Drake and so
forth. Finally, by the time I was getting purple in the face, they decided
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whether it should go up or down or bigger or smaller or whatever it was, and
they had the clock made. Everyone in the engineering department said it
would never work—it won't pass the civic code, it will crash down on the
passers-by. It was a very thin affair, but they had a perfectly marvelous chief
engineer at Holabird and Root, Verne McClurg. He later became a partner.
He later became a partner of Mundie and Jensen; Jensen and McClurg was
the successor firm. Anyway, it finally became Jensen and McClurg, and, as a
matter of fact, he gave me a very hard choice after the war. He offered me a
very good job, and I had to choose between that and starting my own office.
If I had had any sense, I would have gone with him probably. But anyway, he
said, "Well, Herman, it's a peculiar design, but if you and Mr. Holabird think
it's right, let's find a way to make it work." It's a good approach, and we did
and it worked. It wasn't fancy enough for Playboy when they bought the
building, so they changed it.

Blum: What other jobs did you have at Holabird and Root?

Lackner: I got all sorts of interesting little jobs that I enjoyed. They got a job building
an ordnance plant in Ohio during the war in 1941 or 1942 or something like
that, and so they said I was to go to Ohio. I said, "That's very nice, but I can't.
I've just been drafted." Mr. Holabird there could do no wrong.

Blum: Wasn't he a West Point man?

Lackner: Oh, he certainly was—Colonel Holabird, make no mistake. He didn't rub
your nose in it, but you knew it. And he stood like a colonel; absolutely like a
ramrod. A wonderful guy. I liked him. So, I went in to see him, and I said,
"You may not remember, but you signed some sort of a paper that I had to
have for the draft board about being discharged from Holabird and Root,"
and he said yes. "And so, now tomorrow morning at six o'clock I'm supposed
to be at the railroad station on my way to who knows where." He said, "Well,
that won't do. You've got to go to Marion [Ohio]," so he signed all sorts of
papers. I went out to the draft board that night, and they were mad as
anything.
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Blum: Oh, you mean he wanted to keep you on the job?

Lackner: Yes, and so I went to Ohio to this ordnance plant. That was very interesting,
and from there I went into the navy, which was another form of education.

Blum: Who else was working at Holabird and Root at the time that you were there?

Lackner: Oh, heavens, there was Monty Orr. He's in Santa Fe now—a good architect.

Blum: Monty is...?

Lackner: Montgomery. Maybe his first name was William. No, it was always
Montgomery Orr, as far as I know. And Ed Fairbank, I remember him. Now I
think is in either West Chicago or Geneva—out there somewhere. He was in
practice the last I saw him, but I haven't seen him in quite a few years. I think
he's retired. The firm doesn't exist anymore, I don't believe.

Blum: And then Verne McClurg.

Lackner: When I made this unfortunate choice and went into my own business, he
said, "At least, Herman, do not attempt any engineering without letting me
check it," so after that if I had so much as an I-beam in a house, I'd send the
drawing to him or something, and he'd say okay or not okay or mark it up
with a red pencil.

Blum: He really took an interest in what you did.

Lackner: A marvelous guy. So then when he died, his son, who was a good engineer,
simply took over and did the same thing.
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[Tape 1: Side 2]

Lackner: He's with the park district—a nice fellow. I think he's still there; I saw him
recently. It's the head of the park district, except for commissioners, and they
had regular employees, I believe. Anyway, he's in the park district offices
opposite the Field Museum.

Blum: When you took your licensing, you say that Earl Randall helped you through
the engineering portion of it.

Lackner: He did, but then at first when I started in business, I did a little work with
him. Then he moved to California, and then he got Parkinson's, and then he
died.

Blum: Earl Randall?

Lackner: Yes. Well, for heaven's sakes, he would be in his nineties, anyway, if he was
alive, and I'm quite sure he died.

Blum: In a traditional training, say, in the early thirties, which is when you had
yours, wasn't a good portion devoted to engineering procedures?

Lackner: Some, yes, and to get your license you have to have a certain amount of
engineering. Theoretically, anyone could—in fact, would you believe I am a
licensed engineer?

Blum: Yes, I would believe it.

Lackner: Well, you make a great mistake in believing it willingly, but the reason I am
is that in the late forties there used to be a man from the state who would
come around and inspect who had licenses and whether your license was
displayed on the wall, and so forth. He came around, and he said, "Where is
your engineer's license?" and I said, "I'm not an engineer." "Oh," he said,
"you'd better get a license." I said, "I haven't had time to study and to take the
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exam and all that stuff." He said, "If you apply right now, you can get it on
the grandfather act, and it might be a convenience to you," and so I did. I've
never used it. Maybe I have. Anyway, I got a seal. I did use it once, in a
perfectly ridiculous situation where some city of Chicago rule required an
engineer's stamp on something—I think it was the sanitary district, or
something. I don't know. It was silly business, and so I used it. But the thing
is, architects still have to take exams in all these engineering subjects. You
have enough trouble keeping up with architecture. Who can keep up with the
new developments in engineering, even remembering all the formulas? If I
were to design a beam or a truss now, it would be something I wouldn't have
trusted in the Dark Ages. I'd spend two days with the books, and then it
wouldn't be good. It wouldn't be a logical use of the materials. The advantage
of it is that you have barely enough knowledge to talk to the engineers. Now,
I recently had a perfectly simple little problem in an improvement on the
entrance to Children's Memorial Hospital I hoped to do. Actually, they put
me at the exit. I don't know if there is anything significant about that, but it
involved a retaining wall, so I sent a drawing to this engineer. It's a little bit
of a thing, really, and he called back, and said, "We have to have this much
steel, and you can't dig here and you can't dig there because of undermining
the existing construction." "Oh," I said, "this is ridiculous. By the time you
finish with it we won't be able to see this wall." It was all going to be
sculptured brick and really quite nice. Martyl was doing the brick sculpture.
He said, "Well, we can't undermine the driveway where the ambulance
comes out," and so forth, and we really weren't understanding each other, I
think. All this just from my sending him a sketch and then talking on the
phone. Well, finally after perhaps an excessive amount of talking and
sketching, we understood each other, and it's coming out exactly as I wanted
it. He guarantees it will stand up without any harm to adjoining things, you
know. But I was at least able to ask him, "Why can't we do something like
this?" I didn't tell him that. At first I thought he spoke damned foolishness,
but the conversation didn't get to something that couldn't be done.

Blum: Because you felt you were conversant with what he was talking about?
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Lackner: Yes. Now, the young go much further than I do. I've got a new partner now,
a very bright young man. He only took the exam five years ago or something
like that. He worked like a dog. He can design a lot of the beams and stuff. So
much of our work is residential, and so there is not much heavy engineering.
But even so, when we get to anything bigger we send it to an engineering
firm.

Blum: Do you think training today is more heavily engineering than design or more
heavily engineering than yours?

Lackner: I don't think I could get through the first paragraph of the architects’ exam
today. I'm certain I couldn't. I don't even know what they're talking about.
Some of it makes me awfully tired. In the first place, it's almost all true-or-
false questions, which is ridiculous.

Blum: But it's easy to grade in a computer.

Lackner: Yes. Everything is designed to be graded by computer, but then it's all
sociological. I'm so tired of architects masquerading as sociologists. There is
enough architecture to occupy the full time of almost any person. It's a
technique the lawyers learned long ago of all the gobbledygook they put in
contracts.

Blum: Legalese?

Lackner: They think if the client can't understand it, why, he'll pay more for it. It looks
more professional. The doctors write their prescriptions so that no one else
can read them.

Blum: Well, isn't an illegible handwriting a prerequisite for medical school?

Lackner: I think so. So, the architects are getting on the bandwagon. I don't know that
they raised the fees for being an amateur sociologist, but it certainly
impresses the clients.
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Blum: I can understand your comment, because you see it as a design problem.

Lackner: Oh, don't get me wrong, I think this all involves knowing how the building is
going to be used, but they do it from the textbooks.

Blum: An example that makes good sense to me is when Larry Perkins went to
Crow Island and sat in class and talked to teachers and to the principal to
understand their needs.

Lackner: Yes, but he is a different generation.

Blum: Oh, you're talking about the people today. But to hear Larry speak about the
process and then to come to some of the design solutions. The design grew
out of this concept and his research to see how the space was to be used. It
made very fine sense to me.

Lackner: I understand completely. A few years ago I got a job to design the new
building for Chapin Hall, which is a home for disturbed children in
Chicago—a very interesting place. I had been doing things there for a long
time, and they wanted a new building, so the head of the women's board
came to me with a little list. "This is what we want: Accommodations for
thirty children and six houseparents, playrooms and study rooms," and blah-
blah-blah. It was a short list on half a piece of paper, and so then I called the
head or the director or whatever they call him, whom I knew well, and I said,
"George, what more do you want than this?" "That's it." So I went down there
and lived there for three days in the boys' cottage. It was an experience that,
even if I weren't designing a building would have been fun. But really, they
were comical little kids and awfully nice. I happened to know the previous
architect, and he said, "Have you time for that? Have you time to design
those buildings?" He couldn't imagine. Everyone does it their own way, but I
think sometimes in the present day and age people rely too much on
elaborate studies and statistics and getting it all in the abstract.
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Blum: Yes, well, you were doing the same thing Larry Perkins did for Crow Island,
and that must have been very informative.

Lackner: And I did make a change in their program. I got an individual cubicle for
each child instead of having them in great dormitories. I think that would
help the kids. Can you imagine spending your life in a dormitory?

Blum: No.

Lackner: Architects have done that before. Larry, I know, went to Crow Island, and, of
course, that led to all sorts of other schools, and he really became quite a
specialist.

Blum: I'm speaking about the idea that he involved himself in the use of the space
prior to designing it, which helped his solution.

Lackner: Yes. Take Edwin H. Clark, for instance. He's a great architect. He died quite a
while ago, but he was one who was partly responsible for my being in
business because when I was discharged from the navy and, as I told you, I
talked to Verne McClurg, you know. I saw Mr. Clark one day. He was of my
parents' generation—in fact, I went to school with his daughter—and he said,
"Well, Herman, when are you going to start your own office?" "Well," I said,
"I'm thinking about it." "Well," he said, "if you think about it, you'll never do
it. Why don't you just get started?" He was a good architect. He, I suppose, is
not in the greatest favor now because he was more eclectic. Everything was
well done in an old style. He did the Winnetka Village Hall, which I think is
good for its time. There are things that aren't what I would do, but, well, I do
things that he wouldn't have done. In any case, he was asked to design the
Brookfield Zoo, and did, but before he did he traveled around and saw
almost every zoo in Europe. He not only saw the zoos, but we used to say he
communed with the animals. He did find out what their problems were, and
one day I saw him and he was laughing his head off. He said, "You know
what I discovered that they needed at the Brookfield Zoo and that I'm going
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to design for them? They don't know they want it yet, but that is a psychiatric
hospital for the animals."

Blum: Did he design that?

Lackner: He did! I don't know if it was just one unit of their infirmary or something,
but he was really so funny about it. He was a funny fellow anyway.

Blum: Does his firm still exist?

Lackner: No. He did quite a sensible thing. After his wife died and he was alone and
he was sort of ready to retire—he was in his seventies—he gave the firm to
two of his best men with the proviso that he could go on having his office
and take care of any little jobs or old clients. And he had some arrangement
for draftsmen to help him, if necessary. I don't know what the deal was, but it
was a good way of doing it. He died fifteen years ago, I suppose. If you ever
write anything and need some comic relief, he had the best sense of humor of
any architect. There are more funny stories about him.

Blum: Who were the two architects who inherited his firm or took it over? Do they
continue in the firm today?

Lackner: Yes, I think it's Olsen and Urbain, but I'll tell you who would know all about
this—Francis Stanton. Do you know him?

Blum: No.

Lackner: Oh, you should. Goodness, why don't you know Frannie Stanton? A good
architect. He worked for Eddie Clark when he first came out of the Yale
Architectural School. He has had his own firm for a long time, Francis R.
Stanton. He did his own house—well, he remodeled the old Starr
House—but anyway, I'll bet you've driven by it a hundred times on Prospect
Street in Winnetka. There is a brown-shingled house with a marvelous, bright
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blue spiral stair on the outside going up to his wife's studio, and he has since
added an indoor swimming pool.

Blum: That's Francis Stanton's home?

Lackner: Yes. But he's a great guy. Don't tell him I said this, but he unfortunately got
sidetracked from architecture because he does so many good things for so
many people that it doesn't always leave him time. The North Shore Country
Day School, he just can't do enough for it. He organizes the alumni
association, he teaches the kids to play tennis, he takes the kids on field trips,
mainly connected with tennis. He was a national, I think, over-seventy tennis
champion. He's a great guy; also, a funny one.

Blum: Was Stanton in practice by himself?

Lackner: Yes. He was formerly in partnership with Matt Rockwell, and then went to
NIPC [Northeastern Illinois Planning Commission]. But that's quite a while
ago. He started out in the thirties. I should think he would have finished
architectural school at Yale in about 1934.

Blum: Did you participate in the Century of Progress in any way?

Lackner: Yes, I did. General Houses, Howard Fisher's firm, had a house there. They
built a house. It was quite an interesting little collection of houses, and they
had one of them. It happened that on Labor Day of that year, which was one
of the busiest days at the fair, Howard called me up and said, "We've got to
have the house open, and there's no one there to take charge." You know,
they had to have someone to unlock the door and let the people in and see
that they didn't walk off with it, I guess. Would I dash down there? So, I got
down there and got the key and opened the door, and the crowds started
coming in. Howard said, "Don't worry about it. Someone will come and
relieve you in a little while." Well, among the other problems—never mind
how hungry I got—the plumbing in this house was not connected.
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Blum: Was that by design or accident?

Lackner: Oh, all of the houses were really just mock-ups.

Blum: Were they furnished?

Lackner: Oh, yes, completely furnished, and part of my job was to see that no one used
the bathroom, but they had to be allowed to see. I forget what was tricky
about the bathroom. As a matter of fact, I think that Paul Schweikher
designed the house. He was working for General Houses at that time, and I
think that he did the actual designs. It was a pretty good house, and then
there was the Keck house, the House of Tomorrow, which was, of course, the
most interesting house. And Buckminster Fuller.

Blum: Did he have a house there, or was there just the Dymaxion car?

Lackner: Didn't he have a house, or am I getting him mixed up with the Keck house?
Buckminster Fuller did a house, maybe not for the fair, because he had the
screwball but interesting idea. The house was all designed on a central mast
with a ring in the top, and you were to attach this to a Zeppelin, cruise
around the country until you found a lot, and drop it. The bottom of the mast
was pointed—I'm oversimplifying, I think—and you just have it there; never
mind about getting the utilities connected and all of that. But it was all built
around this central mast. It had inflated floors so that the children wouldn't
get hurt.

Blum: Could you then pick it up and move it somewhere else if you wanted?

Lackner: Oh, yes. You'd call another Zeppelin.

Blum: What a science-fiction idea!

Lackner: There was some talk that with photoelectric cells the thing could pivot or that
you could cause it to pivot according to the sun.
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Blum: That's remarkable.

Lackner: Oh, it was remarkable, all right. He was never without ideas.

Blum: What did you think about that idea? How did you respond to it?

Lackner: That was a little too much for me, I have to admit, although it stimulated
things. Of course, anyone at that age would design their own screwball
things. Bucky Fuller wasn't going to leave me in the dust. He came to
Winnetka once long before that while I was still at school. Did you ever know
Carleton Washburne, the head of the Winnetka school system?

Blum: Wasn't he the superintendent of schools when Crow Island was built?

Lackner: Yes, and a great person. He got Buckminster Fuller to come to his house and
give a talk for just an evening with a few friends, you know, and he had,
naturally, the head of the school board, whose wife went sound asleep and
no one dared wake her up, and some other people. Well, it happened that he
had invited Alfred Alschuler. So anyway, Mr. Alschuler was nice enough to
call Mr. Washburne and ask if he could bring me along. He didn't bring his
own sons—maybe they weren't interested at that time—but he had known
that I was interested in architecture. I don't know how he knew that, but he
did, and he took me along. I was fifteen years old or something like that.
Fascinating. I can't tell you just what crazy ideas that generated.

Blum: It sounds like it must have been a marvelous experience for you, and you
were interested in architecture.

Lackner: It was, and the room was full of interesting people. You know, when Fuller
started talking there was no stopping him, so the evening lasted well into the
night.

Blum: That should have been a very stimulating experience.
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Lackner: But Mr. Alschuler was an awfully nice person.

Blum: As I understood the history of the Alschuler firm, the sons were in business
with their father for a short while and then Alfred, Jr. remained with the
family firm, and John went off by himself.

Lackner: That's another firm I tried to get a job with in 1932 that didn't need me any
more than anyone else did.

Blum: Was 1932 when you worked for Howard Fisher?

Lackner: That's when I started with him.

Blum: You mentioned Paul Schweikher, and I have seen General Houses drawings
done by Charles Dornbusch. Larry Perkins and Phil Will were there, and you.

Lackner: And David Yerkes. He's in Washington now, but he's an architect and he
does very good work.

Blum: Did he remain in Chicago for a while?

Lackner: No. Howard used to go quite frequently to the Harvard architectural
school—it was long before the days of talent scouts or anything—and he'd
just see who was interesting or who looked interesting and who might want
the experience. You know at that time the great Viennese architect Neutra,
who moved to Hollywood, had a system that anyone that worked for him
worked for nothing. No, the first year they paid him to work for him, then if
they seemed to have promise they would work for nothing, and then finally,
when they got to be like a squad boss in an office or up into the top echelon
of the drafting room, then he might pay them.

Blum: Were these graduate architects?
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Lackner: Oh, yes.

Blum: It sounds like the old apprentice system a little bit.

Lackner: Neutra designed Mae West's house, for instance—famous. It was one of those
all-glass houses in the Hollywood Hills. I've never seen them, just pictures in
magazines.

Blum: You say that David Yerkes was at Harvard, then Howard Fisher asked him to
come to work?

Lackner: Yes.

Blum: And he stayed with Howard Fisher for...

Lackner: A year or two.

Blum: And then did he leave the Chicago area?

Lackner: Yes.

Blum: So, the architects working for Howard Fisher were: David Yerkes, Perkins,
Will, you, Charles Dornbusch, Paul Schweikher...

Lackner: And Ted Lamb, who was later on a partner of Schweikher's and was killed in
a horrible airplane accident during the war—a good architect. Even the
people that were later relatively unknown were interesting. There was an
enthusiasm about them.

Blum: It sounds like a group of people with very stimulating ideas.

Lackner: All getting mad at the way things were done.
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Blum: If Howard Fisher had the concept of prefab, who actually designed the
houses?

Lackner: Oh, he did, at first. Another one who was there was George Brewster from
Boston, and he went back to Boston. Someone told me that he died recently.
Yes, I know he died. But anyway, he did some good architecture.

Blum: For General Houses?

Lackner: He did for General Houses, and then later on, on his own in Boston. He made
what I consider to be a mistake, but I'm no doubt wrong about that. He
developed a certain style of his own. Of course, maybe a lot of us
unconsciously developed a style, but I think it was a mistake. I mean, just out
of habit you may do something a certain way, but that's a mistake because,
after all, we're not going to live in the houses that we design, and the whole
purpose of building a house is to build whatever suits the occupant.

Blum: How much flexibility would there have been or is there with a prefab house
with Howard Fisher? I mean, with the concept of prefabricating a house, how
much individuality is there?

Lackner: Well, you can approach it from two angles. There is the angle of making
money—financial success—that General Houses never did. To do that, you
design one perfect house and stick with it. Just like the automobile
manufacturers, you don't change your dyes every other week. I suppose that
the automobile designers get their best ideas the day after the new model
comes out. Now, the Europeans don't have this conception. An old Mercedes
is as expensive as a new one. Howard was cursed with a very active mind,
and before the working drawings were done, he'd get another idea. You can
imagine working drawings for a prefab house involved drawings of every
part, and then that has to be checked with the shop drawings from the steel
company for one part, and...

Blum: Did you do drawings for him?
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Lackner: Sometimes, yes. There were great ups and downs there. They'd have as many
as sixty or seventy draftsmen, and then it would boil down to me as the only
one, and then it would go back up again.

Blum: Did this depend on the orders?

Lackner: How much money they had, and orders. They set up a system of dealers, but
Howard kept thinking of new ideas, so actually we had quite a few different
designs. Designing was an almost continuous process. At one time they had a
whole system of dealers and a warehouse full of parts.

Blum: Who manufactured the parts?

Lackner: Well, they got all the steel parts from Bethlehem, I think it was. They had a
deal with them. They got the wood parts from Curtis Company. That was a
millwork company. They're still in business, but not around here. All the
plumbing was from Koehler, as I remember.

Blum: So they really put the whole thing together themselves, in addition to
designing and building.

Lackner: I'll tell you a funny story, if we have time for another silly story. At one time
when they really were at rock bottom, I was the only remaining employee
except for a man named Hagey, who was the vice-president. He was not an
architect at all—he was a businessman—and Howard was in Mexico on his
wedding trip. So Graham Hagey went to California, and Standard Oil of
California was just starting their major operations in Arabia, in the interior.
At first they had had their oil wells in the Gulf and around there, but they
were just starting in Riyadh or wherever it was. Graham worked like a dog.
He knew that we had a warehouse full of parts that weren't producing any
income on a shelf, and he made a deal and he sold ten houses to Standard Oil
for their employees. After all, this was a good thing. Their employees
couldn't live in tents or whatever the Arabians live in out in the desert, and
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there was no building skill or materials at that time out there. So, I got a
telegram from Graham with a schedule you wouldn't believe. In four or five
days I had to have ten houses loaded onto boxcars to go to New York to be
then reloaded onto empty tankers going back to Arabia. I sent a bill of
materials or an invoice or whatever you call it—a shipping list, I guess it
was—of all the parts that I'd gotten packed. I could hire all the help I needed
from the people at the warehouse, and they were good and the boxcars came
into the siding there. That was fine, and so this got off in time. I'm not sure
that I had all the markings right on the packages, but anyway, no matter. I
sent them off and I sent the shipping list to Standard Oil in California, and
they sent the parts that we didn't stock, like cement for foundations and tar
for the roofing. I've forgotten, but there were things, you know, that it was
presumed would be better gotten locally because of the freight. So,
everything went off, Standard Oil paid the bill, and that's the last we ever
heard of it. Absolutely not a peep. No report, no one wrote to say that the
houses were built or weren't built or that we'd forgotten a part or anything.
About a year later a man came through town and called up, and he said he
was from Standard Oil and he was on his way back from Arabia and he had
some snapshots of the houses that he thought might interest us. Well, of
course, we were just all ears. I don't know if he came up to the office or if
Graham met him somewhere else. Anyway, I saw the snapshots. They were
nice, and he told this story: Everything got to the pier in New York and was
loaded onto the empty tanker, which then went to the Island of Bahrain in
the Persian Gulf where it was unloaded and transshipped to liners to go to
the mainland, then to flatcars to go to the railhead, inside all this handling,
you know, and finally onto trucks to go on a two- or three-day trip across the
desert to the final destination. They got out to the middle of the desert, and
one of the trucks capsized because, you can imagine the load. This upset the
schedule, and everyone was rather put out about this, but no matter. They,
with great effort, having no cranes or anything like that out there, just
grunting and manpower, loaded it back on, got the truck underway and got
to wherever they were going and unloaded. Everyone was dying to see what
was in the packages that had caused the truck to capsize. You'll never guess.
From California they had sent sand to mix with the concrete, and there they
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had a whole darned desert full of sand! You can't get more sand than you've
got in Arabia. But tons of sand!

Blum: How funny. How did the houses look?

Lackner: In those snapshots they looked fine. Apparently, they worked. That was the
only thing that was ever heard of them. They never ordered any more. Of
course, we'd hoped we could build a whole city full. I'd hoped that they
would send me there to supervise.

Blum: But you were supervising the house at the Century of Progress.

Lackner: Oh, well, I was just the doorman.

Blum: Was the General House's home at the fair furnished?

Lackner: Oh, yes.

Blum: It was a modern-looking building, I presume.

Lackner: Yes, rather conservatively modern looking because the object was to sell it. It
was considered that the public was not ready for modern architecture.
Modern architecture, at that time, was considered to be what Philip Johnson
and Henry-Russell Hitchcock christened as the International Style.

Blum: Wasn't that what the Kecks were doing?

Lackner: The Kecks were doing it, but they were not relying on selling a model house.
They were, perhaps, relying on getting commissions, which I think they did.
Anyway, they were good architects.

Blum: Yes. Were you aware of the Bowman Brothers work at that time, in the
thirties?
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Lackner: No.

Blum: They were doing apartment projects in the International Style, but they never
got built. In fact, they were built thirty or forty years later. Their projects got
scrapped because of lack of funds, but I wondered if there was any
awareness in the architectural community of designers that did design in the
International Style at that time.

Lackner: Oh, yes. Abel Faidy's things never got built, either. I'm sure you've run into
Mrs. Faidy, his widow.

Blum: I've seen Faidy's furniture on exhibition at the Chicago Historical Society.

Lackner: It seems to me that he did the offices for Hedrich-Blessing. It was in that—the
building's been torn down since then, on Michigan Avenue.

Blum: The Diana Court building?

Lackner: Now that's sad. That's criminal. It was silly, because it was torn down to no
purpose.

Blum: Well, what do you think about the demolition of Sullivan's stock exchange?

Lackner: Oh, that's even worse! The old stock exchange would have made such a
marvelous library.

Blum: Where were we all back then?

Lackner: But I'm not very enthusiastic about rebuilding the arch from the stock
exchange in front of the Art Institute or in back of it.

Blum: How would you present a fragment to give a sense of the whole?

Lackner: Oh, it's a terribly difficult thing to do. I don't really know what to do about it.
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Blum: How do you feel about the stock exchange trading room reconstructed in the
Art Institute?

Lackner: I had dinner there the other night. I'm sure that John Vinci did the absolutely
correct job. The only time I saw it was when it was dirty and being torn
down.

Blum: Yes. It's a precise restoration. But it is a fragment recreated in another context.

Lackner: Well, I'm ambivalent about that, but I think it's pretty good. I think that it
lends itself well enough to the uses. There is no way we could ever recreate a
whole mess of people yelling at each other in the stock market. It's sort of like
Westminster Hall. It can be adapted to almost anything. But that arch just
looks like an oversized tombstone to me. It makes me sort of sad to see it.

Blum: But don't you think there is a bittersweet message in all of this reconstruction
in another place?

Lackner: Yes, I know.

Blum: Thank you, Mr. Lackner.
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PREFACE TO THE REVISED EDITION

It has been more than fifteen years since I met with Paul Schweikher (1903-1997) in his
butte-top home in Sedona, Arizona, to record his recollections.  His oral history was the
Department of Architecture's pilot project, the first in what we hoped would become a one-
of-a-kind collection of oral histories and interviews with Chicago architects. Today this
unique data bank contains more than sixty-five transcriptions and is regularly consulted by
scholars and students locally through the Ryerson and Burnham Libraries at The Art
Institute of Chicago and worldwide via the Art Institute’s web page.  At this time we are
receiving frequent requests from American as well as international sources for information
and excerpts from Schweikher's oral history. To better serve the increased research needs of
today, we have revisited our original presentation and have reformatted the text to read
more easily and accurately and have corrected typographical errors. The index and outline
of topics have expanded and repaginated, the original bibliographic source list has been
revised to pertain more closely to topics Schweikher speaks about, and a biographical
profile has been added. Apart from these front and back matter revisions, nothing in the
text has been altered. We trust that the user will find the Schweikher’s narrative more
accessible because of these changes.

In four consecutive sessions in July, 1984, Paul and I recorded thirteen and one-half hours of
his memories of the events and people who he encountered in the course of his long multi-
faceted career.  The interview was taped on 9 ninety-minute cassettes and the transcription
follows the order of the recordings except for three small portions recorded on tape nine
that have been inserted, and are so indicated, in the body of the text where they are most
relevant.  References to published material mentioned in the text are listed in the attached
references whenever known.  The transcription has been minimally edited to maintain the
spirit, tone and flow of Schweikher's original testimony.

This oral history has provided data for interpretative material in a brochure, Architecture in
Context: The Avant-Garde in Chicago's Suburbs, that accompanied an exhibition by the same
name, of Schweikher's drawings at the Graham Foundation for Advanced Studies in the Fine
Arts in 1984.  Excerpts from Schweikher's oral history have been published in Inland
Architect (November/December 1984), as well as quoted in the United States Department of
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the Interior National Park Service National Register of Historic Places Inventory Nomination
Form in 1986 requesting that Schweikher’s home and studio be placed on the National
Register of Historic Places, a distinction that it was granted.  Today, with the ease of
communication with computers and through the Internet, scholars worldwide have
expressed a renewed interest in the career of an almost-forgotten practitioner and educator
who defies classification.

For those wanting to consult more material about Paul Schweikher, in addition to this oral
history, architectural drawings and research material are at The Art Institute of Chicago;
manuscript material is located at Syracuse University; additional drawings are located at
Northern Arizona University at Flagstaff; and a photographic file is available at the
Chicago Historical Society in the Hedrich-Blessing Archive.

It is with appreciation that today I remember and thank Paul Schweikher, whose willingness
to share his lifetime of recollections with candor and imagination made our many hours of
recording a pleasant and memorable experience for me, and his wife and constant
companion, Dorothy, whose quiet support and encouragement was ever present.  This
appreciation is tinged with sadness because Paul and Dorothy have both died in the
interim.  To Kai Bergin, our transcriber, we are grateful for the care and understanding with
which she transcribed the recordings using the modest equipment of fifteen years ago.  To
Annemarie van Roessel, my colleague, who has coordinated all phases of the revision:
scanning, repagination, reformatting, providing access on the Art Institute of Chicago's web
page with exceptional skill, perception and judgment, go my sincere appreciation and
thanks. We are grateful to the Illinois Humanities Council and to the National Endowment
for the Humanities for funding this endeavor.

Betty J. Blum
April 2000
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Robert Paul Schweikher

Blum: Today is July 6, 1984, and I'm with Paul Schweikher in his home in Sedona,
Arizona. Mr. Schweikher, you were born in 1903 in Denver. What was there
in your early years that helped you decide to become an architect?

Schweikher: I think these replies, any replies, may be short because... Well, let me start
over again. I would first have to ask what you mean by “early years”.

Blum: Well, I suppose I consider your early years those years prior to college. Was
your father an architect?

Schweikher: My father was a musician, not a composer, but an instrumentalist on the
piano and the organ. He was completely devoted to music. My mother, as
well, was a soloist. I can think of nothing in the Western Institute of Music
and Dramatic Art that would have acted as, or become, or been any
introduction to architecture. No.

Blum: During your early years where did you think you were headed, career-wise?

Schweikher: When I got to the point of thinking about it at all—which was probably in
my first year of college at the University of Colorado—I chose, wisely or
unwisely, the profession of engineering, with an emphasis not on structure,
which might have been an inkling of architecture, but on electric engineering.
I soon found, I think, that there was no road there for me, both in terms of
interest and of difficulty. There was no prodding interest to overcome the
mathematical and theoretical ramifications that electrical engineering
seemed to have in store. I did poorly at the university in mathematics and
paid very little attention to the theoretical part. It was a pleasant sociable
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year in which I met Dorothy, my wife to be.

Blum: Was she in electrical engineering?

Schweikher: No. She went to the University of Denver and for some reason or other we
were at the same party—I think it was a fraternity party—and I met her
there. I realize, Betty, that I'm not freewheeling and this will take perhaps a
little while, but if you want me to pursue this further...

Blum: Well, what I'd like to know is how, from a musical family, you went into
electrical engineering and somehow wound up in architecture.

Schweikher: Perhaps there was a time back, way back... Perhaps there was something
on my father's mind that prompted him to buy me all the available sets of
Anchor blocks. Now if people don't know the Anchor blocks it's hard to
define them other than to say that they were many colored—most were
white, red and blue—and of many shapes and they came with prepared
drawings showing how they could be put together into a variety of designs.
As I think back on them I have no knowledge of what happened to the
design books. I wish I still had them, but I don't. They were probably
Victorian in spirit.

Blum: How old were you when he gave you this?

Schweikher: I must have been all of five or six, I think, because I drew... There were some
white, round stone cylinders. The dimensions of these things were
somewhere in the neighborhood of one inch to two inches in any given
direction and fractions thereof. The white cylinders fitted well into little
circles or arches made to receive them. I added my part by drawing quite
inaccurate designs of clocks, which then prompted a place to be designed,
such as a tower, to hold the clock. That I remember as a beginning, towers
without buildings but with clocks. That's quite matter of fact. This was
followed later—not much time went by, I guess, as I continued with the
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Anchor blocks—with some drawing. I did lots of drawing, but of the
scribbley type. Nothing very promising as I think of it now. I would draw
on anything. But it was sometime later—maybe three or four years after
that, if I'm not rushing it too much—when what was known as the Mechano
set came out.

Blum: What was the Mechano set?

Schweikher: Mechano was made out of rather heavy gauge steel, perforated so that steel
plates and steel ribs could be put together with nuts and bolts, little brass
nuts and bolts. The plates were steel. It was very popular for quite a few
years and my father kept adding to the set. You could build bridges and so
on.

Blum: Is this similar to a child's Erector set?

Schweikher: That led to the Erector set. I don't know the history of it, but the Erector
came after the Mechano and ultimately, as far as I can understand it,
replaced it. I think what the Erector did was to eliminate the nuts and
bolts. They found ways of pressing the various members together.

Blum: Did you enjoy the Anchor blocks and the drawing?

Schweikher: I enjoyed the end result. I didn't like the labor connected with it and I know
that that was always something troublesome. Not that I minded the work,
but I was not capable of handling the material.

Blum: Because your manual dexterity was not developed enough?

Schweikher: Well, I was just too young. I was sorry to see the Anchor blocks falling off
in my own esteem. There was something happening to what I could see in
actual architecture that was not represented in what I could produce in
Anchor blocks. I think that's where my interest fell away and the Anchor
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blocks must have been preserved by my father, not by me, because they
suddenly found themselves in very orderly arrangements in trays which
have been kept that way ever since. I gave them to my son to use and he
played with them, but during war periods toy soldiers were of more interest
to him, I guess, than Anchor blocks. Now they are carefully preserved with
the expectation that maybe my grandson will be interested in them. I'm
waiting for his father's approval to turn them over to him. The Mechano set
gave way to the popularity of the Erector set, which I never owned because
my father disdained it. He thought they were poorly made and cheaply
made so he wouldn't buy any Erector sets. I had to turn my interests
actually away from architecture instead of toward it, but by this time other
things had happened in the family. About the time that I reached college
age we had an automobile accident in which my father was killed. And all
this while, of course, I had a brother who sort of borrowed a little bit from
this—he was seven years younger than I, or six and a half—but his interests
didn't ever solidify. I think perhaps that they were not allowed to solidify
because of our parents. The other thing that must have been strongly in my
father's mind was that at least one of his two sons, his only children,
should become a musician. He was too rough a teacher for me to study
under; his anger at my poor performances was enough to disrupt my
progress on the piano, so I was turned over to a violin teacher and I studied
with him for two or three years. Not very much to my father's satisfaction, I
didn't develop very rapidly. I certainly had no great promise in that
direction because I didn't move very rapidly. My brother took up the piano,
and then of course the death of my father stopped all of that. My brother
went to work in one direction and I went to work in another.

Blum: Why did you decide on electrical engineering for your college years, at least
in Denver?

Schweikher: Only I think there's nothing to explain it. I just feel those formative years
were just grabbing at straws. At the time when I didn't need to, when my
father was still alive, I was permitted my own choice. Because I was bored
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with music—it was around me everywhere—instead of responding to it, I
wanted to get away from it and it wasn't masculine enough. I wanted to
play football and be an athlete and I was about as athletic as the backyard
clothes pole and not capable of being an athlete except under the strongest
kind of discipline. And my father wasn't ready for that. I just grew up as a
great many people did, I think, without any particular professional
direction, I should say.

Blum: Did you spend one year or two at the University of Denver? Was it 1921
through 1922?

Schweikher: It wasn't the University of Denver. I spent one year in the liberal arts
section of the University of Colorado. That was primarily an engineering
school at that time. The liberal arts section was very small. At that time I
may have had as a major, if one can have a major his freshman year,
chemistry. I was poor at that and quickly lost interest. This was, however,
after the automobile accident.

Blum: Then you were at the University of Colorado for one year?

Schweikher: That was one year. I didn't do well. I was a C student all the way through.

Blum: Now was this your engineering experience?

Schweikher: It was in an engineering school but I took the weakest of the courses which
was liberal arts, leaving me actually without a strong choice in any
direction.

Blum: What else did you study? What other classes did you take?

Schweikher: Mostly chemistry and English. I did very well in English. So that was the
end of that, at the end of that period in my life.
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Blum: Why did you leave Denver and come to Chicago?

Schweikher: Dorothy left Denver. She knew exactly what she wanted to do and be and
she became a laboratory technician. She was at the University of Denver
and undoubtedly a good student. She was a gold medal student in her high
school days—they gave them out at Des Moines, which is where she came
from. I thought she was the cutest thing I'd ever seen. She left Denver to find
employment in Chicago, because an aunt of hers, who I think owned and
ran a medical laboratory, had invited her. So she left Denver and met her
Chicago aunt and I soon followed her there. My mother had to seek
employment and she found it in a music school where she was the assistant
to the director. Then I felt that I could leave.

Blum: So you left your family in Colorado?

Schweikher: I left my mother and my brother and I went to Chicago with the idea that
art was for me.

Blum: Art in what form?

Schweikher: I didn't know. I want to backtrack for just a moment. Where was I?

Blum: I think you were about to talk about something that may have influenced
you in the direction of becoming an architect.

Schweikher: That is the summer experience in Denver. I had failed to mention the
afternoon and evening work in an old brownstone, but a very fine
brownstone, in the Capital Hill district of Denver. I studied under Bernie
Hoyt, who was the designer and architect of the open-air amphitheater
located in the Garden of the Gods in or near Colorado Springs, not too far
west of Denver. Bernie undoubtedly did many other important projects but
there was one I remember even better than the amphitheater. The project I
most remember was one I saw in a monograph that contained the winners



7

and high placement people of the then-famous Paris Prize competition for
excellence in architecture in the United States. Actually, Bernie Hoyt—I
failed to mention this the first time I went through it—placed second for
three years in a row but never won the Paris Prize. On the other hand, I
think I was so impressed by the magnificence of the drawing of this third
project of his that I couldn't shake it from my mind and I'm sure that it
must have left some impression of the romance of architecture.

Blum: So with that experience, having met an architect first-hand...

Schweikher: Well, that experience was of course dulled somewhat by my working as an
apprentice repairing meters for the Denver Gas and Electric Light
Company, as it was called in those days, for the rest of each day during the
summer. Then at the end of that summer I went to Chicago.

Blum: And you arrived in Chicago in 1922, ready to dedicate yourself to art?

Schweikher: I arrived not ready for art but really seeking the means to do things that
might become important to me. I think I was simply looking for a job, in
other words. I had come armed with a letter from an old friend of my
father's, a vice-president of one of the local banks, addressed to Mr.
Charles G. Dawes, explaining the virtues of this young man. It was a short
letter and quickly read. So Mr. Dawes said, “Take him to the chief clerk.”
So off I went with whomever it was conducting me to the chief clerk of the
Central Trust Company who actually sat on a very high stool in front of a
ledger. The clerk looked down on me and said, “I understand that I'm to
hire you and you will take book number something-or-other”—I can't
remember the number of the book—and I was then taken a little further into
the back of the cages in the bank. There was row upon row of very high
desks reached only by high stools. On the desks rested Boston ledgers. If
anyone doesn't know what a Boston ledger was I'm not sure that I can give
an impressive picture of it. It was a book that was perhaps two feet in
height and possibly three to four feet in double spread with twenty to thirty
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rows for figures and you had an ink pen and an inkwell up in the upper
right hand corner of the desk to work with.

Blum: It sounds a little like Scrooge in Dickens’s A Christmas Carol.

Schweikher: Yes, it certainly was in every respect. Any kind of picture of Dickens would
have fit exactly. So you're perched on the top of the highest stool and
you've got the pen with a very fine nib and your inkwell and the checks
began to come in from the tellers’ cages, not singly, but in great bundles as
many as 200 and 300 per bundle. You learned the technique of fingering
these down for a reading and writing them into either the debit or the credit
column. We were doing the whole operation of adding and subtracting and
dividing all in one operation, putting them all into another column, taking
the balance for the day, and seeing if you came out without error. So I spent
one whole winter there for reasons that weren't clear other than that
Chicago at that time was, to my ears, a rip-roaring place physically,
outdoors. In the Loop the sound of rivet hammers was pervasive.

Blum: What was being built that you recall?

Schweikher: I don't recall what was being built.

Blum: What was it that the rivet hammers were doing?

Schweikher: I think the Straus Building and the Wrigley Building perhaps were being
finished. The Tribune Tower competition had not taken place. Perhaps they
were building 333 North Michigan Avenue. Sullivan's buildings were
already standing, although I came to know them as Sullivan's buildings
later. Richardson's warehouse was already standing.

Blum: Did it interest you to see those buildings go up?

Schweikher: Not much. I didn't have the time for that, I think. In the first place I was
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usually running between banks, or running for lunch, or to the elevated, or
to the train. Time was always short. But my other point of interest then
was to meet Dorothy at the entrance to the Art Institute. That took up a
good part of the art interest, but it wasn't a heavy interest in architecture
and this is partly I suppose because of Dorothy's interest and influence. She
would call attention to things that were not necessarily architectural. What
happened was that she took a course in watercolor, an evening class, and
persuaded me that I could work that in with my banking. So I would meet
her after her work at the IC station, she'd come down, we'd meet on the
steps of the Art Institute, look for the nearest BG for a sandwich, and then
go back for an evening class in the Art Institute school where she studied
watercolor. I began in that class and then noticed that there were people
sitting at drafting boards in a room that I passed. I went into that room one
evening. I had done very well in high school in Denver in mechanical
drawing so I thought maybe I should start somewhere where I had a little
strength, rather than trying to dip brushes into watercolor. I talked to the
man there, whose name no longer is in my mind, and he turned out to be an
employee of Howard Van Doren Shaw. He said that he had plenty of
room. Well, it looked as though he did. He had a big room with lots of
tables and about five or six students. He didn't seem very interested in his
work and he didn't seem to draw very well with a brush but he started me
anyway with a T-square and triangle drawing a gazebo in a garden. The
only thing I could recall was out in the area that I had lived in Denver. I had
to start with something and so I started with what I suppose one might call
today an Italianate style. It had an arch in it, anyway. I didn't know how to
recreate a column of any order or class but it had an arch or two in it and I
managed to get up to a kind of parapet. On top of that I put a sloped tile
roof, which was next to impossible for me to draw. I spent the rest of the
class trying to draw one tile and I got the final approval of this man. But by
this time I was thoroughly tired of the class and didn't gain anything in
architecture by it. I didn't gain any incentive, I didn't gain any appreciation,
it was simply an experience. The drafting experience was never exploited
because instead of using the tools to recreate plans, sections and elevations,
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they were used to delineate a design, which never quite evolved. So it was
the end of my Art Institute days, except that meanwhile we were also more
and more aware of the many things offered in the Art Institute and the
variety of the collections. We came to love the string quartets, which we
couldn't leave alone on Sundays. I don't know whether they still continue
them or not.

Blum: No, unfortunately.

Schweikher: But a little group of the people from the Chicago Symphony kept that going
for a number of years. Dorothy and I were very faithful attendants.

Blum: Did you discover the Burnham Library's collection of architectural drawings
and architectural books?

Schweikher: I think I did discover the Burnham Library, but again not very intelligently. I
can't give a nice intelligent, informed, enthusiastic direction. All of it seemed
to be just the wandering of a not very alert person. You asked me about the
impression of the noise Chicago had. Well, Chicago was a bustling place
and I must have felt somewhere that architecture was important because
after getting the job as bookkeeper I began to walk around on late
afternoons, or perhaps even spending a Saturday, looking around to see if I
could find some employment in drafting rather than in architecture. I
wouldn't say that it had to be architecture, but somehow I was directed,
whether this was in an advertisement or a publication, I’m not sure. I think
it goes back to my instructor from Howard Shaw's office who gave me some
names of architects. Howard Van Doren Shaw was one, but I also had the
name of Benjamin Marshall, if that is correct. At any rate, I came to an
office that was quite ornate and seemed to be rather empty of personnel
and people, although it had many tables. After some waiting, a man who
was not very tall came out in what looked like a Parisian cape—it was a
light working garment of some kind and he was wearing a very flowing
black tie and with long hair, about as long as mine now—and spoke to me
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rather quickly and tartly. He said, “We're not busy now but I suggest that
you go talk to a friend of mine. He's over in another part of town.” The
friend was Edward Probst of Graham, Anderson, Probst and White. So I
went over and I found Probst right away, looking across a sea of tables
with people bent over them; it was frightening. I spoke to him about
wanting a job and he asked what experience I had, and of course, I had
none. He said, “Well, office-boy work would be the only thing we could use
you for at this time.” Well, I was willing to do that. He said, “Well, we can
rig you up with a table, but before we do that why don't you find a smaller
office. The best place to begin is in a smaller office.” “Well, yes,” I said,
“maybe I should start somewhere else.” I thought I'd never get anywhere in
such a place as that. He said, “Well, I have one in mind. I think you could
talk to a Mr. Venning at Lowe and Bollenbacher in the Womens Temple
Building on LaSalle Street.” When I got to the Womens Temple Building it
was one that I had seen a good bit of the time; its structure had interested
me. It was stone and topped with rather handsome pointed skylights and
when I went up to the office I was surprised to find that I had stepped into
the office and there was one of the skylights. That attracted me, and there
must have been maybe eight tables in the office and a secretary, Miss Enk.
She said, “Well, Mr. Venning isn't here right now but I think Mr.
Bollenbacher might talk to you.” I can't remember now whether it was
Bollenbacher or Lowe—I guess it actually turned out to be Lowe that I
talked to, he was the eldest of the group—Lowe hired me right away, no
questions. He said, “Yes, you can come to work.”

Blum: Why do you think he hired you?

Schweikher: I think only my interest as a young fellow must have impressed him. I was
young and I was curious and I was interested. I was a nice young man,
which was about all I could ever say of myself. I had no way of
approaching him intellectually or as a matter of professional interest. There
was nothing that I could have explained, I had no skill whatsoever. I was
like many a failure of the day; I was willing to do anything.
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Blum: What were you hired to do?

Schweikher: He said, “Well, you will be our office boy.” I can't remember what time of
year, but I think it must have been getting toward the chillier part of the
year because I had to clean the pigeon dung off the skylight in the lower
panes. I didn't have to climb the whole skylight, but only where it interfered
with the process of making blueprints. This is too long technically to
explain; those who can recall any of those early beginnings know what I
mean. Then it followed the idea of taking drawings up onto the skylight for
printing with the sensitized paper when the sun was shining. That was one
job. The other was, of course, to sweep up a little bit at the end of the day
so it'd be ready for morning work. Another was, of course, also to file
drawings, not correspondence, in a vault that had already been built for
that purpose. That was a progressive office. I progressed in the office from
doing that work to filling in outlines on full-sized details with a pale wash
of Chinese ink so that it could be read as a section. Those were usually
made full-size and they were printable. They went off to a commercial
printer, because they were very big and they had to be run off on a roll. I
was then later assigned some simple tasks as a racer tracing in ink on linen,
tracing working drawings. I stayed there, I guess, for two and a half years.
By this time I was beginning to know and talk under Venning. Venning was
a designer and very sensitive and very interested in the development of
young people. The firm was growing and inside of a year Lowe must have
become sick. I didn't hear, or see, or know what happened, but Lowe
ceased to be in the office and suddenly a new face appeared; that person
was Alfred Granger and then the office became Granger and Bollenbacher.
Granger had apparently had come from Frost and Granger. Frost in turn
had come from Perkins and Frost, I believe. Perkins and Frost had
something to do with railway stations. I stayed through that whole early
period with Granger and Bollenbacher, becoming a detailer, never a
designer. Another experience given to me by Bollenbacher was to supervise
construction. I was an architectural superintendent, which meant that I
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wasn't there all day long on the job but would visit various projects, some
of which were going up right in the city on the South Side. We did a number
of what I thought were very well done Gothic churches, of Venning's design,
in limestone. Venning was very good and these were pretty straight
imitations of the English country church. We did quite a few of those and
then the firm got probably their largest work—I guess perhaps at least
during the time I was with them—doing a dormitory for the University of
Indiana. That was done in Collegiate Gothic. At some point I began to feel
my oats, or whatever it was they say about horses, and I began to get
sassy. I wasn't fired, but I felt uncomfortable in the office—there were new
personnel.

[Tape 1: Side 2]

Blum: Did you say you began to dislike the work?

Schweikher: Donald Nelson was a fellow beginner and he had become one of the
employees. Donald was awarded a fellowship shortly after that to MIT
and after about two or three years study he won the Paris Prize under
Jacques Carlu.

Blum: You said that the office was a small one. How small was it?

Schweikher: I always had a small office. I think a small office to me would be anything
under twenty draftsmen.

Blum: Was that the size of the office of Lowe and Bollenbacher, under twenty?

Schweikher: Yes, even as we increased. We grew under Granger, took new offices, and
moved from the Womens Temple Building into the Railway Exchange
Building, I think. I may be wrong about that. Was there a Stock Exchange
Building before the Holabird and Root building that went up at the end of
LaSalle Street? There may have been, and it may have been into that
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building that we moved. But it was to larger offices in which we had
perhaps eight to ten draftsmen. I think I didn't like that atmosphere and I
was still sentimental about the old office and I told Venning that I ought to
look around a little bit. He then said, “I'll speak to John Leavell.” I thought,
“Well, who is he?” “John Leavell is head draftsman for David Adler,” he
said, “that's a fine office. I think you might be happy there.” I said, “Oh I
wish you would.” It couldn't have been more than a day or two that
Venning came and said, “Go see John Leavell.” He must have done a fine
selling job because by the time I got to John Leavell, John said, “Fine. You're
in. Come on, we need draftsmen.” I began my work then. In that office
perhaps the most notable person was Freddie Ahlson.

Blum: Freddie Ahlson is a person whose name I've come across in relation with
the Parsons Atelier.

Schweikher: Yes. I haven't mentioned Parsons, that's true.

Blum: Or your connection to the atelier system.  Did you have any?

Schweikher: I was in that in the early part and I remember some names. Parsons was
certainly the one who seemed to be—what did we call him in those
days?—”the massier.” He was not there every night but was there perhaps
once a week to give criticism. Now was Parsons of Bennett, Parsons and
Frost? Was that the Parsons? All right. I saw him perhaps once or twice. I
had no particular history there. I remember Ahlson being involved and
preoccupied with a competition to qualify as a possible entrant to MIT,
which I think he won. He and I had also entered the yearly competitions for
traveling scholarships in the atelier but neither one of us won, although
Ahlson came very close to winning. The atelier history under Parsons went
on. I spent many of my evenings there. Meanwhile I had been married so
that there wasn't the matter of trying to find the time and room to see a
girlfriend when my wife was reasonably safe at home. And so I did that
kind of evening study quite frequently. By this time—although it was
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without any strong influence; there was no apparition appearing saying,
“You're destined for architecture!” and maybe that should have been my
warning—I was immersed, completely captivated, and talked nothing, saw
nothing, thought nothing but architecture.

Blum: Were you friendly with other young aspiring architects?

Schweikher: Yes, I was most friendly with those that stayed with me during the day. I
didn't make many new acquaintances at the atelier, mostly because, number
one, we were in competition with one another, and number two, the time
was short, especially when the charette came—charette was from the
French on-the-cart kind of thing where you had to produce. You had a day
and a night and the days were filled with employment and the nights were
filled with work. You slept on your drafting board and you got up and you
went to work the next day and you came right back to your drafting board,
but you loved it, you loved every minute of it. You didn't particularly love
or like or feel close to the other people that were working there, at least I
didn't. I did find that there was perhaps one year there in the atelier when I
guess I was fairly devoted because I was frequently the only one asleep
there on the drafting board at night. Not many people did that but once or
twice Ahlson would do it, but he and I were about the only people who
really put it out.

Blum: Was that Frederick Ahlson?

Schweikher: Fred Ahlson, right.

Blum: Who were some of the other people who were there with you?

Schweikher: Well, there was an Eiseman I believe. I think there were two Eisemans.
Young Al worked for David Adler and I think his brother had worked for
David Adler too. What happened to his brother, who was older, taller, and
easier to get along with, I can't quite remember. Al Eiseman I found a most
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disagreeable person until much, much, later when I was already in practice
and he came to visit us once and I then found him a mature, fine, quiet,
easy person. But he was a quarrelsome, foul mouthed kind of a person
when I knew him at David Adler's, so I never saw much of him. His brother
went somewhere else, leaving Ahlson and me and…

Blum: His brother's name is Ferdinand.

Schweikher: That was Ferdinand, he was the elder brother.

Blum: He was the 1924 winner of the foreign traveling scholarship and went to
Rome.

Schweikher: Oh that's very possible. 1924, I see. Well, where was I in 1924? I was right
there, I guess. 1924. Or I hadn't arrived there yet, or something.

Blum: No, this sheet from the Illinois Society of Architects Bulletin of January 1924
shows that you were participating in many of the problems that were
presented at atelier.

Schweikher: I must not have known him very well. I think he was in Adler's office. He
must have left Adler's office about the time that I came there, because I
didn't see any more of Ferdinand. I liked Ferdinand but I didn't like his
brother Al.

Blum: Can we back up for one minute? Something very important happened in
1922, the year you arrived in Chicago, and that was the Tribune Tower
competition. How did that affect you?

Schweikher: I didn't know enough.

Blum: Were you aware of it?
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Schweikher: Yes, I was aware of it. Our scholarship came up that year in 1922. I was
one of the performers. I don't know whether I'm written down there. I was
one of the performers in the 1922 competition—by this time we were out on
1800 Prairie Avenue. We were out there and I guess Parsons may have been
in charge, but maybe it was somebody else than Parsons, I can't
remember—it was a person that I never ever saw as far as I know. I did my
work and I got a First Mention award, I have it here pictorially in a Beaux
Arts Bulletin. Did I ever show you the bulletins?

Blum: I was asking about the 1922 Tribune Tower competition.

Schweikher Oh yes. Was that the year of the Saarinen thing? Ahlson was very
impressed by Saarinen, the Saarinen solution, which came in late. I was
plodding along. I wasn't ready for that kind of thing, which was pretty
modern for me. I was just getting used to the idea that there was something
wrong, something impure, about doing a Gothic interpretation of a
commercial building. I was struggling with that. Gothic architecture was just
beginning to get into the argument about it being applied to manufacturing
buildings and so on and so on. So I didn't respond to that. Ahlson
responded by doing his scholarship, which was a skyscraper. I think he
followed the Tribune program but he didn't do a very good solution. Then
there was a man—who unknown to us who worked at that time for
Schmidt, Garden, Erikson—whose name I think was Hoffmeister.

Blum: Ted Hoffmeister?

Schweikher: Ted Hoffmeister. Ahlson kept saying, “He's the one that's going to win it.”
He had done his entry very much like Rossi, this was a stark building of
rectangular windows, it went up indefinitely. Ahlson said, “That's the
winner beyond a doubt.” I think there was a big long discussion. I don't
know who won. I spent, I remember, one night there. I was still there at
night working on my solution and David Adler came in and tried to help
me. I felt lost and I think he took one look at me and thought I was lost.
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Blum: I think I'm lost.

Schweikher: Did I lose you? I was working on the same project and I took it into the
office. The locations move. I was out on Prairie and I was working on it,
Ahlson was working on it, and Hoffmeister was working on it. Well,
Hoffmeister and Ahlson were in a class all by themselves.

Blum: Was this an entry for the Tribune competition?

Schweikher: No, but it was a program based on the Tribune Tower competition and just
copying. Showing only how far ahead of me Ahlson was at that time, I
realized afterwards that Ahlson was so right about Hoffmeister. But it took
me a year to know that. I don't think Hoffmeister got it either because I
think he was considered too modern. I don't know whether Freddie got it or
not.

Blum: Where was the competition held?

Schweikher: This was held on Prairie Avenue—the Chicago Atelier I think it was called.

Blum: Now was that based on the 1922 Tribune competition?

Schweikher: Right. It was at about the same time and was based on that same program.

Blum: How did you feel about Hood's solution, the one that was actually built?

Schweikher: I thought it was a fine prizewinner. Then I got to thinking. I was bounced
around by other opinions. I had no opinion of my own. I began to hear
those who said, “Yes, but how about Gothic architecture? Gothic
architecture was developed in France for churches. How about church
architecture for industrial buildings?” I got mixed up, as Philip Johnson
never did, because Philip Johnson studied logic first, architecture second, so
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Philip was never fooled by such things. He would simply have said, “Why
not?”

Blum: But that caused you some conflict?

Schweikher: Yes, it caused me conflict, that was just part of an early conflict.

Blum: Am I correct to understand that Lowe and Bollenbacher did a lot of Gothic
churches?

Schweikher: Yes that’s right. Now you may have to tie some of these dates together.

Blum: The dates I have for your employment by Lowe and Bollenbacher are 1923
to 1925.

Schweikher: I was certainly employed by Lowe and Bollenbacher at the time that I was
going out to the atelier.

Blum: Did the atelier meet at night?

Schweikher: Yes, it was almost always night work or, of course, a weekend. You could
work Saturday and Sunday, or Saturday afternoons. Most of us were
employed in the mornings.

Blum: Were you, or anyone who was involved in the atelier activities, aware of the
Bauhaus ideas at that time?

Schweikher: No, I wasn't aware of the Bauhaus until another moment that sort of fills a
hiatus. When I graduated from Yale, which was 1929 or maybe it was as
early as 1928, I worked one summer with Russell Walcott. I had meanwhile
spent two years with David Adler. Then went back to Yale to graduate.
After I graduated from Yale, I spent nearly a year in Europe with Dorothy,
and came back to work briefly again with Russ Walcott. It was at that
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point that Lee Atwood put in a strong appearance to me and Lee said,
“Have you seen this?” and brought it to my attention one day. This was
Mies's Barcelona Pavilion. This is just before I had gone to Europe and I
said, '“No, I have not.” He said, “Isn't it beautiful? Who would dare to put
a flat roof over that space?” We both studied it more and more and we
were ready for Mies when we finally heard from the horse's mouth that
“God is in the details.” Then I was going to look it up. I thought, I want to
go to Germany and see where it is. I understood it had been put away in a
museum somewhere in a warehouse. I never did track it down; even Vincent
Scully couldn't find it.

Blum: Was that when you became aware of Mies and the Bauhaus?

Schweikher: Yes, it was under Lee Atwood's guidance. Lee was a single man in a rather
obscure office of Russ Walcott and I had gone there and worked. I couldn't
really go back to David Adler's, it was plodding along but the jobs were all
pretty well prescribed and there wasn't any new ground there.

Blum: This was in 1927?

Schweikher: Probably, that's roughly the year.

Blum: So it was after two years of work with David Adler that you went to Russ
Walcott?

Schweikher: Yes, Russ Walcott follows David Adler. I went work for Russ Walcott
before I went to Europe.

Blum: After Yale or during Yale?

Schweikher: This was after Yale.

Blum: So maybe it was later than 1927. It could have been 1928.
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Schweikher: I would say yes.

Blum: Who else was in Russell Walcott's office?

Schweikher: There was a man, I think it was Dave Hinkley, who was the head
draftsman. There was Ted Samuelson. He had already been in David
Adler's office and he must have followed me to Russ Walcott's office. I
think he was in Russ Walcott's office. There was Lee Atwood. And there
was a superintendent whose name has long gone out of my head.

Blum: Was this another small office?

Schweikher: It was much smaller than David Adler's. Adler's was a small office but this
was even smaller.

Blum: How did you go from David Adler's office to Russ Walcott's?

Schweikher: I was afraid to go back to David Adler's office, I remember, because I was
in my senior year at Yale and I was so heavily loaded down. I came back to
spend the Christmas holidays working for David Adler and suddenly I
realized that I had an exam due. I think it was about a day and a half
away. I left a note to Johnny Gregg—John Gregg Allerton he became
later—and to John Leavell saying, “I've just realized that I've forgotten all
about an exam. I've got to be there. My graduation depends on it. I won't be
in tomorrow.” Well I was right in the middle of a project for the
Dillinghams at that time and I really let them down. Apparently Adler was
quite angry about it. He and I had had a couple of things which, as I
explained in the book [David Adler by Richard Pratt, 1970], there were a
couple of times in which I guess he thought that I wasn't too reliable.

Blum: How did you get that job in Russell Walcott's office?
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Schweikher: I don't know, just walking up Michigan Boulevard I guess. I must have
heard about him somehow. Walcott was known to me. I just got the job
myself. I don't think that I had met Atwood until after I got to Walcott's
office. Walcott was a name I think John Leavell may have told me about.
John Leavell may have told me because it's getting pretty vague right in
through there. At any rate, I think I got the job just by myself. I went up and
walked in and talked to Walcott himself and told him I was from David
Adler's office and that I was looking for a job. He hired me right away
because he was a great admirer of David Adler's. Do you know his work?
Do you remember any of his work? It was sort of a minor version of
Adler's, a lot of it. He did mostly Tudor. Adler did one or two very
carefully done Tudor things. Walcott took sort of a free swing at it. I spent
the rest of the winter with him, that was it. Then came summer and
somewhere along the way Dorothy and I just took off and went to Europe.
We were there for eight or nine months, I guess.

Blum: What were some of the projects in Russell Walcott's office that you worked
on?

Schweikher: This was when Lee Atwood and I spent a great amount of our time
admiring the work of Mies van de Rohe. We did a lot of that, just looking.
We did a lot of movie going when we got tired. Walcott, as long as you got
your work done, didn't care what kind of hours you worked. It used to
drive poor Hinkley up the wall because he was a hard plodding kind of a
guy. Atwood was one of these geniuses: he could draw everything that it
took any other man a T-square, triangle, table, and a few things of that sort
to do. Atwood could move vertically and horizontally on the same
instrument without any trouble at all, just with his quickness. I had learned
a lot about drafting and proportion and so on. This was a whole period of
learning and being proud of the ability to draw. I felt that in Adler's office I
learned proportion and I learned how to see. I could look at a drawing as
far away as that wall and tell you whether it was off a quarter of an inch
on a quarter inch scale. No doubt about it, I could see it.
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Blum: How did you learn that skill?

Schweikher: Because Adler had it. Adler had that ability; he couldn't draw himself at
all, but he could tell you whether your drawing was off a quarter of an inch.
That was his whole idea, the strict proportion between solid wall and
windows and so on. You talk about studying brick walls and open spaces.
We were way ahead of William Wurster.

Blum: Let's step back for a minute. It seems that your employment with David
Adler was a key time in your development. You were there from 1925 to
1927. When you left the Granger and Bollenbacher office you went to
Adler's office on the recommendation of Frank Venning?

Schweikher: Yes, on the recommendation of Frank Venning I went to see John Leavell. I
guess you've seen his name somewhere. John, I think, did do a commission
or two on his own. He was a University of Illinois graduate. John sort of
took a liking to me, as the old expression used to go, and he and his wife
use to run Dorothy and me around. By the way, he was a championship
golfer in Chicago.

Blum: Was he the head designer?

Schweikher: He was the head draftsman. He was the head draftsman in the sense that
Norman Rice was the dean of Carnegie Mellon. John Leavell believed in no
discipline. He just liked to have parties for his people and he'd tell you how
not to do something rather than how to do it. The idea of being under John
Leavell was to have a pleasant time. Although he was good draftsman
himself, I don't think he taught me anything. David Adler did, I couldn't
help it. He couldn't draw a thing. He fought the drawing instruments on my
table. It used to make me laugh and cry at the same time because he was
bound to tear your drawing if you weren't careful. You tried to say, “Oh,
Mr. Adler, I'll draw that.” He'd take his hand away then and say, “Yes,
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you draw it, but you've got to draw... can't you see it, can't you see it?”
Well, we learned to see it, those of us who really cared, and I did care. I
wanted to beat the tar out of him. I wanted to be able to see things that he
couldn't see. I really worked at it. I think he finally admitted that I could see
things. He wasn't going to admit that I could see them quicker or better than
he. I admired him so much. It was a taste deal all the time. It was always,
“Of this or that choice, what do you pick?” In my own opinion I never saw
him make an error in color, in texture, whatever. Wonderful. Of course he
had a sister, Frances Adler Elkins, who was practically equally gifted in
that field, and who helped him with his interiors. I was there for two solid
years followed by Yale for theory under the great and imaginative Otto
Faelton, and then I skipped. I was offered a job at James Gamble Rogers's
office, which all scholarship winners got anyway.

Blum: Let's go back to David Adler's office. What do you think you learned from
the two years you spent with him?

Schweikher: I think I learned scale. There would be those who would scoff if I said I
learned to see. Yes, I learned to see. I really learned to see and to know
what I was looking at. This could be historically, it could be in proportion,
certainly in scale, the relationship of one thing to another or especially to
human use. John Turner was one of those at the Adler office and he was
working on the servants' stairway for the Marshall Field house in New
York. He was having trouble getting it into the plan and so he cut it down a
little bit. The servants stair just wasn't going in the plan very well, so John
just cut off about two inches. Adler then came and his prize remark was
“You can't do that. You know, servants are people too.” It was the classic
remark. We thought that was such a nice condescending estimation. That
stood for almost two years, I guess. The Fields had some of the most
beautiful things that they brought over from London intact and put in the
rooms.

Blum: This was the Marshall Field house on East 70th Street in New York City.
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Schweikher: Yes, I got one look at it and the next time I went back to look at it, it was
gone.

Blum: Who else worked in David Adler's office?

Schweikher: Well, there was John Turner, John Leavell, Freddie Ahlson, Al Eiseman, and
George Eich. George was the secretary that I understood absconded with
some money. Who told me that not long ago? Oh yes, a person who lives in
Tucson called me up one day and said, “I saw your house published. You
and I seem to have had the same career. I worked once with David Adler.”
I said, “When was that? That must have been before the 1920s, or was it or
after?” He said it was after, probably about 1929 or 1930. I was gone from
there. I can't remember his name, but he wasn't there when I was, anyway. I
can still see the faces clearly as can be, especially John Leavell's.

Blum: You said it was a larger office then?

Schweikher: We had just two rooms in the Orchestra Hall building. Adler just bided his
time until he could get the two offices next to the staircase and then he
rented those.

Blum: What were some of the projects that you worked on?

Schweikher: The McCormick Blair house.

Blum: In Lake Bluff?

Schweikher: Yes, I did most of the details on that. Freddie Ahlson did the plans. I did
almost all of the detailing on that. In fact, I think I did all of the detailing.
The comment I guess I made in that book was that Adler said, “Well, part
of the charm of the house is the inaccuracy of the details.” That was a way
of slamming one at me.



26

Blum: Did he say that to you?

Schweikher: No, he said it to somebody that he knew was going to tell me. I think it was
Robert Allerton. I didn't make the inaccuracies. Reeves, the superintendent,
said, “It was the mill that was making all the mistakes.” I said, “Yes, I
know that.” I had checked my figures. But it had come shortly after my
great debacle with the Cable house. I guess it was the Cable Music
Company. The Cables had bought a house and they had some acreage with
it. It was a rather grand old house out near Winnetka and I never went
there. I was given the task, because it was such a small job—this was early
in my history—of designing a garden wall. The wall was going to be about
ten feet high and big, and was about two and half feet thick. It wound up
with a whole set of urns on the top and wrought iron gates and things of
that sort which I also designed. It had two corners to it. It was to be
centered on these two windows in the house, to look down a path near a
perennial bed. This was a path near a perennial bed. It was nearly in the
center but not quite on the center because there was a giant apple tree that
was not worth much but it was an archaic twisted thing. The contractor
started the job wrong and exposed the roots when the Cables called up and
said, “We don't want that tree to die.” So we moved the pool over and put
piling in and filled in against the roots of the apple tree and about this time
I got the job. It was turned over to me; they got that far with their
excavation. I was to do the walls under Adler's direction. I did the walls
and I came to the corners and I did a dovecote and there was a great
gazebo looking back over the garden and these two giant French doors on
each side of the house were to be center on the path next to the perennials. I
didn't hear anything more about the job. I kept asking Reeves, “How's the
Cable house doing?” “It's coming along fine.” Until one day he came in and
said, “Paul, we're in trouble.” I said, “What do you mean we're in trouble?”
He said, “The tractor started down the right hand path, it got to the point
where he was to turn the ninety-degree corner, it turned the corner, he went
down and put the gazebo in and he started back, took his sights and said,
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“We're three feet off center coming back. We can't move that way because
of the pool. If we move that way you'll move the pool back and it'll uncover
the tree. What do we do?” “My god,” I said, “don't tell Adler. Where's the
error?” He said, “Well, I think you made the error.” I said, “Are you sure? I
checked that back and forth.” I never did find out, nobody every told me. I
asked John Gregg over and over again so maybe it was my error.

Blum: How was that ever resolved? Did it just always remain three feet off?

[Tape 2: Side 1]

Schweikher: The worst part about it was that Adler came into the office one day and I
remember Reeves telling him, “Mr. Adler, we need your judgment.” He
described this thing.” “All right,” said Adler, “This whole thing is a gift of
mine to Cable. It's not going to cost him any money.” It was going to cost
Adler money. In those days it didn't cost very much and you could build
that whole thing for $100,000. That wasn't considered very much for most
people, but Cable wasn't a very rich man. At any rate Adler said, “Move
the wall. It isn't up very far anyway.” Well, you went down in that area,
you went down three feet to three and one half feet to frost line and so that
meant go clear down along side it. We went down, cut down, along side it
and then put jacks down on the other side of the wall and pushed the wall
over. Of course, some of the concrete cracked and some didn't but it held
up pretty well, they were reinforced footings. We got it all in and then
started with the other wail. It narrowed the perennial bed, it was a huge
thing and it narrowed it. Leave the other one alone but let the wall take a
piece off. That was all fine, they put the perennial bed back in and
everything was just find and dandy. All this movement in order to keep it
symmetrical and preserve the apple tree. They got it alI ready, got the pool
in, they came to fill the pool and the fellow said, who ever it was, it could
have been Franz Lipp, I can't remember exactly who it was...

Blum: A landscape architect?



28

Schweikher: Yes, he looked at it and said, “What are you trying to save that tree for?”
“Because it's so beautiful.” “But it's dead. It died.” “When did it die?” “It
must have died sometime during the construction.” I was never forgiven, I
think. Adler never forgave me, although we served a couple of times
together in later years, on juries for the University of Illinois.

Blum: How do you remember David Adler, as a person?

Schweikher: I met very few people I think that I thought of as I did Adler, as in charge. If
he said it, it must be so, to me. He said, “This is the way it is done.” I
thought of him as a master. I still think of him that way today. I've written
that a number of times and said it in talks. We copied everybody. They
were all dead. We copied Inigo Jones and Sir Christopher Wren and Grinling
Gibbons.

Blum: Was this done in his office from books?

Schweikher: You bet, with the dividers. When we copied under David Adler we copied
accurately.

Blum: What is a divider?

Schweikher: Inter-proportional dividers, they have a sliding scale here. This one reads
differently than this one depending upon where this fulcrum is. If you want
to increase a drawing by one and a half scale you set this interior fulcrum at
one and a half integer and measure it with the other end. This end
automatically comes out at the inch and one half scale. I wish we had all
kinds of time because I have one here somewhere to show you, I just
uncovered it.

Blum: Was that an unusual practice in those days?
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Schweikher: Unheard of. People copied. I'm sure the great Charles McKim copied things
left and right but he was considered to be quite imaginative. Rather than
copy them cold he did a little innovating and that got him free of this and
that difficulty. The critics, Vincent Scully and so on, rushed quickly to his
defense by saying, “Look at the imagination he used.”

Blum: The process that you're describing, that of taking details out of books, was
that unusual in offices in the 1920s? You worked for Lowe and
Bollenbacher, David Adler, and Russell Walcott. Was that the usual
process in each of those offices?

Schweikher: I think a flat yes would be accurate but might be modified somewhat, as it
applied to each situation.

Blum: What do you mean?

Schweikher: I think it would be taken, but almost invariably modified because of its
presence in the larger frame of the detail, or modified internally in order
that it fit in with the general proportions of the larger scheme.

Blum: It seems that they were used as tools?

Schweikher: Where copying was successful it had undergone judgment, discernment,
sense of scale, appropriateness, all those forms of selective judgment that
would be available. I think there were forms among people who only
copied, photographically, as it were, without any effort at fitting it to the
subject. I should wind up by saying that the end result of a great amount of
that kind of work would indicate an architect being influenced by rather
than copying from these books. The whole sum and substance would be
that a man might be influenced by the work of Mies van der Rohe or
influenced by McKim, Mead and White, or influenced by Bernini, or
Michelangelo, or Alberti and so on. A Renaissance architect's work was so
intermingled with adaptation of and imitation of and so on, and sometimes
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improvements upon. I find it very difficult to define copying other than as
something photographic.

Blum: What was a typical day for you in the office of David Adler?

Schweikher: I'm tempted to say that the day didn't begin until the arrival of David
Adler, but I think that isn't correct. Each of us had work to do, assignments
to work upon. I think it would be correct to add that the feeling of the day
didn't begin until Adler's presence was known in the office by everyone.
Then there seemed to be a change in the atmosphere, a kind of industrious
hum, and quiet prevailed, but it was the quiet of paying attention to the
drawing board rather than just an empty silence. Our signal of this change
was usually the opening of the door, which was not noisy but was audible
nevertheless, and the hard heels and quick pace of David Adler coming
down the corridor outside the drafting room partition which separated the
conference room and the entrance from the drafting room. There would be
rather muffled voices as Adler asked questions of George, the secretary,
and gave instructions to call this or that client or contractor. I think we also
felt at that point, especially those of us who were active in interpreting and
drawing up design material on plans, sections or elevations, that there was
the anticipation of Adler's entering the drafting room and selecting the
person with whom he was going to work for the next few minutes or next
hour or two.

Blum: How often were you the person he selected?

Schweikher: I was not often the person who was selected. My whole experience in the
Adler office lasted approximately two years. It wasn't until toward the end
of the second year that I was trusted with a whole project. Even then the
projects were becoming sizable enough, such as the Marshall Field house in
New York and some of the California and Hawaiian Island work, the
projects were so big that they had to be divided up among us. Then, too,
we became specialists somewhat in the office in our own right. This was
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perhaps because of Adler's satisfaction or dissatisfaction with us
individually. Freddie Ahlson, for example, was probably the plan man.
Fred knew planning, he knew how Adler liked to plan and I think he
applied himself directly to the subject better than any of the rest of us. As I
developed in the office, I became, it's my guess, the detail man. I knew I was
good at small-scale work. I was fascinated by Adler's sharp eye for detail
and scale. He was a man who could come to the drafting board and see
small-scale work, where we were working on plans sometimes as small as
an eighth of an inch to the foot, and could discuss inches at that scale. It
was a common thing if I were working, for example, at a larger scale, three
inches to the foot on larger details, I would think nothing of being instructed
to move a line a quarter of an inch at that scale because Adler saw a
difference in proportion or expression. Adler would sit with us and he
would come to the board. I say this in detail because so frequently my
impression of other architects was that they worked frequently in their own
studios and then their preliminary work was passed on with written
instructions to the drafting room and taken over by a skilled draftsman and
interpreted, and then taken back for criticism, and ultimately the final
drawing emerged. This process was not unknown in the Adler office. It was
followed to a degree. But I don't know of any project that ever came into
the office that didn't get Adler's frequent personal attention, sitting at the
draftsman's elbow.

Blum: Was he the sole designer of projects?

Schweikher: In general, Adler was the sole designer. He set the key always for scheme,
plan, and then the development of the structure in three dimensions. I
thought of Adler as no draftsman; when he took a pencil in hand it was apt
to be a rather clumsy scribble in which his own impatience with his inability
to draw was apparent. Instruments troubled him. Freehand he didn't
control his hand well, in my opinion, and an instrument never really helped.
I can recall a number of times that I had a triangle that was split. I can't
remember whether it was a sixty or forty-five degree. I guess it was a forty-
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five because I preferred it on the drawing board because I could switch it to
so many angles more quickly than with a T-square, and that split invariably
caught in the paper, or against the T-square or, as so frequently happened
with the old large celluloid instruments, it would fall out of line and overlap
itself. This happened in the middle of a discussion in which Adler was
trying to show me where a line should go and the triangle misbehaved and
Adler stopped everything and thumped it heavily with his fist trying to
correct it and teach it a lesson. Without a smile or without a joke he finally,
with a half grunt of dissatisfaction, stood up and just let it lie and left. I
can remember that experience. His presence was that kind of presence, in
other words. There was a personal presence that did not extend into any
friendship or camaraderie.

Blum: Was there a feeling of goodwill within the office?

Schweikher: Yes, it was always pleasant. Our outdoor job superintendent, Reeves, was
a big fellow and acted as a kind of newsman or reporter. He would be out
on the job, come in late in the morning, or in the middle of the afternoon to
report on how the work was progressing on a given job. That was always
news to us all. He rarely left out a detail; some of them were pleasant to
hear, some of them embarrassing if one of us had made a mistake. I made
plenty of them, so that Reeves's reports were of considerable importance to
me because I was usually involved in one error or another. Sometimes the
ultimate decision was in my favor, but more often it was the error of a
person without enough experience. The superintendent was a kind of
teacher there. You could watch your own work grow through him, on the
job. I think Reeves elected to do it that way, it was as part of his own
report to Adler, no doubt. He would frequently say this in order to let the
draftsmen be aware that Adler might be on top of him for some error. This
happened to me more than once. In order to get the accurate story on one
occasion where we had let a drawing lie fallow for quite a while, it was a
matter of choice for the head draftsman, John Leavell, about what to do on
the project, which had been on my desk for some time with comment. John
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said, “If there have been no instructions, let a sleeping dog lie.” That was
his expression. I wrapped the preliminary drawings and the plans of
Dillingham house carefully in a self-made portfolio and filed them away.
When the telegram came asking Adler where the designs were, Leavell and
Adler came in to ask me what had been done. I said that the drawings were
still in the file. Adler looked at me in shock and sat down on a drafting
room stool, put his elbows on one of the tables in front of me and looked at
me steadily for the next forty or fifty minutes without comment.

Blum: You got the message.

Schweikher: I'd like to say that we soon got to work on the project, but we didn't. As I
remember it, it was nearly time for me to return to school.

Blum: Yale?

Schweikher: Yes. The drawing was turned over, probably to John Gregg to work with
Adler because the maze was built and it was planted. It was built in
concrete and then stripped for receiving vines of some special kind in
Hawaii and I believe it's standing today.

Blum: This maze, is this a garden arrangement?

Schweikher: Yes. I didn't work on it so I can't describe it in detail. As we had originally
talked about it, it was reinforced concrete or concrete block or the
combination of both in a Greek key design, a meandering maze of some con-
siderable height, eight to ten feet I believe, with thicknesses of two to three
feet, maybe more, and rather extensive. It demanded considerable planning.
I shouldn't go on about it because I didn't have anything to do with its
design or with its completion. I think I was told by John Gregg at some later
date that they had completed it. I believe there's a reference to it in the book
by Pratt.
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Blum: What was the relationship between David Adler and Robert Work?

Schweikher: It's not one that I'm completely familiar with. It was generally known in the
office that Robert Work's presence there was not as a skilled practitioner as
much as simply a name under the state law as a registered architect. This
gave Adler the sanction to practice architecture in the state of Illinois. As
soon as Adler was equipped with a license of his own the partnership was
dissolved. I believe that Robert Work, shortly after that, formed a
partnership with Russell Walcott. The only experience that was revealing
was that I think I was asked by Robert Work along with Freddie Ahlson to
do some extra work, evenings and Saturday afternoons, on a school or
small church in Barrington. We were to keep this quiet, not make a big
secret of it but not have them in evidence around the drafting room. They
were to be done for a client of Robert Work's and Robert Work did the
designing. It was a rather plain, little building with none of the flair that an
Adler project would have. It was done quietly and quickly gotten out of the
way, and was never talked about. I think this was probably true of
anything architectural that originated with Work. He was not a person in
the drafting room. He was never present in any of the discussions of Adler
designs as far as I know, never consulted. The people who were the most
important in design were: John Turner, who did most of the work on the
Marshall Field house; and John Leavell, who did a great amount working
with me on full size details for Field, McCormick, and such people. Later
there was John Gregg, now John Gregg Allerton, who became an interviewer
of clients in place of David Adler himself. That's about the relationship
there.

Blum: Where was the David Adler office located?

Schweikher: The office that I worked in—I think it was enlarged a year or two after I left
because he had more work than he could handle and I'm sure that he added
more people to the force—was in the upper story of Orchestra Hall, just
under the Cliff Dwellers Club, but above everything else. Table height in the
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drawing room was about even with the room over the Orchestra Hall. There
was a kind of curvature, the interior dome or dome aspect of the hall was
expressed somewhat in the core structure of the roof, which had been
covered with asphalt paper and gravel and many coats of Chicago soot.
Our windows all opened on that roof. It was rather a long narrow drafting
room, just wide enough for a row of large tables, five to seven feet long, and
a good big aisle and then a very light partition sometimes alternating in
obscure glass and plaster. Outside of that was a continuation of the public
corridor to the door that then opened into a kind of L in the drafting room
and the L on one side went into the library, which was a large and splendid
library. The library itself then came back toward the entrance with a private
office for Adler, the secretary's office, and then a conference room. That
was what it was when I was there. The conference room, therefore, and
Adler's office, and the secretary's office, all looked out on Michigan
Avenue. This also was a convenient location for Adler who I guess was a
member of the Cliff Dwellers Club.

Blum: Just one story up?

Schweikher: Adler was gone by the time Elting and I joined the Cliff Dwellers Club and
so I didn't know of his presence there as a member, but I am sure that he,
and, I suppose, Robert Work, may have been. I was about to say that he
wouldn't be so stern or even cruel as to exclude Robert Work. I think I
would take that back and say that perhaps he would. He might not want
Robert Work to be a member on that same basis. Robert Work was really
more a kind of employee rather than a partner.

Blum: Well, it's interesting you say that because on this photograph of the
Marshall Field house in New York City, credits for the project are given to
David Adler and Robert Work.

Schweikher: Yes. The title on the door was David Adler and Robert Work, Architects.



36

Blum: There must have been some formal arrangement.

Schweikher: If Robert Work had close relationships in a business sense with David
Adler, it was not ever very clear in the office. You would never expect to
meet Adler on a bus or a streetcar. But I did in fact a number of times,
while running errands or something of that sort late in the day or early in
the morning, find myself standing or sitting next to Robert Work on a bus or
over on Clark Street in a streetcar.

Blum: How did David Adler get around?

Schweikher: I don't know how he traveled. He probably did what you say you have
done, walk. When he was in the city he lived on State Street. He had
converted an old house there and done a beautiful job with it. He was
athletically built, a light frame. You felt that in looking at him, for light
exercise, he was just the right build. You could see him on Michigan
Boulevard walking quite smartly and impeccably, I guess is the word for it,
dressed. He dressed in the latest fashion and with great restraint and never
reflecting any country, even when he would go out to Lake Forest, because
they had a home in Lake Forest, or near there. Adler wouldn't be the one to
come in wearing riding boots or any reflection of the country gentleman. He
was still the city gentleman. Very conservatively dressed, never carried a
stick or cane. The nice part about Chicago as I compare it with where I sit
now is that barbers were plentiful and always nearby, wherever you were,
and the very best. It must be that Adler was given careful attention because
his mustache was always trimmed. The spirit of the office in general was
pleasant, very playful, maybe too playful when Adler was gone from the
office. His habits were rather regular so that the secretary, George Eich,
would warn the drafting room that Adler was coming and of course the
click of Adler’s heels was an additional warning of his arrival. Whatever
was going on, which could amount to playing ball with rolled drafting
paper to pushing quarrels, friendly or unfriendly, it wasn't always just the
quiet concentration of pencils on the drafting board, stopped. It was a
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noisy office frequently and not always friendly, but the general tone was
friendly. Certainly work was done, and lots of the interest was keen. I think
the other thing one might say about it was that we knew we were good and
we knew that the city knew it.

Blum: It sounds like an ideal place for a young person to gain experience.

Schweikher: Yes. If you worked for David Adler and somebody asked you that at a
meeting or something, you could say, “Well, I worked for David Adler,”
and the response was “Oh!”

Blum: How many young inexperienced people were in Adler's office?

Schweikher: I think I would modify that by saying how many inexperienced people. I
was undoubtedly, at the time that I was there, probably the least
experienced. John Turner and John Leavell were the two experienced men;
you would call either one of them a senior draftsman. That was the term of
those days.

Blum: How many people like you without degrees in architecture were employed
in the office?

Schweikher: About the same number. Fred Ahlson did not have a degree, I did not have
a degree, Al Eiseman did not have a degree, and then there were two others
unnamed. One had a degree from Illinois, a sandy-haired fellow and I can't
remember his name—he was an obnoxious kind of person, it's just as well.
There was another person who had a table behind me and who was feisty. I
never could say anything that pleased him, and he never could please me
with anything he said so we had a kind of conspiracy of silence between us.
He didn't finish school. The other person was a graduate of University of
Illinois. And then came John Gregg who had two bachelor's degrees, one
from Wisconsin and one from Illinois, and he was also the—I don't know
what you would call the relationship of his companion and close friend
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Robert Allerton at that time, but Allerton was also a good close friend of
David Adler’s and very social, in the social swim. Allerton's portrait used
to be on the society page as one of the eligible bachelors of Chicago. John
brought a kind of new tone to the office in the sense of its social status. The
rest of us didn't have that, and John brought it in, also with a great sense of
humor. He would tell us all of the stories of the social life around town
because he was frequently a part of it. And certainly with Monticello, I
think that was what Allerton's place was called.

Blum: Was this the name of his home near the University of Illinois in
Champaign?

Schweikher: Yes, of his estate. He had about 10,000 acres down along the Sangamon
River, right on the edge of Monticello. I don't remember what the county is
like there. Allerton gave a great bit of it to the University, keeping, I think,
only the house and the garden walk down to the river and so on. I've never
been there, but some friends of ours have. John still goes, I think if he's still
living now, but we don't know that. I haven't heard from him now in two
years. We had to call him up, it must have been a year or year and a half
ago, to find out how he was and so on. Right in the middle of the
discussion they were hit by that tremendous hurricane that did
considerable damage to the Allerton garden, which is many, many acres. It
was about to be published in a German horticultural magazine, according to
John. But he said, “Well it's rainy and blowing outside.” In his typically
calm, quiet way he didn't make much of it and we haven't heard from him
since. So we don't know. That' s about the story as far as I know it. I can
tell this at a later point. There were other rather amusing stories of our
construction of a garden at the Cable house.

Blum: From David Adler's office in 1927 you left and went to Yale. Why Yale?

Schweikher: Two things, I think. One was the Beaux Arts Bulletin. The other was Freddie
Ahlson. Fred had applied for and received a scholarship. What he gave as
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his qualifications I don't know, but knowing something of Everett Meeks,
the dean of the School of Architecture at that time, I think it was simply
Meeks's pleasure to admit people who had beginnings in offices rather than
those who were stepping up academically. Also Ahlson would have been
able to provide examples of excellent working drawing work that maybe,
and I was never told this by Ahlson or Adler; it may have been that Adler
might have written a letter of recommendation.

Blum: Did he write one for you?

Schweikher: No, because I had left in that rather unpropitious time. It was about that
time that the Cable debacle occurred and I had left under a frown from
David Adler. I think he would just as soon that I didn't come back so I
didn't want to annoy him. I would like to have come back during the
summer but I didn't. I went to Walcott's office instead.

Blum: Did Fred Ahlson enter Yale at the same time you did?

Schweikher: No, he was a year ahead of me. Ahlson was there a year. While there he
placed in the Paris Prize competition, which was a competition that is best
described by reference to the American Beaux-Arts system used by most
colleges and ateliers in that everybody subscribed to it. Whatever you might
have said, I was probably one of those that helped break it up because I
thought I was part of a new spirit of the times. I'm sorry that we broke it up
and I think many architects feel the same way. It was a system that not
only kept all of the students of architecture together, in a way, across the
nation because by reference to one another you knew what was going on. It
also related us somewhat to the French tradition. Of course, that was what
we were trying to break up.

Blum: Why do you think you were instrumental in breaking the system?

Schweikher: Because after I graduated I gave it no credit and did work that was
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certainly not in the French tradition.

Blum: That was 1929?

Schweikher: The Beaux-Arts was a strong influence, although our student work was
beginning to show change. I'll show you a couple of the Bulletins. We began
to rebel, even in our work. It was no longer Renaissance, it was no longer
classically related.

Blum: What was it then?

Schweikher: It was independent and borrowing from whatever, although the borrowing
was usually from people who had already graduated from the French
schools. Tony Garnier and such people were our influences of that time, the
real influences.

Blum: Were the people and the ideas of the Bauhaus influential in the late 1920s?

Schweikher: The Bauhaus was a strong influence, but not in the way that it was for
Bertrand Goldberg. I was not a student at the Bauhaus.

[Tape 2: Side 2]

Blum: What influenced you?

Schweikher: I was at Yale for two years and graduated with a Bachelor of Fine Arts
degree. Our influences were in the form of professors, appointed
professors, for the specific task. Sheppard Stevens was the historian and
we learned the history of architecture, with frequent reference to Sir
Banister Fletcher. I think that was Stevens' bible, or possibly Belcher
MacCartney. I was acquainted with Belcher MacCartney because it was a
big volume that David Adler had and it certainly had the classical
references of Letarouilly—the names won't come to me—and French
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classical publications on the early Renaissance architects from Borromini
and Michelangelo on to Alberti, etc.

Blum: How was Sheppard Stevens a great influence on you?

Schweikher: He gave a history course and a lecture course that brought all of the
Renaissance—and I think he was very strong in the Renaissance—and
French Gothic together. He also used perhaps more English country
churches than would have been architecturally important mostly because
Sheppy Stevens I'm sure must have loved the English countryside. At Yale
he smoked rather constantly—probably as a costume more than as a
habit—a large bent pipe like a meerschaum but not a meerschaum. He wore
his hair very long and had a pointed beard that he kept very trim. He
always wore a fine Harris tweed coat with matching pants—the best
description of them would be pantaloons; they were the golf costume of the
day, knickers that bagged down well over the knee onto the calf leaving a
little ankle exposed with wool socks, usually with a pattern or color, and
on to brogues with flapping tongues. This was Sheppy Stevens. The rest of
his costume was a collie dog. He walked the Yale campus between classes
in this manner and of course the students accepted the whole affectation
with some humor. His classes were essentially not discourse as much as
slides and drawings and constant analysis, graphic analysis of the slides. I
think that Vincent Scully followed some of that pattern because he must
have had Sheppy as a teacher, at least for part of his school years later.
But Vincent, of, course found his own way and probably writes a great bit
better than Sheppy Stevens, who is no slouch. Sheppy kept in touch with us
by demanding once a week a drawing, about a five by eight drawing, that
could be in any medium: ink, pencil or lithograph. But we were to hand in
an architectural detail. This took maybe an hour or two to draw, not much
more than that. Mine fell into strong favor with Stevens. What reminded me
of that was when I became chairman at Yale he was ex-faculty by then and
he said that he had admired my drawings because they avoided looking
facile but they undoubtedly were done quickly and easily and they were
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somewhat in the manner of the drawings that we lost. I did them in
lithographs, on smooth cardboard and I would do them of details copied
from the various photographs. There's nothing like remembering an
architectural subject more than the picture, this is the true business of a
drawing: telling more than words. These were all collected by Sheppy. He
graded on the basis of 10 being perfect and I never got anything less than a
10+. It got so that I could use Sheppy's course and the watercolor course,
which was given by a man by the name of Parks, not a full professor—the
two were great padding for me because I could let them go as long as I
pleased and always get a top score on them. Not all the students could do
that. I think a great many had a rather easy school in that respect. A great
many people got rather high scores. I was one of those who got high scores
on my graphic performance; I was good at it. I had had about four to five
years of office experience, all self-instructed really.

Blum: Did you have drafting classes at Yale?

Schweikher: Yes, of course, the Beaux-Arts system required that. I began in the Beaux-
Arts system. I had already passed through the analytique. It was divided
into three major sections. These were printed programs sent to all members
of the Beaux-Arts system, across the United States, the analytique was the
beginners’ section. This began with Greek and Roman details, capitals,
entablatures, and sculptures.

Blum: Where did you get that training?

Schweikher: I got that training in the ateliers in Chicago, the Parson Atelier and the
Chicago School Atelier, which was later out on Prairie Avenue. The original
Parsons was on Clark Street. The acquisition of Glessner house and the
building across the street from it, Kimball house—that's what we occupied.
That was occupied by the Architectural Sketch Club. That was where I
spent most of my time later. I liked the Clark Street place better because it
was nearer and I could get there easier. It was harder to get out to Prairie
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Avenue, although I guess I continued to walk that distance. There was no
other kind of transportation other than the bus.

Blum: So then you entered the second segment at Yale?

Schweikher: I entered Yale as, I guess the equivalent of a junior. Everett Meeks, to be
distinguished from and kept separate from Carroll Meeks, was a historian
and a kind of contemporary for a while of Vincent Scully’s, although a little
older than Scully. Carroll had nothing to do with the direction or deanship
of Yale. Everett Meeks preceded me on the faculty. He was the dean of the
school, which when I was there was a school, and then when I became
chairman at Yale it became a department, and then under my appointee,
Spiegel, it became a school again. That was Yale. My experience as a
student was when it was a school but less a school in the present academic
sense. The school name, I think when I was at Yale, was rather carelessly
used. Now it's separate and distinct from a college, or a department. A
school is not a department.

Blum: Why did you select Yale?

Schweikher: I selected Yale partly because of its performance in the Beaux-Arts. The
way that you found out what was going on in the Beaux-Arts was a
monthly bulletin was issued by the Beaux-Arts Institute of Design that was
financed by the various members. The ateliers perhaps didn't contribute as
much as the universities did. The universities paid, I guess, most of its way.
It had its central offices in New York. The juries were periodic, I think there
was a monthly jury. They selected the premiated—I guess those were terms
used in those days—prize drawings, the drawings that got awards. There
was a system of awards and you got First Mention award, that was the
top award, the Analytique class, and then the Class B class. The seniors in
college, top scholars in the ateliers, earned their way by collecting values.
You got values for how many projects you did and for what grade you got.
You got more values if your drawing was premiated. You got into Class A,
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and in Class A you could get so many values which would make you
automatically eligible to be put into the second prelim for the Paris Prize.
This was your ultimate goal, or you could win your way into the Paris Prize
by taking the first prelim for the Paris Prize and being one of five selected
across the United States for admission to the second prelim of the Paris
Prize. If you passed the second prelim—out of the second prelim there were
only five people selected for the final—then you took the final en loge,
which meant you went to New York and you went into a place at the Beaux
Art where you had your own little studio. Your expenses were taken care
of. I never got to that point so I don't know, but their room and board was
paid for and they had to live and work for the period necessary to
complete the final presentation for the competition. Freddie Ahlson got to
that part and then he didn't win. Don Nelson, who was in the Lowe and
Bollenbacher office, did get to the final, and he won the Paris Prize and
that's the last I ever heard of Donald Nelson. He had gone to MIT as a
scholar. That was another reason why I mentioned Donald Nelson who
was a fellow draftsman in Lowe and Bollenbacher's office at the time that I
was there. Don was simply a quick developer. He was later one of the
architects on the Chicago Century of Progress buildings. After that I heard
that he was down doing some rather important project work in Texas
somewhere, then he faded from my view and I don't know why.

Blum: How did you do with the Paris Prize?

Schweikher: I went to Yale as a Class B student and therefore I was not eligible in any
way. Automatically, that is, by gradation, I was not eligible for the Paris
Prize. But I was eligible to try to be made eligible by taking the first
examination, which was a sketch prize, a memorial of some kind, a war
memorial. I've got it in there. I made it and I was one of those chosen. I was
eligible to take the second prelim. I took it and I didn't make anything in it.
That was the one that Ahlson didn't pass. It was a master plan, I hadn't
gotten to master planning, a plan for a large university. Ahlson did a fine
job, he got into it, but he didn't make the final.



45

Blum: In addition to Ahlson, who were your classmates?

Schweikher: You asked how come I went to Yale. When Ahlson had left to study at
Yale, the Beaux-Arts Bulletin began to show Ahlson three or four times.
There were two kinds of medals. You got a medal in the Class A when you
put in a project if you were premiated. Ahlson, a number of times, got a
second medal, which was a bronze medal. I have one somewhere, I don't
know where, they get lost in the shuffle. I got a second medal for an
archaeology project, but Ahlson, on projects, got quite a number of second
medals and then he got one or two first medals. Ahlson piled up enough of
those values where he was eligible for the grand Paris Prize competition
and he came back to Yale to do that when I was a senior student. But he
didn't make it. I thought his solution was wonderful, I thought it was a
beautiful solution. I never saw him again. I've seen his name, I think about a
year ago, in the list of various contributors to the architectural budget at
Yale, so he must be doing well because he sent a rather sizable contribution.

Blum: Was his achievement an influence on your choice?

Schweikher: Seeing that, yes. We didn't carry on any correspondence. We were not very
close friends. He was probably, if anything, a year younger than I. He was
ahead of me in his architectural development and I thought of him as a
senior to me, as I did Donald Nelson. Ahlson had persuaded the dean to
accept him as a special student in the same manner that Nelson had been
accepted at MIT. They were both sort of permissive scholars whose work
had impressed the deans. Jacques Carlu was the head of MIT at that time,
a direct French import. I don't think he ever did any architecture, he must
not have lived very long. He did the Rome Prize, Jacques Carlu himself did
the Rome Prize, which was the top prize at the Ecole des Beaux-Arts. He
won that and that's the last I ever heard of him. I was tempted to go to
MIT. I went to MIT and looked at it, Dorothy and I had looked at it. I
didn't like the Charles River and I didn't like the crowding of Boston
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because it all looked too big and was too full of traffic. It was too
institutional, the rather somber buildings at MIT, they were too massive. At
Yale a little of the old campus still remained, the elm trees and the old fence
and, of course, I was very much impressed by the Collegiate Gothic
buildings that James Gamble Rogers had done. I didn't know a damn thing
about it but it was great to walk through those quadrangles, they were
intimate and small, and have the kids calling across to one another. They
didn't have those, what do you call those things to throw? Frisbees. They
were all out throwing footballs or playing softball. I thought that looked
fine to me. Princeton was not in it at that time so it didn't occur to me to go
to Princeton. I guess if I was a student these days, and had to do it all over
again, I’d wonder why Princeton isn't more popular. I taught there
sporadically for about a year as a guest. I thought it was better than Yale in
many respects. It was still smaller, cozier.

[Tape 3: Side 2]

Blum: What was considered the best architectural school at the time you selected
Yale?

Schweikher: I don't know, I guess we were too preoccupied with ourselves to ever ask
the question. I think we all assumed that it was Yale and I guess it was as
far as our performance in the Beaux-Arts system was concerned. We got
the most publications, we got the highest awards and we were in the news
the most. The top schools in those days: Princeton wasn't even heard of,
once in a while Cornell, MIT was no doubt second and second in our minds,
but a strong third, and perhaps sometimes superior to MIT, was Catholic
University in Washington—they were very strong and I felt that Tom
Lowcraft was sort of a competitor of mine—the University of Illinois was
then about fourth or fifth somewhere and the biggest man there was
Abramovitz. The world was not very big in those times because later
Abramovitz and I occupied the same dormitory at some kind of a
symposium that they had at Illinois in which we both appeared as
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consultants. I don't know why they put the two of us together in a
dormitory. I remember sleeping overnight. I was very uncomfortable with
this guy. Abramovitz was full of his own importance. At that time he was
in Wally Harrison's office, I don't know whether it had been called Harrison
and Abramovitz at that time. He was full of Le Corbusier and talking
about them because they were busy on the United Nations building. It was
before the big blow up with Le Corbusier, and Oscar Niemeyer, the South
American, partly over communism and so on. That was my only contact
with Abramovitz. In later years somebody in Pittsburgh asked me to come
to New York and I found myself in the company of Wally Harrison. Wally
and a man who was mentioned in Architectural Forum a lot—his name
completely escapes me—he was doing mostly smart store interiors down on
Fifth Avenue. He and Wally Harrison and I were asked to consult because
there was going to be some big project that never happened. Wally Harrison
built a house somewhere, whether it was his own house I don't know, or
something for the Rockefellers. I guess it was just working for the
Rockefellers because Nelson Rockefeller had a house right next door to G.
David Thompson, and he was there before we built the Thompson house. It
was at that time, I guess, that I got the message back from Wally Harrison,
that came back to me through G. David Thompson, and said, “I have a
message for you from Wally Harrison.” I think this was before we had been
called together to New York. Wally said, “Tell Schweikher I always knew
he was good, but not that good.” That must have been after our having met
because otherwise he would have mentioned it in the meeting. I always felt
friendly toward him but never saw anything that he did other than
Rockefeller Center. That's the end of that diversion. That's sort of the Yale
history. The reason for going to Yale was the record that it was making in
the Beaux-Arts which was still very strong in the years that I was there. It
began to wane I think about the time that I was traveling in Europe. I was
certainly one of those who came back crammed full of Van der Vlugt—that
was International Style, it was not Mies van der Rohe. We had gone to look
at the Van Nelle tobacco factory in Rotterdam, and the house that he did
for himself. We went from there to Germany to see this great development
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that Mies and Le Corbusier, it was really under Mies's direction I think, the
Weissenhofsiedlung in Stuttgart.

Blum: Was your travel in Europe funded by the fellowship that you won at Yale?

Schweikher: Yes, I was awarded the Matcham Traveling Fellowship at Yale.

Blum: You've mentioned that Otto Faelton was also a great influence on you. Was
he one of your professors at Yale?

Schweikher: I'm glad you mention Otto Faelton. I was asked by the English publisher to
name those whom I thought most influential and I think I started with Otto
Faelton. The story of Otto with direct reference to me is both agreeable and
disagreeable. My first year, and I have a project still in the Beaux-Art
Bulletin in the library, one of the problems was a building for a horse-riding
academy. Part of the Beaux-Art procedure was to make a sketch in ink. It
came out in two pieces: the first piece was a transparent sheet printed with
the nature of the project, it had the title of “The Riding Academy.” Then it
explained how many horses, what the general nature of a riding academy
was, no very strong social connections or political ones at all. I think
deliberately they tried to keep such references out, but how you should
keep horses and so on and the idea that there would be horse shows and so
on, riding, that kind of thing. So I made an ink sketch. This was my first
year at Yale, which was equivalent to a junior year. When I showed it to
Faelton he shook his head, sat there for a while. He and I hadn't met before
and he said, “Schweikher, you'd better go HC.” That was hors concourse,
out of the running. That was permissible and you could get a grade on it but
it meant that you only got a standard mention, you only got part of a value,
you didn't get a full value. It meant you weren't going to work for six weeks
on something if you weren't' going to get any value. We had an assistant by
the name of Andy Euston, assistant to the critic during the time when the
critic was absent, and the critic only came once a week at the end of the
week. During the weekdays Andy would go around in our class and help,
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usually because he was following the esquire, the sketch, the esquires which
had been made, Andy would simply help you to fulfill the requirements of
your esquisses and the program. And he had stood by as he was supposed
to when the critic was there, to help you interpret the criticisms. Andy
looked at it after Faelton had left and he sat down. I had made a long
building, I think I have a sketch there too with a big loop. Andy said, “Why
don't you develop that, you started it. Take that big center, it sort of makes
you think that maybe it’s there for crowds. On the other side I see that
you’ve got it for barn doors for horses. I don't see anything wrong with that.
Why don't you develop that, develop the interior with seating and so on.” I
thought it was great instruction. “Then I can submit it.” So I did. Otto came
up the end of that week, saw my studies and said, “You're going to keep to
the great half-smile are you? Just a great big half-smile, non-architecture.” I
said, “Yes sir! I think I will! “All right, all right.” Then he turned around and
left, never came near me. In fact, he didn't come near me the rest of that
year. Later on he told Lamb and Gillette, he said, “Well Schweikher didn't
need any criticism.” He just was angry that I hadn't followed his advice. I
followed his advice almost all the time after that but I didn't get the medals
I wanted. This project, I handed it in, it went to New York along with
everything else and came back. It’s in there. It got First Mention place and I
don't know what all. The whole school thought it was wonderful. I guess
Bill Gillette got one too and Yale again carried the show but I think mine
was at the top. We can see if we remember to look for it if there's time to do
it.

Blum: So you won that award contrary to his advice?

Schweikher: Faelton was furious. He said, “I was on the jury, but I didn’t give any
award.” That was all. He said, “You don't follow my advice,” and he just
left. He and I didn't speak for the rest of that year and all the next year and
then I elected to follow a great project, talk about copying I started right off
being a good imitator. I took a project of Tony Garnier’s in which he
developed a harbor for Cherbourg I think, on the Rome Prize. It was a huge
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project. I took that project as a guide—more than a guide; I stole a lot of it.
Of course by this time it must have been five to ten years old, it had been
published in an academic way but it didn't go out publicly. I dug it out of
the Yale archives, which was these huge tomes, all full size, they, were great
big things you had to open them up. I spent a lot of time copying it in
detail. I went to the city office in Chicago and asked for a plan of the city
of Chicago and these guys were so stupefied, “Sure. What's this kid doing
with a plan of Chicago?” They gave me some of the most beautiful
photostats of the entire Harbor Plan and I put these down literally and
then interpreted a whole harbor. My thesis was “Chicago as an
International City upon Development of the St. Lawrence Waterways.” I
won the Matcham prize for travel in Europe.

Blum: Did Faelton assist you?

Schweikher: It was almost the last day and Faelton came and said, “How are you
getting along?” He didn't say any more, he just took off his coat, picked up
a brush and got to work. He spent all that night working on my project,
which is the most flattering thing. I could have wept at the time, I was so
delighted. It set me up so much I knew damn well I was going to win the
prize. When morning came I was ready to go over and be awarded the
prize, and I was. Faelton wasn't present. He didn't come up for the awards.
Ted Lamb came in after the awards were over and said, “I have a message
for you from Faelton. He wants you to come down and see Rogers, for
employment.'' “Are you going?” “Bill and I are talking about going. So, the
three of us could go there and work.” I said, “No, I'm going to Europe.”
Dorothy had meanwhile said nothing to me. Money meant an awful lot to
us because we didn't have any of it. Dorothy had worked like hell and
when I announced to her that I had $1,000 travelling fellowship—I guess
you couldn't do much more with $10,000 today—Dorothy said, “I've got an
equal amount.” She'd saved $1,000 from her laboratory work. We were
rich, so off we went to Europe! We were going to be there for a year but
Dorothy's doctors couldn't wait for her. They kept cabling her to, “Get
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back, get back, we need you.” We wanted to see Hagia Sofia. I said,
“That's our end wish and we've got to go there Dorothy. We've just got to
go there.” We cut it short and we went back. At that time I then went back
to Russ Walcott and brought in the story. Russ kept me standing there
talking about the Weiner Werkstatte, Weissenhofsiedlung and the Van Nelle
tobacco factory. He said, “That’s the architecture of the future Paul, isn’t
it?” I said, “Well, I think so.” I remember Russ Walcott never got that out of
his head because he always talked to me with the greatest respect after
that. He went on doing these nice Tudor little houses, they were very nice,
but his heart was no longer in it. Philip Maher called me. I guess he met
Allerton socially or something because Allerton passed it on to me, “Philip
Maher wants to get in touch with you.” He was looking for a designer. I
went in and talked to this man, because I knew I couldn't become chief
designer over Lee Atwood and I didn't want to. Lee Atwood was with
Russ Walcott. That brings us up to Philip Maher.

Blum: Wasn't it at Yale that you met your future partner Ted Lamb?

Schweikher: Yes. Ted and I met, I think, in our first year. He'd come with a strong
scholastic background, graduate of Dartmouth College, two years or more
perhaps, I don't know why I limited it to two years but I got the impression
it was only two years at Cambridge. He was there long enough to be on the
crew and row against Oxford, all of which impressed me at the time very
much. He was a very handsome guy. Ted glommed on to me. I didn't go out
of my way to get Ted. But Ted and Bill Gillette became my friends. Bill was
Gillette of Walker and Gillette, a son of the architect in New York. Bill knew
his way around, he was a graduate of Yale College. He and Lamb had
already begun to live off campus. They didn't have any quarters for me and
Lamb said, “Wish we could get you in with us, but there isn't room.” I said,
“I've got a young fellow from the painting school who comes from
Clearfield, Pennsylvania, Dick Lippold. He's studying painting. He wants
me to room with him. We think we've found a place down on High Street
which we can rent.” It was that or Connecticut Hall and I think we finally
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chose Connecticut Hall. That was before it was remodeled. The year went
by and Ted did very well in his section. He was a year behind me
scholastically. He was doing very well in smaller projects. He and I had a
couple of classes together, calculus and I don't know what else, but we were
not together in design. Gillette, with his father’s connection as a practicing
architect in New York and a prominent one, got a little extra attention from
Faelton. He and Lamb were strong favorites of Otto Faelton and mine. By
picking that quarrel as it were by going my own way on the riding academy,
I was not a friend of Faelton but I kept getting messages from Ted and from
Bill saying, “Well, Faelton says you're doing all right.” I had to satisfy
myself with it. I was a little bit pissed off. It wasn't as though my parents
were sending me to school, this was my own carefully nurtured and saved
money, and my wife’s. So I was really nettled by it until that final
demonstration. Meanwhile, Lamb, Gillette and I and another fellow by the
name of Peter Schladermundt from New York… Peter I think ultimately
became a kind of interior decorator. I don't know what happened to Peter.
He and I only met once again, it was on a jury, I think it was—Peter was in
the stove jury that Howie Myers, editor of Architectural Forum, made up for
the American Stove competition.

[Tape 3: Side 1]

Schweikher: My friendship with Ted began in our classes that we had together and then
as time went on at school we weren't part of the athletic activities of the
University except as spectators. We went to most of the swimming, track,
football and baseball matches whenever we could, whenever we had the
time, we seemed to have plenty of it, in spite of being pretty hard workers
in architectural school. We saw a lot of one another. Of course there were
all kinds of student social things, private and general public, that's going on
in those universities perhaps more than other universities at a great rate.
The social life of Yale is pretty active among the students, professors and
student professors, they overlap. I don't know that it's a greater school than
any other but it’s because of this strong intermixing of scholastic and social
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I think that helps make it so strong.

Blum: Did you and Ted Lamb, plan your future partnership at that time?

Schweikher: No. I don't think I really knew what was on Ted's mind. We didn't talk
about that. What happened was that Ted and Bill went off to
Fontainebleau, they had a summer school there under a famous director
and they wanted to study under this fellow. Madame Boulanger was there
in music, Ted's sister Jeanette thought she wanted to study under her. Ted's
father had made a lot of money with the Curtis Publishing Company. All
the kids had a lot of money at that time compared to most of us. He gave
them all $250,000 to spend on themselves and each of them did. This was
Ted, his brother Dick, his brother Dave and his sister Jeanette. He and Bill,
who was also pretty well healed too, went to Fontainbleau and they took
the summer architectural course there which was essentially social. There
were lots of visits to Paris and the surrounding countryside and they said,
“Please come. You and Dorothy come when you're in France.” So we went.
We spent maybe a week or something like that, at any rate we were there in
time for the great ball. We all went to the ball together. We'd take up on
Pernod and make all kinds of resolutions. I didn't think anything of them.
When I got back, as I say, I looked up Russ Walcott and my already good
friend Lee Atwood, and then I went from there to Philip Maher. Meanwhile,
Ted went back to school for a year, I went to Philip Maher and Ted and I
would once in a while write to one another. I remember making one visit to
Yale. I helped arrange a lecture visit for Bucky Fuller at that time and then
we had quite a time getting Bucky there. He missed the first appointment.
He was going to come and talk about discontinuous compression. He had
some models of these suspended compressive things. I remember the dean
let us have the entrance hall to Harkness Tower, this was the space just
above the main entrance. Ultimately Bucky got there. There was a terrible
snowstorm that kept Bucky from getting there the first day. We had to put
it off two or three days and finally Bucky came. Imagine, here we had the
great Buckminster Fuller and we didn't pay him a cent, not a penny. This
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happened while Lamb was still at Yale and I had graduated and was back
in Chicago working for Russ Walcott. Seeing, at that time, this odd little
man that had come into Walcott's office through mutual friends, I guess he
was going back to Margaret Fuller, with a little package under his arm—I've
got the package too here somewhere in my library, there’s not a written
signature but it's Bucky Fuller's first proposal for the Dymaxion house. He
gave us each a copy and I have one of them. I don't know what it would be
worth to an archivist, I have no idea. It's all typewritten by Bucky—one
could only testify to that and claim it—but there's no signature.

Blum: It’s probably worth quite a bit to the Fuller Archives.

Schweikher: Where are they? They're not in Chicago are they?

Blum: I think the material still belongs to the family at this time.

Schweikher: Nobody at Yale knew who Bucky Fuller was, I don't think. There might
have been somebody in on the idea that this was some guy but I said, “You
ought to listen to this fellow. You ought to see what he' s doing. We're doing
a Dymaxion house.” “What's a Dymaxion house?” “Well that's his term for
it. It's a house suspended from a staff and built like a Christmas tree and I
can get him to come.” He didn't want to bring the house because the model
was still being constructed and too complicated to carry. He said, “I’ll bring
my discontinuous compression,” which is like a bunch of suspended jacks
except the jacks were built large and it's a remarkable thing still to this day.
It’s used here and there. It preceded the Dymaxion Dome.

Blum: Who had worked on these projects with Buckminster Fuller?

Schweikher: Lee Atwood, of Russ Walcott's office, was the motivating force. Walcott
brought Bucky in, late in the afternoon one day, and said, “I want you to
meet a man with some interesting ideas.” Walcott was a remarkable man,
lovely man to work for. He shunned all of the things that David Adler
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stood for. He hung onto Tudor houses because they were easy to do and he
didn't have to look around for other things to inspire him. In those days you
didn't worry about copying, it was what everybody was doing. You all had
a sort of style but it belonged to something else or somebody else.

Blum: This was the summer of 1928-29?

Schweikher: Yes, I'm also going into the thirties I guess, or getting close to it. I think it
was 1929-30, something like that. Lamb saw all of this and then I went and
had my experience with Philip Maher for about two years. That was a wild
experience, it was an experience in which I was both treated quite royally
and with respect by Philip Maher but also in his quarrelsome way made to
feel my place. He would tell me boastfully in one instance, he’d show me
his checks, “Look, this has six figures. Don't you wish you were getting a
check with six figures?” Then, promising me, he said, “I will go to Europe.”
This is a little aside on Philip Maher, an unpleasant experience for me
because I had lots of responsibility. I was the chief designer and he did
almost nothing. He had two rather large commissions and one was on
Astor Street. There are two buildings there across the street from one
another. He did both buildings. The apartments on one side were almost
exclusively done by Adler. On the other side they're almost exclusively
done by Schweikher for Philip Maher. Some of these took the shape of
miniature rooms in the Thorne Collection and part of the collection found
its way into the Phoenix Art Museum, for reasons unknown to me.

Blum: Are these the Thorne miniature rooms?

Schweikher: Yes.

Blum: On which ones did you specifically work?

Schweikher: I influenced a few of the others that I can’t identify well enough. One in
particular was the one that is credited entirely to Philip Maher. Philip
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Maher did only about a quarter of it, he did the fireplace but I did the
entrance hall with an odd Egyptian type voluted pilasters, the Greek key
marble floor and the curving staircase, that's mine.

Blum: Which apartment is that?

Schweikher: I don't know whether that’s still there, that was in the Thorne Collection as
a model. I find it in Phoenix marked Philip Maher, no credit given to
Schweikher at all. You could say, “Well, that's your comeuppance for
copying.” He didn't copy, he had the original author do it and then he just
claimed it for his own which he shouldn't really have done.

Blum: Did you work on any specific apartment that has been published?

Schweikher: I was working for Philip Maher at that time. The Sterling Mortons asked
Philip to design their apartment. He got about five or six of these people,
this was before I knew Suzette Morton. The story of Philip Maher could be
probably another story. I designed the Morton’s apartment. I designed
probably two or three other apartments while Philip Maher went to Europe.
I don't know whether he was a drinker or not, he and I were always talking
about being socially connected, but he was going to make me his partner. I
had no way of joining him in an investment way, I didn't have that much
income. Everything that I received I received from him as salary. It wasn't a
very high salary as salaries went, even for chief designers. We had quite a
small office which kept getting smaller and smaller because the depression
was rapidly crushing us and his big projects were not exactly cancelled, but
they were being curtailed, cut down. Things didn't look good with Philip
Maher and he began letting people go one by one.

Blum: Who else was in his office with you?

Schweikher: Did you ever hear of Weg? What ever happened to him...maybe Harvard.
He was very social on the near North Shore. Philip, I'm sure, wished that he
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was as social as Weg. Weg was full of snootery, but a lot of fun, a bachelor.
There was another person who was quite far to the left politically but had
his own house. Weg I only knew as Bud Weg. He had friends at Holabird
and Root that he knew. I never saw him again after going out, and I never
heard about him again. It was Burt who had a suburban house, very
modern, that Philip wouldn't look at. I don't know what happened to Burt.
They were two men who had been there most of Philip's professional life.
Neither one of them had anything to do with design, they simply drew
whatever Philip told them to draw. They talked mostly of the First World
War, they were probably ten to fifteen years older than I. There was also a
very fat lady who was the secretary. And there was Buford Pickens who
later became a teacher at Tulane—I used to play tennis with him, he was a
club player. I never became eligible really for top club tennis. He went to
Tulane I think and we saw him two or three times after that.

Blum: Are you describing an office of about eight people, a rather small office?

Schweikher: Yes, it was a small office on Ontario or Huron or something. What do you
call that area?

Blum: Streeterville?

Schweikher: I think it may have been called Streeterville.

Blum: Earlier, when you were speaking about what you did for Philip Maher as
the chief designer, you said your work was not identified as yours. Was it
the usual custom in 1931-1933, which were the years you were with Philip
Maher, not to give credit to employees?

Schweikher: No public acknowledgement. Philip never introduced me as his designer, if
we happened to meet at a party later on, when I began to mix more, at a
professional luncheon or something of that sort. I guess I was irked more
than if I had just been another designer in the office or another draftsman
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because then I wouldn't have expected any more. But I knew damn well at
that time I was carrying the whole load of design. His position in design
was determined entirely by my drawing and I knew it and so did his
clients. The only time I ever got any credit, I'm trying to think of the
people… I did a direct copy of old Swan, who’d put out a rather fancy
tomb somewhere in the middle of the eighteenth century, I guess. I took the
interiors for the Swan apartment and did a very elaborate thing while
Philip was in Europe. This was when Philip was saying, “When I get back
we’re going to be partners. You take charge of the design.” He named this
fellow that had had the war experience “He's your superintendent, he’ll do
everything you say.” He was building a brick house on the South Side that I
had designed completely, it was a Georgian take-off. I went ahead with this
Swan apartment for George Ranney, I think. I went on with the Morton
plans and I didn't have any trouble there. This was before I met Suzy. I got
to know her very well, later. Philip came back and blew up, “We didn't say
anything to Schweikher, but that won't do at all.” I guess we'd spent about
$150,000 at that point on the Ranney apartment. Philip did the shell of the
building—this was 1260 Astor. He had done the shell on 1301 Astor.
Allerton lived in 1301, as did Abram Poole. “Well, what'll we do?” I guess I
said to Philip—I don't really know how that went. Philip came in and said,
“We've got to take it all out.” “Look, the stuff is good, it's been paid for.
Let's act as architects and tell this guy that it’s good. It's perfectly
acceptable.” He said, “All too heavy, your trim is standing.” I knew it
because I had seen this stuff in London. I said, “Well, they wanted
Georgian. We gave them Georgian. This is Georgian. This isn't just Colonial.
This is Georgian, right from England. Defend it.” “No.” There was a lot of
swearing that went on between us. “God damn it Paul, you can't do
things... God damn it, you've got to learn this!” and so on. I said, “All right.
To hell with it. Take it out.” I'd been flirting at that time with Dushkin, he’d
been talking about building a music school. His sister-in-law, who was
teaching at Smith, had seen my work at an exhibition at the Museum of
Modern Art—the thing that Hitchcock and Phil Johnson had done—and she
persuaded her brother-in-law that they should pick Schweikher for the
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Dushkin Music School. There's your next link. It just happened. These
things evolve that way. I think Philip wanted to fire me but couldn't quite
screw up the courage to tell me point blank. I believe that when I said, “I’m
going to leave,” he was probably delighted. The odd part was, I hadn't been
unemployed for more than a week when he called me and up and said,
“Paul, come back, come back. I want you to come right back.” That was
very nice but I had the utter joy—I remember how joyful I was, I joked,
cajoled, and laughed—of saying, “No. I ain't coming back.”

Blum: So you left Philip Maher in 1933. What did you do then?

Schweikher:  I had the Music School to do on my own.

Blum: May we go back for a moment? During the depression you were in Europe
for a year, 1929-30, and then you freelanced between 1930 and 1931. Was
this the time that you worked on furniture studies for various workshops
with Lee Atwood and with other people who were out of work?

Schweikher: It probably was. I'm quite mixed up about Lee and others in this period.
There must have been two periods of Lee Atwood: one having to do with
our work together on a variety of things connected with George Fred Keck
and Marianne Willisch and the other with Lee’s coming to Dorothy and me
to live in the little garage apartment up on Diversey Street. How long Lee
lived there I can't remember. I do remember that he brought with him, as a
kind of rent I believe, some 200 books, many of which had been bought,
with me present, from Georgia, who had her office on the second floor in
the Wrigley building.

Blum: Was she a book dealer?

Schweikher: Yes, a rare bookseller. She was well known at the time, a close friend of
Lee’s. I had been present with him many times when he was buying these
books for the superintendent of Russell Walcott's office. The superintendent
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was buying the books and Lee—with some arrangement with the
superintendent, over which there was quite a squabble later—acquired the
books that he had bought for the superintendent. At the time that Lee was
buying these books he had little or no money or income and Russ Walcott's
superintendent had the money for the books but no knowledge with which
to buy them. So, Lee bought them as he would buy also rare recordings of
old music. Lee and I saw a lot of one another and times were getting harder
and harder for Lee. I had broken completely with Walcott. I was
independent of him but dependent I think at that time mostly on Dorothy
for income. I can’t remember how Keck and I got together. I don't remember
that at all.

Blum: Was it through the furniture venture?

Schweikher: It may have been. Lee Atwood was probably the motivator there in which
he knew Marianne Willisch. Lee Atwood ate lunch at the Diana Court
building and must at some point have met Marianne who was just getting
ready to open an office. She and Lee had me come in and talked to me and
we got to talking about doing our own designs. Marianne's idea was to buy
the Le Corbusier chairs and put them up in her shop. Lee and I came up
with an additional version, we didn’t change that. “How about designing
our own stuff?”

Blum: What did you actually design?

Schweikher: Do you mean about designing furniture?

Blum: Yes, designing, merchandising and having the designs executed.

Schweikher: I think we left the merchandising thinking pretty much to Marianne. Lee and
I divided up the design duties in a rather simple and quick way. Lee would
take on stools and tables and possibly bedsteads. I would do principally
chairs and perhaps bookcases and things of that sort. A great many of
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these studies were made and some still exist. It may be that some of the
material that I have represent sketches that I made of chairs and perhaps
lamps and lampshades and such bric-a-brac.

Blum: Did George Fred Keck do any designing for this venture?

Schweikher: I can't remember anything that George Fred Keck did in the way of design at
that time.

Blum: What happened to the designs or the studies that you and Lee Atwood
made? Were they actually executed?

Schweikher: Some of them were made. They are shown in the one and only photographic
print that I know of, which I may have had at sometime. There’s only one
photographic print of her shop—Marianne must have it. It shows the
Atwood table, one of the easy chairs that I did, and a lot of glassware and
so on that we had nothing design-wise to do with, but that Marianne had
purchased. Lee also worked with Marianne a good bit more than I did. Lee
was instrumental in buying a chaise lounge of Le Corbusier, that horizontal,
bent metal, chrome-plated piece. I think we also bought a thing or two by
Gropius—I think maybe I kept a couple of them and my son owns them
now.

Blum: Who executed the furniture designs that you made?

Schweikher: The actual chairs were made by some chair manufacturer that Marianne
Willisch must have known—it's possible that Keck or Atwood did this. My
recollection is that I was off somewhere because I don't remember anything
about the manufacturer of the chairs until I saw them in existence in the
shop. I do remember making the design.

Blum: Was Willisch’s Chicago Workshop popular with Chicagoans? Was it
patronized well?
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Schweikher: I don't think so. My guess is that it was not. I think that Marianne felt this
as well. I think she was disappointed. I had the feeling in the few times that
I saw her that she felt that it was not doing well. There seemed to be no
great turnover of the things in the shop.

Blum: Do you think it was because she was selling modern pieces? Was the public
reticent to accept modern at that time?

Schweikher: I always thought so. I thought it was out of its time, either too soon or too
late, but not in the time.

Blum: Of course it was also the height of the depression, 193031, when money
was tight.

Schweikher: The other thing that I understood was that the donor, the supporter of this
manufacturing program, had made arrangements with Marianne to supply
the place with funding related to what sales were being made. I think that
he was beginning to feel that he’d come to the end of that ability. I think we
lived in the Marshall Field garden apartments, I'm not certain about that. It
was before the Dushkin house, but perhaps not very much before. None of
the manufacturing material was available, the only thing that I recall was
Sandoval, the wood craftsman, doing, that I knew of…

Blum: Who was Sandoval?

Schweikher: Manuel Sandoval was a discovery in the sense that we had taken this
second floor of a garage in back of the apartment on Diversey and
remodeled it from a simple loft space and storage space into an apartment.
We put in kitchen plumbing, and bath plumbing for one kitchen and one
bath and subdivided it into a living room/bedroom and a small
library/bedroom and a dining space.
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Blum: Was this your home or your office?

Schweikher: This was our home, not our office. I was not in practice at all in a drawing
sense, except that I may have, once or twice, gone into the basement of the
apartment building. There, Charles Eliason and I had rigged up a grinding
and polishing plant for handmaking mirrors, astronomical mirrors—these
were glass mirrors or “objectives” for small telescopes. We completed one
that was eleven inches diameter, approximately, and another that was
more than six inches in diameter. Charles was a chief mechanic-engineer
and scientist. He followed through in the work with those by taking them
up to the roof apartments of the Marshall Field apartments later, which we
all moved to. There he practiced amateur star observation in conjunction
with Harvard University. So they had a dignified end.

Blum: Why did studying the stars or making a telescope interest you?

Schweikher: Because Charles Eliason asked me to design the carriage for the six-inch
telescope following what he could supply me in the way of the suspension
of the mirror objective at California.

Blum: An observatory?

Schweikher: Something like Palomar. You saw the house that I designed for Charles in a
moment of hilarity. It was to be built out of corrugated sheet metal. I should
explain that that was not borrowed or stolen from Schindler, that it
originated with us at the time, and used sheet metal in a straight-
line/curved-line combination that seemed appropriate for the corrugated
steel. That's not a slap at Schindler because I admired Schindler very much.
I would have been glad to steal from him at any time.

Blum: Was that house designed at the same time you were working on the
telescope carriage?
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Schweikher: Yes, it was designed at the same time. It was sent to exhibit at the newly
formed Museum of Modern Art, which at that time was down in Madison
Square, or near Madison Square, on 10th Street in New York. It followed
the Sears Roebuck exhibition and had been one of those seen by Johnson
and Hitchcock and they asked for it. It was the only architectural work
mentioned by the art critic of The New York Times.

[Tape 9: Side 2]*
Information between asterisks was recorded on Tape 9: Side 2 of the Schweikher tapes.

Blum: Would you explain how your work happened to be included in the 1933
Museum of Modern Art exhibition?

Schweikher: I think that the answer to your question began in 1932 when an exhibition
was given of our work in Chicago a year earlier. George Fred Keck and
Hamilton Beatty from Wisconsin, and I, at the persuasion of a small
bookstore on Michigan Avenue, made up a small architectural exhibition for
showing in 1932. We all performed properly and the exhibition was held on
the second story of this small bookshop—the name I don’t recall—that had
its offices and store on Michigan Avenue. That same year I think both
Philip Johnson and Russell Hitchcock appeared with their own exhibition to
introduce the International Style.

Blum: Was this the 1932 exhibition that was in New York and that then traveled
to Chicago?

Schweikher: Yes, I think it was. I was held at what I believe then were new quarters for
Sears Roebuck. It was a large area, which we attended later, but somewhere
along the line Russell Hitchcock of the two partners in the exhibition effort
either called or came to my office. He said that he and Philip had just seen
our exhibit at the bookshop. Hitchcock added, “If we’d seen that we
wouldn’t have bothered to press so many other Chicago architects to put
material into our exhibition. Do you think it’s possible that you could



65

change your exhibition site and put it immediately into ours, which is to
open tomorrow?” It was to be the following day. It was not necessary for
me to talk to my two partners, I knew that wouldn't work, I knew it
wouldn't work for the bookshop and I said no. I can't remember whether
Hitchcock countered right then and there but a day or two later, before he
left for New York, he said, ''I’ve talked to Philip. We still want your
exhibition. What do you think if we plan it for next year?” I said, “I'm sure
everybody would be delighted.” That's what happened.

Blum: The works that you exhibited at the bookshop exhibition in 1932 were
drawings for the Charles Eliason house, a model for that house, a drawing
for a small suburban house adaptable to row house, and the studies you
did with George Fred Keck.

Schweikher: Yes, the row house studies were published in the March 1931 issue of
Architectural Record.

Blum: Were these the same drawings and model that appeared in the 1933
MOMA exhibition?

Schweikher: I think all or most of them did appear and perhaps we added one or two
other studies in the course of the year.

Blum: The Charles Eliason house strikes me as being rather unusual for your work
at the time. Is it made of corrugated metal?

Schweikher: Yes, it was corrugated, I suppose. I don't know at that time whether we
were thinking of corrugated steel or corrugated aluminum. I'm not sure that
corrugated aluminum was fully on the market for that use at any rate. My
assumption may have been that it would appear as painted corrugated
steel.

Blum: It strikes me as an International Style building. Do you agree with that?
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Schweikher: I would not differ with that. The interior was, I think, quite International
Style. It was a little bit in the manner that Philip Johnson recently said
about his AT&T building: “it might have been Chippendale on the exterior
but was all Mies on the inside.” On the inside, as we thought of it then, it
was rather crisp and transportable, moveable, transferable and so on, with
interchangeable style, mechanized cabinet work and so on, which must
have been quite close to the things that one or all of us had picked up from
various visits to the Weissenhofsiedlung etc.

Blum: Was that your inspiration?

Schweikher: Well, the rectilinear simplicity of it was and perhaps the material itself
being mostly in metals, yes.

Blum: Did the house incorporate features that reflected Charles Eliason's interest
in observing the sun's movement?

Schweikher: Perhaps the predominant design feature was a half dome to house his
telescopes. They were all small telescopes, with very sturdy mountings that
required heavy foundations to support them, which were to be provided as
the design proceeded. The dome was to have some of the characteristics of
the larger observatories in that it could be motorized if necessary and timed
with the rotation of the earth and the telescope so that stars could be
followed photographically.

Blum: Did your design for the house incorporated anything you learned from your
solar studies with Keck?

Schweikher: No, I think that's the only thing that showed up. Most of the rest was the
efficiency of the house, which belonged to discussions with Mrs. Eliason
that helped form the domestic side of the house. There was no ground or lot
at that time. In the general scheme of things this house was to be located on
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any available simply suburban site.

Blum: One of the other drawings was for a small suburban house adaptable to
row houses. Was the row house a solution that you felt was feasible in
1932?

Schweikher: I think that Keck and I both felt the same way. Hamilton Beatty,
incidentally, was simply an invited participant and there was no history of
working in association with Beatty. Keck and I had discovered all forms of
housing, row housing, multiple housing, all of it suburban in character. It
had only occurred to me, I think independently, that perhaps there could be
a sort of two-way or two-edged solution where the row house could be
available for two uses. Building large units economically, where they shared
party walls, helps cut down expense and of course shared site
development and other mechanical improvements but allows for the
purchase of small, individual, independent lots. That's about all there was
to it, as I remember it now.*

The above information was recorded on Tape 9: Side 2 of the Schweikher tapes.

[Tape 3: Side 1 continued]

Blum: Was this the time that you did solar studies with George Fred Keck at the
Adler Planetarium?

Schweikher: It probably was, I'm not sure. We worked with an assistant to the director,
a young man, in the basement at the planetarium building, using crude but
effective scaffolding that would permit arrangements of the sun's position
for various times of the year and day.

Blum: Why did studying the movement of the sun interest you?

Schweikher: The project done by Keck and I was a block study of row housing—most of
it was somewhat in the German pattern, such as Gropius used—placed in



68

positions relative to prevailing winds and the sun's angles. We then
arranged cameras for pictures of the model or models that would represent
shadow patterns formed by the sun at various hours of the day in various
seasons.

Blum: The Architectural Record of March 1933 reported a Chicago housing project
that was done by you and George Fred Keck. Was this the one you studied
for?

Schweikher: Yes.

Blum: Was this ever built?

Schweikher: No.

Blum: How did you and George Fred Keck come to investigate this housing
possibility? Supposedly it was to develop a slum area.

Schweikher: I don't remember Keck's part in this, though it was an interesting part and
continuing one. If I recall correctly, most of the drawings and all of the
models were built by my assistants and me. I did the photography, together
with the assistant at the planetarium. Charles Eliason also took a very
active part in this. Charles Eliason was a LaSalle Street broker.

Blum: The Record article talks about the buildings oriented towards the sun, and
also about standardized parts used in the building, economy of materials,
and certainly economy of construction.

Schweikher: I'm sorry that I don't remember what part Keck took in this, but no doubt
an important part, and an important contributor. I was busy with the
things that appealed to me.
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[Tape 3: Side 2]

Blum: When you spoke about Russell Walcott’s office you said that you and Lee
Atwood went to movies a lot. What kind of movies did you enjoy?

Schweikher: Let me correct myself if I said we went a lot. We often went to movies that
for that time seemed to be important as works of art or historical reference
or pertinent in particular to daily life. We viewed the movies, in the first
place, as an art form. It would have been a properly critical thing to the
limits of our intelligence and what information we had about that art, the
art of movie production. Yes, it was to that degree of sophistication and
critical observation. It was not an effort to excuse our going. A large share
of what prompted us to go was that it was a work of art and we looked at
it as we might look at any performance or other that was at an art level.
Such movies that seemed to be only entertainment on the surface—for
example, The Jazz Singer, was a combination, if I recall correctly, with Al
Jolson and The King of Jazz with Paul Whiteman—would have been
important not only as entertainment but as a work of art in a new direction,
jazz. Jazz was a new major work of art.

Blum: Did you listen to live jazz musicians as well?

Schweikher: Yes, I had a good bit of nightclub attendance. Chicago is a fine place for
that sort of thing. We got the best, as you know, from St. Louis, the far
West and from the East. We had all the fine band leaders, the best trumpet
players, and vocalists.

Blum: Was this something that other architects did as well?

Schweikher: Except for those offices that I was in, I never knew the habits of other
architects. That raises the question of how much I saw of other architects.
Not much. There was a brief time when I had an interest in the AIA and
what it could do to bring some of us together. I credited it at the time with a
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good bit more of professional influence than it turned out later to have
when I became a member.

Blum: When did you become a member?

Schweikher: I don't remember. It must have been some time in the 1930s.

Blum: Were you licensed when you and Ted Lamb became partners in 1933-34?

Schweikher: I believe that my registration in Illinois was dated 1938. That was my
Illinois registration. That was then followed in succession, up until the time
of the NCARB, with a variety of registrations in fourteen or fifteen states.

Blum: What is the NCARB?

Schweikher: It’s the National Council of Architectural Registration Boards, of which I
was a member for a great many years. But now in my eighties, I have
dropped almost all of those memberships. I’m keeping only the state of
Illinois, and as I recall, Pennsylvania and Arizona. There are special
privileges now granted to eighty-year-olds in the registration field. I've
taken advantage of whatever they were. Some of them are simply gratis
registration for the rest of your life, I guess.

Blum: Did I understand you correctly to say that you felt the AIA was more
important to an architect than you came to believe subsequently?

Schweikher: Less important. That's my opinion. My guess is, without knowing, that
many chapters feel more responsible locally than it was my experience to
have. In Chicago I felt that the AIA as a professional association should
have more public responsibility and that we should assume more
professional responsibility to the public and make it known and make it
felt. Where ethics or public safety such things were concerned I felt the
Chicago chapter of the AIA, or any chapter of the AIA, should assume
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some responsibility and make its opinions known. To a degree this was
done and probably still is done. I still have the feeling that the voice of the
AIA as a professional organization is comparatively weak. I would
compare it with other professional organizations such as the AMA, etc. It's
weak ethically and it's weak technically.

Blum: Can you cite an instance that would demonstrate what you’re talking
about? One in which, perhaps, you were personally involved?

Schweikher: There were one or two that affected me that are relatively unimportant and
my reaction then was perhaps an overreaction. In one there was an
opportunity to display at the AIA chapter headquarters some miniature
drawings by Erich Mendelsohn that he would have been happy to send to
us. I got angry because the then-president of the Chicago chapter was
assuming authority with a personal bias—his feeling was that having such a
show would be controversial. The reason apparently was because of the
strong political disturbance in Israel at the time and, of course, Mendelsohn
was a Jew. Apparently that was the reason the work of a Jewish architect
on display in the local chapter of the AIA would have been a challengeable
act.

Blum: Was this one of the instances that contributed to your resignation?

Schweikher: Yes, I felt strongly then about such things and acted on them. Today I think
I still feel as strongly, but my actions are slower, my reactions are slower
and I perhaps wouldn’t have resigned, except that there were other
instances that annoyed me in the local framework. One of the instances
was over the insistence on the part of the Kroehler manufacturing people
and Marshall Field to put furniture into a house that I had designed for a
small and temporary exhibition on the grounds of the 1893 world's fair.
They wanted to put some Grand Rapids furniture in it that would have
conflicted with the building and other furniture that I had designed for the
house. I appealed to the officers of the Chicago chapter—I think I was on
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the board at the time—for some assistance and I can't remember what kind
of answers I got. I do remember that I got no assistance in objecting or
making my objections clear. I went to Marshall Field’s and pounded the
table and left in a huff and the notice came out in the local press that
Schweikher had been kicked out of Marshall Field’s. The headline was
something like, “Architect Removed Forcibly,” but that wasn't so.

Blum: How did you want to furnish it?

Schweikher: I had my own designs. I was for freestanding chairs and things. I can't
remember now, it may easily have been that I had in mind a chair or two,
either a new design that has long ago disappeared from my files or it may
have been part of the little Vienna-type workshop that we had with
Marianne Willisch. I don't know that for sure.

Blum: This all refers to the Structural Clay Products exhibition house that you
designed for the fair in Chicago in 1950?

Schweikher: Yes. I had been a developer—I think I was alone in this for a while—of
Chicago common sewer brick as a structural brick for inexpensive houses.
To the point, as I understood it, that the Structural Clay Products people
began to fire that same clay slightly differently to give it more durability
and resistance. Later it became known as Sunset Brick. Some years ago
now, maybe ten to fifteen years ago, I was given to understand that the
brick was still on the market as Sunset Brick. That which was used in my
Roselle house and a number of other houses was a so-called Sunset Brick
and was quite handsome.

Blum: Did you over take any patents out on any of the work that you did?

Schweikher: No, I was never very good at patents. When patents did occur, as in my
washing machine designs for 1900 Corporation, the company took out the
patents in my name. That’s as much as I ever knew about it. Their fees were



73

incidentally scandalously low, as compared to today. Perhaps a tenth to a
twentieth of what they are now.

Blum: You resigned from the AIA because of conflict...

Schweikher: Mostly it was because of the inability of my colleagues to join with me in
making small, but forceful, remonstrances or other objections to things that
were unethical or lacked architectural or artistic merit. I had the feeling in
those days that it was a delightful group to be with and we had some fine
drinking parties and we talked nonsense together. But, when it came to
public action as a body representing the profession, I thought at that time
that we were a bunch of weaklings without conviction, without principle.
We were simply a little pleasant social group without purpose.

Blum: Would you speak about the Architects’ Balls sponsored by the AIA that
you enjoyed?

Schweikher: The two parties, the architectural balls—one at the Drake in 1936 and the
later the one at the Trianon in 1937—were delightful. They were without
purpose other than to indicate that professional groups could have a lot of
fun and could do things in an attractive way. I was active on committees
for both of those parties, first as one of the many designers in the first one
at the Drake, and then as the head of design at the Trianon.

Blum: What did you design for the ball at the Drake Hotel?

Schweikher: It didn’t take very long. We had the entrance lobby with its changeable
fireplace-fountain to work with, so we cut out the fireplace, made the pool
as big and as deep as we could, put a podium in the center, and had a
parade of nude beautiful girls go one by one, half an hour apiece. It almost
literally brought down the house. The entering males couldn't follow the
pedestrian path around the pool left for them but insisted constantly on
crossing through the center of the pool.
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Blum: Were the women in the pool?

Schweikher: The women were on pedestals and there was a kind of general rush for the
center pedestal. They were always treated gently, but everybody got a good
soaking in the middle of the pool and some of the girls were not very
pleased and left, others saw that it was harmless and just good fun and
stayed. A good time was had by all.

Blum: Who were some of the other architects who worked with you in planning
this ball?

Schweikher: I can't remember. I think that such people as Al Shaw and Nat Owings and
people from the Holabird and Root office, and from Philip Maher's office
perhaps. I've forgotten now, I don’t remember. I’d like to bring in more
names, but I can't remember. The Pereiras, if I remember correctly, helped
get the girls. Nat Owings helped get the work done and the contributions.
The following year when it was again a matter of girls dominating the
picture. Al Shaw suggested Venus on the half-shell as a theme and we then
completed the grouping with diaphanous columns each five or six feet in
diameter and perhaps fifteen feet high, as high as the ballroom, with girls
inside again. The parade was, of course, with Venus on the half-shell, all
done in rather typical Hollywood style, ornate, lots of color, lots of jazz.

Blum: Was this ball named “Afternoon of the Gods”?

Schweikher: Yes, I think that was Al’s name for it, “An Afternoon with a God”.

Blum: What did architects and their wives and companions wear to such balls?

Schweikher: To me, the ball at the Trianon was nowhere near as varied or exciting as the
one at the Drake. There were many periods represented in the Drake Hotel.
The classical theme dominated and so many of the gals came in long white
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gowns and some of the men wore robes and so on. One popular costume
was what was imagined to be slave costumes with skirt-like shorts and
work blouses and bobbed wigs. I remember a great many of Dorothy's docs
came dressed that way. They were quite laughable and lots of fun. There
was lots of heavy makeup at the Trianon, far more than the Drake which
had pleasant, amusing costumes of the 1870s and 1880s—hard hats, straw
hats, and things of that kind, and vests. Does that give you any kind of
idea? About the place of the AIA and the local chapters and so on—I don't
recall that it directly affected or called upon the AIA in any way.
Undoubtedly there were many members of the AIA that came to the ball
and I don' t think there was any objection on the part of the AIA to a fancy
dress ball or clownish ball. It was a typical architectural activity. The
engineers came from the engineering societies and certainly the professional
societies furnished members but not as societies. I don’t know whether the
AIA voted money toward the expense of the balls. I think most of that was
taken care of by such people as Nat Owings and others who were able to
persuade many of the builders, contractors, and materials people to come
as guests but also to help pay expenses. That's the way I understood it.

Blum: In 1939, as a member of the AIA, you were the director of the Chicago
chapter school. What was that?

Schweikher: I think that Jerry Loebl was president of the chapter at that time and I think
it was primarily a child of his brain and a well-intended and well-meaning
one. He had asked me if I would act as the instructor and director of this
school. Neither of us thought it would be very big but we would make it
especially available to draftsmen and/or architectural students in or out of
school. The school that I’m talking about is the chapter school. The
classroom for it was a rented classroom in the Pelouze Building, which was
where Popular Mechanics magazine was located. Whether it was still
occupied by Popular Mechanics I don't know, I think it was going vacant.
Later a floor or two was taken over by Mies van der Rohe, that’s my
memory of it.
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Blum: How many students were enrolled?

Schweikher: If we had half a dozen students then we had as many as I can remember.
Maybe we had a dozen at the beginning. The program was done rather
quickly. I informally made up graphic exercises for a certain amount of
discourse, some of which I guess I ventured. I can't remember what other
teachers we may have had… I remember that Rainey Bennett, the watercolor
painter, was one of them. I can't believe that we met more than two or three
times.

Blum: Do you remember any of the students?

Schweikher: I don't remember any of the students.

Blum: 1939 seems to be the same year that you taught a course at the Art Institute
of Chicago, and I think that that school was titled the Chicago School of
Architecture. Was that affiliated with Armour Institute?

Schweikher: No. Norman Rice was the director at the School of the Art Institute who
asked me. I can't remember whether that was contemporaneous with the
AIA chapter school, which I would have called Jerry Loebl’s inspiration. We
did what we could but there was little or no money. I guess we probably
paid rent out of chapter funds, but the rent was quite low. We required
almost no equipment other than perhaps some crude drawing paper, a
drawing board or two with an inexpensive easel and a few stools, and the
electric light bill as an additional cost. At the Art Institute school, I was
simply a visiting instructor who came into a class that was already formed,
as I understood it. It was a class in architectural drawing. I gave some
problems of geometry that were helpful in examining the use of the T-square
and triangle and the compass and such things. We concerned ourselves
with rather dry little problems of making diagrams of pentagons, polygons,
squares and triangles. That was all there was to that class. I was all alone; I
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didn't really have charge of the class. They were just students in that class
trying to acquaint themselves with mechanical instruments.

Blum: An architect who has spoken to me about taking that class with you
remembers a farm problem you gave to the class.

Schweikher: That's very possible.

Blum: It seems that soon after that you published some sort of solution with Bill
Fyfe and Joe Salerno in Architectural Forum in October 1940.

Schweikher: Yes we did and I guess it was Architectural Forum that published it. It was
“The Linear Farm,” in which we began the food and fodder at different
ends of a long mechanical chain. Then, by the time you got to the other end
it was milk or grain or whatever. I didn't realize that that ever found its
way into that school but it’s possible that it did. What’s being revealed to
me by this interview is that I've forgotten a lot more than I thought I have.

Blum: Was the thought behind these schools, either the AIA class or the one at Art
Institute, to promote contemporary design?

Schweikher: There was nothing that I know of in the way of design theory or the theory
of practice in architecture in the class at the Art Institute. That was a
simple, direct application of learning how to handle instruments. I didn't
know whether I was working with promising architects or promising
painters. I think they were painters, people who wanted to paint, draw and
perhaps there were one or two who thought of this as a course in
engineering or architecture that required mechanical drawing.

Blum: Do you recall who was in that class?

Schweikher: Not a soul. I had a great many conflicting interests at the time. I don’t even
remember why I took the job. About all I can remember about it was that it
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was rather formless. I think that the director didn't know what character it
should take and I needed somebody to tell me what its purpose was. The
Art Institute was trying to become a good school in the arts but I wasn’t
satisfied with picking a practicing architect to direct it, without any
instruction other than that was quite the way to go about it. I was probably
a rather uncertain director and teacher. I really wasn’t the director at all. If
Rice looked in on me, he may have looked in on me once only. That would
not have been his fault, it was simply I think that he must have had orders
or directions from somewhere else to begin such a school. He began it
without a proper study of what it should be, that’s my guess.

Blum: What architectural magazines or journals did you read?

Schweikher: I think I began with Architectural Record. I guess for a while my favorite was
Architectural Forum. How these came in the timeframe, as the modern term
is, I don't remember clearly. I wasn't very long in my practice before some of
my own projects were published. I think maybe one of the earliest projects
was the small church in Austin. A man by the name of Talbot Hamlin, I
believe, did a critical article on it that was laudatory. That made me a
friend of the magazine. I probably subscribed to that.

Blum: Hamlin’s article was published in Pencil Points in February 1940.
Throughout your career you were very well published. How did that
happen?

Schweikher: I don't know how that happened. I can’t recall just what happened about
that. When Bill Fyfe was in the office he brought in a small house project,
which we did, and we entered it. But I think Bill wanted to do it and it was
really his house and his design. I can't remember that I contributed much to
it. It was a very nice, small design with a certain small Wrightian influence
but with an imaginative contribution by Bill in that it had warm air
circulating through a masonry floor and the introduction of fresh outdoor
air through louvers beneath fixed windows. These are all contributions of
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Bill's and really made the house work.

Blum: This was in 1941, it was the Lewis house in Park Ridge, and it was selected
the as the “House of the Year.”

Schweikher: That's possible. It got a prize and a publication and whether that stirred
the interest of other magazines I don't recall. The only thing I can say here is
that at no time did we—that means any of us in the office, especially
me—ever solicit a magazine or call up anyone to ask them if they would be
interested in publishing our work. We never did that. Usually we would get
letters. I could remember some of the editors ultimately, there was Douglas
Haskell, Howie Myers, and the man after Hamlin, who took over the
successor to Pencil Points.

Blum: Do you mean Progressive Architecture?

Schweikher: Yes, Progressive Architecture. Tom Creighton, Katherine Ford, these were
various editors who wrote to me in person. There was also someone from
the Museum of Modern Art, probably following the visit that we had at the
time of the Johnson-Hitchcock show at Sears, Roebuck.

Blum: They wrote to you for what reason?

Schweikher: They wrote asking if we would like to submit material for publication in the
magazine. We began to send a project now and then. At first they were
interested only in pictures of work that had been built. Howie Myers
suggested showing work in progress, so we sent them drawings of work
around the state of Illinois. By that time Elting was in partnership. Then
came—who was the editor later?—at any rate he was editor. At the time
that he wrote to me asking me to prepare a projection campus design. We
were at that time working on the State University of New York in Buffalo.
They published a rather long article on that, together with our drawings, it
was that kind of thing. Two or three of the magazines developed a habit of
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writing us once a month to see what we had. Town and Country published
quite a few things, including my house, my neighbor’s house, and two or
three other houses that were suitable for their town and country
relationship. I had many interests in foreign magazines that don't appear
there. I was very fond of the English magazines.

Blum: Whom did you use as the photographer for your work?

Schweikher: Hedrich-Blessing for most work in the Middle West. That would be the
states surrounding Illinois, as well as Illinois. For the Southwest I think we
had once or twice used Ezra Stoller. For Eastern stuff I think it was Molitor.
These were all top photographers.

Blum: When you worked with the Hedrich-Blessing studio, who was the
photographer on the job?

Schweikher: Usually Bill Hedrich.

Blum: Did you work with him to set up the photographs?

Schweikher: I think Ken may have done the first project with us, or it might have been
Ken with Bill present, but from then on it was almost always Bill. If there
was a change in personnel, I still probably thought of him as being Bill. As
time went by I wasn't always present with the photographer. Initially I liked
to be there because I found that the photographer, early on, as the modern
expression is, used to say, “You can't take it all.” This was especially Bill
Hedrich's way of trying to teach me that you couldn't take in all of the
project. At first I was impressed by that, but then later I came to insist that
we arrange the picture in such a way that it showed what I wanted to see.
Sometimes I was trying to say something about the building or I was
thinking that the building was saying something to me that I wanted the
picture to show. I would override the photographer's wish to produce a
masterpiece of his own in order to say about the building what I thought I
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should. I was a nuisance to many photographers in later years.

[Tape 4: Side 1]

Blum: During 1930-31, when you were freelancing, was this the time in your career
when you designed products for industry?

Schweikher: I think that's so, approximately, although it's only honest to say that I've
lost track of the specific time and into which slot it may fit. I think I did
that. Some of it was in connection with the Willisch workshop. I recall
talking to one of the representatives, possibly the buyer or at least the
Chicago representative of a Grand Rapids manufacturer of moderate priced
furniture.

Blum: What I had in mind was the stove design and the washing machine design
you designed for industry.

Schweikher: The washing machine design was not related to the furniture design or the
Willisch project. That was a separate operation. It came through the
display—this also helps date it—of prize winners in the General Electric
competition in 1935. Lou Upton, president of the 1900 Corporation, which
manufactured the Whirlpool line for Sears, Roebuck, called me to say that
he had seen the house in the magazine and would like to have Lamb and I
do one just like it for him in Arizona. We said we most certainly would. He
made an appointment with me to go to Scottsdale to look at the lots that
he owned there and to return to discuss plans for a house made of adobe
and redwood. We did this and the house was built. I can't remember clearly
but somewhere along the way—how much time passed I don’t
know—Louis Upton had occupied the house, Beth's sister and her husband
had occupied the house when the Uptons couldn't. That sister was Fannie.
The sister to Beth and Fannie was Margaret Mead, the anthropologist.
Shortly before the war, Louis Upton asked if I would be interested in doing
some industrial design. I said, “Yes I'll try that.” I then sat with the



82

manufacturers and sales representatives in St. Joseph, Michigan, discussing
changes or possible changes in the Whirlpool line. We designed that line
and redesigned it for two or three years just prior to the war. I stopped
work on industrial design in order to give my attention to my enrollment in
the Navy.

Blum: So you designed for industry in the early 1940’s?

Schweikher: Yes, it was. And now we have a date.

Blum: In 1933 the Century of Progress International Exposition opened. How did
you participate in the Century of Progress?

Schweikher: I was about to say the only participation I had was in going to the fair,
which is closer to the truth than anything else that I might say. Except that
somewhere, in this whole line of employment, I became a member of the
drafting force of General Houses. I can't remember why or when. My
assignment, given to me by Howard Fisher, was that I be in charge of the
development of a house that was not in steel or metal of any kind but in
wood. I worked in an area called the “backroom” designing what was to be
a prefabricated house. Whether this was the time that I also did some side
work on a house for the Celotex Corporation I can't remember. The
president, who was staying at the Drake Hotel, called me one day and
interviewed me in his pajamas about the design of a wood house for the
Celotex Corporation.

Blum: There are drawings for the study of the Celotex Corporation house that are
dated 1934.

Schweikher: I spent some time on that. This may have been contemporaneous with the
General Houses work or not, I can't remember.

Blum: Did the wood house you designed for General Houses ever get built?
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Schweikher: I don't know the answer. Celotex may have designed it without consulting
with me further. They had the planning and detail materials from me with
which to work. As far as the General Houses house is concerned, I think it
was never built. I'm not sure that we even arrived at a point of completed
working drawings.

Blum: Who else was employed by General Houses?

Schweikher: They were far to numerous to mention. There were a few. One of our
consultants was Bob Weinberg of New York. And there were Larry Perkins
and Phil Will.

Blum: Did they work on the wood house with you?

Schweikher: No. They were not in the backroom. They were still in another opinion and
in another opinion room. This was the nature of General Houses, which was
populated by earnest, serious, intelligent, thoughtful people, most of whom
appeared not to have other work to do and most of whom were somewhat
uncertain as to what they should do in this circumstance.

Blum: Howard Fisher has been described as a hero because he employed young
architects who needed work. He had a new idea about a solution to the
housing problem and that was to use prefabricated housing. Did the
prefabricated solution appeal to you?

Schweikher: I hadn’t ever asked myself that question in that way. I might have answered
it by saying the chances are it did not appeal to me. As an idea it appealed
to me, but as far as our solution to the idea was concerned, I thought that it
was not the best solution.

Blum: Why?
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Schweikher: It was not monolithic enough. It turned out to be an assemblage of parts.
One could identify their counterpart in masonry, concrete, steel, and wood
which may or may not have taken more or less labor. If one added up the
skills of the carpenter, mason, welder and so on, the chances were that so
much complexity still existed in this prefab house that it offset any gain in
economy or ease of construction. Furthermore, many things remained
unchanged such as the water supply, sewer, electric power, heat sources in
general, foundation, resistance to overturn and collapse, adaptation to sun
and wind positions, and so on. I thought of this a good bit and that
probably is one of the reasons why I left rather early in the operation.
Perhaps I stayed long enough to see two examples built: one at the Century
of Progress in 1933 or 1934, and one for Ruth Page and Tom Fisher
somewhere on the North Shore on a lot that they owned.

Blum: In the Hubbard Woods section in Winnetka?

Schweikher: Yes, I think so. I can't remember exactly where it was. Although I went
there, I don't know that I identified my location when I was there. The other
house, I think, was one that we built near Libertyville for Adlai Stevenson.

Blum: How do you remember Howard Fisher?

Schweikher: As a pleasant, intelligent man devoted to an idea. Later, I knew him as a
new and casual friend. I think we weren't fortunate enough to have the time
to have him as a guest at our house but we did go once to his place for
dinner or something of the sort and a visit with the family.

Blum: Getting back to the Century of Progress, what was your opinion of the
design of the buildings?

Schweikher: Let me answer another question about that for the moment. I don’t
remember, and I can't think of what would help my memory to recall what
the objectives of the fair were. Perhaps that's an answer, because it seemed



85

to me that other than as entertainment there was very little else. I doubt
that it made money. I can’t believe that it did, since some of the projects
that I knew about were unexpectedly expensive. But it was a great amount
of fun. I don't think it pointed to any direction. It had something of the
future in it.

Blum: Did George Fred Keck’s Crystal House or the House of tomorrow, impress
you?

Schweikher: I only saw the Crystal House and the House of Tomorrow as finished
structures. I had only a little view of their work in the drafting room. I do
not remember taking part in any of the actual drawing. Somebody has
credited me with helping them in that work but I can't recall having done
any of it. I do know that I was in the office frequently talking about this or
that planning virtue or detailing objective, but I was not an active part in
doing any of it. I can’t think that I did any drawing and I can't think that I
did any advising. I was not really prepared for either one. I was interested
in discussing the possibility of incorporating some of Buckminster Fuller’s
ideas, if possible. Fuller, if my memory serves me, was quite available for
direct consultation. Maybe Keck and Atwood talked with him, I don't
know that for sure. They must have talked at some point about having
Bucky’s automobile be a part of the exhibit because it was made a part of
it. It had that most unfortunate tragic accident that didn't help matters.
And Atwood described what he was doing: one example was taking a
woodblock floor and turning it at right angles and making a vertical wall
out of it and that seemed pleasantly innovative without any other purpose
than a visual one.

Blum: Was this for one of the houses at the Century of Progress?

Schweikher: Yes, but that was not the House of Tomorrow. I don't think it was called
the House of Tomorrow. If I remember, the House of Tomorrow was
octagonal or pentagonal—I've forgotten what the shape of it was—but it
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was a regular polygon in plan. The other was square, I believe, a cube in
form, essentially a glass block.

Blum: Did that strike you as an innovative house?

Schweikher: No, it was built out of open truss joists which were used in almost all the
inexpensive, small structures. They had come in as a popular addition.
They were used everywhere.

Blum: In 1933 were there homes that were being commissioned in such a style?

Schweikher: No, I don't think there were many homes like that. I guess I hadn't come to
the bumpity school yet—the school of bumpity stone, as the form called
it—in which we used them almost exclusively as ceiling structures, but that
may have come considerably later. I can't remember what the date of that
was, after the war I guess. That must have been ten years later perhaps.
You'll see that in the Eliason house, which was exhibited in New York and
in the show at the Museum of Modern Art. The Eliason house had, as a
part of its structure, the open webbed joist. It was very carefully drawn on
the interior perspective.

Blum: So am I correct to assume that in your opinion the Century of Progress did
not exert...

Schweikher: It offered little or nothing new.

Blum: Do you think it was a political farce?

Schweikher: No. I think that's probably true of almost all fairs, except possibly, if one
goes back to the St. Louis fair… I was too young to be present.

Blum: Why does that fair strike you as an exception?
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Schweikher: There were special innovations and architectural innovations within a style
that perhaps carried on beyond the slowly developing urban large-scale
architecture. A lot could be said about it but not without going into
considerable architectural detail. Subsequent fairs seemed pointed more to
entertainment than to scientific or professional development.

Blum: In terms of enjoyment what did you enjoy about the fair?

Schweikher: Drinking.

Blum: Did you meet colleagues or people whom later became colleagues?

Schweikher: No., I don’t think I met colleagues. I met people with whom I became better
acquainted later, professionally. Among them were Skidmore and Owings. I
had met John Merrill earlier. You asked at one point whom I knew in the
Lowe and Bollenbacher office or in the Granger and Bollenbacher office.
Did I mention John Merrill, who was the engineer in that office? He must
therefore have been, at least in the early days, the engineer for Skidmore
and Owings. I didn't meet him necessarily at the fair, nor did I really meet
either Skidmore or Owings at the fair, but I met their influence and presence
and examples of some of their work. Later and sometime during that time
or immediately after the fair, I was surprised to receive in our new small
Chicago office Nat Owings as a guest. He showed me pictures of the design
of an interior for the Fairbank Company, to ask my opinion about its
design. I think I was as surprised with the visit as Nat was in making it. I
don't know why he made it and I never found out. Odd. We met a number
of times later on various projects and juries but we never became well
acquainted.

Blum: In 1933-34 you and Ted Lamb got together and formed your partnership.
How did that happen?

Schweikher: Sometime in 1933 I had a card or short letter from Ted addressed to me
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from Mexico, I think it was, saying that he was on his way back from an
architectural tour, an automobile tour of Mexico. He wrote that he would
like to come in and see me shortly after he arrived, which he did. The
purpose, apparently, was to suggest that he and I work together as a team.
He was thinking of the practice of architecture and he said that he would
be happy to work with me in my location, which was my apartment. I was
in the Marshall Field Garden Apartments where we had two small
bedrooms, a dining room that opened into a living room, a kitchen, and of
course a bath. We went ahead and set it up that way and Ted came to the
apartment and we began work on such things as the General Electric
competition. Somewhere in that time—I can't remember now whether I had
already finished drawings for Dushkin or not—drawings for the Dushkin
house were done and some drawings were done for a house for Ted Lamb's
mother and a house for his sister.

Blum: When your partnership with Ted Lamb was formed did you discuss mutual
goals and methods?

Schweikher: That's a nice question to ask me but I don't think our architectural
intelligence had developed very much up to that time. We probably thought
we had goals and objectives. If we did, we worked a while without putting
them into words, other than the words that were necessary to make a
drawing or to describe a scheme. Then when Architectural Forum invited us
to submit photographs and prints of our work either finished or in
preparation we made a small summary of ideas as a kind of preface.

Blum: Was that published in November of 1939?

Schweikher: Yes. I tried to put it in that “Who Done It?” style and they garbled it all up,
made a mess of it, that contemporary architecture. I said, “It seems to me
that it's still applicable.” With that they then must have thrown it around
the studio because it certainly came out a mess, absolutely unintelligible.
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Blum: Nevertheless, I think four or five interesting points about goals were made
in this article. You wanted to enclose the space economically, to use
suitable and natural materials with a great point made of using no
synthetics, and you wanted the solution to be based on siting, nature, and
the client's needs. The important point I think you made was that it must be
a contemporary solution. When did you break with the traditional
approach in favor of the contemporary solution? Of course today your
reputation is that of an early proponent of contemporary solutions, so
called modern. When did that all happen?

Schweikher: Just in the course of building buildings.

Blum: In the 1930s?

Blum: Yes. I'd have to count the buildings as they happened. That's a long task
and would bore me as well as perhaps the reader.

Blum: In the Forum article, the Loewenstein house in Highland Park is cited. Do
you consider that a contemporary solution?

Schweikher: Yes, I did. But again, the only thing that I had summed up were the use of
materials, not necessarily natural materials, it didn’t have to be natural
stone, it didn’t have to be wooden logs or bark, but I wanted to use them as
straightforwardly as possible. Instead of painting brick after it was in
place, I wanted to let the color of the brick stand. Instead of staining wood
with dark stains, protect it with preservatives, we wanted to let the natural
color of the wood stand for itself. It was just a kind of simplicity and
directness that we hoped to introduce. As to spatial function and spatial
theories, we agreed with most of the principles that had been expressed
either by Wright or by Mies van der Rohe or somewhere in between by
others. Those principles had to do with using glass as a transparency to
control temperature change but not a visual space divider, as an example.
Using masonry and wood as structural material rather than as decorative
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material, etc.

Blum: In that statement of your philosophy it seems that you almost disdain the
practice of identifying the style of a building. The statement reads, “We
find little need for serious discussion of the building’s style.” Is that so?

Schweikher: Yes, I guess so, at that time I did. I guess that's been our practice somewhat,
not to develop a Frank Lloyd Wright philosophy, Mies never really did,
and Johnson theorized a good bit. Other than saying, “Less is more,” Mies
was constantly simplifying, simplifying, simplifying, simplifying, Where's
this coming from? ...from Thoreau or somebody. Let me say something that
is going to sort of float in the air: I've been asked about a recent restatement
concerning plagiarism, in particular the copying the plan of a small house
designed by Harwell Hamilton Harris. I think that the restatement is as
sophomoric as the first statement. Copying is a frequent constituent of the
design process. Sometimes the copying is verbatim and adds nothing. Many
times, however, it is an improvement over the original and is obviously
progress.

Blum: Are you referring to the house design with which you and Lamb won the
1935 GE competition? At the time it raised some criticism.

Schweikher: Criticism of our house design that won the GE competition might have been
more appropriate or better applied to the subject of whether or not the
copying was an improvement of the original or failed to make any progress
whatsoever. An ad-lib to this is that historically we have learned to accept
copying of old monuments. Why may we not similarity accept intelligent,
clever, amusing or effective copying of contemporary work? Look again, for
example, at the two plans.

Blum: At your GE competition design and the Lowe house by Harris?

Schweikher: Right. The bare bones of the Harwell Hamilton Harris plan appear in the
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plan of our house designed by Lamb. However, Harwell Hamilton Harris
appears to have derived his plan from the Japanese habit, whereas Lamb is
intent upon reproducing a house more easily identified with the
Mediterranean style. The copying therefore takes a relatively unimportant
position in the design process. We could continue with this argument
indefinitely.

Blum: In the flow of your career winning the 1935 GE grand prize was important.
Did it bring you attention and commissions? For instance, the Third
Unitarian Church was a 1936 commission. How did you get that job?

Schweikher: I think that came out of my acquaintance with the Fyfes. It may have been
at the time that William was working with me and I think that it was his
mother, father, or William himself who brought in the commission. That's
not unusual in architectural offices.

Blum: Did you feel that the Third Unitarian Church was a successful solution for
the problem?

Schweikher: Wasn't there a man by the name of Johnson for whom I built a house a little
farther south than the University of Chicago? It was somewhere on what
was originally the elevated lines, somewhere out in that area. It's a very
polite house, a house that takes its flavor from the work of George Maher,
deliberately. I was never accused by anybody of copying George Maher. I
think the man’s name was Johnson.

Blum: Was this the David Johnson house?

Schweikher: Yes, the David Johnson house.

Blum: Was he the contractor for the Third Unitarian Church?

Schweikher: I think that Johnson was the contractor for the Third Unitarian Church of
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Chicago, which was done in the “Modern Swedish” style. It was inspired
by my observation of the work, being in and around Stockholm at the time
on a recent visit to Europe.

Blum: That church has been cited many times as being a modern urban solution
with sincerity and with a direct use of natural materials. This seems very
consistent with your statement of philosophy.

Schweikher: It’s interesting to me personally. It marked a change in my career from
draftsman to colleague of David Adler's. While acting in a jury of peers we
walked out into the elevator corridor and David Adler turned to me…[tape
ends]

[Tape 4: Side 2]

Blum: That must have been quite a compliment coming from a man you admired
so much.

Schweikher: Well, it was, it was a compliment. At the same time I thought of Adler's
struggle with his very fine house done for Bill Clow in Lake Forest.

Blum: In 1936 also you had the Dushkin house commission. How did you get
that?

Schweikher: Dushkin came through the Eliasons. Dorothy Dushkin was sister to Trudle
Smith who persuaded her husband to talk to me about a house and studio.
Trudle, after having seen the 1933 exhibition at the new Museum of Modern
Art in New York, thought that was that.

Blum: What was your client/architect relationship like with Dushkin?

Schweikher: David Dushkin was an easy client to work with because he gave me his
requirements and left me alone. But he was a difficult client when it came to
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the finished house.

Blum: What do you mean?

Schweikher: He expected something more of the house than it was ready to
accommodate. As an example, early on he went to bed—it was both a
house and a workshop—and left the basement windows open. The
basement was the principle location of the workshop in which Dushkin had
stored all his fine veneers, hardwood, rare woods, to be made into violins
and flutes. A violent summer thunderstorm started early in the night, and
continued until about three o'clock, when David called me to tell me that
his house was under water. After some debate about the difficulty of
getting there, I left at high speed to arrive an hour or so later. When I got
there, I found that Dushkin was correct, the house was indeed in deep
water. Some of the violins were floating and many of the flutes had already
sunk. Looking around the exterior walls I discovered that the transom
windows to the areaways were almost without exception open and the
water was streaming in the windows and down the walls.

Blum: Was that an unnerving experience for you?

Schweikher: I don't know that I was unnerved by what I saw. But I was definitely
puzzled as to whether David accepted this kind of water inlet as a norm
for the house’s function or whether he was shocked by the apparition. His
face showed no sign of emotion. There was an immediate response to
action in which windows were slammed shut and locked and the cataract
diminished with no further word as to my culpability. There were later
developments, not David’s fault but the fault of the contractor, in following
the detail for the exterior terrace at the south end of the house, in which
further leakage occurred. David said, “See, there you are, the house does
leak.” Surely enough, it was necessary to remove the brick paving and redo
the waterproofing. Meanwhile, we had one other disagreement or
circumstance in which David had called me, again on short notice, for a
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speedy correction to indicate to me that the hot water in the shower would
not turn on. The inspection and the solution came quickly, David stepping
into the tub as he demonstrated to me that the shower indeed did not
work. He turned it on full and was hit with a full flood of water that came
down on his newly pressed suit. He immediately apologized. I left for
home. That's about the end of the Dushkin story. I don't think this is
anything to add—dear David never really understood the Indian character
in the wood screen.

Blum: Do you mean in the pattern of the screen?

Schweikher: Yes, I couldn't blame him for this. I think he ultimately removed the screen.
The reason was that it had a repetition of the Indian swastika and David
couldn't take it. I said, “Stop thinking of it as a Nazi swastika.” As a
Russian Jew I guess that he simply had to say to me, “I cannot stand it.” Of
course, in those days I didn't know enough about the atrocious quality of
the Hitler performance. I had certainly heard of it. It was so atrocious that
one couldn't believe it in those days.

Blum: That was 1936 when this was happening.

Schweikher: It was so god-awful as the news came. No photographs were available for
quite a long time. David stood it about as long, I guess, as he could
emotionally. I don't know whether the house is still there. If it is... it's too
bad they don’t... Well, maybe they've torn the whole damn thing out. But it
needed this little wooden adornment.

Blum: Was the pattern inspired by a Mexican trip you had recently taken?

Schweikher: No, but I think it's also a North American Indian pottery device. I'd have to
go up to Northern Arizona University to find out what its derivation is.

Blum: Will you speak a little bit about your 1936 Mexican trip? Did that affect
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your ideas about architecture?

Schweikher: No. I think the first Mexican trip… I can't remember how many…

Blum: This seems to be the first.

Schweikher: Yes, probably, it was by automobile I think. No, I think we took the first
Mexican trip with the Eliasons in which we took the good old Southern
Pacific and transferred to one of those things that Thoreau talks about, the
trains that go all the way to Patagonia, a whole succession of them. We
took only the first line, in the days when there was still some chance that
you might have the track blown out from under you, but it wasn't. We had
a most delightful trip, probably more delightful than the Mexican train trips
are today, if I understand correctly. Although, the constabulary was in
evidence and films were frequently confiscated, inspected and destroyed.
The meals were good and the linen was clean. The trains were not air-
conditioned, of course, at that time. We were traveling in reasonably
comfortable weather so there was no trouble there. We went down the West
Coast through what I recall as being the Valley of a Thousand Smokes and
on to Guadalajara, and then from Guadalajara to Mexico City. We went
then up as far as the two towns, not far away from one another and not as
far as Oaxaca, but to Taxco and Cuernavaca. We enjoyed primarily
Mexican food, dancing, and such things as that, simply Mexico. It was well
before the new museum. We did see the old dusty settings of the original
museum in Mexico City. We went to the sinking theatre and visited the
cathedral and at that time saw nothing of the ancient pre-Columbian work.
We bought Mexican tinware at Sanborn’s and ate ice cream at Sanborn's,
and drank Mexican beer. That was really our first trip, which was quite
non-architectural I think. It was with the Eliasons. We were all young. We
had rooms out on terraces overlooking deep valleys. It was the kind of thing
that we did in and around southern Italy at one time in an earlier trip. It
was a rather typical tourist trip, nothing to be learned from it. Eliason had
always been one of those alert people. He had studied journalism at
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Columbia. His main interest was a journalistic one, and he had a very lively
imagination. They were both such handsome people—they still are—but
they’re handsome old people now. Their son is now living in Germany and
he’s in charge of Caterpiller Tractor Manufacturing. He’s a fine man. He
and our son Paul helped sail their boat to the races in Newport.

Blum: When you spoke about the Dushkin commission, you touched on the idea
of political sympathies. At the time right before the United States entered
the war, were political sympathies a factor in bringing a client and an
architect together or not bringing a client and an architect together?

Schweikher: Not in my mind, nor as far as I know in our office. I’m of German extraction
and have traveled a lot in Germany and have many many relatives there,
my father's people and so on. And I was inclined to believe that Germany
got a very raw deal in the early settlement of its borders. This didn't
happen at that early stage. What happened was, shortly before the Second
World War, I found myself sympathizing not with Hitler’s philosophy as
described in Mien Kampf—I wasn’t ready to accept that—but with the idea
of National Socialism as a way out for Germany and its application
generally to a kind of bristling and “clear our boarders and see if we can all
work together” kind of attitude, instead of the imposition in Silesia and the
Maginot and stuff of that sort. I was ready to see Germany rise again, not
necessarily to Bismarkian belligerence but to a kind of view that “Yes, look,
the German is an intelligent person and he can help all of Europe.” This
lasted for quite a while. I guess it must have been as I read excerpts from
some of the things. I don't know where they came from because I didn't
know Philip Johnson at that time, but apparently Philip Johnson was also
quite a Germanic supporter for quite a while. At least he could talk to Mies
a lot better than I could. I never ventured to speak German with Mies
because he was too damn fast with it. I could speak a labored German and
then have him reply to me in a gibberish that I couldn't understand at all,
partly because, I suppose, he was not a south German. At any rate, my
feelings were not for America to go tearing over there in any case. I felt that
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this was essentially a European concern. This was ignorance on my part, I
think, but I felt that it was in the first part of the war and I didn't think that
Hitler was going to be a Hitler. I thought of him more as perhaps a good,
sensible businessman turned modern-day Bismark. I wonder if this was
part of Johnson's attitude. Johnson is better informed than I and has a
quicker mind. I might have sympathized with him if we had ever been
together, but we weren't at any time until much later. My dear partners,
Lamb and Elting, took me aside and said, “We wish you’d stop talking this
way. America ought to interfere. We've got to stop this business. America
must go into the war.” Well, I disagreed and I didn't say any more. I also
quarreled once when Rue Shaw had us to dinner. Al was always such a
noisy guy anyway. I quarreled with Al. “Well let’s go outside and settle
this.” We were happy. We were in one of those little smart places down
around the Ambassador Hotel or something or other. It seemed funny to me
at the time, but he was red in the face. Later on we sort of settled our
differences by working together. I was always very busy at the Arts Club
whenever an exhibit was coming because I hung so many of the exhibits. We
had a rather elaborate exhibit once that required a lot of lighting changes
and Al was pretty skillful. Al came and helped Rue and I set it up one night
and so I guess we made up a little bit. Then at that time Elting joined the
Navy when things were really rough, when they finally got very rough and it
looked as though we had better get into it militarily. Joe Salerno, I guess was
the first to leave the office to go into the service and then Wynn Elting
suddenly came back one day to say that he’d been out to Great Lakes and
he’d got himself a commission. A couple of people cancelled their projects
because the war was coming. So I thought, “Well, why don’t I pack up and
get into the Navy.” My brother had been drafted and he was on his way to
Europe. He and I are a little cooler toward one another now for a variety of
reasons, but back then we were quite close so that bothered me. So, I made
Elting and Lamb very happy. Meanwhile, Lamb had been—I don't know
how he got it—appointed civilian attaché to the American embassy in
Spain to examine the Spanish so-called revolution, the dregs of that. He
also had gone immediately to London to examine the effects of aerial
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bombardment, which was a very dangerous assignment. But first Ted came
and gave me a lecture that I'm not yet in the navy and so on. Then he got on
a plane and the plane ground looped at Lisbon and he was drowned. I
was, by this time, in the navy. That's about all there was to it. There wasn't
much thinking on my part.

Blum: He was killed in 1942?

Schweikher: Yes, I think so.

Blum: And by that time you were already in the naval reserve?

Schweikher: I think I went into the navy about that time because I can remember
everybody at Great Lakes that came in at my time. We were all late men,
we weren’t the early guys, because they were already very boastful. They
sat there at desks without going anywhere. I called myself, as many of us
did, an “over-age destroyer” because I was already too old to be
considered as one of these advancing young people that was going to step
up in grade.

Blum: Were you in the naval reserve?

Schweikher: Yes, the U.S. Naval Reserve. I was in Illinois for the first year and a couple
of months. I discovered something that I was eligible for. I wasn't really
eligible for sea duty and I couldn't have gotten it if I tried. It would have
been what I was most interested in because I probably knew most about it. I
had studied my navigation and other things so I would have been prepared
to go to sea. I would never have gotten into a fighting ship, I would have
gotten supply ship duty or something of that sort. When the captain of the
station, Capt. T. Dwight Carr, went to Australia, Elting went with him. It
wasn't very long after that when I got orders to report to the service force,
Seventh Fleet, for transport duty. Transport duty was the farthest thing
from my mind. I saw myself as a Lt. Commander standing behind a bunch
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of guns in defense of an oil tanker or something. Oh boy, who wanted that
duty? Nobody wanted that duty, you'd have to be super-belligerent to
want it.

Blum: What happened to your office during this time?

Schweikher: We closed it. We packed everything up, it was out in the country, and I left
Dorothy there. She was the gal that really saw the war through, she really
did. She lived like a war wife all right.

Blum: But you say for the early war years and even the years prior to the war,
political sympathies really didn't affect any commissions in your office?

Schweikher: Not to my knowledge. In fact Lou Upton called me up and wanted to know
if I wanted to design a new line for Sears Roebuck. He said, “I know you’re
commissioned. I know you' re busy at Great Lakes, but we’d allow plenty
of time for that.” I said, “Well, I'm having enough difficulty getting back
and forth and so on from where I am that I'd just as soon not.” I was at
that time beginning to be interested in military government and I thought I
had a good chance of getting into that. Ultimately I was and I got my
orders. About the same time I was ordered to report to Australia sea base I
got my orders to report to the University of Virginia for logistics training
with the army/navy pool in military government. This was to go at it east
or west. We went from there to the University of Chicago for language
training. Then they split us up. Some went to Germany or to Italy or
wherever the base was. They sent us to California for further transfer to the
various islands. It took a long time to do all this. It took over a year and a
half to get all that training. By the time we got it Germany was ready to
capitulate and we were getting ready to invade Japan. It was no longer a
very attractive assignment. We studied Japanese furiously and we had a
certain amount of conversational Japanese. I had just gotten orders to go to
the service force, Seventh Fleet, disregarding my training, when I also got the
notice that I was eligible for discharge. I had all my points. My dear friend
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Lockhard—I had a good friend in the officers’ pool there—was shocked
because he got orders to go for further transfer to Korea and be in on the
surrender. Lockhard was shocked that I wanted to go home. Well, we had
just had a new son.

Blum: You returned to Chicago?

Schweikher: Yes, to pick up the pieces, get the drafting room limbered up, and hire a
person or two. Meanwhile I got a couple of letters. I got a letter from the gal
that wanted to build a church in Plainfield, Iowa, and that kind of thing. By
the time I got to Chicago I had two or three small commissions in and
around the Chicago area, out where we were.

Blum: And your partnership was then Schweikher and Elting?

Schweikher: Elting had written to me that he was coming in and asked if I would meet
him on Cripple Creek in Palmer Lake, on Walter Paepcke’s estate. He was
going to be visiting the Paepckes. I knew Pussy, but I didn’t know Walter.
She used to be an active member in the Arts Club.

Blum: Can we go back a few years to the late 1930s in Chicago? In 1937 Moholy-
Nagy came to Chicago to take over the directorship of the new Bauhaus.
Did you know him?

Schweikher: I knew him quite well, perhaps not as well as many people did. I didn't
know the Bauhaus or the history of the Bauhaus well, but we came to know
one another quite well. I can't recall exactly why. I was a visitor once or
twice at his institution and for some reason, not clear to me now, we were
guests of the Moholy-Nagys two or three times. We got to know Sibyl quite
well, perhaps even better than Moholy. There were one or two times in
which he’d ask me to come out to the institution on Prairie Avenue—I guess
the school had been helped into existence by Walter Paepcke. I went and
we had pleasant meetings with the students and with one another. There
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were, once or twice, occasions on which he or Sibyl had invited us over to
see his drawings and paintings and then we had gone for that purpose.
Howie Myers, of Architectural Forum, concocted the idea of a Chicago round
table of architecture for which the Forum apparently agreed to pay the
price. I can’t remember who the Chicago representative was, I think it was
probably John Root, who got us together for a luncheon on a succession of
Fridays in the Tavern Club. Moholy-Nagy was to be one of the primary
participants. I was present, and John Root, and I think Fred Keck, and, I'm
not certain, maybe Bill Pereira, and Al Shaw, and one or two others. We
began with the kind of presentation that I’m having here with you in which
John Root or someone began by asking questions and off in some remote
part of the room there was a listening radio, a recorder making notes of
this, apparently to send to New York. I think that once or twice Howie
Myers came from New York to sit in. He was a delightful person.

Blum: Were these round table talks published?

Schweikher: To my knowledge no, they were never published. Whoever was Root's
successor might know something about it. I don't know whether our
neighbor, Bernard Bradley in Sedona—he was formerly with Holabird and
Root—would know anything about it or not. I doubt it because he was sort
of late on the scene.

Blum: What were some of the topics you all discussed?

Schweikher: I haven't any recollection. We talked in a stilted way, even more stilted than
my present presentation, we were hesitant. We’d be at our lowest
intellectual level, and it could be low, until we’d had a few glasses of wine
and then once or twice there might be a kind of eruption of semi-
intelligence. I thought it, and I think my table colleagues thought that it was
a complete flop. I'm afraid that it was. There have been splendid ones
since. I think of the Eisenman group in New York that was able to produce
intelligent discussion, but not our group. The only rather amusing thing—I
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don't mean this to be personal, but it was just one of those things at the
time—was that John Root always liked to put me between himself and
Moholy because he didn't like the kind of laugh that Moholy had, which
was pleasant and jolly enough but had a kind of hiss to it. Root would
shudder every time Moholy laughed and Root would whisper to me that he
couldn't stand it any longer and would leave. That was about what I got
out of the round table. Root was usually quite amusing anyway, and I think
he intended these little objections to be his form of humor for that
presentation.

Blum: When did you meet John Root?

Schweikher: I suppose the first time that John and I met was in the company of Keck,
Herrick Hammond, Bennett, and Pereira. A photograph was taken of that
group and published later in a book by Tigerman.

Blum: Are you referring to a photo of an architectural jury at the Saddle and
Cycle Club, June 10, 1939, that was published in the Chicago Architects
catalog? Was this when you first met John Root?

Schweikher: I think I first met Root there. It's possible that I met him before that at one
of these typically informal architectural luncheons either at the Cliff
Dwellers or at the Tavern Club. Elting loved to go to those and I think that
part of his pleasure in the practice of architecture was luncheons that
brought us in touch with other architects. I guess it perhaps impressed me
to the point where I did not like formal dinners with architects—least of all
did I like to talk—but I always enjoyed small groups at luncheon time or
sometimes for an impromptu supper party with a small group.

Blum: Were you a member of clubs?

Schweikher: The Arts Club was far and away my favorite because when you wanted to
be quiet and alone you really could be. Mies and I used to meet at the Arts
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Club. That was my other recollection. I couldn't speak German for beans
and Mies was very limp on English in those early days but somehow or
other we understood each other without a great amount of language. So, the
Arts Club was my favorite, especially when I could have luncheon with
Mies. It was a nice place for Dorothy and me to have luncheon. She could
come up from the center of town and I was right out there in Streeterville. It
was also frequently good to go down to the Cliff Dwellers. We’d been
invited to take out a membership there, which we did. And the moment we
took out a membership we seemed to have less and less reason for going
there. Elting lost interest, and I lost interest even in the cherry pie, or
whatever pie it was that I found everybody liked, and the roast beef and
pie. I missed that. I had also, as I’ve noted somewhere else, probably seen a
lot of it in my days with David Adler, when I was not a member. Before
Robert Work, Alfred Granger once took me to luncheon at the Cliff Dwellers
where I saw Louis Sullivan in the distance, silhouetted. That’s as close as I
ever got to him. We weren’t introduced. We turned around and he said,
“Meet I. K. Pond.” I guess that was I. K. Pond. These are the distinguished
people of the time and there were many other distinguished architects of
those days in that club. Granger was a popular member and he loved it. I
never came to love the Cliff Dwellers Club. I didn’t like the Tavern Club at
all.

Blum: Did you belong to the Tavern Club?

Schweikher: No, I never joined. Ted Lamb joined and Elting joined. I had a luncheon
once and at the table I think it was with Ted Lamb, somebody else, and the
fan dancer Sally Rand. Sally Rand was my partner at the table, but I think
we never spoke a word. That, and looking out the Tavern Club window at
Chicago, were my top experiences at the club. I didn't go back often,
although I think Root and Holabird were frequent luncheon and cocktail
goers. The Tavern Club was, to my mind, less a luncheon club than a
cocktail club. They seemed to have the biggest collection and it wasn't of
course all architects.
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Blum: You said earlier that the club where you spent the most time was the Arts
Club. You were on the board of directors from 1939 to 1956. In what way
were you involved with the Arts Club?

Schweikher: I was a rather faithful committee member.

Blum: On which committee?

Schweikher: Membership and arts exhibition. Rue seemed to think that I did a good job
hanging pictures. I remember that Sam Marx said, “The trouble with
Schweikher is that he hangs too many pictures.” It seemed to me that my
task was to hang what we got from a collection and if there were more than
the space would allow, one simply tried to hang them in such a way that
they all could be seen.

Blum: Do any exhibitions stand out in your mind as memorable, for one reason or
another?

Schweikher: Perhaps the first one, maybe it was in a sense a recent one, was the Naum
Gabo sculpture shown together with the Albers geometries.

[Tape 5: Side 1]

Schweikher: The sculptures, the clocks, looked very well surrounded by Variations and
Homage to the Square.

Blum: Who else was on the exhibition committee with you?

Schweikher: I was on the exhibition committee and in a way the exhibition committee
always included Rue, but Bill Eisendrath and I made up the most constant
part at the time that I was active there. Bill was the best in criticism and
assisted me in keeping my bearings in that direction and so did Rue. The
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job of hanging, for architectural reasons and perhaps mechanical ones
rather than intelligence ones, came to me. I hung most of the shows. I loved
the experience. It was one of my good times alone in the exhibition rooms
with paintings and sculpture.

Blum: Did you select the works of the painters or sculptors that were to be
exhibited?

Schweikher: We rarely selected. What selection we did was not always greeted with
happiness.

Blum: By whom?

Schweikher: By the galleries. Betty Parsons in particular was quite unhappy when I had
to decide to leave a Jackson Pollock rolled up in the storage room because it
was too high and too wide to fit our new galleries. There simply wasn't
room enough and when Betty came to see the show she wouldn’t listen to
my apologies. We got to be good friends later during my New Haven
residence. I saw a good bit of her, so did Dorothy, and we forgot all about
that. But Betty took it quite hard at that time.

Blum: The Arts Club has a reputation for being an early promoter of modern
design. Were you instrumental in that?

Schweikher: No, I don't think I was instrumental. I was a tool. I was used to realize the
research and inspection of Rue Shaw. In my opinion Rue may have been
supported by such old timers as Bobsy Goodspeed, Alice Roullier and Bill.
Bill was sharp. I was not a sharp observer of painting. I either loved it all,
disliked it, or didn't understand it at all. Rue had a clear, discerning eye,
but of course so did Alice and Bobsy, and they had a good bit more
experience than I. Bill Eisendrath was quite sharp and knowledgeable, good
history background, even in the modern work. I was just sort of a “go-a-
longer” in that respect. As Mies once said to me, “Paul you and I are the
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ones that know how to hang the pictures.” He meant because it was an
architectural task. I did not agree with him at first but the more
compliments I got the more I came to believe that maybe he was right. I
stopped paying attention to Sam Marx’s comment that I was crowding too
many paintings in the space and so then I crowded when I pleased. The
result was almost always popular. When I first began hanging I hung in a
horizontal linear manner, constantly getting into trouble with opposites and
color. I solved my own problem by deciding that paintings could be hung
vertically, as well as horizontally and I made my own compositions that
gave me considerable more freedom in the space. The end result was
generally pleasing. That was my principle activity. Of course I also
attended the meetings that had to do with new members, administration,
and so on. I loved all of it. Representing the club to outside people or new
members, I boasted of its professionalism. I felt that we were a professional
museum with smart, interested, influential members and that there was a
very real professional mission being accomplished by the Arts Club.

Blum: Who were some of the members that stand out in your mind?

Schweikher: Well immediately those that I've already mentioned, Alice Roullier, Rue
Shaw, Bobsy Goodspeed, the Eisendraths, and Sam Marx.

Blum: How do you remember Rue Shaw?

Schweikher: As a person with a splendid eye for art, energetic in a quiet, never tiring
way, stubborn, quite capable as an administrator, and with a complete
understanding of the club and its mission. She, of course, was a clubwoman
in other respects. She was a member of the Tuesday Club, they were an
astute organization. She knew how to run a club.

Blum: Was her husband involved with the Arts Club as well?

Schweikher: I didn't think Al was involved much. He came, I remember, one time when
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we had a problem in the new galleries that Mies had done. There was a
lighting problem in which we needed to install more lighting and the
problem came all of a sudden. We thought of a solution that would require
more lights. So Al, Rue, Dorothy, and I met one night, had supper together,
went to the gallery. Al showed his abilities best in being a damn good
electrician and he put a lot of the fixtures together. Rue, Dorothy, and I put
the fixtures in place and by the time the early morning hours arrived we
were ready for the morning's exhibit. The only other time that I can
remember was—I don't remember the show but it was about the time when
we opened the new galleries—when some knowing person, who knew that
Al was an architect and not a painter and so on, had come up to Al
because of the hanging. They were impressed apparently by the hanging—I
don't know that I had done it, I can't remember that. They said, “Oh, Shaw,
did you do all this?” Al said, “No, I only painted the paintings.” That was
his quick Irish wit and it probably expressed how active he was. I don't
think he was active in the club, we rarely saw one another there anyway.
Rue was always there to be found at work.

Blum: You mentioned earlier an exhibition that stands out in your mind, a joint
exhibit of the work of Gabo and Albers. You’ve told an amusing story
about that, would you repeat it?

Schweikher: Well I’m not very certain about the facts. I’ll try to tell quickly the odd thing
that happened. I wasn't present when these things happened. We had one
of two clocks of Gabo’s. It was a beauty, I knew it as a beauty. But when it
arrived it wasn't a beauty. It arrived as a collection of small angled bits of
colored glass at the bottom of a box. That was our first blow. We then set
some of the string tension pieces on pedestals in the proper manner as far
as pieces were concerned and as far as the pedestals were concerned.
However, we had soft carpeting throughout the new gallery, very pleasant
to walk on, but difficult to set vertical wood pedestals upon. At some
point, I guess during the early morning hours, one of the janitors must have
hit a pedestal and knocked the tension piece off and, of course, when it hit
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the floor even with a soft carpet, it exploded in all directions. We were
already on rather precarious footing with Gabo because when he arrived I
had hung the Albers show—this was before I knew Albers—and I had hung
the Albers in the most sympathetic manner I could. I didn't know the
geometry very well but I found it fascinating. I hung the show without direct
reference to the sculptures that I had not yet put up. I then put up the
sculptures. Gabo was the first to arrive on the evening of the exhibition and
he walked in the door. I was not there but Rue told me afterwards that she
went to greet him and he looked around the room and his comment was “If
I had known that this commercial artist was going to be here, I wouldn't
have sent my things.” I think we kept that remark from Albers. I know I did
all the rest of my life, even though I came to know Albers very well at Yale
and elsewhere. I never mentioned Gabo’s remark. Albers respected Gabo
and probably liked his work very well in return. I don't think that he had
any of that strong bitter feeling, although maybe he did as a German. That's
about the only major circumstance we had over there. There are lots of
things I can tell about the Arts Club. Another very faithful, hard-working
politician in the public eye and politician at the Arts Club was a gal known
as Bertie Bauer. She was director of most of the meetings. She may have
even been president in the earlier days before Rue became president. I may
have picked that up without knowing what her official position was, but
she could run a meeting and she did. She was more toast-masterish in
running a meeting than Rue. Rue was soft-voiced and quiet and ran a
meeting quietly. Bauer had a fine, loud voice, a brusque, direct manner and
she ran a meeting like a political meeting would be run. She not infrequently
preceded many Arts Club meetings, as I remember it, by distributing
political buttons for the various candidates for office in the city of Chicago.
I can't remember now whether they were Republican or Democratic. She
was always very forceful about them.

Blum: Was she in charge when you first began to attend meetings?

Schweikher: Yes, I think so. I went to her house once. I was told to report to Bertie
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Bauer. She lived in one of those houses on the very Near North Side,
somewhere up the street a way. I can't remember whether it was Astor
Street or what. I arrived in a spinning taxi on an icy day in Chicago. My
head continued to spin in my meeting with her and I left that way with the
impression of somebody very powerful, insistent, and very set in her ways.
But she was a good friend and a devoted person to the club. Another
person whose name doesn't come to me but who must have been one of the
founders with Bobsy Goodspeed and others was Robert Allerton. Robert
was very interested, and I think John Gregg Allerton was perhaps
responsible for inviting me to membership, but I can't remember seeing him
more than once at the club and that was during one of the receptions or
recitals, something of that sort. John didn’t come very often. He had the
difficulty of taking on more and more responsibility at Adler's office and
probably taking on a great amount of responsibility in Monticello and
running the farm. He was back and forth a good bit. Those are the people
that I met most, but there were others. Frannie Stanton's wife, Louise,
served on the membership committee and other committees. There was
also, I think, Emily Owings. These are the people that come to mind now.

Blum: Off and on, with reference to the Arts Club, you've spoken about Mies. He
came here in 1938 to head Armour Institute, now IIT. When did you first
meet him?

Schweikher: There were two times when he came to my house. I think the first time was
when he himself came with Lora Marx to call. I don’t know why they
picked on me, I don’t know who told Mies about me. I had met him quite
informally at some luncheon club, probably the Tavern Club, in one of those
standup meetings when you come in and find friends sitting at a table. I
was motioned over to meet the new arrival and it was probably John
Holabird that introduced me. I knew of Mies only—and this took some
thinking back on my part—as the man who had designed that miraculously
beautiful building, the Barcelona Pavilion. It was Lee Atwood who had
brought pictures of that to my attention. So, I knew I had met a great man
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who had just arrived, I didn’t know any more than that.

Blum: Why did that pavilion impress you so?

Schweikher: Mostly because Lee Atwood pounded it into my head as to what I should
see when I was looking at it.

Blum: What was that?

Schweikher: That was a spatial house that was made spatial by the use of glass, which
separated the space, but not the view. Plus, it was unified by one great flat
slab of roof. Then, of course, there was the choice of sculpture, the location
of quiet water, and, as Mies would have said, “Everywhere God is in the
details.” It was a magnificent building that, if any part of it exists, should
be restored today.

Blum: And there you had the opportunity, at the Tavern Club, to meet the creator.

Schweikher: Then came the time when the Arts Club had to get out of the Wrigley
Building. Bobsy Goodspeed, working with an architect whose name should
come to me. He was one of Chicago's best. Arthur Heun—that’s it—he did
a beautiful job at the Wrigley Building location. In many ways it was a
handsomer place than the later space, but the interiors lent themselves to
that and Goodspeed was a great color gal, she knew color. That was quite
a place. When we had to get out of that space, Rue called on Mies to design
an interior for the new building. He did a careful geometry of wood panels.
It was good exhibition space.

Blum: What happened on the day Mies and Lora Marx appeared at your door?

Schweikher: Mies sat, and I don't think we said much, and I'm not sure how much I said.
I don't think they stayed long.
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Blum: Why did they come?

Schweikher: To see my house in Roselle.

Blum: Did you invite them?

Schweikher: No, but I'll admit that I'm not clear about what I've just told you. I'm quite
sure, however, that Mies came a second time. When George Howe called me
from Chicago I think I had already received him—this would be rather late
in my acquaintance with Mies and I must have seen him a good bit, yes I
had seen Mies before this at the Arts Club. By this time we were
moderately acquainted and I think I also knew that through Rusty Beatty,
Mies was doing some work for one of his real estate firms. He had already
built or was building the Streeterville projects, the apartment buildings. I
think at that time also Howe had already invited me to succeed him at
Yale. Then the telephone rang, we were in Roselle at the time, and Howe
wanted to know if he could bring Mies out. The answer was an enthusiastic
yes, and out they came. They said they were on their way to see Bruce
Goff's Pumpkin house [the Ruth and Sam Ford house in Aurora, Illinois]
and they thought that maybe I would help direct them. They'd come a
rather roundabout way to get to the Ford house but I was delighted to have
the invitation. Dorothy and I got in the station wagon, put Mies and George
in and off we went. Before this, however, we'd all emptied a rather large
pitcher of martinis, which Mies loved, and so did George and I. So, off we
went. I nearly ran down one of the Aurora and Elgin trains in the process.
By the time we got near the Ford house, none of us had any appetite for
knocking on the door and we hadn't telephoned them. Mies took one look
at it and said he didn't want to see any more. I think he must have gone
back in later years and I don't believe he felt any animosity toward the
architect or the building. So then we went on toward the Fox River, towards
Edith Farnsworth's house, which was occupied by Edith, whom we knew
quite well. As we approached, there's some little town nearby and there
was a little place where you could find a coffee. So we went to a little
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restaurant that served coffee. Mies said, “I must stay here. I can’t go with
you because Edith and I are having difficulties.” We left Mies at the place
where he sat down to have a cup of coffee and Dorothy and I took George
and went on to call on Edith, who was home. She showed us through her
whole house. I was disappointed, I remember walking in and finding some
store chairs instead of the Barcelona chairs, which I had hoped to see. I
hadn’t realized that they had become a part of the altercation and were
omitted deliberately, I guess, by Edith. We spent some time talking not
about Mies but admiring the house and telling Edith what a beautiful place
it was and in other ways probably annoying her and boring her. We all
began to feel a little annoyed and bored with one another and then we left.
George Howe, I think, knew very little of that ruckus. He came back with us
and we joined Mies. We all had another cup of coffee and we spent most of
our time talking about Frank Lloyd Wright and George's recent trip. George
liked Wright, Wright liked George, and they always had amusing arguments
with one another. George was very quick with humorous good wit or good-
humored wit and he had lots to say. He said, “I had called Wright to ask if
I could come and I asked if I could bring Philip Johnson. Wright said, ‘By no
means. You cannot bring Philip Johnson.’” Mies laughed at that. George
said, “Well, we talked about Johnson a good bit nevertheless and about
other architects.” I had had too many drinks or something and I said,
“Including me?” George said, “Yes, including you. You weren’t important.”
That was the truth. He wouldn’t have said that if he hadn't been drunk, he
was too polite for that. Mies leaned back in his chair and just roared. He
thought that was the funniest thing. That was the funniest kind of answer
to give to me. Mies just laughed so hard and George brought him suddenly
back out of his leaning chair by saying, “And he didn't think much of you.”
“Ah,” said Mies. “No. He sees I go in a different direction.” That was the
end of that talk and back we went to Roselle.

Blum: What was Mies’s opinion of Frank Lloyd Wright?

Schweikher: I don't think I ever heard Mies voice his opinion of Frank Lloyd Wright. Did
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he have an opinion that he expressed? I don't know.

Blum: How do you think he felt about Frank Lloyd Wright's work?

Schweikher: I never asked him about Wright or his regard or disregard of Wright, except
about a particular building—I've forgotten now which one it was. This was
at one of those Arts Club tête-à-têtes that Mies and I had, not very
frequently, but once in a great while when I was going to be in town and he
was free, we’d stop in at the Arts Club for a martini and a quick luncheon
together. We’d try to talk in his half English/half German way. I remember
asking him what he thought about a particular Wright building. What could
Wright have been doing at that time? Maybe it was that California civic
center. I can't remember what it was exactly and I can't recall why I asked
Mies. I was probably bent on getting some reply because I had wondered
why Mies didn't say more about Wright. Mies gave a quick answer that I
thought was light and easy but then had more meaning to me afterwards
when he said it about somebody else. He said it with all his imperfection of
speech in English, “You can do dat.” That was frequently his answer. I
think he also gave me that on Bruce Goff’s Ford house, ultimately. “Well
what do you think of that house?” I said. I think I did ask him that as we
left, I believe I asked. “Ya, you can do dat,” he said. The idea is “So, each
man for himself. Go ahead, do it.” He probably didn't go out of his way
very far, unlike Johnson, who would want to be critical and known as a
critic and who would change his opinion after he’d told it to you, as you
know probably. You'd find that if you told somebody in front of Johnson,
“Well now, Philip believes that thus-and-such is so,” Philip would say,
“Not at all, not at all. If I've said that, I've changed my mind.” You were
never going to trap him in any way and I think he’s that way today. Mies's
answer was of a similar kind, “You're not going to trap me with any of that
stuff. You can do dat.” I said, “Well, do you like it, do you dislike it?”
Most of us wouldn’t pursue it, I guess. If you got that from Mies, or even
Philip Johnson, you might take it as a kind of warning, “Lay off. I don't
want to tell you, if anyone!” so that you wouldn't pursue it.
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Blum: Over the years you must have become rather good friends with Mies
professionally as well as personally.

Schweikher: We did because, of course, Mies asked me to replace Shaw at the
[Farnsworth] trial. That was one friendly gesture. Mies came again to my
house. Mies was my guest two or three times at Yale. The students were, of
course, delighted because it was during the construction of the Seagram
building and I guess Mies had the model at the time. The first time he came
to Yale he brought the model of the Seagram building, which was quite large
and very carefully done in his office all in bronze, copper and glass. They
gave Mies an honorary degree at Duquesne. I thought they might have
waited a little bit because all the architects were looking at my building and
they kept saying, “You certainly gave Mies a run for his money there.
You’ve got quite a building.” I never got any expression about it directly
from Mies. Who was Mies's successor for a long while? He was Mies's
superintendent and later finished up some of Mies’s commissions in
Chicago after Mies died. I've forgotten his name now. Anyway, he said,
“Well I'll reserve my opinion of your building.” I never asked him his
opinion

Blum: Are you speaking of your Student Union building at Duquesne University?

Schweikher: Yes. They honored Mies with an honorary degree, I don't know why.
Dorothy referred to this not long ago. A year or two ago, Father McNamara
called on us. I had sort of blown my top at one point, I was just laughing
about it, I guess. I said to him, “Your school gave Mies an honorary degree
for the science building,” and I let it go at that, I didn't say anymore. We
didn't see this guy—he was very likable, he was quite active on my building
because he was in charge of a great many of the youth activities for the
school. Then suddenly, I get a letter from McAnulty explaining that, Oh yes,
they did like my building, they were very fond of my building, etc., etc., etc.
This was because I had written to Father McNamara saying, “Well, my wife
has said that it's the only building in Kidder Smith's book on Pittsburgh of
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that year.” He immediately, apparently, sent Dorothy’s letter to McAnulty.
McAnulty then wrote me, not an apologetic letter but a reassuring letter,
that, “Oh, they did indeed. In fact it is one of the finest on our campus and
we are most grateful to you.” And then he explained—it was not clear to
me but was something that had to do with Catholicism or something or
other—the reason why Mies was given the honorary degree. I, of course,
then wrote to thank McAnulty and to say that I remembered something that
Adler had said to me once: “It is reassuring to have your opinion of my
building. I thought you didn't like it.”

Blum: You said Mies was a guest lecturer when you were at Yale. Was he a guest
lecturer when you were at Carnegie Mellon?

Schweikher: Yes, probably an equal number of times. In fact he probably liked coming to
Tech, as we called it, better than he liked going to Yale. Yale was farther
away and the coffee shops and martinis weren't so available as at Carnegie
Mellon. He was there, I guess, two or three times. On the first visit we had
simply taken him up to the Tin Angel Cafe up on the Mount Washington
bluffs, overlooking the Allegheny River. We asked Mies, when he came the
second time, “Now where would you like to go to dinner?” “Oh,” said
Mies immediately, “I want to go to the Tin Can.” Everybody got a big roar
out of that. He could only remember it as the Tin Can, he knew no
implications of anything else.

Blum: What stands out in your mind about Mies the man?

Schweikher: I would say that I didn't know him.

Blum: And yet you were a good friend of his.

Schweikher: It's obvious now, isn't it, that I knew him at the tail end of his life. I didn't
know that at that time. Mies was afflicted I guess, by arthritis and I don’t
know what else. He used a cane and he had difficulty walking. It had begun



116

as early as his visits to Yale. During one visit I probably saved his life
inadvertently. I was walking ahead of him in one of those narrow little New
England places where our students lived like rats—they lived handsomely
in a way because one student would follow another year to year and many
times the professional students, especially, lived in these little hovels up
three or four flights of stairs. This was one of those tight, narrow, carpeted
flights of stairs to one of the student’s apartments and we'd just finished a
jam session with them and were on our way out when…

[Tape 5: Side 2]

Schweikher: I saw this bulky shadow and felt and heard the rumble and bumble of a
body almost in full flight. Then Mies hit me with quite a wallop. I had just
had time to turn my back and brace myself against the stairs and the
banisters and I held him in check while the students grabbed him. He had
simply missed a step and didn't have any reflexes that would hold him. He
was a very heavy-set man. I’m sure his cigar smoking didn’t help him any
other than that he loved it so. That was one of the things that I had asked
him at one of these luncheons. I’d said, “Mies, tell me some of your likes.
What do you like the best?” He said “Oh, that is easy: my Schwitters, my
cigars and my martinis.” Well, that was certainly a good spiritual appetite
but not necessarily one that was best for his health. I had long ago given up
cigars, but we enjoyed his Schwitters and one or two visits to his apartment
and we always enjoyed sharing martinis.

Blum: When you were asked to be an expert witness at the Farnsworth trial, what
was your testimony all about?

Schweikher: It seemed to hang, according to later casual conversation with the master in
chancellery, on a point I made. I asked him about it. He said, “You were
effective.” I said, “In what way?” He said, “Well, you had what appeared
to be a harmless conversation with the opposing council.” I said, “What
was that?” He said, “It was all over the bathroom. I thought you were going
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to be thoroughly browbeaten on that because it was then that they asked
you if Mies had designed the fixtures and you said no.” They had asked
me, “Well, was Mies responsible for the bathrooms? Did these come under
his jurisdiction?” I had said, “Yes.” “But didn't he design the fixtures?”
“No.” “Well, then where was his influence? Where was his importance in
the design of those?” “Oh,” I said, “he placed them.” All I can say is that
there were no further questions. The council simply stopped asking me. It
was when we met to discuss the disposition of the trial that the master
said, “Your answer was superb.” It was a desperate answer and I gave it
not knowing whether I was saying anything important or not. But I felt,
nevertheless, that it came out as a rather strong feeling. It reflected on the
whole profession of architecture. Yes, that may be true, maybe the architect
isn’t responsible for these places, and to some degree that's undoubtedly
true in a certain respect. Sometimes the architect never sees this array of
urinals and toilets and so on and he just makes a space for them. But, in
the case of a small house for a woman who's going to live there all by
herself and so on, I'm sure that Mies would take great care. He would have
taken care, if not for the cosmetics of the room as it were, certainly for the
safety of fixtures and so on, so that this would have been always in his
mind. I thought I could defend that if it were argued further, but the
opposing council thought it was a point and they admitted it. The idea was
that if that were true of the bathroom, which was in many ways—but it
wasn't brought out—aesthetically the least important room in the house,
then it must be true for the whole house. One thing that I should add to the
story is that Mies had told me on this afternoon when the rest of us visited
Edith was, “The only thing that bothers me is that I can remember with
what enthusiasm I received the marble and how I spent two or three days
laying out the floor out on the ground.” He was furious that she didn't
realize that that was a particular devotion of his. He was certainly a
master and a master in his own mind and he felt it perhaps a little
demeaning that he should be expected to go out there and lay these slabs
down. She should have hired somebody, or he should have hired somebody
himself, to lay those slabs down for him.
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Blum: Why do you think you were selected as one of two expert witnesses for
that trial?

Schweikher: Friendship.

Blum: What was the basis for Mies's suit against Edith Farnsworth?

Schweikher: If I understood him, it was because she had refused to pay him his fee.

Blum: So the trial was to prove that he had earned his money?

Schweikher: Yes. The whole thing was a little different, something not to be explained by
me, because Mies apparently had made an arrangement with Edith. They
had made a German business arrangement in which Mies acted as the
architect, the creator of the project, and the contractor who bought and
paid for the labor. So he went right ahead with the whole thing and
incurred the debts in his own name. When it came to recovering some of this
as a part of his fee, which it was to be, Edith was apparently appalled at
the costs. Now I don't know whether Mies made these or whether he got
these from estimating contractors or not, but I think some of the early
estimates were as low as $17,000 and at some point they passed $34,000.
This all sounds like peanuts today but in those days that sudden jump of
100%—I may have all those values wrong, but it was in that general
area—made the agreement go haywire. These days were still black when I
was first called in. Mies was very discouraged that he was never going to
get his money and he was beginning to be quite angry about it. He still was
until, I guess, the second day of my appearance—the first day had been
only an interview on the part of the master. The next day, just before the
trial, Mies said to me, “Paul, I've found my notation with Edith.” The
notation was that he had said something to the effect that the estimate was
only an estimate and indicated that it might amount to more. He had found
it in one of his German philosopher’s books, Nietzsche or someone. Mies
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said, “I found it in one of my favorite books. I had used it as a mark.” That
was even more important. Now who really knows that story and who
really knows the accuracy of it, whether he ultimately told it to one of those
people who's now there… There was a young man by the name of Ian Lee in
his office who was running the office when Mies died, I think. Then there
was a man who took over temporarily and who I was talking to during the
days when we were building our two buildings together, he was Gene
Summers. After that Ian Lee (I think that’s his name), a small man, sort of
took over, I think, from Gene. Gene went on to do a late commission, —I
don't know whether they ever built it, it was this great municipal building
[McCormick Place] in Chicago, a huge thing. In connection with the trial, I
was under considerable tension, I think, by the time I arrived for the trial
itself. We were driving a little MG. Dorothy was with me and about
midway between Roselle and the river—the town's name doesn’t come to
my mind at the moment—the car simply stopped. I couldn't think of what
could possibly stop a little MG other than itself, because it was so simply
built. After standing quite a while, nervously and stupidly, I thought to lift
up the hood. I just lifted it up in the old fashioned way of the folding sides.
I could see nothing wrong until my eye caught the old fashioned electric
cords leading to the spark plugs. One of them simply was dangling from the
plug. The whole thing had come out of the socket. Well, I didn’t know
whether it would go back or not but I lifted it up and put it down and
screwed it with my fingers and then got the wrench and tightened it up. I
got in and the car started at once and we went on. I went through seven
hours of torture at the trial, not being at all sure what the validity of any
reply would be and bored with the whole procedure to begin with. I was
somewhat frightened all the way, although the master was most kindly,
looking at me in a reassuring way and nodding his head when he thought I
was on the right track. Then when I finished, without knowing a verdict the
master said, “You made a good point on the bathroom,” where I felt that I
had been the clumsiest. I came out of the court room only to be greeted by a
tough looking, curly headed, enthusiastic person, beaming all over, grabbing
my hand and telling me, “That was splendid!” I later found out that he was
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Myron Goldsmith.

Blum: How did the verdict go?

Schweikher: The verdict was for Mies. All the way. And Mies and I, of course as you
may guess, had the appropriate martinis to celebrate. It was shortly after
that, I guess that I went to New Haven.

Blum: In 1953?

Schweikher: I think so.

Blum: In 1937, you took a trip to Japan. Did you make a study of domestic
architecture there?

Schweikher: I made an observation. Study is too strong a word. I didn't know enough to
study. Yes, we looked at it but not just at domestic architecture. There was
all of Japan to see then. It’s too long a story really to begin on, a very
involved one, full of impressions. This was Dorothy and I, together, doing
this trip. We had taken one of the President lines, the Hoover. It was rather
a big but awkward ship, well equipped for its day, a four stacker I think.
Nothing eventful happened on the way over. We spent our time in Japan
without trouble, although trouble was brewing. The Japanese already had
armed forces at the gates of Peking. In and around Tien Tsin, they had
commandeered travel almost in all directions. There was a Mrs. Calhoun
and I guess at that time Mrs. Calhoun's husband had just died or perhaps
was waiting for her in Peking. On board the ship she invited us to have
whatever it was you had in those days in Peking in the marble boat, this
would have been in the Emperor's Gardens. I’m trying to think of the
architect that was in her party. Apparently we met briefly at the Imperial
Hotel in Tokyo and they had had difficulties. There was a little too much
sassing of the port officials. Bill Durham—or Dunham? I can't think of this
young architect's name, he was probably about my age at that time—had
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been thoroughly slapped. They were dejected and eager to get on to Tien
Tsin and Peking and were having considerable difficulty in getting passage.
Dorothy and I simply spent our night or two at the Imperial, admiring all
the beauties of Frank Lloyd Wright’s work because it was intact at that
time and fully restored from the earlier earthquake. It was a beautiful
building. We heard rumors that it was inadequate and of course under the
new regime might be replaced or remodeled. I guess we went from there to
Nikko, but at any rate Calhoun and her party had gone on. Shortly after
that we made our way slowly on to popular spots rather than historical
ones, other than a visit Ueno Park and such places in Tokyo which had
magnificent museums. We then moved on a rather short railway. The
Tokaido was in existence but had none of the direct track and speed that it
has now. We found our way ultimately to Kyoto and spent a little time
traipsing up and down the pottery alleys for an odd cup or two, things that
we thought we could carry. I hadn't really looked at the books much and
didn't know about Ise although we had in mind a place that Allerton had
been to and he and John said we must go to, and we had an invitation from
them. This was Koyasan. Koyasan was very exciting because it took a
steam train, an electric tram, a bus, and a little rickshaw and just a little
two-wheeled cart to get us there. When we came into it, it was a monastery.

Blum: How do you feel Japanese architecture influenced your subsequent work?

Schweikher: Probably in too many ways to list but certainly, first of all, in the
relationship of the house or home to the out of doors and to the land. It has
a casual, easy refinement of indoor living with very little loss of the
advantages of sunlight, winds, breezes, growing things. In fact it has a kind
of continuation of the gentler part of outdoors into a semi-enclosed interior
that could easily become, with little effort, quite like the out-of-doors. That
is done through the use of the sliding screens, shoji, the matted floors, the
large expanses of light through the use of rice paper, the lightness of
construction, the refinement of detail and the close relationship of that
detail to the use of the house. Doors were operative without a major
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operation of tools or a search for tools. Mats were adaptable to walking on
with little or no shoe structure. You could sleep on them and you could
make chairs of them. There was a gentle transition of interior life to the out-
of-doors in the stone and gravel walks. Wood was in its natural grains,
colors, and textures, and closely related to growing trees. This could be
extended into an almost indefinite string of related details.

Blum: The first large project you worked on when you returned from Japan seems
to be your own home and studio in Roselle. Were some of the features that
you’ve just described in Japanese architecture those that you used in your
own home?

Schweikher: Yes. It wasn't a sudden or quick adaptation as perhaps it should have
been. Perhaps because I was only aware of how it looked, rather than how
it worked. I'm talking now about such things as the shoji that gave the
Japanese house the most flexibility in relating the indoors to the out-of-
doors. I was also a little fearful, as a Westerner, about the durability of the
material—paper and wood, as opposed glass and steel—so I was timid. I
think I always have been. I would like the opportunity to express myself as
the Japanese could, given another chance. It's also expensive here to do the
things that they do so easily. We lack the skills, we have skilled men but
their skills go in a different direction. The American carpenter and his tools
are quite different; they may not appear much different but they're quite
different. In fact, I think the Japanese carpenter at work appears to the
Western eye to be doing everything backwards, where a closer look and a
closer examination indicate that he's doing them exactly as they should be
done. The saw is pulled instead of pushed, the hammer is used almost like
a musical instrument, the nail is fitted to do just the task of penetration not
necessarily that of clamping and sealing and so on.

Blum: You seem to be very much aware of the Japanese process of putting
materials together.
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Schweikher: I think it is the most impressive. I'm talking only of perhaps the most
related kind of structure of Japanese to Western: the use of wood, great
bundles of wood shingles on a roof of one to two feet in thickness, the large
overhangs that create shades and shadows, and the attention, of course, to
the nature of the typhoon, the storm, or to fire. The buildings blow down,
they burn, the Japanese seek refuge in the trees and on the ground and come
back and rebuild in familiar patterns, with nowhere near the catastrophic
reactions that occur here.

Blum: You mentioned that when you were in Japan you admired Frank Lloyd
Wright's Imperial Hotel. Were you aware of Japanese architectural
influences, as well as those of Frank Lloyd Wright, when you designed your
Roselle home and studio?

Schweikher: Yes, I suppose. I think the thing that must have impressed me with Wright
was the beauty of his overhanging, sloping roof which were in many cases
quite like the pavilions at the summer palace in Katsura.

Blum: Were there other features of Frank Lloyd Wright's work that appealed to
you when you designed your Roselle home?

Schweikher: The extension of one space into another, done partly by folding screens or
the lack of screens, and lower walls, that is walls that didn't necessarily go
from floor to ceiling but allowed the passing viewer to look through, if not
go through. Wright speaks of spatial differences and I think the Japanese
house, palace, or larger scale rooms and spaces give a sense of… I'm trying
to avoid the use of the word 'inner-penetration’ which was so much used,
but there is no doubt that space in the small and large structure in Japan
does seem to flow, rather than being continually stopped and subdivided.
There's a certain sense inside of the flow of space into itself and also in and
out of doors.

Blum: Was that one of your goals as you designed your own home?
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Schweikher: Most of the time, yes. It seemed to be a virtue to pursue.

Blum: The fireplace wall in your home in Roselle is quite impressive.

Schweikher: Well, it’s the use of brick as a mass, I guess. It creates a contrast and I think
one reacts to that. It’s the sense of weight, the sense of strength, and the
relatedness of brick as an enclosure for controlled fire and as a protection
as well.

Blum: There is a fireplace in a Frank Lloyd Wright house, I believe, that dates
after your house was finished and it is very similar. Is there any connection
between the fireplace in your home in Roselle and the fireplace in the Lloyd
Lewis house in Libertyville by Frank Lloyd Wright?

Schweikher: I think there's no connection whatsoever. They were separated in time as
well as in space. I heard from my carpenter that we had a visit from a
number of people, both designers and draftsmen, who said they came from
Taliesin, and that was pleasant to know. Well, let me modify that answer a
little. Any skilled eye would see a strong difference. I think that perhaps
your question is driving at what seemed to be a similarity. This again comes
into this matter of who is copying whom.

Blum: Perhaps we should say who’s inspiring whom?

Schweikher: Well, I don't hesitate to say who’s inspiring whom. I think there is no doubt
but what anyone looking at Wright's work should be inspired by is what
Wright does. The reverse can be true. If what I do in any way has inspired
anyone, including a group of Wright designers, I’m delighted. It's an
accomplishment, really, to build hundreds of houses and have them all
different. The tendency, probably, is more naturally toward building a
hundred houses and having them all alike. There is too much stress put on
whether or not one person copies another in my mind.
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Blum: Why is the fireplace such an important feature in homes you build?

Schweikher: I guess I've always been a countryman at heart. I like a naked fire. I like the
feel of it, the sound of it, the smell of it, particularly if we choose well in
what we burn as we might choose to burn it. It’s a sense, I guess, that
belongs partly to the indoors but also belongs to the outdoors. It has a
country quality about it, an ’at home’ quality.

Blum: What do you think is the most successful feature of your home and studio
in Roselle? What were you most pleased with?

Schweikher: I hadn't given that much thought. There was a combination of things that
happened for a number of years in and around the house in Roselle. There
was the smell of damp or wet wood, redwood in that case, after a rain.
There was the feeling of enclosure in the arrangement of the wings of the
house. There was a comfort in the low eaves, feeling that the house
belonged to the person in the sense of its scale-relatedness. There was the
softness of touch, the warmth of the wood. In fact, again, I think that had I
thought that we could leave the house and come back without it having
suffered some dire consequence of a storm while we were away, that would
have led me to use paper and even to search for transparent papers instead
of the glass, which was to me a subtraction from the quality of the house
rather than an addition to it. I felt that for a long time about transparent
glasses, that they represent a void rather than a division of space. It’s
difficult to reply to that without sitting in front of or being in the house
itself.

Blum: Were there untried features that you used in your house that worked?

Schweikher: Yes. I tried a number of things that did not belong to any Japanese
derivation or relate at all, as far as I knew, to any direction that Wright or
anyone else went in one-story buildings. I tried a number of experiments.
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For example, a typical one that didn’t work very well was to try to heat a
room with wood radiators. This was simply the process of imbedding
heating pipes in sand-filled partitions. It could be done but it was
laborious, there was a time lag that was annoying and a great amount of
heat produced at the firing point without being satisfactorily effective in the
warmth of the space that was enclosed, and so it went. Most everything
else had been proven in one way or another. There was brick paving, of
course, wood floors, wood walls and ceilings, the use of wood throughout,
the delight in being able to shape and form enclosing spaces or useful
benches, floors, walls, and roofs with one’s hands, without machine
fabrication and importation. It was that kind of thing. Wood houses and
perhaps paper and wood houses are available to everyone, really. It takes
practice to do them but the practice is something that can be learned with
ease, I think.

Blum: What contractor did you use for your house?

Schweikher: A tall, lanky German by the name of Emil Spohrleder. Emil had never done
anything of this kind. We didn't have many inventions or novelties in the
house. It was quite American in most ways. There were few, if any,
Japanese innovations or introductions so that if there was a Japanese flavor
it came primarily through the planning of the house and the type of material
used, rather than the detail. The detail was almost all typical farmhouse,
the kind of thing that Emil had been doing most of his life. I don't remember
how old he might have been, perhaps in his forties. He was an experienced
barn builder. I only mentioned the Japanese in that you have mentioned it
and people have often referred to it as having a Japanese influence. The
truth is that at the time we had been working on converting a very large
Illinois barn next door that housed horses and cows and we were making a
large and effective house out of it. We'd been working with wood planks
and dowels and iron nails, cut nails, everything that was quite American
rural.
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Blum: Was the contractor you used a very popular one with Chicago architects at
the time?

Schweikher: I don't think architects knew anything about Emil. We had him almost
entirely to ourselves for our own house and for a number of other houses in
and around the area that we built over the next few years. By the time I had
gone East and then returned Emil had disappeared from the scene.

[Tape 6: Side 1]

Blum: In 1940 you also built the Rinaldo house. Mrs. Rinaldo told me that the
reason she and her husband selected you as their architect is that they
searched through the architectural journals and liked your work best. When
you were commissioned, did they come to you with ideas they expected
you to follow?

Schweikher: I don't remember how we worked together. Gertrude, I'm sure, knew exactly
what she wanted in the way of space and location and probably expressed
that quite clearly. Philip probably let her be the spokesman although he did
watch and care for any and all particulars that had to do with staying
within bounds, and other legal and related matters. Both shared an interest
in the design as it progressed. Both made comments, criticisms and
suggestions and it was a pleasant relationship all the way through. We, as
the architect, nearly upset the whole thing by failing to double check the
limits of the house on the property and we stepped over the property line
on one side. Fortunately, Philip was able to arrange with the neighboring
owner to purchase the necessary margin to make up for the invasion.

Blum: You designed a lot of built-in-furniture for that house. Was that what the
Rinaldos asked you to do, or was this your idea?

Schweikher: Most of it was asked for by the Rinaldos. They liked the idea, for example,
of screens between a kind of library end to the living room. This library end
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was also to house a record player, and they asked me to design the record
player so that it would become a part of the room. They asked me to design
sliding screens in the Japanese fashion. They asked me then to do their beds
and other details, most of which had to do with storage, and throughout
the bedroom section. I also did lighting fixtures. They were pleased to have
ceiling fixtures. They liked the idea of ceiling fixtures in some locations, like
in the stair hall and other passages, and so we designed those. It was, I'm
sure, a habit with many architects. It was a new experience for us. The
house was a complete design rather than just making a structure of rooms.

Blum: You said that you felt that this is one of your most successful houses. Why
is that?

Schweikher: I think even as I look at the plans from time to time now the space was
compact but seemed to have sufficient room in which to sleep, entertain, it
had easy maintenance and so on. Certainly the use of wood was direct,
applicable, practical, logical, and quite handsome inside and outdoors. I'm
sure the Rinaldos have liked it through the years, they've told me so.

Blum: In 1939, which was the time of the Rinaldo house, and soon after your
house, your office was cited in journals as “doing significant modern
work.” Who else would you say was doing significant modern work at the
time? Who were some of your competitors?

Schweikher: I think the fact is that I was too preoccupied with my own work to be able
to identify other people doing significant work.

Blum: In 1939 there was a Rockford housing project for the Federal Housing
Authority. What was the project?

Schweikher: It was a government project for the construction of small housing, primarily
I believe for the trades, people who were manufacturing products. The one
in Rockford was for toolmakers, I think. I believe it came as a result of Fred
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Keck's association with local federal housing people and our office was
recommended. To my mind there was too much federal interference with
the procedural details to give us the kind of freedom that would have been
necessary to discover new ways of doing things economically. I never saw
the end result.

Blum: Was what you designed ever built?

Schweikher: I think it was built in or near Rockford. I believe that Keck did whatever
supervision was necessary. There was some kind of administration building
that was part of the project, a central meeting house or dining area or
something of the sort. This was so close to the war and I was soon to be in
the Navy that I did not follow the fortunes of the project.

Blum: In that you were working with George Fred Keck on this project, did you try
to use any of the earlier solar studies that you and he had worked on?

Schweikher: No. We did no housing together or separately as far as I know. Keck may
have done some things, if you wish to call these semi-highrise apartments
that he did on the South Side of Chicago, I can't recall anything else.
Nothing at all equaled the row housing type of thing that was in the project
published in the Record in March of 1933. When I came out of the Navy
there was very little talk about housing projects of that kind. In Chicago, as
in New York and some of the crowded big cities, some of that work was
being talked about and I guess done. I was not asked to join in any of it, I
had other things to do.

Blum: Well federal money did become available for housing on a large scale
indicating a national need and concern.

Schweikher: Yes, but it was not a concern of mine. I wasn't too interested in it. I thought
it had social directions and economical ones but that was not my primary
interest. I was interested in solving the individual house problem.
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Blum: Did any of your projects get scrapped or have difficulty getting financed
because they were too contemporary?

Schweikher: I think that may have happened once or twice. It was nothing that I recall
that we were stuck with. The project either was financed in some way and
went ahead or was totally abandoned without fuss or trouble. I don't
remember any project that got stuck somewhere in between the design of
the project and the beginning of construction over finances. I’m sure that
money problems came up. This is not true of later work, the institutional
work, where budgets were made and increased and where we were having
difficulty financing. Mostly the university buildings had budgets that were
supposed to stretch through more than one project and ours was perhaps
one of many rather than the only project being considered.

Blum: I had in mind early, residential work, say throughout the 1930s, when a
modern style was not popular with lending institutions.

Schweikher: That might have happened to many architects who were doing groups of
houses. The only group that we ever did was one for a group of professors
at Northwestern University. They took care of the finances themselves and
by the time they were ready to commission me they were ready to find the
money. I was never asked to find any for them or to change the design in
any way. So, I think I encountered very little of that. On the other hand, one
might say, “Well, that's the reason your practice was so small.”

Blum: Were you aware of the fact that lending institutions were leery of lending
money to build modern designs?

Schweikher: Yes, I remember it now as you remind me of it. It was something that never
weighed on me much. I found it irritating, to the point of anger at times, at
what I considered just plain stupidity. That was another way, I guess, of
my not being affected by it because I avoided projects that had that
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element in them. I didn't like to talk to people like that and most of the time
I talked to people who may have needed the money but who were willing to
do the finance fighting themselves. We kept pretty free of that and so in
that sense the office was a happy one. I can't remember now ever having a
project stop for lack of funds, or making extensive revisions, or cutting it in
half, I can't remember that. I don't think it happened to us. I did examples
of such things from time to time in the Chicago area. Later we did
experience that sort of thing, as I say, with committees and groups; there
was always the difficulty of building a building with a committee.

Blum: Was that because your design was too modern or because it was over
budget?

Schweikher: No, it was not really due to design. I don't remember design ever becoming
an issue in our projects, maybe that would only say to me that at that point
maybe we were too conservative.

Blum: You mentioned a group of Northwestern University professors for whom
you constructed homes, was this the Glenview Cooperative Community?

Schweikher: I can't remember the title but it sounds right.

Blum: This was in Glenview, it was also called Redwood Village, a group of six or
seven houses.

Schweikher: If they used those terms I wasn’t aware of them. These were Northwestern
University professors, that much I understood. They acted responsibly.
Yes, it's that group. They were receptive. I cannot remember any battles
with them over design. They seemed to have made up their minds that they
should march uniformly to the degree that details that I recommended
would generally be approved. We must have had some early discussions;
I've forgotten those now too, in which certain procedures would be
approved. I note in looking at old photographs that there are similarities to
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the single house that Fyfe introduced into the office, in which we used the
detail of fixed glass with louvers underneath for ventilation. That was an
accepted detail. We didn't insist upon it, but many people liked it and used
it in this group. It was that kind of thing. We had two or three alternates
and we were pleased to use them. Although they chose, I believe, similar
heating systems, refrigerators and so on where buying in quantity would
reduce cost.

Blum: Planning and working out the details and the actual construction took
several years, from 1938 to 1941. In an article in Architectural Forum in
January 1946, one of the owners said that the group knew that getting the
right architect would be the key to success. The article said “The man they
wanted had to have advanced design ideas, anticipate the future in
selecting materials, and understand the feeling of living close to nature.
Moreover he had to mold the individual requirements of seven families into
a unified plan while avoiding a standardized effect. Luckily for all
concerned, Paul Schweikher, who was finally chosen, proved ideal. In the
words of one member, everyone had different ideas and Paul molded the
group. It was his personality, his ideas that carried us through.” Did you
have extensive negotiations with group? Do you remember doing these
things?

Schweikher: You know I don't remember a great amount of work with them as a group. I
do remember having numerous conversations with the individuals, some of
who were easy to work with and some of who were difficult. It was, I
guess, a little like driving a large team of horses, or in this case perhaps
sometimes mules. Not all, in spite of their resolution, wanted to go in the
same direction. However all were reasonable people and when it was
pointed out that going in the same direction would be an economy, most of
them made their own modifications to fall within the reasonable limits.

Blum: One of the original owners told me that one of the first hurdles, and
perhaps one of the biggest, was that some of the families wanted a
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traditional house and you persuaded them that a modern house would be
more suitable.

Schweikher: That's possible that that happened. My difficulty here is that time has
really darkened it. The best way to sum it up would be to say that I'm glad
to hear or read of the good report. It must have been a success because I
don't ever recall hearing any bad news from that quarter.

Blum: The same gentleman told me that your original master plan for the
cooperative community included a community house. There were seven
families, seven houses, and a community house on communal property. Do
you recognize this photograph?

Schweikher: Yes.

Blum: The community house was never built, but he said that you called it the
ideal plan.

Schweikher: It’s not a particularly imaginative plan, all houses tic-tac-toe all in a row, as
I look at it now.

Blum: They are all different from one another.

Schweikher: They did fit the community and that was probably our concession to the
community. Each got a hunk of land one could walk out onto and I think
there was a large space left for interchangeable play areas or recreation
areas. What happened to the community house I have no idea.

Schweikher: One of the houses was built by Dr. and Mrs. Barry who were better off in
their ability to finance their house and they went ahead faster with a larger
house.

Blum: Well, apparently this was considered successful, not only by the owners
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but also by the critics.

Schweikher: Well, I'm glad. You asked me earlier about which architects were doing
work that was similar to what we were doing. I guess I would have named
such people as Perkins and Will and George Fred Keck and perhaps Harry
Weese. I would hesitate to name Goff. He was somebody to be admired for
many different reasons. I don't think he was parallel to us in any way. He
was quite independent and not to be mentioned in the same breath.

Blum: Do you think any of these other architects were interviewed for the
Glenview Community job?

Schweikher: Yes, I know that Perkins and Will was interviewed because they called me
and said they were. They said they were very interested in getting the
project. They were always a pleasant office to know and to be in touch
with. Larry and Will never said another word about the project when we
got it. They soon had all the work they could handle and more.

Blum: In a 1944 Museum of Modern Art catalog this Glenview Community is cited
as “beauty without monotony, pleasantly unpretentious.”

Schweikher: Isn’t that nice of the Museum of Modern Art. That's the first I ever heard of
it. Isn't it odd that, for one reason or another… Why is it that I didn't hear
such encouraging news more often?

Blum: Were you too busy at your drafting board to read the critics?

Schweikher: It might be or it might have been that I had secretaries who didn’t know
how important that would be to me. Or maybe my partner took it on
himself. If I had heard some of that encouragement it might have helped me.
I never heard that before, until just now.

Blum: I received a letter from one of the original owners in the Glenview Co-
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operative Community. In it, he said that for extra work, outside of what
was already contracted for, you were to get two dollars an hour and that
you were going to pay an employee of yours seventy-five cents a hour for
extra work. Did you feel your services were well reimbursed at two dollars
an hour?

Schweikher: Yes, I did. Money was something I needed and something I liked to receive,
but I was not a hard liner in this. I always wanted the project more than the
money. I know that my reaction to doing things inexpensively was
common—I think this may apply to other young architects whom I know
and who would rather be at work than making huge profits. But that’s not
really the road to success. For a long while two or three young people asked
me to associate with them, they were former students. When I did, they
brought in quite a number of projects for which they asked what I thought
were exorbitant fees and paid me rather handsomely for very little work on
my part. They went on to considerable success. The only trouble with the
whole thing was that I’m still waiting to see one of their projects brought
into the public eye as a work of exceptional merit. Some concessions must
have been made in some way or other to build whatever projects they had
at such high fees. Somewhere the merit was lost.

Blum: Are you suggesting there has been an attitude change since you began your
practice?

Schweikher: I'm suggesting that the building didn’t come first, that the income came first.

Blum: In 1940, was two dollars an hour the going rate for an architect?

Schweikher: No, not for the architect to receive, I don’t believe. Two dollars an hour
might have been something that he paid as the draftsman's wage. He might
pay his draftsman that much. I’m sure that I was thought of as something
of a skinflint by draftsmen. I know that most of the people who worked for
me in Pittsburgh considered our office to be the best office in Pennsylvania
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outside of Lou Kahn’s and boasted of being in the best damned office in the
Pittsburgh area. They didn't boast about the salaries they received. The
only time any other person ever remarked about our salaries was when I
invited the renowned authority on big-city planning, Kevin Lynch, to come
and talk to our students at Carnegie Mellon. At the moment that I
introduced him I had said, “I'm very proud to be able to say that he was
one of our group of people in one of my early offices in Chicago.” He said,
“Yes, I worked for Paul, at very low wages,” looking rather sourly at me. I
guess Kevin nursed a grievance of some kind the rest of his life over his
experiences with me although he was a very pleasant, well informed, and
happy person to work with in the days when I had an office on Erie Street
or wherever that office was in Streeterville. Those were happy days but, of
course, all of us were really poor; times were not rollickingly full of money,
full of income.

Blum: What would have been an adequate wage for an architect in 1940? Were
architects paid by the hour?

Schweikher: I have no idea. I shouldn't try to answer that. I think anybody reading my
answers would say, “That fool,” one way or another. I’d be way too high or
way too low. I don't even remember what we were paid.

Blum: Generally speaking, do you feel that your services were reimbursed
adequately?

Schweikher: No, I don’t. I think I was well under paid much of the time.

Blum: Do you think other architects felt the same way?

Schweikher: That I was, or that they were?

Blum: No, that generally the profession was poorly paid?
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Schweikher: I think other architects did a lot better than I did. I think they wouldn’t
have taken the small fees that I took. On the other hand I was not so low-
priced but what some potential clients had some difficulty finding their
way hiring me. We still had some of those who would ask, well, what can
you do to reduce your fee? kind of questions. In what way can you do it for
less? In what way can I make it worth your while and still save money? I
don’t think I ever undercut my neighboring architects. I think I was in the
general area. I didn’t go out shopping for good draftsmen by offering higher
wages. I did not do that. I picked draftsmen when I could find them. The
other aspect of that is that in the same manner in which clients looked us
up, so did architects who came to me and who wanted to work in my
office. It was a good office to work in. I remembered that kind of thing
because in my days in Chicago, when I wanted to work, I had my eye on the
office that I wanted to work in. Once I'd got past the early Graham,
Anderson, Probst and White interview. I got so that I knew who the people
were that I would work with and I went to them. I've already listed the
offices and they were very few, just one or two. I got the job that I wanted
when I wanted it.

Blum: In 1941 you were a member of the Civic Design Committee in Chicago. Who
else was a member of that committee?

Schweikher: I think Al Shaw was. Al Shaw and I, I think. This was for Mayor Cermak. I
don't know whether the Pereiras came in on it or not. I didn’t last long.

Blum: What was the Committee to do?

Schweikher: The only thing I can remember was that someone was going to have us
criticize projects that were coming before the city, or that had been
proposed by various chairmen or subalterns that had to do primarily with
monuments. One proposal was for a statue of the mayor that was to be
located somewhere down on Wacker Drive—at least I think this was one of
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them—it was some kind of bust or statue out on the Outer Drive
somewhere along the park system. I think I got as far as that with my
interest in it and left. I got out, quit. I didn’t ever receive any kind of
remuneration. I didn't get paid for anything and I was happy.

Blum: This was civic service?

Schweikher: I think it was. I guess that's what it was. I never met the mayor. It was some
subaltern that met with us in the mayor' s office.

Blum: Did you approve the sculpture of the mayor to be installed?

Schweikher: No, I wouldn't have approved anything that they were doing. It was all
rubbish, pure, unadulterated rubbish.

Blum: There are some drawings that you made that were titled Memorial to the
33rd Division. Did that ever get built?

Schweikher: No, but that was a different thing altogether. That had a rather quick,
unsatisfactory history. As I remember it I think Herrick Hammond and John
Holabird as old patriots and soldiers brought the project to me. They said
the 33rd Division would like to raise money to erect a memorial to the
Division and its performance in the World War I and would I be interested
in preparing drawings. I said, “Most certainly. Sure I would.” They said,
“Well, it's been proposed that a field house be designed.” The field house
was not for the use of the 33rd Division, but was to be put in a
neighborhood where there were many children, where such facilities weren't
readily available, were unaffordable, and where such a thing would be
appropriate. Suggestions were made for some triangular areas somewhere,
now that I look back on it, in the general area of Rush Street and its
intersections. The difficulty was that there was very little park land
available around there. But we started and I made a design that I think
Northern ArizonaUniversity has in its Library. I wasn't too pleased with it
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because we made it too rapidly. It would have done as a starter, to open
discussion out of which might have come an appropriate design. But I was
happy to have it and to work on it. I didn't have direct access to the
committee. I was working with my two recommenders, Holabird and, I
guess, Hammond. Time went by, things were happening, and again the
threat of war was rumbling around us. Holabird called me finally and said,
“Paul we've had meetings with the design committee of the 33rd Division
and they don't want a building. I opposed this because I think they should
have a building, it should be something useful, but the useful committee was
not effective. What they want is a memorial slab or monument. Would you
still be interested?” I said, “I’ll sure try but I’m with you, it’s not a thing
that I enjoy.” So I sat down and I think NAU has that too. It’s some kind of
an obelisk—a little horror—we called it by a variety of obscene words and I
let it go at that. Nothing ever happened.

Blum: The committee never approved your second design?

Schweikher: No, they weren’t approved. I should have had just the good, hard business
sense and sent a bill to them. I did the design. I did two designs for them. In
those days you could do an awful lot for a very little as compared with
today. I think the project was going to cost about $150,000. I should have
sent them a bill for $15,000 probably. I didn't send them a thing. I just shut
up and went about my business.

Blum: Was anything ever built?

Schweikher: Holabird could have been a sort of a good guy and said, “Look this is an
architect. I pushed him into this.”

Blum: Were you the only architect they asked to design something?

Schweikher: I was the only one that I knew that was asked. If they asked somebody
else, I would have thought for example that they might have gone to Al
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Shaw. Al Shaw was an old ex-Navy man, but they didn’t. They might have
gone to Owings, who was struggling. They were the key people of that time;
I wasn't really in their class at all and didn't consider myself in their class.
Perkins and Will began to edge into that class. Isn't it odd, I don't know
why, but Larry called me up and said, “Do you think it would be all right
for me to ask Saarinen to associate with us in a school that may become the
Crow Island School?” I said, “I don't see why not. Of course.” “Good, glad
that you think so.” There was that example of Larry and Will, in spite of
the fact there was a kind of a little grudge that they carried against me from
when we were together at General Houses. It was a very brief time and
perhaps I sensed something that really wasn't there. I think it was perhaps
some carryover from their school days at Cornell versus Yale or something
of that sort, but it went away. We lost touch.

Blum: Do you think they considered you a competitor or a rival for similar
commissions?

Schweikher: Possibly, possibly, I don't know.

Blum: Were they doing a lot of residential work?

Schweikher: No, I don't think so. Phil Will built his own house, I guess. I can't remember
what Larry did. They may have had something, but again, I was not paying
any attention to their volume of work. There was this sudden call from
Larry and...

[Tape 6: Side 2]

Schweikher: There was controversial opinion about the propriety of Perkins and Will
inviting Eliel Saarinen to join them as an associate on what was to become
the Crow Island School. I know that I said that I thought it was a fine idea.
I saw nothing improper about it and could only wish them well.
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Blum: Did you ever have an opportunity to meet or work with either of the
Saarinens?

Schweikher: The closest I ever came to Eliel Saarinen was in my acquaintance and long
friendship with Leland Atwood who had been a student of the senior
Saarinen at the University of Michigan. Lee talked frequently about
Saarinen and admired him. Later, belonging to another history in my New
Haven practice and my appointment at Yale, Eero and I met as associates
on a project for Yale, one of the science buildings, and we talked briefly.
The first time was at Morry's. Morry's was an eating and drinking
establishment. Then one or two times at Harry's, also such an establishment
in a different location. I guess it was the second time that we met that
Saarinen suggested he withdraw from the association, which included at
the beginning Douglas Orr. Saarinen, I think, did not want to continue that
association. I was boxed in, I felt, and stayed with the project.

Blum: Do you think that your work has been influenced by the elder Saarinen's
work in any way?

Schweikher: I think the best answer is not at all. I can think of no way that I was ever
effected by anything that the Saarinens did.

Blum: In the December 1954, issue of Art in America, Vincent Scully likens your
Maryville Chapel and Theatre to work by the elder Saarinen, with the
slender columns and the unifying of various parts.

Schweikher: I'd forgotten that. I was flattered by the reference, delighted to be
associated with such capable and distinguished people, but there was no
purposeful borrowing on my part. However, without knowing it, I may have
leaned toward the Swedish and Finnish work in general. My travels, not in
Finland but in Sweden, persuaded me that they had a fine and strong
direction and in an adaptation of classical refinement to new structural
techniques. The only building that I did in which I was consciously looking
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at Swedish or Northern European architecture was the church in Austin. As
I’ve said, I think David Adler must have recognized that when he
complimented me on that church because it was one of my first buildings.
David and I had met on a jury for the Plym Scholarship at the University of
Illinois and after the jury, standing outside in the corridor, he complimented
me on the building. I thought it was because I had remembered that David
had looked carefully at a book on modern Swedish architecture at the time
that we were doing the Clow house. A kind of seal to that can be noticed in
the wall around the house and the urns by Carl Milles.

Blum: You speak about the influence of Swedish architecture on your church, your
trip to Japan and admiration of the Imperial Hotel subsequently influencing
features of your own house in Roselle. In the 1950s several of your houses
reflect the spirit of Mies. How conscious are you of these individual
practitioners’ styles, or perhaps just the spirit of their work, influencing
your work? You seem to have digested them and in some way they have
come out in some of your projects?

Schweikher: Yes. The answer is difficult for me. I remember Mies telling some students,
in later years, that Schweikher was one who had a philosophy. My own
feeling is that I never really found nor formed a philosophy and many of my
professional colleagues would probably agree. But one thing kept forming in
my mind from project to project, and I guess I may have reinforced it by
reading and re-reading Thoreau, who somewhere said in the matter of
creative action, I suppose it was, that one should “simplify, simplify,
simplify.” I'm certain of this one thing, for good or bad: from project to
project in houses, in institutional buildings, and so on, it was a search for
the simplest way to solve the problem. The design of a detail, the laying out
of a plan, development of an enclosure, the elevations, I wanted to
simplify. If I didn't look for this in the work of others, I think I saw it in the
work of the people that I admired. I took from those people and their
projects some inspiration that had to do with the simplest, most direct way
of doing things. This led me through some important works on the part of
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others and I felt that the man who had perhaps succeeded most directly in
this was Mies van der Rohe. I'm certain that some of my projects, much
smaller than the things Mies was doing, must have reflected this. However,
I was keeping to my own theories of structure and expression because I
think the selection of materials is important. Wright interested me in his
strong emphasis on structural architectural materials, that is, in which the
selection of the material itself became a part of the design process. Wood is
perhaps the best example in which one sees color, texture, grain, and
perhaps in particular, there’s a tactile response to. You touch glass and
there’s little or no reaction, you touch stone, it’s cold, concrete, even colder,
but wood is always warm, friendly, human.

Blum: But unlike Mies, who perfected what he did and then continued basically to
repeat that, your work reflects change and an absorption of other ideas.

Schweikher: The answer would be involved. Perhaps one thing, however, was my being
impressed by the opinion of others, which was expressed to me once or
twice, that I had an eye for scale and proportion. I like to think that that
was. If simplicity was to be a quality and perhaps an appreciation of
material, I added it as a requirement in my own mind so I’d know whether
or not I attained it. I know that a requirement in my design has always been
proportion and scale. To the novice or to the non-professional I find it
difficult to explain. I'll try to get at it quickly. Scale would be the
relatedness of the whole by the manipulation of detail to adjust to human
use. That is, scale of course is the simple objective of making steps adjust
to the path of a person, diagonally or vertically, of having windows be
sufficient to see out of and for a selection of what was being seen, that
heights be adjusted again, either using the human form as indicating
immensity or making the small building adaptable to the size of a person
and his use of it and so on. These are certainly objectives, I’m sure, that are
in the minds of most architects who work as artists as well as engineers.
The other thing is that they may not all occur at once in a given project. I
can't say whether that’s good or bad, sometimes it's good, sometimes bad if
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you observe simplicity and leave out other sensitive reactions. That, in a
mixture, is probably part of what went on and goes on in the formation of
an architectural project.

Blum: Implied in what you just said was the idea that an architect decides where
things are placed according to his artistic sense. As an architect, when you
had a client who had definite ideas about what they wanted, how did you
and the client work things out perhaps if the client’s ideas didn't agree with
what you felt the structure demanded?

Schweikher: Probably no differently than any other architect. One yielded to strong
personal preferences, particularly if they made sense, not particularly to me
but to the owner to be. I did the best with what may have been a poor or
indifferent limitation. If it was something that offended my senses then I
took a strong stand. Sometimes I went down in defeat and sometimes the
client joined me. The end result was not, as I learned in time, always a
success, no matter which way you chose. Most architects and artists learn
over a period of years that there’s something between you and the object
that you create in architecture. Not only the client, but the client’s ability to
afford what he wants to do. That also influences your solution. As I look at
large projects now, of which I am not a part, I am awe struck by the sums
of money that are made available to the architect for a free expression in
his solution. In my projects costs were always, most of them, quite small
compared with what was going on even then. Costs were always an
important part, whether it was an institutional building or an individual
house. Also, I didn't mean by the rather philosophical reference, to exclude
the always-present problem of what could be spent.

Blum: Are you saying that the limitations the client places on a project would
assist your creativity to find a solution or to limit it?

Schweikher: I think the architect enjoyed the fantasy that he could take limitations and
make something positive of them. Perhaps that happened once in a while.
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My guess is that if I were to make this a particular study in my own work
that I would find that the client's limitations, the client's slowness to see the
value in a departure from the norm, or his inability to afford what he
himself would like to have, were impediments to the total design rather
than virtues or happy challenges.

Blum: In light of that comment, how did you work out the demands of the Great
Lakes Officers’ Housing commission? Apparently the government had
some say in what you did.

Schweikher: I can't recall the government bringing any limitations other than those of the
sum available and, of course, the number of personnel that they wished to
house in the project. The rest was quite free, the selection of materials...
Well no, that isn't accurate either. They began, of course, with a selected
site, a rather difficult site on a kind of bluff. It was not easy to work out the
bluff to have ready access to the naval station, but I'm afraid that the work
that we did on it was mostly our own doing and that the government
accepted. Once we had discussed the project and the general
accommodations that they felt the officer, either in training or as a teacher
would require, once those had been generally discussed, they let it pretty
much to us as the architects to produce the solution. I suppose the best
thing for me to do at this point is add that after I had designed it, and most
of the design was in my hands, and after it had been built, I was not
delighted with the finished product. The scale bothered me, the complexity
of the solution bothered me, the detail bothered me, and I wouldn't have
called it a design success.

Blum: How did you get the government as a client to do the officers housing
building?

Schweikher: I think this came about through Elting's closer association with the officer of
personnel and perhaps some of the administrative personnel at Great
Lakes because of his proximity to the station. It's possible that later when
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we became members of the naval reserve I noticed that quite a few of the
people, officer personnel in particular, were to be seen in the Lake Forest
area and a variety of places, like the country club and private parties.
There was a great social circulation and although I never talked to Elting
about this, suddenly we had the commission in the office. Whether we went
through the same procedure as Skidmore and Owings did in their
beginnings to get the mess hall, I don't know.

Blum: Did your office often get jobs through social connections?

Schweikher: Probably. It’s hard to say. Neither Elting nor I were habitual club members
or leaned on friends to lead the way to business connections and
commissions. But certainly commissions did come through friendly
relationships and references.

Blum: How did the U. S. government differ from an individual client?

Schweikher: Particularly in those days I was rather timid about such things. I think I was
even a little antagonistic in my feelings, primarily because there is a truism I
believe: it’s difficult to design a building with a committee. You have to deal
with an individual, or at least a group acting as an individual, or through
an individual, so that trying to please a design committee is a laborious and
difficult and frequently a negative effort, in my opinion.

Blum: Was it your responsibility to present the design for officers housing to the
committee?

Schweikher: I think it was left up to our firm, not me as an individual, to produce the
solution. I think that—again, it’s rather foggy now in my head as to how the
work went—time was a factor. The navy had to get something built in a
hurry. They weren’t there to discuss aesthetics very much. They wanted it
to be home-like I'm sure, to the degree that any military establishment could
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be home-like, so that we tried to provide certain amenities on the part of
the structure that would make it seem somewhat different than the military
life at the training station. Other than that we were left pretty much alone
and the acceptance of the design was rather quick and practical.

Blum: That was in 1942, just before you closed your office.

Schweikher: That’s right.

Blum: The year before that, in 1941, the Lewis house in Park Ridge, a small house
on which you associated with Bill Fyfe, won a House of the Year award.
What was it about this house, in your opinion, that entitled it to that
award?

Schweikher: I think two or three things: it was innovative, it incorporated one or two
ideas that I had about wood construction, but Bill Fyfe brought to it at least
two details that we used a number of times successfully in other houses.
One was the use of a floor system made up of air chambers formed by brick
varying in depth from six to twelve inches and running as a network under
a masonry floor, a brick or tile floor, that was heated by a warm air furnace
that circulated the air by fans through this duct system. I think it provided
a kind of overflow versatility by the introduction of ducts that could be
opened from the system for direct air and throughout this house—I believe
it worked quite well. Of course it was a strong influence on the design
because it meant a brick or tile floor throughout the house, throughout all of
the enclosed part of the house. The other strong influence was Bill’s
introduction of a detail for natural ventilation on the exterior walls by
making, wherever possible, a continuous band of glass window to look out
of, and putting louvered vents with insulating doors under the windows.
The louvered vents could be closed but also could be opened for natural
circulation of air. The floor and the vents were strong influences on the
design of course and important solutions for an economical house-building
method. One other aspect of the design, I think, was the bend in the roof—a
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design feature that may have caused more trouble than it was worth but
that made for a certain grace in attaching the house to the ground. More
important than that was an aspect of the house that originated with the
two of us, at least I like to think so. The house was on a corner lot and the
two sides that faced the two streets had raised walls to permit a certain
amount of view toward the street but to screen the life within the house.
This may not be exactly accurate, but it was the intention and we realized
it somewhat in the design. In a sense this took a rectangle and made two
sides with relatively high walls that acted as the visual screen, where the
inner walls on the site faced into the garden. I don’t know what the various
purposes were for the garden but it could have been for any kind of
domestic use. The tendency was to allow the glass to go to the floor, or
much nearer the floor, perhaps there was just enough room to provide a
little more of the louvered ventilation underneath the windows. This was
again a strong design feature. We ran into a little difficulty on that at one
point. A neighborhood group seeing the design took exception to it as being
unrelated to the neighborhood and undesirable. A hearing was given for the
architects and the people who were objecting through the Park Ridge City
Council, as I remember it—I'm perhaps not accurate in this but I'm going to
say it anyway—and that I think that one of the members of the council was
Alfonso Iannelli. At any rate, Lewis, at our persuasion, hired a lawyer. I
remember being in the lawyer’s office at which time he talked to the
opposing legal representative with the threat of mandamus proceedings if
he didn’t get some outspoken defined expression of the objections, to make
them clear, and to make a defined decision.

Blum: What was the objection to the house?

Schweikher: It was never clear to me. It happened in another house some years later. I
couldn't believe it then but I think that the house was described as being
bad because the windows didn’t look out onto the street. The only answer
that I could get from those that I talked to informally at the meeting was
that you couldn't look in from the street and therefore that was unfriendly.
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In any event Iannelli laughed at his colleagues, scorned their objections and
supported the architect strongly and vociferously and at some point, with
the threat of Lewis' lawyer to mandamus the whole proceedings, the house
was accepted and Lewis was able to live as happily as he could ever after.

Blum: That's an interesting comment on the attitude of a small community such as
Park Ridge in 1941.

Schweikher: Just let me add to that if I may, that time went on and at some point a
client outside the city of Chicago, but still related strongly to the area, a
person in South Bend, a Mr. Keller, built a house along the outskirts of the
principal golf course. He was a member of the club. When the house was
finished, there was quite a hulabaloo over the two end walls. The house
was similar in some respects to the Lewis house, or certainly in the general
character of houses that we had been doing. The house was a rectangle with
one of the long sides facing the golf course, a delight and requirement of
Keller’s. The other side provided a sparse use of glass in small windows
and, of course, the entrance and the garage. At each end, next to or facing
onto the building limit line, the house was finished in a solid two-foot-thick
stone wall of the handsomest granite that we could find, laid beautifully
without an opening of any kind from floor to eaves. We were surprised by
the outcry against the building as it neared completion by the neighbors on
each side, who again raised the question of the unfriendly house that
refused to look at either of its neighbors. Why did they think it was
unfriendly? Because you couldn't see in. You could see out, but not in.
Seeing in was supposed to be the sign of friendliness. We had the Lewis
house to refer to and as far as I can remember the argument became a local
argument. I can’t recall that Keller was obliged to defend himself with legal
help. The problem must have gone away because he lived there happily for
many years until he decided to move from South Bend for quite different
reasons than any unhappiness in South Bend.

Blum: Weren’t you also following a Chicago example set by H. H. Richardson in
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the Glessner house in which a rather fortress-like stone front had few
windows but the rear had many windows that opened onto an interior
garden?

Schweikher: Yes and maybe that was in Bill Fyfe's mind initially; it wasn’t in mine. But
there isn't any doubt but what it had every aspect of the Glessner problem
and followed the same solution. I can't recall that the Glessner house was in
our minds together. I know I didn't think of it, but it would have been to
any knowing person an obvious similarity.

Blum: Did you design the Lewis house?

Schweikher: No, I think it was entirely Bill Fyfe's design and a very successful one.

Blum: You and Mr. Fyfe at that time must have been very sympathetic.

Schweikher: Yes, because later Bill was the principal designer of the John Stone house in
Topeka.

Blum: In the Lewis house article it mentions that there was a trace of the oriental
flavor discernable and that Bill Fyfe had had training with Frank Lloyd
Wright at Taliesin.

Schweikher: That's possible. I doubt that I brought much of that influence.

[Tape 7: Side 1]

Blum: In 1940 you were a juror for a stove competition held at the Arizona
Biltmore. Would you say something about that?

Schweikher: This was something that came really second hand to me. Howie Myers of
Architectural Forum telephoned to say that the American Stove people, I
think it was, had asked the Forum to form a jury to judge a competition for
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a new design of a kitchen range. I think the fuel was gas. The requirements
for the range were to be similar to a popular commercial design. It was to
have had many burners, an oven, a drying shelf, and so on, to be made of
metal. But the color scheme and general make could be at the discretion of
the designer. I don't recall that there were very strong impositions. Part of
the objective was to discover new forms as well as immediately salable
objects. I think about seven hundred contestants had responded to the
advertisement of the competition. The work had been done and collected
by a professional advisor to the manufacturer and a jury had been
specified which included George Nelson, Gardner Daley, Ed Stone, Peter
Schladermundt and Sam Marx. Howie's message was that Sam couldn’t
make it, would I take his place. We were to be put up by the Forum and the
American Stove people at the Arizona Biltmore in practically royal quarters
and given royal treatment. The jury would probably be in session, according
to Howie, for the better part of a week. It all sounded good to me, with all
expenses paid and good company all around. So I arrived and I knew most
of the people from past experience. Schladermundt had been a classmate of
mine at Yale. Gardner Daley was a new person to meet. I knew of Ed Stone
and his work in small houses and he seemed to recall having seen some of
my work, so that was a friendly meeting. The jury was a friendly jury all
the way around and Howie Myers and Elizabeth Gordon from the
magazine were there. She acted as a kind of professional advisor I think,
not necessarily as a critical juror. She was there to tell us whether what we
were looking at was practical from a woman’s point of view, or a cook's
point of view, so it was probably a good jury. The drawings were set up by
hotel personnel in a ballroom of the hotel. It was a beautiful hotel. We went
to work. Somewhere in the first day there was a moment of silence and I
looked around and a man in a pork pie hat, wood cane and black cape was
standing at the door. I recognized him of course as Frank Lloyd Wright. In a
rather majestic gesture Frank lifted his cane and swept it across all of us
and said, “Does it take so many to do so little?” This made everybody
laugh and it started many replies to Wright, none of them very serious.
Wright took it with a stone face and said, “I’ve come to invite you all to
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supper.” George Nelson was also a member of the jury. George had been a
classmate of mine and Peter Schladermundt’s also at Yale so we had a
former history together. We arrived at Wright's rather late in the day. I can't
remember the time of year so I don't know in what position the sun was,
although my recollection is that it was getting dark and that fires were being
lighted in the semi-outdoor fireplaces—I think there were two of them with
a shelter over them. Somewhere along the way Wright and I got to talking
about such things as the American credo of architecture, neither one of us
understanding the other. Interrupted by Wright's sudden jump to his feet, I
whirled around at a bright flash—this was after we'd been served hotdogs
for our dinner—I turned around and flames were leaping out of the big
fireplace and licking along the underside of the wood overhang. Wright
said, “Oh my god, I hope it’s not going to be another Spring Green.” I think
we all ran in a variety of directions in which we thought we might be
helpful. Some thought we could run and get a bucket water, others wanted
to grab a garden hose. But the students must have been trained well
because very quickly a hose appeared and water was directed and other
people tore at the rest of the paper. What had happened, I guess, was that
the boxes in which the hotdogs had arrived, or the buns or whatever, had
been thrown rather tumultuously into the fireplace pit and there was
excelsior in with it and people didn’t realize the explosive power and the
whole thing had a minor explosion. It was finally quelled and then put out
altogether but conversation was weak and rather lost after that. Wright
went on muttering and mumbling about his experiences with fire and it's
odd that most of us knew about as much about it as he did. We were tired
with the whole experience and went to bed. George Nelson and I were
assigned to the roof bunks and I spent the rest of the night fighting candle
flames and moths and trying to adjust the canvas protector against the
desert wind. It was really quite a pleasant experience. Somebody in the
Wright establishment at the time of building Taliesin West had provided
triangular and rectangular holes in the roof that permitted one to see the
kitchen activities that were going on, which at that time was mostly
washing up whatever hardware there was as a result of our dining. We
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awoke the next morning for breakfast and then Nelson and I had to leave
early so he said goodbye. But not without knowing that we were due at
noon the next day at a luncheon to be given by Forum magazine to all
personnel in honor of Wright. Wright and his wife, Olgivanna, and
Olgivanna’s daughter, Svetlana, and Wes Peters, Svetlana’s husband, were
to attend. Most of us were present, with Wright at one end of a long table
that was beautifully outfitted with carafes, cut glass, silverware, napkins,
and tablecloths. At the other end, the host of the afternoon, Howie Myers,
stood while the rest of us were being seated. Olgivanna was directly across
from me, her daughter at my left, I can’t remember if there was anybody
between me and Howie. I was close to Howie for reasons not very clear to
me. We waited and waited and Wright was carrying on a monologue at his
end of the table, thoroughly enjoying himself I'm sure. There were no drinks
served that I can remember. Gardner Daley and Ed Stone were the major
drinkers and they had taken care of themselves plentifully in the Jury Room,
but Wright was suddenly disturbed that we were sitting without any
service. Two or three waiters were standing around the table and Howie
was standing and Wright said, “What's the matter?” Howie said, “We're
waiting for the arrival... You'll see that we have two empty chairs, we’re
waiting for others to arrive.” I think he then added, “But, I think we've
waited long enough, why don’t we...” and he looked around in a rather
distracted way. “Is there any way that we could shorten the table and do
away with these empty chairs?” The servants moved toward the table, but
Wright quickly got to his feet, reached under this beautifully decorated and
equipped table and the tablecloths, grabbed part of what had made up the
table, which appeared to have been a collection of other tables, pulled
mightily and the table came out, knocking over a few chairs, including
Wright's own chair, and scattering the water carafes, glassware, silverware
and candelabra and other decorations in all directions over a tile floor,
which multiplied the stuff by breaking up the glassware. Wright,
unperturbed, pulled what there was of a tablecloth at that end off too. He
then drew up his own chair, sat in it, and said, “There, that shortens it
doesn't it?” Howie, with a rather wry grin on his face, said, “It certainly
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does.” I think there was some smiling and I guess it was in the minds of
each of us to make it a minimum occurrence. There was a terrific scramble
among the service people to get the place cleaned up. Mops, brooms, pails
and things appeared but they were very quiet about it and the cleanup took
no time whatsoever. Truly enough, that had shortened it. The table resumed
as though nothing had happened. Somehow, everything went smoothly
enough after that, except for one little instance. I looked across the table
because my partner, Svetlana, had said, “Oh, mother!” sounding rather
shocked. I looked across the table and sure enough, Olgivanna was almost
into her soup plate. I guess she had fainted. Whether this was for effect or
whether it was an accumulation of shock from Wright's action I never
discovered. Wright was carrying on a monologue at the other end of the
table and was not to be interrupted. The daughter got up, walked around,
and took hold of her mother. I think Wesley Peters, the daughter's husband,
grabbed Olgivanna by the elbows and lifted her. Together they went out of
the room. The exit to the room was down past Wright's chair. Wright didn't
bother to get up. He looked up and waved at his wife and muttered
something like, goodbye. I can't remember just the exact expression. And so
the luncheon stumbled on to its close.

Blum: No wonder you remember that jury experience. Now, by that time had you
built the Louis Upton house in Arizona?

Schweikher: I was building it.

Blum: Did you have any contact with Frank Lloyd Wright because of that house?

Schweikher: Yes, a minor one.

Blum: What was it?

Schweikher: He said nothing to me during the building of it. We met only that one time,
he and I. But considerably later, perhaps months later, Lou was apparently
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surprised because had he invited Wright to dinner and Wright had arrived
with a number of other people. The house was a rather large house and the
Uptons were able rather quickly to add whatever they needed in the way of
somebody to help at the table and so the dinner proceeded in a normal
way. I don't know who prompted taking Wright around—it was a large
enough establishment so that it was perhaps made into a tour—but they
took Wright and some of his group around the house. They went around the
house, they talked some more, perhaps at each station the way Lou told it;
they saw the guest bedrooms, the garage, the indoors, and the outdoors, the
cactus garden, and they finally came back to the point of departure. As
Wright was putting on his hat and cape Upton told me that he said, “Now
Mr. Wright, we've shown you the house. You've been our guest and we've
been delighted to have you present. But part of the reason for asking you
here was to get your opinion of the work which Mr. Schweikher says was
strongly influenced by you.” Perhaps this was because he used the same
stonemason and therefore similar stone, and the similar concrete and stone
method. “Won't you say something about the house, the architect, or
both?” Wright hardly hesitated and said, “Mr. Upton, you're lucky to have
such a fine house by such a poor architect.” That's the end of that story.

Blum: In 1941 you made a second trip to Mexico, this is just prior to the war.
During that trip were you aware of being influenced by the architecture that
you saw?

Schweikher: No. We went for the purpose of architecture. I was adding to the Mexican
experience. The first time, as I may have explained earlier, our first visit to
Mexico was mostly the high points of the typical tourist with an emphasis
on churches and museums and perhaps the Mexican beer and food and so
on. This time Dorothy and I went for the purpose of architecture and with
an archaeological accent.

Blum: Where did you go?
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Schweikher: Well, again, Mexico City. But I think we must have also gone to Oaxaca.
Yes, we always went at some point to Oaxaca and to Mitla and
surrounding territory, but on this trip again mysteriously we got to Yucatan
and before reaching Chichen Itza we stopped at Uxmal as a new experience
for us. I'd been given a letter of introduction to Sylvanus Morley by an old
friend, Wynn Elting’s father, Victor. We found Morley at his sunshelter with
a crew of Indians listening to the radio. Morley was delighted, apparently,
with the letter and threw his arms around me, saying that it had been a long
time since he had been in civilization. He urged both of us to come to the
radio and he said, “There's something terrible happening,” or something to
that effect. “Come and listen.” So we sat to listen to rather wild and
disjointed rehearsals of what was still in progress, I guess, in the bombing
of Pearl Harbor. Morley would look at me in shock every now and then, as I
remember. Finally the broadcast dissolved into a kind of garbled, indirect
mixture of Spanish and English, too difficult to pick out. At which point
Morley said, “Come on, we have our own work to do. How are you for
climbing?” We said we thought we were equipped. He said, “I'm going to
show you what's happening. We’re just taking the covering off one of the
main masks at the top of the great pyramid.” We started up just with
Morley. He kept saying, “Keep things in situ. Keep things in situ.” In other
words: don't let a stone go. If you step on a stone and it moves, hang on to
it, and put it back, which we tried to do. This made the very steep climb
most difficult. The stone stairs hadn't been uncovered at that point and
there was no other assistance. It was difficult to hold a rather large carving
in place if you disturbed the earth in, over, or around it. At any rate, we
reached the top. The mask apparently had been covered to protect it from
rain or whatever during the night and it was being worked on. There was a
small crew of people with whiskbrooms and trowels standing around,
waiting for our arrival. At that point Morley said, “Uncover it,” and they
gently pulled the canvas off. Here was this magnificent mask. We talked a
lot about the pyramid and Morley's books and a variety of things and then
looked rather quickly around because the day was getting on and we had
yet to stop at other places—Sayula and two or three other places on our
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way to Chichen Itza—so we left, as I remember it.

Blum: Do you feel that the experience of seeing the Mayan structures in Yucatan
subsequently affected your own work?

Schweikher: I think it probably affected it but I would never be able to point it out in
any discernable way. I didn't come back to make stepped pyramids or to
lean my walls in the direction of a temple wall or a pyramidal wall or to
introduce the stunted, round column with the tiger capitals, none of that. I
think I would like to have had a good excuse to do so but there was none.
I'm reminded that on this same trip I was a kind of self-appointed agent for
the Arts Club of Chicago—the appointment being endorsed by Rue Shaw,
the president—to find and talk with, if possible, significant Mexican
painters for an exhibition of new Mexican work to be arranged for the Arts
Club. I had talked with Dan Rich of the Art Institute who recommended a
number of new painters whose work I should look up in whatever
exhibitions there were and if possible to find Mexican galleries. Of the
general group Chavez Marado was perhaps the leader of the youngest and
they responded with enthusiasm and a quantity of quite remarkable
drawings and paintings. I don't recall whether Rivera did the same or not.
We did have a rather interesting meeting, my wife and I, with Rivera on the
day before Pearl Harbor. We had simply called on Rivera—our only
qualifications being that we were members of the Arts Club and we said as
much. That was sufficient to admit us to his studios. I remember that I was
less interested in his work at that time, not because of any lack of
importance to me or to the world, but because I was for that particular trip
more interested in his collection of antiques and archaeological materials, a
huge collection, which he had displayed in the courtyard and in the
outbuildings of his house. He was happy to show us through that and the
largest fruit and vegetable salad I ever saw in my life was in a huge
earthenware bowl was on his dining table. These were the main objects of
our visit. Then, we sat over glasses of Mexican beer for a long while in the
mid-afternoon, talking about the nervous situation in Europe. At this
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meeting Rivera was strong in insisting upon the dangers to the world from
Germany and the explosion that was about to happen there, to cover all of
Europe. I recall that his emphasis was that all our interests, efforts, and
alarm should be pointed in that direction. Dorothy, unaccountably to
me—it was something she hadn't spoken to me about at all—countered
with, “What about Japan?” “Oh,” said Rivera, “there’s no danger from
that corner.” It was the next day when we went on to see and meet
Sylvanus Morley that we were told of Pearl Harbor.

Blum: Were you able to arrange a loan of Rivera’s paintings for the Arts Club?

Schweikher: I was about to add that the painting excursion was a success as far as the
new painters—Marado and his colleagues. We had more than enough
splendid paintings by new people, too numerous to attempt to recall here,
but nothing from Rivera, nothing of his paintings and in this case
particularly nothing of the great collection.

Blum: Why?

Schweikher: I think the why is simply because of the war and the news of war and the
preoccupation that it must have caused. Rivera seemed emotionally, at the
time we were talking to him, overcome by the whole fact of the European
thing and what must have happened the night following our visit to him
was perhaps catastrophic. He seemed to be a very sensitive man and it
must have shaken him too much. Rue and I both wrote to him a number of
times. I think that Dan Rich also wrote a letter about the Art Institute's
interest. But none of us heard from him at all. I had other things to do and
let it drop from my interest. I did not pursue it. None of us was going to
Mexico to follow it up because our interests also were redirected because of
Pearl Harbor.

Blum: By 1941 you had visited Mexico twice. Was Mexico a popular place for
architects to go to observe architecture?
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Schweikher: I don’t know.

Blum: Were paintings by Mexican artists of special interest to people at that time
who were interested in art?

Schweikher: I do not know that either. I did not find a lot of fellow collectors. On the
other hand of course we were hardly to be classed as collectors, only the
advertisers to that. I think there's been a steady increase of interest in
Mexican art.

Blum: I wonder if architects had an interest in things Mexican at the time.

Schweikher: Yes, thought not as heavy as you might have expected, you might have
expected more. Knowing that you've been in Mexico, you know that Mexico
City is a little like Paris in the sense that it is the center of all things in
Mexico. If you don’t find a painting gallery in Mexico… Things may have
changed, maybe Guadalajara or some growing place has now added
galleries of art. In the periods in which we were visiting, if you didn't find it
in Mexico City you weren't going to find it. Even, of course, picking up the
little odds and ends of statuettes and relics on the fields, the farmers had
already formed the habit of getting these into the city where they could get
good money, at least a proper return. When you picked up something at a
ruin, at Teotihuacan or Mount Alban or Mitla or Palenque or Chichen Itza
you could be pretty sure that others had already looked at it and spurned
it. You took it because they hadn't damaged it in any way and it was still
valuable. I would say no. We saw the slow demise of Sanborn’s as a center
of arte popolar. It simply, I guess, found no profit in that. It was still a nice
place to visit but not what it had been originally.

Blum: After your Mexican trip, you came back to the United States to join the
naval reserve. You were in the naval reserve until 1945, at which time you
and Wynn Elting got together and reopened your office as Schweikher and
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Elting. Elting had been with your office prior to the war, but now he was
your only partner because Lamb had been killed during the war.

Schweikher: Yes. In the early part of the war Lamb was killed in an airplane crash on his
way to a civilian attaché position in London. It had to do with aerial
bombardment.

Blum: When you and Elting reopened your office did you have any perception at
the time that perhaps things had changed in terms of housing patterns,
housing needs, and industrialization?

Schweikher: Well, not a real awareness, but I think we were partly aware.

Blum: What did you expect to do when you returned?

Schweikher: What Elting and I did, at his suggestion, not mine, for a while after the
meeting at Palmer Lake in Colorado at the Paepckes… It was just a meeting
between Elting and me it had nothing to do with the Paepckes, other than
that it was on their property. Elting somewhat pushed his idea of our
conjunction. In suggesting this and that direction, he told me that we had a
date with Nat Owings, for one thing. He also told me that Nat and some of
his partners had suggested that we take on some of the work that Skidmore
Owings and Merrill had on its shelves, some minor projects that we were
pleased to try to do out in Roselle. We hadn't quite set up our tables and
our storage bins but from SOM we got a little manufacturing plant and one
or two other things that we made sketches for. We turned them over to the
SOM office but never heard anything more about them. We assumed that
they were small projects that simply hadn't gone any further. We did, at
one point, meet with Nat Owings. I think it was Wynn Elting's hope that we
would somehow or other be hired or join forces. I did not participate much
in the conversation because that was not my interest. The first part of the
discussion took place in Nat’s office. Somewhere along the way I remember
finding ourselves out in the street, Nat and Wynn and I, walking along and
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comparing ages. Then we arrived at a building and went up in an elevator
to what I now remember must have been the Attic Club. Was there such a
club? It was in the center of town, rather than over in the old architectural
haunts that I could remember, like the Tavern Club for one and the Cliff
Dwellers for another. It was not in that general area. We had luncheon and
it was there that Elting asked the question that was uppermost in his mind,
which was “What about Schweikher and I becoming a part of the SOM
partnership?” Nat obviously already...

[Tape 7: Side 2]

Schweikher: Nat must have been quite skilled in conversations of this kind because he
had a rather gentle smile as he asked Elting what he had in mind. Elting
said, “Well, we could be important new partners.” Nat said, “In what
way?” Elting had no definite objective in mind, in my opinion. He said,
“Well, we'd like to start out by being named as part of the firm of Skidmore
Owings and Merrill and Elting and Schweikher,” or something to that
effect. “Well,” Nat said, “I think I know something about what Paul does,
but what would you do?” Elting, who had not really had a wide experience
up to this point, was a bit stumped. He didn't give a satisfactory reply and
I doubt that no matter how strong his reply might have been it would have
only been luncheon rhetoric to Nat, who obviously knew his way, had
found his way, and was in no doubt about where Skidmore Owings and
Merrill was going to go. I remember that during the entire conversation in
Nat's office he somehow or other managed to reach and hold onto a gold
medal—I guess it came from the AIA—and he turned this in his hands
while we talked, which was effective on me. I don't know what its effect on
Wynn was. That's about the beginning and the end of my relationship with
Nat, other than that he and I met once or twice on local juries and had a
kind of pleasant verbal battle going on that would pick up from time to
time based on whatever nonsense was current.

Blum: When you heard Wynn Elting ask if you and he could join the SOM
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organization, what were your feelings about such an arrangement?

Schweikher: I expressed those to Nat because Nat turned and asked, “Paul is this
something you'd like to do?” I said, “No.”

Blum: What did you have in mind, other than joining a large organization?

Schweikher: Well Nat’s reply to me was a good one. He said, “I can sympathize with
that. Perhaps I understand. You know I'm heavily in the banks.” I assumed
that meant he had borrowed a lot of money. They already had the
Tennessee Valley Authority job and were well along with it, if I understood
Nat correctly. I said, “Well, that's something that I don't know enough
about and I would like to stay clear of it.” Well, you can't very successfully
do that in a partnership. I think he knew exactly what his whole direction
was going to be and he followed it with considerable success.

Blum: How do you think the growth of these huge national and international firms
affected a practice such as yours, which was small and personal?

Schweikher: Other than to annoy us, or at least annoy me sometimes for not being a
better businessman and somehow or other climbing that particular money
ladder to success, I made no effort to understand how to go about it. I was
sure that it was a street that could be followed, a path that could be
followed. I was fearful, I suppose that I would lose my individual
independence. I would become, in a sense perhaps a higher paid employee
but really an employee of my colleagues. I felt that all along. In fact in a
later conversation I remember saying something of the sort to Nat Owings.
He did send us some of these things to do and then later we had a very
brief meeting. We had been at the Arts Club, or somewhere in town, when
he said, “I haven’t heard anything more from you,” or something to that
effect. I said, “Well, I think I'll go my own way.” And he didn't know then,
nor did I, whether I would go on with Wynn Elting or what. I didn’t know
the answer to that. It was a pleasant and social relationship, a pleasant
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friendly relationship, but our business relationship never really took a
determined pattern.

Blum: Did you and Elting have any mutual goals when you began your
partnership?

Schweikher: Yes. Elting was very accommodating and that could have been in a sense
the downfall of the partnership to the degree that we dissolved it at a
convenient point for me. He never insisted on any pattern. He was always
willing to follow almost any direction that I suggested.

Blum: What did you have in mind as a direction?

Schweikher: I think my idea was to get a good project and do it very, very well, to try to
find a good project. I don’t think I ever found exactly the project or having
found a project that might have had promise I didn't always do either what
I wanted or what the client wanted. And this left the thing in a sort of what
I called then a ‘half-assed’ state. I could name some of those but I think I
won't at this moment. There were good strong successes, too. There's no
denying that we were an office that did small buildings.

Blum: Mostly residences?

Schweikher: Well, I suppose if you numbered them, yes. In dollar volume, no. We did
our share. Of course I added some buildings then independently after
dissolving the partnership that were larger, institutional buildings, some of
them remained simply projects but they paid well. Those that weren't built
did pay well, fortunately for me. I guess I began to see that I should make
that a habit if I could. The expense of experimentation should be less mine
and more the client's. Early on I was too inclined to do a lot of experi-
menting at my own expense instead of having the client participate in those
investigations.



164

[Tape 9: Side 2]*
Information between asterisks was recorded on Tape 9: Side 2 of the Schweikher tapes.
Blum: What had your role been in your partnership with Ted Lamb and with

Lamb and Elting?

Schweikher: Predominately design. Of course I participated in other aspects of seeing to
it that we got into work, but design was my strength and my responsibility
throughout.

Blum: Did your design responsibilities go as far as designing your partner Winston
Elting's home in 1950?

Schweikher: Yes, I did that. I might add that this habit grew between us so that I was
apt to do the design of all of my partner's work, whoever it might be, or at
least to be strongly influential in it. *

The above information was recorded on Tape 9: Side 2 of the Schweikher tapes.

[Tape 7: Side 2 continued]

Blum: How do you remember Wynn Elting as an architect and as a person?

Schweikher: As a person I remember him as a pleasant, good friend. Matters of loyalty
or serious personal conflict of any kind really never came up as far as I can
recall. He was easy to accept as a friend, but annoying to try to evaluate
and accept as a business partner. Elting, in my opinion, could drop a pencil
at five o'clock without any concern and not appear again until around ten
or eleven o'clock the next morning. I couldn’t do that. I still am like that I
guess, I think my wife would say that even working as a one man band, if I
get hold of a project and I want to work on it that the time of day really
doesn't matter. Meals don't matter really, it's just something to be done, I
suppose. It begins to even make my own household now become disjointed
because I work overtime. I can work through the night if necessary and have
done so nearly, although after eighty years it is a good bit more difficult to
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go on a full all-night charette than it used to be. It was a common thing for
me in our early days together, especially in our Roselle office, to greet Elting
the next morning from the drafting table, having been there all night, and
pleasantly so. It never really annoyed me. The only thing that annoyed me
about Elting in the Roselle enclosure, which was a small drafting room and
we were all aware of one another's going and coming, was that Elting,
granted that he lived about forty miles away, made it an uncomfortable
habit of leaving on the dot of five whether we were in the middle of a
conversation or a problem solving activity or not.

Blum: In spite of these differences how did your office work?

Schweikher: I think I carried out all of the design and other responsibilities. A bill might
never have gone out if it hadn't been for my nervousness about it. Elting
was good if I were to have some kind of an argument or where things got
debatable and arguable and where I might need an additional voice or
where some additional energy was required to go see a contractor or go see
a client. Elting was always happy to take on that kind of thing, which was
usually the part I didn't like. I've always enjoyed architecture when my
activities went between the drafting board and the building. When it had to
take another side path and go through a client or through a stubborn
contractor I was always glad to hand that to Wynn or to somebody else.

Blum: Who were the contractors with the best reputations in the Chicago area?

Schweikher: In our little work it was a man by the name of Edward Hawkins, he was
out on the South or Southwest side, all the way from Downers Grove to
Hinsdale and even to Elgin, almost as far as Lake Forest. In fact, including
Lake Forest, although he did not do all that. The original reliable man was
Robert Black. It was Robert Black because when I was with David Adler,
Robert Black did a number of houses in, and around, or near, a number of
the houses for David Adler. Adler, I think at that time, thought him to be a
reliable man. I tried him once on the Voevodsky house, which was a rather
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unimaginative house and very, very expensive. Black did nothing but help it
be more expensive and that was the last that I ever saw of him. There's a
little side story on Voevodsky. Their house was a rather ordinary design.
Voevodsky had in mind some very conservative Russian architecture in
which I guess the main quality was sturdiness. So, we built a brick and slate
house for him out in the Libertyville section and he seemed to be very
happy with it. Pussy's father, Russell, who was in the plumbing fixture
business was only unhappy that too many Crane and Clow fixtures
showed up in the house and he made that a point of strong objection,
asking that we remove such valves and replace them all with Russell valves.
This was too tedious and expensive an operation and Voevodsky wisely
dropped it. Meanwhile, Mrs. Russell persuaded Pussy that Pussy should
have her blessing. So she arranged an appointment with Pussy and me to
attend a meeting in which she would criticize the house. Because George
was a close friend of Charles Eliason's and other connections that we had
at that time—this was all before Elting—I decided to accommodate them.
About the only thing accomplished was a little interchange between Pussy’s
mother and me when we entered the dining room. Pussy had already put
some rare china and glass on enclosed shelves along one wall of the dining
room and the only remark that Mrs. Russell would make was “Oh, what
poor taste.” I said, “What do you mean by poor taste? The china or the
cabinets?” She said, “The cabinets, of course. One doesn't display one's
china.” My only response was “In what era” which ended the discussion.

Blum: That was a unique feature of many of your houses: open shelving in the
kitchen and in the dining room. Why did you decide that open shelves were
preferable to those with doors?

Schweikher: I don't know. I thought good china should be seen, that’s all. Some of it was
worth looking at.

Blum: What about kitchen pots and pans?
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Schweikher: In the kitchen it was a matter of utility. I thought that they should be
available, and besides the fact was that well-chosen working stuff was
handsome. The tools were handsome. This didn't mean all the tools that we
had, because Dorothy was an economist first and an art-lover second when
it came to the kitchen. So we didn't always have beautiful things ourselves.
Some of my clients did and their kitchens turned out to be rather
handsome. I noticed that this became, quite independent of me I'm sure, a
habit not very long ago of domestic architecture. Some house
designers—Jacobson and others—made quite a feature of kitchens. I don't
think Mrs. Russell would ever have objected to my doing that in the kitchen.
I could have shown anything I wanted in there but don't take it in the dining
room. The dining room was probably supposed to be something like what
you might find in the Louvre or at Fontainebleau or something of that sort
when you went from one princehood to the next.

Blum: There are several other features that are unique to your early houses, for
example in your own home, such as sleeping quarters that were separate
from the dressing or closet area.

Schweikher: That came from designing for the rich I think. That was a habit that I got
from working for David Adler. Did that came originally from the French?
Maybe. The bedroom was invariably separated from the dressing room. The
sequence was bedroom, dressing room, and bath in back. I did that
whenever I could afford it or when my client could. I couldn’t afford it
myself because I made our own bedroom in Roselle sort of a storage
cabinet. It became a storage cabinet in the first place. It's almost happened
here where the bed is at the end of the storage cabinet and then you go on
in.

Blum: The beds are in a little alcove.

Schweikher: Yes. Here's a bed, and here's a bed, Dorothy always slept over here, then
there's a window. Well, there's a big passage that made another connection
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to the bath and initially it went outdoors. When our son, Paul came along
and we built his bedroom, it was a very nice and easy addition to make.
We hadn't really planned on Paul, but there he was. It was a wonderful
place to put it, so that worked out fine. My bed, after I had built it to sleep
in, continued down the rest of the way until it banged into the fireplace.
You went down this other corridor that went straight to Paul’s room later.
Then the corridor went on down into the main entrance hall and the living
room. It's a nice logical plan, I think. Dorothy and I didn’t have the
discomfort in it that we have here for example. This house annoys the hell
out of me, too bland, too blank, too characterless.

Blum: Another feature in many of your houses is the bathroom arrangement: the
toilet area is separate from the wash basin area and the bathtub. Why did
you do this?

Schweikher: I thought originally to answer that by saying it was because of privacy. No.
Privacy was not in my mind. I know now what was basically in my mind.
I've always been on the point of trying to change the entire plumbing
industry. I dislike and have a completely ingrown and never diminished
dislike of all plumbing fixtures and particularly the toilet bowl. The whole
expression of this particular human function as it resolves itself in a toilet
seat is to me repulsive. Not that I think one should seek the utmost in
comfort, probably the whole operation of going to the toilet should be done
and over with as easily and quickly and as sanitarily as possible. However,
in its at-rest state, its unused state, there is no reason why it couldn't take
on a pleasanter appearance and not be made to look like the end of the
bowels—it seems to be a white sculpture of the intestinal system. I'd like to
see it as… Yes, I suppose it's natural to sit when defecating, or whatever a
politer word may be, but we should let the toilet somehow or other return
to at least a visually acceptable part of the architecture or even have a
companion or a related use that is something that could be made more
pleasant.
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Blum: Did you ever try your hand at designing plumbing fixtures?

Schweikher: Not for the operation of the storage of water with a plunger to open a valve
to cascade down a system of manufactured cataracts, no. But, going back
to the old two- or three-holder days, yes. That would lead, I suppose, to
chemical or electrical disposal of the feces, something that I still think is
quite possible. Certainly it would be a savings in plumbing pipe. Perhaps
ultimately it could get through with the argument in small communities,
such as we live in now, where now there is a great ruckus over what we're
going to do with the increasing number of contributors to the sewage
system. It's going to have to be taken care of. We have up here a
combination of aeration and chemical treatment that demands a lot of
stirring and milling. It is probably not going to be allowed because it doesn't
really take care of the effluent. The old bacteriaophage usage is probably
satisfactory to some degree. But with this multiplication of people going to
live every twenty-five yards from one another, it's going to become a great
public nuisance.

Blum: As you resumed your practice after the war, when did you find that you
were most affected by industrialization?

Schweikher: That's the kind of question that deserves a very careful and good answer
and I don't think I have it because the scale of my work has always been
rather small. When it came to institutional work where a great amount of
mechanical equipment was required to make the building function, I think
we sidestepped any strong industrial influence by yielding to the prevailing
marketable item or to the prevailing engineering solution, mechanical
engineering, structural engineering, electrical, etc. We simply provided
enough space—I think many architects do this—to accommodate elevators,
toilets, kitchen equipment, heating and ventilating, and cooling systems and
so on.

Blum: Were there instances in your work were you were able or willing to
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accommodate your design to include some ready-made item, be it a
plumbing fixture or furniture or whatever?

Schweikher: There were at least two ways that we approached that ever-existing
problem. If the budget was tight, it didn’t make sense to insist upon making
manufactured equipment become a very definite piece of the architectural
design by modifying that equipment in size, changing its location, or
rearranging, for example, a complete duct system and so on. But without
drawing that out, I should say that in general we assumed that the budget
did permit it and we did make it a part of our architectural problem to
design duct systems, registers, outlets of all kinds—electrical, motorized
and so on—to coincide with, accentuate, or become subservient to the
design, either at large scale or at close quarters, if that can be understood.
Good industrial design in itself rarely solved the problem. I think it’s less
and less true today, there seems to be more adaptability written into the
efforts to accommodate architectural design than there used to be. There
was a time when heating systems and electrical wiring systems and the
equipment that they served were generally done in the fashion that the
architect supplied in the structural drawings. He went away to do his own
so-called designing while the industrial people simply moved in their
diagrams and equipment, first in the form of diagrams and later in the
actual installations. I don't know how many architects do what we did. It
made it difficult, I suppose, to work with us. I can recall one
instance—there’s no need to mention the kitchen equipment company
because they turned out later to be very cooperative—when we appointed
one of our people to this very task on the Duquesne dining system. This
was in Pittsburgh. One man was assigned to the task of completing the
kitchen equipment in the kitchen, in pantries, in the elevators and ramps,
and continuous belt systems. He was to design them all in the spirit of the
building. This meant sometimes complete redesign, not of motors, not of the
interior guts of some of the mechanics, not of the generators nor of the
cables, of course the interior of the cables, but redesign of the outlets and
the fixtures. This all had to be custom work. It meant in the one case either
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beginning the construction of these as custom work in the factory,
accommodating designs furnished by us, or where it was possible taking a
piece of existing equipment and cutting it and welding it and repiecing it
and threading it to fit our design.

Blum: In December of 1946, when you and Elting had reorganized your
partnership and began to practice in Chicago, Architectural Record published
designs of four of your postwar houses. They look significantly different
than your prewar houses. The style is less organic, more geometric, boxier.
Would you comment on that?

Schweikher: I think the motivation was not always the same in each case. I can’t recall
exactly the driving force for these designs. On the first page of the magazine
there is a very rigid, rectilinear block, which was of course the choice. Here
is almost an argument for the opposite of what I’ve just described in
making custom work out of available industrial equipment. Here we were
taking industrial equipment as an established constant and making a design
with it and of it. The concrete block form laid up in these patterns is
obviously something that preserves the form of the block in the same way,
for example, that Mies in some of his early studies of brick structures for IIT
kept the full brick. We tried to keep the full concrete block without cutting
or splitting and not using the block as a backup for plaster but exposing the
block as an architectural material in the design sense. The same thing
applied in the number two house of that group, the one commanding a view
of the river. It was a combination of brick and wood in which brick was
indicated as the support while wood was adapted to the position of
cladding but in this case without making wedge sections for the boards.
These were flat boards turned at the angle—Wright had already done this a
number of times—which then created an angle in the overhang.

Blum: How did the use of this material in this particular structure differ from the
way you would have used the material prior to the war?
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Schweikher: I don’t think there was any philosophical difference whatsoever. We were
looking at ways in which one could use manufactured material boards in
this case. One would assume other aspects of unrefinement, that is, when
one says boards you mean rough sawn, with no planing and so on. We used
the block as it came out of the mold, no hacking away at it with trowels on
the job. This would tend to change dimensions; the basic design would be
really not affected, although the end result might be. I think in these houses
it did become something that was effective and pleasant and, most
certainly as far as labor is concerned, probably labor saving. Perhaps even
labor saving to the degree that it was more adaptable to being owner-built.

Blum: Do you think that design number one, which is quite boxy and geometric, is
one that you would have done prior to the war?

Schweikher: Yes, if I’d thought of it. There’d be nothing in my philosophy, if you could
call it that that would prohibit it. I think that would be part of my
philosophy. Economy of means, economy of material, and so on has
always been present and I think most architects share this. It’s always
present in the mind of an architect as a prerequisite. Only when the
problem says spend as much as you want or more would one try to find
ways of making it expensive. It has never occurred to me to design in the
effort of making something expensive in that way. You might make a space
bigger but you’d use the same material, not cheaper material. The more
money you have, I think my answer always was, the more space you can
buy.

Blum: On April 28, 1941, Life magazine published a suburban house that you
designed. Your design corrected some problems in existing houses, generally
in suburban houses. One problem was that the living room and dining room
faced the street. In contrast, in your design they are in the back of the house
and facing the garden. Another feature that was objectionable was that the
backyard was cut up by garages and various other structures. In your
design the backyard is free from these structures.
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Schweikher: That’s city architecture as opposed to country architecture.

Blum: Was the growth of the suburbs a big factor for your practice after the war?

Schweikher: For that kind of design? Yes, maybe this is a kind of antithesis or whatever
you might call it. Maybe this is an opposite of what Lou Kahn meant when
he said, “A house wants to be a street.” I think we always thought the
house wants to turn away from the street and seek its own private
outdoors. The old idea of the house in line with a group of other houses,
under a beautiful row of tall, majestic elm trees, and with quiet, shaded
summer walks and lawns and front porches where one could call across to
the neighbor seemed to me long gone. I do believe that almost everything I
have done, wherever it involved the town and the street, was designed with
the idea that the street was public and that the house—in the Oriental
sense and the French sense similarly—was to be walled off from the street.
Once off the street, which was a traffic corridor, you were another person
in many ways. On the street, you were bound for work or returning from
work and you had the problem of transporting yourself and other people
and goods. Your house, once you reached it, was to be a private place and
even, god permitting, a safe place.

Blum: The Life magazine design cost $18,000 and incorporated many space-saving
features. Did this type of design reflect your awareness of housing needs
after the war that differed from housing needs before the war?

Schweikher: Not necessarily. Not in my mind. I think if I'd been asked that question
back at that time my answers would have been unchanged for many that I
had given before the war.

[Tape 8: Side 1]

Blum: You were one of three architects asked by Life magazine to submit a design
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for an article on modern houses. The article appeared on April 28, 1947.

Schweikher: I think I have a slight idea about why we were selected but I'm not sure that
it's accurate. We were three postwar architects, each of whom had served
in some branch of the service. Not that we saw active duty on the firing line
or in a fighting ship but we had served over this period when others were
still at work in their profession. This must have been a sentimental reaction
of Howie Myers, editor of the Forum, which was a part of the Time-Life-
Forum group. I always regarded it as that. They may have meant to give
some sort of explanation. Does the forward give any such key?

Blum: No, it had no explanation.

Schweikher: They probably felt that wasn't necessary. The only thing that I recall is that
I wondered afterwards—after we got through with it, in the case of my own
house—if they had any use for it. I called the editor. I should have gone to
Howie Myers to see if we could purchase the model. The answer was,
“You've already had your day in court.”

Blum: Was the model built in your office?

Schweikher: No, the model was built was by a specialist in model building by Time-
Life–Forum-Fortune at their expense and with no holds barred. They
designed it down to the last teaspoon.

Blum: Then you just supplied the design?

Schweikher: We just submitted the architectural design and then most of the furnishings,
especially the built-in furniture. They did all of the design of any glassware,
or cooking utensil and so on—anything else that made the appearance more
realistic.

Blum: In 1948, you were a member of the International Congress of Modern
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Architecture (CIAM) how did you happen to join that organization?

Schweikher: The only recollection I have of that is a telephone call from Serge
Chermayeff in which he said, “We would like to receive your dues.” I
stumbled a little bit and said, “Dues for what?” Perhaps I was not as
abrupt as that. I don't think that Chermayeff had given me any kind of
forewarning. Whether this was his manner or mild humor or what I don't
know. At any rate he said, “Your dues for membership in the International
Congress for Modern Architecture.” He said something such as, “You
wouldn't object to joining it would you? You know it was a thing started by
Le Corbusier and is still more and less under his guidance.” I said, “It
sounds very worthwhile to me, of course. What are the dues? I'll send you a
check.” I think Chermayeff was our Chicago and maybe even our United
States representative. I had not met Chermayeff up to that time but we met
later at the University of California in a psychological project that they had
there. But we never clarified that point. We just talked about other things.

Blum: In what way did you participate in that organization’s activities?

Schweikher: Almost no way through any effort of my own. Giedion and others seemed
to look at my work a little more closely because I appeared in one or two of
those books and that's about all. I couldn't afford the time or the money to
attend any of the international meetings as pleasant as it might have been.
It would have been a great pleasure but I couldn't do it during those years,
maybe later I could have done it. But by that time the interest in the
Congress had waned and there was less activity.

Blum: In 1949 you built a home for Edward Bennett in Tryon, North Carolina.
Edward Bennett was a Chicago architect who worked in a traditional
mode. Why do you think he selected you, a modernist, to do a home for
him at that time?

Schweikher: I think my first reaction was that his son Ted must have persuaded him.
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Blum: Was his son affiliated with you at the time?

Schweikher: No, I think he was still a student at Harvard.

Blum: Why would his son have persuaded his father to use you?

Schweikher: Well, it was a possibility that he was studying architecture at Harvard and
here was a local person that was beginning to build houses in that area. I
get lost on any such analysis. It wasn't very long—it was either before or
after or immediately in time with the talking about the house—that Ted
Bennett came to our office to talk about joining us as a draftsman or even
as a partner. We thought that he had had enough preparation and had
enough interest and other virtues that we should consider him as a junior
partner. I can't recall, I’d have to look up the dates. I can't remember just
how the timing of his employment or his joining us fits in with the house.

Blum: How did your relationship with Edward Bennett, Sr., go regarding the
designing of his house?

Schweikher: It was probably one of the smoothest of any I ever had. The senior Bennett,
I think, made no suggestions at all except to have us visit this beautiful site
in the Smokies so that we’d have a full sense of what it would be to live
there. He told us how much he enjoyed the whole nature of living there and
riding, especially as a thing for an old gentleman to take up or to revive, He
gave us a clear idea of what his life would be like there in entertaining. It
was to be a country gentleman's place, not too large, with room for a
sufficient number of automobiles and later some additional stable space for
horses. Then his wife talked to us at length, but she left him, as I recall
it—it’s too bad Elting isn't alive to add to this—his wife left the whole
architecture up to him. He made the decisions about accepting them. I think
we simply went right straight to designs that appealed very much. I know
that the house has a strong Wrightian flavor. I think we were all self-
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conscious about that. I think we wouldn't have hesitated to write to Frank
Lloyd Wright and say, “Apologies,” or “Hope you don't mind,” or “We
mean it to be a credit,” etc., etc. We all meant it in good cheer and really as
a complimentary effort. I think everybody felt that it was a success when
we finished. To my surprise Julius Hoffman, I believe it was, in Stuttgart,
was particularly attracted to it and gave it a lot of space in German
publications. And there were other publications.

Blum: It was published in Architectural Record in 1952. The article said that
Edward Bennett was his own landscape architect.

Schweikher: Probably, yes. And in my opinion he did exactly what we would have
done. Perhaps he talked with us about it.

Blum: Did you ever function as a landscape architect for any of your projects?

Schweikher: No. The only action I ever had was to annoy the landscape architect. I can't
remember talking to Bennett about his own house, I know that in the case of
my own house I enjoyed the argument with the simple stuff that we did. I
did the architecture half and Franz Lipp did the other half of it, the
landscape part. I don't know whether he cared for what I did. I enjoyed
every bit of what he did and what he did in modifiying what I had done.
There was no quarrel there. In as much as Franz Lipp trusted me to stay in
his house for about a week or so while he was in Europe, I felt that he
probably must have trusted me in some of our projects. There weren't
many. They weren't grandiose but there were a few small ones and we were
always very happy with the work.

Blum: Was Franz Lipp the landscape architect you usually used?

Schweikher: As long as I was in practice in that area, yes. What I liked about Lipp was
that in our effort to keep the architecture as a total down to the simple
solution—simplify, simplify, simplify—we had asked Franz Lipp to follow
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the same general principle. He added to that a rather sensible element,
which was the use of directly growable and applicable things; a field of
alfalfa could be as satisfactory as great rolling lawns and a good bit easier,
perhaps, to maintain. That kind of thing. We wouldn't even hesitate to use
a field of corn, things of that kind. The Chinese elm, except for the worms,
was also an economical solution for beginning tree planting, and so that
went.

[Tape 9: Side 2]*
Information between the asterisks was recorded on Tape 9: Side 2 of the Schweikher tapes.

Blum: You have a drawing dated 1949 for the Usonia Cooperative for Roland
Watts. How did you come to submit drawings for that project?

Schweikher: I can't remember. I think the Usonia people simply telephoned or wrote
asking if we would care to be included as architects. They named Frank
Lloyd Wright as the supervising architect—I think that was to be his title
although he would also design at least a circular house or two for the
project.

Blum: What were the guidelines that you were to follow?

Schweikher: We were simply to give them some one, two and three bedroom houses
from which to chose. The site was rather interesting in that it was one of
Wright's devices of a set of tangential circles with roads winding in and
around the peripheral lines described by the circles. The houses were to be
located, as a general rule, one house to a circle. This may date back to
earlier studies of the self-supporting house that Wright had made, very
handsome rectangular solutions. Ours could have been circular if we
wished, but I think it was up to us to choose what solution we wished to
have. We based ours primarily on a short, simple statement of a two-
bedroom house with this, that or the other addition to it, mechanical or
otherwise. We then proceeded with preliminary drawings and Wright acted
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as a kind of design umpire and a great many of the houses were built.

Blum: Was yours built?

Schweikher: We did, I think, two or three designs and I think at least one of them was
built.

Blum: Did you work with Wright personally?

Schweikher: No. I recall sending him a full set of prints. One of our houses was rather
crowded on the site for reasons not clear to me—I guess they were
geographic or geological or something of the sort—and in order to adjust it
to the site we were compelled to cut down on overhangs. I remember that
our blueprint came back with big yellow arrows pointing to these rather
small overhangs of four and five feet with the word “poverty” in Wright's
handwriting. We did what we could, either to explain it or to change it, and
the project went ahead according to whether or not there were available
funds. *

The above information was recorded on Tape 9: Side 2 of the Schweikher tapes.

[Tape 8: Side 1 continued]

Blum: What was your role in the fair in Chicago in 1950, for which you designed a
house that attracted great attention?

Schweikher: I don't remember it as a whole fair, I remember only the house. In addition
to my lack of memory about the fair I’m not certain about who came to me.
It probably was the Structural Clay Products Company. We had used their
brick in many of our houses and they came to me to ask if I would do a
brick house. I think that was how that came about. I’ve forgotten the name
of the man with whom we worked, we knew him very well at the time and
he worked with me in providing the requirements, the program, for the
house.
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Blum: Who were the other architects who designed homes in the fair?

Schweikher: I don't remember any of the other architects. For reasons not clear to me at
all, the only architect whose name stayed with me was Al Shaw. It was a
house that I gave concentrated attention to, for a very short time. I think the
whole project, as far as my work was concerned, was done in less than a
week and I did preliminary drawings and I blocked out the working
drawings and wrote the specifications and I was done with it. I think I only
went to see the house once and that was when I was told that it was
finished. There was one other action that I took when I was informed by
someone that Marshall Field and Company had been awarded the
furnishing contract. I called Field’s to ask what kind of furniture they
planned to use because I had designed most of the built-in furniture and
had almost completed the furnishing of the house. I saw very little use for
the so-called occasional chair or easy chair, for example, and I said so. This
was in strong disagreement with the person that was on the other end of
the phone, who apparently had about the authority of a buyer. So, I
stopped in to see him, bringing along an officer from the Structural Clay
Products people who agreed with me that we should keep it to what I had
designed. We got nowhere with Marshall Field’s and I let them know as
much by probably one or two rather tart comments. Perhaps I couldn’t
remember what I had said, but the next day there was a little squib in the
Tribune about Schweikher being kicked out of Field’s department store.

Blum: Was this one of the issues in which you felt the AIA should have given you
support?

Schweikher: Oh yes, it was. I think at that time I was still on the board of the Chicago
chapter, and I felt that here was a good place for a little prompt action on
the part of the profession as a whole to remonstrate or offer at least a
strong objection to a department store stepping in and saying what it
would do and what it would not do. Field’s must have been very cagey
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about it, they must have had strong agreement with the Clay Products
Association, and they were immovable. When I went to the president of the
Chicago chapter he was immovable; he wouldn't touch it and told me to
cool off, I guess. Well, I didn't cool off, but I left it alone. Whatever it was
that Field’s did I never looked at carefully. The house simply had to suffer
for it.

Blum: In 1952 one of the last houses that you did in the Chicago area before
leaving for Yale was the Frazel house in Wayne, Illinois. The house seems
Miesian in spirit. At what point to do think your style became Miesian?

Schweikher: I saw a lot of Mies in those days. He and I were together for brief visits,
mostly at the Arts Club, short visits; we were constantly talking about
architecture and certainly the main subject of refinement of detail and
simplicity of plan and construction. That would be probably the extent of
whatever there was Miesian, as you say, about the house. If it was Miesian
it was an accident in the constant search for simplicity. I can't remember at
all trying to follow Mies in any way other than that I was working with
rectangles. My principle concentration was in trying to increase the
importance of an indoor-outdoor relationship in which we introduced
outdoor spaces into the interior of the plan; that was my principle concern.
George Howe, who was beginning to visit me at that time in New Haven,
seemed to like the house, I remember. He was there with Mies and me and
we looked at the house together. Mies seemed to enjoy it. Howe said
nothing at the time but some weeks later he said, “Paul, by the way, I
enjoyed your house at the time. But why did you use a wood bargeboard as
a cornice? I think that was a mistake.” I said, “George, what would you
have used?” He said, “I would have used metal.” The only reason I
mention this is that maybe I used the wood, which was certainly more
difficult to control linearly than metal would have been, to take away from
the most obvious endorsement of a Miesian derivation. I don't think I
intended for it to come out so strongly Miesian. For example, the
introduction of the softening effect of the latticework was something that I
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enjoyed, it made the sun sparkle. The later introduction here or there of an
Oriental stone lantern, such things as that, I remember those. And certainly
there was the little basketry that the tenant used in the early stages of the
occupancy.

Blum: Did Mies have a comment about the house?

Schweikher: No, I can't ever remember Mies making any such comment. The fact that he
was there was enough for me; he was interested in going to see the house
and it was his suggestion that we go there. Having done that I think he felt
that he had expressed his pleasure, if not in the house, at least in a kind of
endorsement I suppose of some of the things that I was doing. At least I
always took it that way. He was very sparing about compliments, his
presence usually indicated a kind of endorsement and I took it to mean
that. To me he was always a great man and I took the lack of words
frequently as difficulty in expressing himself properly—or perhaps
satisfactorily to him—in English.

Blum: Did the fact that you both spoke German help you communicate with him?

Schweikher: Not much. I think we would have had trouble if we had both spoken
English very well or German very well and had conversed. There were
things said between us that had to do with statement and interpretation
and then restatement and that's the way we talked. It was a somewhat
clumsy way to talk but we rather enjoyed it. In the longer conversations,
usually sparked with a martini or punctuated with a martini, I might have
said we got along just fine. We seemed to understand one another very
well. I think in later conversations with Philip Johnson he understood a
good bit better—of course he had a command of the German language. No, I
never had that. On the other hand, I did ask Mies once—I think I put it
something like this, “It's your turn to learn English, not mine to learn
German.” “Ach,” he said, “I once asked Rudolph Schwarz why he didn't
learn English. Schwarz said, ‘As a born German, I have enough trouble
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speaking German.’”

Blum: Did Mies go to see any of your other houses?

Schweikher: Not to my knowledge. We must have had many friends in common, but you
know I was looking East for much of the time. Earlier, when Mies first
began the house for Edith, I was probably one of the worst critics. I thought
that the location was bad and there was a brief time when someone,
perhaps one of my clients, came to tell me with some glee—and I seemed to
enjoy it—that the floor of Mies' s house was under water. For some reason
or other I thought that was quite fitting, but I never ever felt that I had to
retract any of that. I simply began to learn who Mies was and what he had
done. My German travels were not as informative in that direction as
Johnson’s had been. I was impressed more by architects such as Van Der
Vlugt. So, no, that's a long answer to a much simpler question. No, I don't
think Mies did, although again I think it was enough that we met a great
many times before he became very, very active in his building projects. We
had enough time between us in admiring the work or discussing the work of
other people rather than his work or mine. We talked about other architects
and engineers and why they had done this or that and most of the time was
spent in discussing the engineers who were leaping over vast spaces with
curving arches and domes, that seemed to fascinate Mies at the time.

Blum: Who were the architects you were discussing?

Schweikher: I'd better not try to name them at the moment because their names don't
come readily to mind. They were well known for the work that they were
doing. That's a weakness of my mind at this point.

Blum: You mentioned that George Howe was a visitor to the Frazel house. He was
then the chairman of the department of architecture at Yale and your
immediate predecessor. You decided to leave your Chicago practice in 1953
to become the chairman at Yale.
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Schweikher: Yes, at George's ceaseless persuasion.

Blum: What were your reasons for leaving Chicago to join the faculty at Yale?

Schweikher: Strange as it may seem from what we’ve been talking about, it was partly
to help dissolve a partnership that was becoming more of a burden than a
help. It was partly that and partly the challenge. I had been invited first by
Harold Hauf to visit Yale as a critic. It wasn’t before Kahn was invited but
before he put in an appearance. And for nearly four years I had been a
visiting critic and I think the last two years of the visiting critic period Kahn
and I came together, happily for me, as team teachers. We felt that our
work together was effective. I think Kahn felt so, and I did. And Howe
definitely did. He was convinced that we made a good team. I was
acquainted with other members of the faculty. But of course in no way did
our paths cross academically, so that there was nothing to build up for or
against my going. It was principally an issue between George Howe and me
and I had the endorsement of a great many of the students at that time. It
was a time also, of course, for other people to be pressing me again. I had
once been invited by Tulane and another time invited by the University of
Illinois. Then just before Howe's invitation one came from Minnesota. The
long deliberation made Howe rather impatient with me because I was trying
to compare. I felt that I should make a change that would give me the
opportunity to reorganize the office. I didn't want to give up the office, I
did not want not to shake off, unfortunately as I did, some of the fine
draftsman that we had, but rather to make a change in administration of
the office. As I think back on it now, for good or for bad, at the time I felt
that Wynn and I were not pulling together as a team, we were just
associating.

Blum: Did you intend to keep an association with him on a loose basis while
teaching at Yale?
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Schweikher: No. Ho kept arguing that maybe that would be possible. There were two
alternatives that would have fit into such a thing that many architects tried:
an office in New Haven and an office in Roselle. But that had already been
given a fair trial on the Vassar project.

Blum: With these several invitations on hand, you selected Yale. As you look back
now do you think that that was the best choice for you at the time?

Schweikher: Oh, yes. If one reads Robert Stern's book, you might gather that it was
doomed to fail because of my personality. Some of those found it an
objectionable one in my reactions. That's very possible too. No one could be
sure of that. There were many times during the three years as chairman of
the department at Yale that I could have found solutions that would have
brought me into a very happy relationship with everybody, but I would
have had to yield some of my own personal convictions and I found that
difficult to do so that became a quite free choice. I don't think I walked into
something that I should have known better about at all, I don't feel that. I
had plenty of friends when I left and could have stormed it through as it
were. I was advised by many faculty members, Lou Kahn among them, that
I could stay and should stay, but I chose not to. So no, I think the choice
was right; there were friends everywhere and the promise was great. There
were all kinds of goods things: as a place to bring up my son Paul, as a
place to keep Dorothy's interest in the arts and so on, and let her express
herself. We enjoyed those three years very much, except for the faculty
ruckus. I enjoyed them enough so that I didn't do what Philip Johnson said,
“Why don't you go back to your desk?” He said it in good spirits. I didn't
feel that way. I was persuaded by Norman Rice at Carnegie Mellon to come
there and our life in Pittsburgh picked up where the life in New Haven left
off. We gained a set of delightful relationships and experiences and I never
had to look back.

Blum: Would you be more specific about the Yale faculty problems?
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Schweikher: I've been over that ground so much that the more I go over it the less clear it
becomes. I think it was essentially over whether or not to support the work
of a faculty member, Eugene Nalle, in the design area or yield to some of the
faculty, though not all. I thought it was all of the historians, but it wasn't.
But to yield to the opinion of one or two very influential people—not
influential politically but just influential argumentatively—who presented a
very good argument that too much of this one faculty member, Nalle, would
be too much for the school. I felt that there was no risk involved in having
this man take on a double duty which would be the risk of having the
students of that period endure Nalle for two full years instead of one. The
pressure was against having him do that. The reason I wanted him to do it
was so that we could use his knowledge of what he was doing, which was
really unique in studying basic structure as a part and parcel of the design
process. I thought it might belong in the curriculum and the only way to find
out was to try it. One or two of the history faculty felt that they could see
that it was something not to be done simply by reason, maybe that's true.
At any rate, they prevailed with the students and persuaded a number of
students to react negatively. This began to coincide with what was coming
in the student storminess that was about to go through the country.

Blum: Were you following Mies's method at IIT in your support of Nalle whose
method was a practical and not a theoretical one?

Schweikher: Yes, in a way. I think it fits in with what Eugene Nalle was doing and in
that respect it was similar in theory to what was going on at IIT. It was
what has come to be called the hands-on technique. Mies's experience
seemed to be in the area of rectilinear simplicity, masonry and regular
masonry in the rectilinear sense. Eugene Nalle's experience was in the
suspension of actual loads, some in tension, some in compression, and the
resulting forms compelled by the action of the material.

Blum: Why did students find that objectionable if they were being trained as
architects?
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Schweikher: It was called child's play. Many of our students had their bachelor’s degree,
a BA. It was easy to persuade a student that he was above that kind of
thing. I felt that it was quite sophisticated and it was done by a very
knowledgeable man who had technical skills of his own and who could
have expanded into something quite exciting. It’s not that Yale isn’t doing
exciting things now, I think it is, but it might have gone in a quite different
direction and perhaps one with more meaning than what is being done there
now.

Blum: Did you have the privilege of maintaining a practice while you were in New
Haven?

Schweikher: Yes, I did. I always made that a prerequisite to any discussion about
teaching.

Blum: Which project did you work on while you were at New Haven that
satisfied you most?

Schweikher: It was probably Chicago Hall, the language building at Vassar. The one that
Yale gave me to do had had groundwork that outlined a kind of structural
bay and other such prerequisites that I didn't think were limiting at the time
but turned out to be, well, rather stultifying in design. That was for Gibbs
Laboratories, the science research building at Yale. It wound up simply as a
corridor building and rather dull—useful to the scientists but dull as a
building.

Blum: What did you try in the building at Vassar that was successful?

Schweikher: The Vassar building came from an interesting discussion, I think with
Albers, in the matter of “interrupted patterns.”
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[Tape 8: Side 2]

Schweikher: The pattern was that of two simple rectangular building and court units
laid out in checkerboard fashion with interior space regularly intermingled
with courtyards opened to the sky and enclosed by the adjacent building
units. The structural system was made up of grids laid out to the
alternating checkerboard of alternating spaces, open and closed. The roof
of the building parts was covered with a system of barrel vault shells,
undulating in the manner of corrugated cardboard where the curve of the
shell formed the stiffener so that the roof shells acted as beams. These
shells also formed a strong design motif. They were supported vertically
underneath, as I indicated, by walls and by column and beam construction,
all in poured concrete with fillers of glass or concrete masonry, as the
general plan required. The interrupted aspect of the pattern occurred when
two solid squares or two courtyard squares replaced the normal
checkerboard pattern.

Blum: Was this the project in which spaces were deliberately left for sculpture?

Schweikher: Yes, I think that true. However, it was not as a requirement for completion,
although I thought the building lent itself easily to sculpture and planting as
an integral part—wherever they occurred they would occur as integral parts
of the architecture. I haven't seen the building now in a number of years so I
don't know whether the internal courts ever held any sculpture. They were
frequently planted, however, with a variety of low and high growth
planting and some had gravel in the Japanese fashion. The exterior had two
or three pieces of very handsome sculpture, provided, I think, by the Glen
Lloyds.

Blum: What was the material of the barrel vault shells of the roof?

Schweikher: They were reinforced concrete.
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Blum: Was this the first time you used barrel vault shells?

Schweikher: Yes, it was the first time that I used it. But, it had been used industrially a
good bit and on a much larger scale.

Blum: This device came into wider use after this time. Can you think of any
projects by other architects that you feel may have been influenced by your
work?

Schweikher: The one that comes quickly to mind is the Fine Arts Museum in Fort Worth.
It’s beautifully done by Louis Kahn, with an emphasis on the related vaults
and with a further refinement of daylight troughs at the crown of each
vault—that is quite stunning.

Blum: Did your subsequent work after his Fort Worth museum ever pick up that
feature?

Schweikher: No. There was no opportunity to do so, but that's an interesting question to
me. No, I don't think I could have carried on beyond the Kahn building. I
have yet to see the Kahn building in actuality but I have the catalogs on it
and I think it is supremely beautiful. Even if I had had the opportunity to
improve upon it I think I couldn't possibly have done so.

Blum: Was this the first time in your work that you used open work grids as a
checkerboard plan?

Schweikher: Oh, yes, it certainly was the first time. It was a pleasant limitation on my
part. Again, just as a quick reference to Kahn, my feeling is that his use of
the vault was similar to my use of the vault but his planning was quite
different and was based on different principles entirely. I enjoyed the
limitation and the freedom simultaneously of that approach. If there's any
question in your mind as to what Albers might have thought about it I don’t
think I ever took Albers to the site. Whether he ever went on his own I don't
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know. We never talked about the building. He was busy, I believe, at that
time working with Breuer on Breuer's new project for the monastery.

Blum: Was Albers was on the staff at Yale at that time?

Schweikher: Yes, Albers had the same position at Yale in the school of design, which
included painting and sculpture, as I had in architecture. These were
departments then and he was chairman of the department. I was chairman
of the architectural department. Kurt Canfield came, I think, originally as
chairman of the drama department and then drama was made into a
school and Kurt advanced in rank.

Blum: Did you have an opportunity to know Albers?

Schweikher: We knew one another as closely as any two people could, I believe that
didn't live together. Dorothy and I saw a lot of Anni and
Euppi—Josef—socially, professionally, scholastically, in every way. We
talked a lot about the Bauhaus, about Yale, about art, and I was able to
acquire a few precious Albers paintings and drawings.

Blum: How do you remember Albers?

Schweikher: I don’t have the adjectives that a writer would use to describe him. His
personality changed with the event and the times. It was elastic in the sense
he could be down in spirits and angry with his work—his own work as well
as his academic work. Or he could be up in spirits if things went well, very
angry, very happy, always amusing with anecdotes, strong minded,
contemptuous of the work of others in many cases, positive about his own
work and its direction and its certainty of endurance, of durability as an
art, as a technique, as a concept, energetic, never forbidding, never too tired
to talk, never too tired to see something, or to inquire about somebody else
or the work of somebody else. He was always helpful, always interested in
related professions, quite interested in the development of architecture, a
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good advisor, a good counselor for me. He must have made a good
husband to Anni because she had the same high esteem, the same high
regard for him as his closest friends did. As a student and fellow artist, she
produced some significant work of her own. Anni always added to any
discussion that had to do with their history at the Bauhaus and she always
had sharp, clear comments about the work at Yale. In Yale days there was
a period in the morning, maybe three quarters of an hour to an hour, before
lunch in which Albers and I frequently found it convenient to meet across
from Street Hall for a beer. We used up perhaps half an hour to an hour a
day in conversation that was always meaningful to me.

Blum: Did you find that the exchange between an artist and an architect in some
way influenced your ideas about your work?

Schweikher: Yes. The only one that I think could be attributed directly to a suggestion on
the part of Albers was the Vassar plan. He did recommend the young
sculptor who did the concrete ornamented windows to the meeting room at
Vassar.

Blum: Was the “system of interrupted pattern” a phrase he coined?

Schweikher: As far as I was concerned it was a phrase coined by Albers upon which he
built a great many of his “no nudes” lectures. The students were
preoccupied with the interrupted pattern search, producing some
amazingly strong solutions.

Blum: Were there other faculty members with whom you exchanged ideas as you
did with Albers?

Schweikher: Yes. There were many available and it's perhaps my own fault that I didn't
speak more with others. This is complicated a little bit by the two phases
of my so-called teaching or being at Yale. One is a period of four successive
years as a visiting critic in which I was not a regular member of the faculty
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but appeared periodically during the academic year for four consecutive
years. Then there were the three years when I was chairman of the
department. The first four years would have fit the pattern of a good bit
more of free discourse and consultation with other members of the faculty,
especially with the historians.

Blum: Would you name some?

Schweikher: Vincent Scully and Carroll Meeks were among them, and occasionally our
planning man, Chris Tunnard. My brief period as chairman was somewhat
cluttered by an unsettled feeling of strong differences of opinion between
the architectural historians and some of the design faculty, especially in the
first years—especially with Gene Nalle and some of his helpers. I felt that it
was partly my duty—I guess that feeling was a part of it—but I think one
or two of the historians and one or two of the design people let me know
that it was perhaps my responsibility to straighten things out. I found this
very difficult in that I saw value in what Gene Nalle was trying to do and I
wished to support that while trying to sustain or win some acceptance on
the part of the historians. This ultimately, I think, was a failure on my part
and probably the cause of my lasting for such a short period. It would have
been better if I had simply continued as a visitor. That's complicating a
simple question. I was eager to converse with the entire faculty, individually
and in groups. A good bit less of such intercourse took place because of this
existing unrest.

Blum: As chairman of the department, were you obliged to teach classes?

Schweikher: I was not obliged but it was a part of my agreement with the dean that I
would teach. It was part of George Howe's suggestion that it would be the
reason for my coming to Yale.

Blum: Were you a good teacher?
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Schweikher: I was a good teacher in my own opinion until I came to the end of that
period and then I think I didn't do particularly well.

Blum: You have said that it was while you were a student at Yale that you
learned how to be competitive. Is that one of the values that you feel Yale
was teaching its students when you were there as chairman?

Schweikher: If I understand the question at all, I wouldn't say that it was just a value at
Yale. I think that that was a part of the Beaux-Arts system. Competition
was one of the elements of all of the projects issued in the Beaux-Arts
programs. You are in competition with your fellow students at the atelier or
university at which you were studying, but you were also in competition
with other schools. These competitions were judged by architectural juries
on the basis of competitions, and awards were made to the students,
including medals, to the advanced students for premiated work.

Blum: But in the 1950s the Beaux-Arts system was no longer followed.

Schweikher: While the system ended, I think the feeling of competition remained. I think
Yale continued its feeling of competition with other schools in the area,
particularly in general in New England and ultimately across the country. It
seems to me that that air of competition is particularly strong at Yale,
which wants to be superior.

Blum: Would you compare, for a moment, the education you received as a student
at Yale to the education young aspiring architects were receiving when you
returned to Yale as chairman of the department?

Schweikher: It seems to me that the design teaching at Yale in those later days was not
much different from the Beaux-Arts except for the change in subject matter
and except for the fact that the Beaux-Art programs were based on rather
large projects after passing through the “analytique” phase, the study of
the orders. The projects soon became quite large—governmental office



194

buildings, institutional compositions, campuses and so on. Buildings and
building projects as programs for design study were still in effect except
that the grand schemes of the Beaux-Arts period had been pretty much
dropped. Many of us in practice had felt that architects should be trained
at some point in their college training and profession more in the use of
materials and their effect on design so that they would understand what
happened when you employed, wood, or stone, or ultimately the mixture of
the two, or the use of steel and concrete and the reinforcing of concrete by
metal and so on. We felt that there should have been somewhere a stronger
drilling in the knowledge of the nature of such materials and in the
application of them.

Blum: While you were chairman at Yale you were in a position to invite guest
lecturers. You've mentioned Philip Johnson’s name off and on throughout
our interview. Was he one of your guest lecturers?

Schweikher: Very frequently, yes.

Blum: Did you know him well?

Schweikher: I came to know him, but not in the sense of being acquainted with who he
was professionally. I didn’t know him closely enough to know his
personality, except as a businessman or part-time teacher. On such short
notice, I don't recall. I can remember one phrase that surprised me and that
he repeated two or three times in the days when I was there to listen to him.
One was to discuss architecture in general or perhaps to discuss Mies and
the work of Mies and certainly later to discuss the Seagram building. But
two or three times he ended his talks—they would be informal talks out of
the classroom, usually up in some bailiwick of a student’s up on Chapel
Street or some such place—by saying, “Stand on our shoulders.” I guess
meaning, to use us as stepping stones to your career. I didn't pursue that
with Philip. He was a good talker, of course, as he is today in public and
on TV, and a good writer. He knows what he thinks and he knows how to
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express himself, which is more than most of us do as architects.

Blum: Who were some of the other architects or other guest lecturers you invited?

Schweikher: The names aren't going to come to me properly right now. We had people
whose names are in the background now: the various heads of the
architectural schools, Harvard and MIT; Gropius came, of course, two or
three times during my period there; Mies van der Rohe; Richard Neutra; and
planners, Edmund Bacon for example; and former critics and teachers, like
Ed Stone.

Blum: Did you have an opportunity to know any of them more closely than as a
visiting lecturer?

Schweikher: I knew all of them in the professional way, but not as close friends.

Blum: During the years you spent at Yale from 1953-1956 your work took on
aspects that hadn't engaged you before, such as developing the University
of Buffalo Master Plan. When did you develop an interest in planning?

Schweikher: I’m not sure that that question is pointed in the right direction. I really
didn't develop an interest, it was thrust upon me in a small way. The small
scale of the State University of New York, was an example in which,
because of former Yale people I was invited to talk with the chancellor at
the university about the need for a master plan at the university. This was
at the time when it was still a semi-private institution. The chancellor was
eager to go ahead with such a study and we made a rather ambitious and
over-architectural study. A more skilled planner would have spent more
time on the economics and related it more to the city than I could. On one
or two other such plans in which we did just that, we called in planners as
associates, and those were carried on in some of the small schools and
universities in Pennsylvania when I went to Pittsburgh to become head of
the architectural department at Carnegie Mellon. But nothing much ever
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came of it. We worked with a number of leading planning people or asked
them in as associates.

Blum: Was the SUNY Buffalo project your first effort at planning on a large scale?

Schweikher: Not exactly. We had had some government work just before the war. One
of them was the Rockford development with Keck. I don't recall at the
moment, but there were two or three others of a general planning nature,
group planning, some of it private some of it public. But there was never a
strong devotion to planning.

Blum: In December of 1954 Art in America published an article by Vincent Scully in
which he notes changes in your style, such as we've talked about. He noted
that your Chicago work was influenced by Wright, by Japanese features
and then by Mies. But he notes that in your work of the early 1950s there
was a new dimension, a formality in plan and an interest in the classical.
The most important project he cites is the Maryville Chapel and Theatre.
Were you aware of a new direction in that project?

Schweikher: Yes. I would simply refer to something I have said earlier in these
discussions: my interest in the directions evident in Mies’s work, in which
truly enough detail was important but the emphasis on simplicity was
primary and seemed to me was almost synonymous with simplicity. That
was the outcome of classicism in the work. Whatever natural trend I had
toward romantics, they were suppressed in further institutional
development by a strong reference to geometric control, regularity, and I
suppose a somewhat classical result. I had consciously gone away from
steel for a number of reasons having to do with the practicality of its use
and the necessity of giving it some kind of fire protection; once started in
steel you were almost obliged to continue the rest of the structure in steel or
make transitions that were strongly effected by the use of steel. At the time
I thought that if concrete was handled with discipline and restraint it could
be a very important and perhaps one of the best of materials, especially for
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large structures. I might say there that I began to discover that Kahn was
well ahead of me in this kind of thinking.

Blum: That's interesting that you say that because I was going to ask you about
two buildings you built on the Maryville campus; one in 1950, the Fine Arts
Center in steel and glass, was very Wrightian, or was it Miesian?

Schweikher: Yes to both.

Blum: The second building on the campus, the chapel and theatre which Scully
cites as being more formal in plan and classical in flavor.

Schweikher: Yes, it was. On the other hand you may notice that it also had an
introduction of the corrugated roof in concrete using the short arch as a
beam.

Blum: Would you speak a bit about how this Maryville project developed?

Schweikher: It raises the question, doesn't it, of why an architect would use two
different directions of design structure on the same site? I don't think I have
a good answer for that, it was a personal impulse I believe. I thought that
the site could stand it or I wouldn't have done it. No one has ever really
raised the question in an objecting or negative critique. I think I went in the
direction of the concrete. I remember Scully’s short article and it was a
perceptive one. I think he put his finger on a phrase in calling the chapel
and theatre “stick” architecture. I was quite conscious of making sticks out
of concrete and as a kind of future for whatever I was doing or would do. I
liked the idea of pursuing concrete as a stick—the beam and column was
really a simple static theory and easy to control. It had the same simplicity
and ease of solution that was the nature of wood; you could get nice
rectilinear sections in wood and you could do the same in concrete.

Blum: When did you develop an interest in concrete as a material?
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Schweikher: Probably in and about the time of Maryville. I had used concrete, for
example, in the Upton house in a different way. I would say in a rather
sloppy way. In the use of stone concrete where large stones were used, set
up in forms, and the concrete poured over them and then the exterior
surfaces of the stone, inside and out, swept clean of cement so that you
saw large hunks of concrete mixed with very large stones. This is a
decorative use of concrete and not a properly structural use to my mind.

Blum: In 1956 you decided to leave Yale and took the chairmanship of the
architecture department in Pittsburgh, at Carnegie Mellon. How did you
happen to select Carnegie Mellon?

Schweikher: Norman Rice came and got me and it was about as direct as that.

Blum: Was your arrangement with Carnegie Mellon the same as it was at Yale,
that you could also maintain a private practice?

Schweikher: Yes. It was rather a tempting place to go because Pittsburgh seemed always
on the verge of expansion and development, something that really didn't
happen until many years later. It did look as though there would be quite a
lot of work developing there at Carnegie Mellon, and at the University of
Pittsburgh and at Duquesne University and of course commercially
throughout the city.

[Tape 9: Side 1]

Schweikher: There was a housing need in Pittsburgh and we started a project while I
was there in the later years, in the 1960s I believe it was. Through some
kind of civic, state or national foibles it was abandoned. We had done a
number of large housing studies that were never followed up.

Blum: Was the possibility of building in the Pittsburgh area a factor in helping you
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decide to go to Carnegie Mellon?

Schweikher: Yes. That helped make the decision. It had been mentioned, both by Dean
Rice and by President Warner, as attractive bonuses that would probably
be available to me if I had the ability to get the jobs, and do the work.

Blum: How were you able to juggle your academic responsibilities with your
architectural building activities?

Schweikher: I'm interested in that question. That seemed to puzzle the IRS also. They
couldn't understand how one man could do two jobs. But so many people
do that elsewhere for a variety of reasons I thought that the IRS should
have had the answer long ago. It's not impossible for a man to handle two
jobs and perhaps many, many more. I didn't feel that I was under any great
strain, one does hire a few employees. Associates and partners can be
attached to ones self, so that’s what I did. We ran a small architectural
office, independent of the university, with the full knowledge of the
university and with their cooperation wherever it seemed appropriate.
Also, it was possible to interchange our employees, some of whom taught
at the university and some of whom studied in my office. It was a good
arrangement all around.

Blum: Would you name some of your employees?

Schweikher: Well, there were many among them: Gerald Gurland, now a partner of
Richard Meier; William Kerr, very successful in his own practice in
Pittsburgh; John Fisher, who has already been dean of architecture at
Syracuse, and who’s now practicing in California; Troy West, practicing in
the East; Dell Highlands, who succeeded me as head of the department at
Carnegie Mellon; David Lewis, who was a faculty member in planning, now
a successful consultant and practitioner in Pittsburgh; and Jim Porter, an
East Liverpool architect.
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Blum: Were most of these employees or associates drawn from the student body
at Carnegie Mellon?

Schweikher: All but two of those listed to this point were students. A number of those
listed called on me recently when they attended the AIA’s annual meeting
in Phoenix and they had come to receive various medals of honor.

Blum: I'd like to read something to you that appeared in the Yale Literary Review in
September, 1966—it seems to be quite appropriate. “Many architects are
teachers, whether they profess it or not. But often, those who profess it are
thought of as teachers only. In the classroom the teacher tries to say what
he thinks, but if he has built buildings they are often more articulate than
what he says. Buildings say more than drawings, and drawings say more
than words.” Do you recognize those words?

Schweikher: Yes, I wrote them. I must add a parenthesis to this: some of my architect
friends were impressed by that quotation, but I have some friends who are
also friendly with the English language and they felt that I had crucified it.
It says what I was thinking: that as a teacher and practicing architect you
influenced younger architects, just as you, as a young architect, were
influenced yourself.

Blum: Perhaps a prime example of your influence comes to mind—it's a Chicago
example—you built the Rockwell house for a young engineer who was so
taken with the house and perhaps the process he observed that he went
back to school and is today a practicing architect. When you were working
on the H. P. Davis Rockwell house, before you left Chicago, were you aware
of something like this happening to Mr. Rockwell?

Schweikher: Yes. I hadn't been until somewhere toward the end of the construction
period Deever came to me and said he was giving up his own profession
and going to study to become an architect. He said that he attributed it all
to his experience with me in building his house.
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Blum: Would you speak a little bit about the house itself?

Schweikher: Yes. The house, to me, is an odd mixture of the various attitudes that I had
about wood construction, concrete construction, and steel. It has in it some
of this orderly, rectilinear simplicity. But I recall, and I see in the pictures
that I look at of it now, that we were almost obsessed with the idea of
separating the view from the circulation of air from outdoors to indoors so
that an accentuation, a constant repetition, was the appearance of louvered
openings alongside or next to the glass apertures. I don't know whether it
was a development from, or an improvement of, or simply another aspect
of the louvers that appeared below the glass areas in the Lewis house.

Blum: You did the Lewis house in 1940. It strikes me as being rather similar to this
house because the back of the house opens onto an interior court and the
front is rather formidable-looking as it faces the street.

Schweikher: Yes. Well, that may be what's happened now by this time. Originally the
house seemed sufficiently in the country so that the street-face had none of
the importance of the corner-located Lewis house. We were really not so
much turning away from as we were enclosing the surrounding area. That’s
what the interior court and the little pool represent. Perhaps the dominant
dictation here was the smallness of the lot as well, in which we had the
feeling, I'm sure, that we should enclose whatever we could of the outdoors
and protect it.

Blum: Well, apparently your solution was so effective that it really influenced the
owner's life.

Schweikher: I think it influenced Deever very strongly. He was an expressive person
anyway and I didn’t believe that he would change his own profession. I
was surprised when he did, and, of course, happily surprised.
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Blum:: Did he discuss that with you at the time?

Schweikher: Yes, a little. But by the time he did he was already so determined to do it.
However, it wouldn't have mattered much whether I said I was for or
against it.

Blum: Do other students or young architects who had worked for you stand out in
your mind as having been influenced by your work?

Schweikher: Oh yes, frequently. John Fisher was one who many times made such
declarations in my favor. John, as I may have mentioned earlier, was my
partner on the Roosevelt Memorial competition and surprised me by his
academic development as a dean of architecture. I may have mentioned
William Huff—he was a student of mine at Yale toward the end of my
visiting period when Kahn and I were team teaching. He was also a student
of Kahn’s and later an employee of his. He had considerable Kahn
influence. Huff was sort of in the wings when I arrived at Carnegie Mellon.
He was there as an applicant for a teaching job. He simply was around and
persistent. He knew me and for reasons of his own he didn't want,
apparently, to ask directly to be employed, but he kept appearing day after
day. It developed that we had lunch together and then we'd talk some more
and I guess I asked Huff at some point if he would like to be an assistant in
the department and he said, “Yes.” So he became an assistant design
teacher in which he acted about as much like a student as a teacher but fell
in with the teaching pattern at Carnegie very well, in my opinion. He went
on to develop his own course and he stayed a number of years. We did
have some difficulties—he was abrasive around the university and
criticized the library and the librarian and then criticized a number of the
scholastic approaches. He was so abrasive that he made it difficult for
administrative committees to vote in his favor on advancement toward his
tenure. After I left it seems that he had no strong champions so he left
Carnegie and is now teaching and practicingin Buffalo. I think that he now
has a full professorship and tenure at the State University of New York in
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Buffalo and this is only about 1/100th of the mention that Huff deserves.
He is a complicated, capable, intelligent, even brilliant man.

Blum: If you had an opportunity today to offer some advice to all the young men
and women you've come in contact with over the years, either as a teacher
or as an practitioner, what would it be?

Schweikher: First, I must assume that the question is asked earnestly, with a very real
interest in the answer. My answer is that you should be very certain that
you want to be an architect, be certain because of what you know about
architecture. Learn by working in it if you can, learn by reading.

Blum: You were chairman of architectural departments at Yale and at and
Carnegie Mellon. In your opinion did the architectural education at Carnegie
differ from that at Yale?

Schweikher: Yes. The difference would be more apparent to the layman than to the
professional. As I think further, probably the opposite is true: the difference
lies in subtleties rather than in the general approach. They're alike in the
general comparison; each one teaches something about engineering theory,
looks historically at the great architectural composers, tries exercises in
contemporary methodology, but each differs in detail and the application
of these various facets. Some of them are subtle differences, some of them
are basic differences that depend upon the academic strengths of the two
schools. For example, Yale perhaps has a greater emphasis, for a very good
reason, on history. One might add to that a great emphasis on scholaship
as an accomplishment in itself, leading toward, perhaps, teaching in
architecture rather than to practice. Carnegie lies closer to engineering
theory everywhere, in all branches, stresses perhaps more acuity in
structural engineering and what is available in and around the environment
of Carnegie, the other engineering sciences. Now today, coming on strong
particularly at Carnegie, there is almost total devotion to the computer.
Yes, they’re different and perhaps from what I've just said they may be
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drawing farther apart. Yale might go more and more toward the theoretical,
although they're making quite a big exercise out of the outdoor experience of
building small structures, with the students building at full scale. What
value this has is hard for me to say at this distance.

Blum: While you were at Carnegie Mellon you were given an important
commission at Duquesne University in 1962. You were asked to do the
student union building and, almost at the same time, the university wanted
you to approach your friend Mies to do the science center. Would you talk
about that experience? How did you get that commission?

Schweikher: I feel that I need to say that my memory is poor about some things here, it’s
undoubtedly evident. The man that was most active on the university side
was a kind of advisor to the administration apparently. He played no
prominent role in the development of the project once it got started, but he
was responsible, apparently, for persuading the board of directors and the
president in the selection of an architect. My own knowledge of my
appointment as architect of the student union building came from Edward
Marcus, who had been, up to that point, a member of my faculty at
Carnegie Mellon. Ed was a student of mine at Yale and later worked as a
team with Peter Mallard in making models of various projects that I was
doing while at Yale, the Buffalo University campus for one. Ed had come to
me to ask if I could use him in the planning section of the architectural
department and I was pleased to have him. I think he, as happens
sometimes in this combination of professional and academic life, stopped
his immediate employment with me briefly for the experience as advisor in
planning to Duquesne University. He then came to me to relay a request
from the University to advise them about the architect Mies van der Rohe,
with the idea that the university would consider commissioning Mies for the
science building that they were contemplating and perhaps at the same time
they would commission me as architect for the student union building.

Blum: Was your commission dependent on you being helpful in encouraging Mies
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to accept a commission?

Schweikher: That was the implication. If I could get Mies then the chances were good
that I would get the student union.

Blum: How did Mies receive the suggestion?

Schweikher: Mies never made it clear to me how he received it, but he replied positively.
I think at that time Gene Summers was his voice and Gene let Marcus know
that, yes, Mies would take the job. There was some comment made shortly
after—whether it was Mies's own comment or Summers' comment I was
never clear—that told Marcus that Mies would consider doing the science
building. Summers got in touch with me. He and Ian Lee of Mies’s office
came to Pittsburgh to talk with me. Marcus also introduced me to the
university’s director of construction and I began discussions with the
university for planning the student building while Summers began
discussion with the university on the science building. We worked
independently of one another other than that Mies was very kind. In the
first place, Mies asked if I would take on some general role such as space
analysis for the science building, while I was doing my own building. I was
pleased to do that as his associate on the work. I couldn't reciprocate in
that kind of course. Mies would feel that he should handle the whole thing
on his building and he did. We began almost simultaneously; he began with
his building as I began with mine. Marcus, for a while, was a kind of go-
between. Still a third person came into it as the building representative, a
young man, who talked to us technically. He was an information giver and
seeker all at once; he was the one who helped us get in touch with all of
those people who had done any planning up on this rock. It was a very
complicated place because it was undermined with tunnels and had a
variety of soils and so on. The big term in the Pittsburgh area is subsidence,
so that was going to be one of our first major concerns and particularly so
in our building. Mies's building was larger in area by far, but ours was
vertically more complicated. We needed some six floors to accomplish the
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program and Mies only needed, I believe, three.

Blum: The buildings are in very different materials. Yours is in concrete and his is
steel and glass.

Schweikher: Mies and I talked about that a good bit; certainly Mies was not prepared to
start, at that point, a concrete building. What more or less sealed his steel
approach was that he had developed a way of doing an inexpensive first
stage in which the interior of the steel was given the necessary minimum fire
protection without the additional study necessary to represent the vertical
members as carefully designed structural members. There was a kind of
interior skin left off and so the exterior completed. This made it difficult for
me to pursue the same solution in my own building because the nature of
the building was different. We needed finished surfaces inside as much as
outside, that was one thing. The other was that I found that mine was to be
primarily a circulating building, the circulation of people was going to be a
very important feature, and the handling of dining and the handling of
meeting rooms and all the various activities was critical. There was a great
amount more variety in my building than in Mies's laboratories and
auditoriums. I remember Mies's attitude was, “Well, we'll do it and see how
it works.” He was, in many ways, the senior. To that degree that was it; the
difference was set and the difference was major.

Blum: Architectural Forum published an article on the Duquesne project in the
July/August, 1967, issue. They noted that although both buildings are in
their own distinct style a twenty-foot longitudinal section was used for
both. Was that a deliberate attempt to make the buildings compatible?

Schweikher: I'm sure it was. Where it originated I don't know. I think there was a
deliberate decision made there, now whether that was made by me after
seeing the Mies structural subdivision or not, I don't know. I think it
probably was because I can think of the person who might have made the
suggestion, and that would have been Hanno Weber. It sounds like the kind
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of thing that he might have suggested because the steel module was…. Now
whether Mies had thought of this or not, and it's very possible he did, the
steel module is very close to a most satisfactory concrete module for cross
sections that would be manageable. This is a matter of compressive stresses
and so on.

Blum: The article goes on to say that the university was making a deliberate
attempt to unify the two buildings by landscaping an academic walk in
front of both of them.

Schweikher: Yes, I suppose that's true. However, the evidence was hard to discover.
Mies made one and I made one. Then each of us made a site study without
going into too much detail because many of the old houses of early
residents were still standing. There was a question of how many should be
torn down and how many preserved and so on, so that these studies that
we made were apt to vary a good bit in character and particularly in detail.
General agreements began to form and we began to understand what the
future of the campus would be. There were one or two commercial buildings
that could have been and that were saved in order to be converted into
academic buildings. And then a great amount of stuff was torn down. To
what degree we could, we all cooperated in trying to make the campus as
park-like, academically, as we could.

Blum: Were you satisfied with the outcome of the student union building?

Schweikher: I was quite satisfied, yes. There was some clumsiness in it caused mostly by
our inability to carry on in some of the finishes. Some of the finishes were
rather crude because we didn’t have the funds to refine them and they
required that kind of thing. We didn't do them. We did the best we could
under the circumstances with a very limited budget. I don't know what
happened to Mies's building, I think it went all right too, but ours came right
on the budget.
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Blum: The building was obviously well received because Kidder Smith cites it in
his book as one of the outstanding contemporary buildings and in 1969 the
American Concrete Institute awarded it a plaque for Outstanding
Architectural Design. Did you do many residences in the Pittsburgh area?

Schweikher: No. The only one besides the one for Dr. Craig Wright was the one for G.
David Thompson, which was built in Maine.

Blum: The house for Craig Wright in Fox Chapel, Pennsylvania, has been
described as “a house of boards done in a rigid, rectangle way but with a
plastic relationship between the solid wall and the transparent reflective
surfaces of glass. A kind of sculptural box.” This is how you described the
house in Progressive Architecture in the November, 1967, issue.

Schweikher: I see it differently now, perhaps mostly in my mind's eye, as simply
somewhat playful in the use of solids and transparencies.

Blum: The article draws references to Le Corbusier's Villa Savoye as well as
Marcel Breuer’s homes of the 1940s and 1950s. Was that again a new
direction in your work?

Schweikher: It was unintentional if it can be described in the way it has been. It's not
intentional, it doesn't annoy me. I hold both architects in very high esteem
and am not bothered to have it look something like what they have done. I
think what the contemporary comment indicates to me is that we're over-
serious and over-involved in our analysis of some of the things that are
done. It's a little more light-hearted than that.

Blum: How would you compare this house with your own home in Roselle of
thirty years earlier? What do you think has happened to your direction
during this time?

Schweikher: Odd little things have happened. We've found different ways—not
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necessarily simpler or better—of circulating air, of adapting the inside of
the house to the changing weather and climate outside. We've found
different ways—again simpler perhaps, not necessarily better—of joining
wood, of making sill details, of holding glass in a wood frame. These are all
present in this house of Dr. Wright's.

Blum: The article says that the Miesian precision with which you handled the
redwood siding does not announce “the balloon frame structure.” Isn't that
different from what you would have done thirty years earlier?

Schweikher: I think that's possible, yes. Whether that's a fault or not I don’t know.
Expressionism has disappeared in that sense, I think, from this house. The
house is not expressing its skeleton; it is what you see, rather than what
you know. Perhaps I should add that we yielded to new facilities, rightly or
wrongly, on this small house. An example is that the new glues have
changed possibilities.

[Tape 9: Side 2]

Schweikher: The boards are affected by weather and the changes in weather so that they
can be handled as a plastic form. The importance of the expression of the
skeleton seems to me to have been diminished, or if it is to be expressed it
would be done in perhaps a more involved way.

Blum: Was it your desire in your Roselle house that the house be perceived as a
whole at once? That seems to be one of your goals in the Craig Wright
house.

Schweikher: That would have made, perhaps you might say, the house a piece of
sculpture then. So, in a sense, I guess the answer to that, if it's applicable, is
yes. There was an objective in this house verging on the playful.

Blum: Was that also true with your Roselle house?
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Schweikher: No. I think that when seen next to the Craig Wright house the Roselle house
was almost grimly serious. It's an earnest effort to let the house express its
structure. I quite agree with the line of your questioning. The expressive
structure in this building, which has almost the same structure—except for
the weight of it, the actual physical weight of it—is different. This is a
lighter framework. But the theory of the structure, the relatively light frame
of regular vertical and horizontal supports behind the sheathing, is still
there. The supports are lighter, there are fewer of them, and the framing is
tighter and thinner and more plane-like than clapboard-like. That's
probably why I called it sculptural. When I got through with it it seemed to
have a plastic quality—whether or not that had virtue I wouldn't argue.

Blum: There seems to be a constant in every house you've done, from your first
house in Chicago through the last house in Pittsburgh: you always use the
natural material for its own qualities. Someone who was in your employ in
Chicago suggested a reason: you have difficulty with colors. Would you
comment on that?

Schweikher: What a gentle way to put it. I am color blind, not totally, but I do have
trouble with color. Deliberately at one point in my drafting room I said,
“Because I'm color blind we'll try this in a range from black to white through
gray.” That also is not too informed a statement because it neglects to cover
the difficulties that one may run into in the different hues belonging to gray,
let alone attempting to approach black, so it doesn't quite work. Even so, it
set me to rely more on the color, pattern and figure in natural materials
rather than try and create my own.

Blum: From 1923 until 1953 you worked in offices and in your own practice. Then
from 1953 through 1970 you were chairman of architecture departments in
two universities, primarily in an academic position. Looking over the last
fifty years, which part of your career has been the most satisfying for you?
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Schweikher: Building buildings in the practice of architecture.

Blum: An activity that spans the entire fifty years of your career.

Schweikher: Yes, but to a lesser degree when I was teaching.

Blum: When you were in Chicago, would you agree that you were primarily
building residences, and that when you were East your work was primarily
institutional?

Schweikher: Yes, that was true. It was no search to make it that. The sequence of events
turned out that way.

Blum: Do you consider your work in Chicago in the tradition of the Chicago
School?

Schweikher: That's hard for me to say because I think I never took the time to
understand what the Chicago School was. I don't think I read into the
phrase “Chicago School” a positive, well-defined architectural design
direction or philosophical direction. I began to form my own direction, with
or without understanding it. I'm not sure now that there is anything that I,
myself, am capable of defining that puts my work in line with whatever
philosophy or philosophies existed in the Chicago School. Some of the
phrases or descriptions that I've used here in this interview better describe
my wavering, uncertain directions. I wouldn’t attempt to say that in any
way I had in mind following or being directed by the Chicago School. I
might add, as I think of it now, that I thought of the Chicago School,
whenever I heard of it or was told about it, as a group of independent men
struggling to do things in a fresh, new, vigorous way. I felt that we all had
similar interests in searching for and finding new ways and also in finding
new truths about architecture. To that degree we were perhaps all part of
the Chicago School.
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Blum: How do you regard your work in Chicago in the scope of your entire career?

Schweikher: I haven't tried to answer that question in my own mind very much. I think
I'm honest in saying that the work itself was, as I've indicated a moment
ago, an honest effort to bring a freshness to the whole process of designing
a building and architecture—not by myself necessarily, but in sharing the
move toward new directions with others. I think that I was also making
some headway, or as the phrase might go, my contribution. Some of the
things that I did that have stuck, as it were, are parts of a new direction;
they are something in the nature of something to build upon or to develop,
or use, or improve upon. In other words, being pertinent not impertinent. I'm
not unhappy with what I've done, I wish I'd done more of it. I could have
done more and perhaps I still will, who knows? As we talk I am about to
explore a new commission and that’s welcome, encouraging, and pleasing.
What direction it will take I don't know—maybe some of what I’ve learned
will show up in it. If I haven't learned anything, there'll be nothing to show.

Blum: Of all the buildings that you've built, which ones do you think come closest
to expressing who you are?

Schweikher: I have to divide that up into categories. There is the wood expression and
the concrete expression and the steel expression, at least. I haven't made a
soup of them all yet. Maybe that's a direction too…. No, it isn't. Meanwhile,
I might say that I don't know whether I've improved in that direction
because I feel that one of the most successful, still, was my Willow house in
Roselle.

Blum: Would that be your wood expression?

Schweikher: Yes, it was. It seemed to handle the material most knowingly of anything
that I did before or after. It was knowledgeable, it was plain spoken, it fit
the site, adapted well to human use.
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Blum: And the concrete expression?

Schweikher: My concrete work is probably best done at Duquesne, but leaves much still
to be done by me in that direction.

Blum: And the last category, steel?

Schweikher: Steel, compared to Mies and others with longer and more involved
experience, leaves me somewhat behind.

Blum: For those of us who might want to know more about your work, or see your
drawings, or perhaps read some of your manuscript material, where are
your records and drawings now located?

Schweikher: The manuscript material, such as there is of it in its more or less original
form or manuscript form, is mostly, I believe, at Northern Arizona
University in the research library. There is a little bit of it also at Syracuse
University in their research library also.

Blum: And your drawings?

Schweikher: The interested researcher should be cautioned that some—a few rather than
many—drawings were lost by fire. But the existing drawings are shared by
the Department of Architecture at The Art Institute of Chicago and by the
Libraries at Northern Arizona University at Flagstaff.

Blum: Where would one find a photograph collection?

Schweikher: Photographs for the most part are shared by Northern Arizona University
and me. It may be that the photographers themselves have some copies.
Hedrich-Blessing would have the most. There are photos taken by Molitor,
Orlando Cabanban, and one or two others.
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Blum: In addition to what you have said, I have found information about your
work published in architectural journals, both American as well as foreign,
in books, and also in exhibition catalogs. Let me also mention the upcoming
exhibition of your drawings at the Graham Foundation for Advanced
Studies in the Fine Arts in Chicago in October of 1984, for which a catalog
will be published. Thank you very much Mr. Schweikher.

Schweikher: Thank you.
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PREFACE

Since its inception in 1981, the Department of Architecture at The Art Institute of Chicago
has engaged in presenting to the public and the profession diverse aspects of the history and
process of architecture, with a special concentration on Chicago. The department has
produced bold, innovative exhibitions, generated important scholarly publications, and
sponsored public programming of major importance, while concurrently increasing its
collection of holdings of architectural drawings and documentation. From the beginning, its
purpose has been to raise the level of awareness, understanding, and appreciation of the
built environment to an ever-widening audience.

In the same spirit of breaking new ground, an idea emerged from the department's advisory
committee in 1983 to conduct an oral history project on Chicago architects. Until that time,
oral testimony had not been used frequently as a method of documentation in the field of
architecture. Innumerable questions were raised: was the method of gathering information
about the architect from the architect himself a reliable one? Although a vast amount of
unrecorded information was known to older architects, would they be willing to share it?
Would their stories have lasting research value to future scholars, or would they be trivial?
Was video-recording a viable option? How much would such a project cost? With a grant
from the Graham Foundation for Advanced Studies in the Fine Arts, we began a feasibility
study to answer these questions.

Our study focused on older personalities who had first-hand knowledge of the people and
events of the 1920s, 1930s, and 1940s—decades that have had little attention in the literature
of Chicago's architectural history. For nine months in 1983, I contacted more than one
hundred architects in Chicago and suburbs and visited most of them. I learned not only that
they were ready, willing, and more than able to tell their stories, they were also impatient to
do so. Many thought such a program was long overdue.

For each visit, I was armed with a brief biographical sketch of the architect and a tape-
recorder with which I recorded our brief exchange. At that time, we considered these visits
to be only a prelude to a more comprehensive, in-depth interview. Regretfully, this vision
did not materialize because some narrators later became incapacitated or died before full
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funding was secured. Slowly, however, we did begin an oral history project and now, more
than twelve years later, our oral history collection has grown into a rich source of research
data that is unique among oral history programs worldwide. With the completion of these
interviews our collection of memoirists now numbers more than fifty and the collection
continues to grow each year. This oral history text is available for study in the Ryerson and
Burnham Libraries at The Art Institute of Chicago, as well as in a complete electronic
version on the Chicago Architects Oral History Project's section of The Art Institute of
Chicago website, www.artic.edu/aic

This interview is one of several dozen short interviews that were recorded in 1983 during
the feasibility study. Surely each one of these narrators could have spoken in greater depth
and at greater length; each one deserves a full-scale oral history. Unfortunately, thirteen of
these twenty architects have already died, which makes these short interviews especially
valuable. These interviews were selected for transcription, despite their brevity, because
each narrator brings to light significant and diverse aspects of the practice of architecture in
Chicago. We were fortunate to receive an additional grant from the Graham Foundation for
Advanced Studies in the Fine Arts to process this group of interviews.

Thanks go to each interviewee and those families that provided releases for the recordings
to be made public documents. Thanks also go to Joan Cameron of TapeWriter for her usual
diligence and care in transcribing; to Robert V. Sharp of the Publications Department and
Maureen A. Lasko of the Ryerson and Burnham Libraries at The Art Institute of Chicago for
the helpful suggestions that shaped the final form of this document; and, once again, to the
Graham Foundation for Advanced Studies in the Fine Arts for its continuing support, with
special thanks to Carter Manny, its former director. Personally, I would like to thank John
Zukowsky, Curator of Architecture at The Art Institute of Chicago, for his courage in taking
a chance on me as an interviewer in 1983, when I was a complete novice in the craft of
interviewing. Since then, I have learned the art and the craft and, more importantly, I have
learned that each architect's story has its own very interesting and unique configuration,
often filled with wonderful surprises. Each one reveals another essential strand in the dense
and interlocking web of Chicago's architectural history.

Betty J. Blum
1995
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PREFACE TO REVISED EDITION

Since 1995, when the previous preface was written, advances in electronic transmission of
data have moved at breakneck speed. With the ubiquity of the Internet, awareness and
demand for copies of oral histories in the Chicago Architects Oral History Project collection
have vastly increased. These factors, as well as the Ryerson and Burnham Libraries'
commitment to scholarly research, have compelled us to make these documents readily
accessible on the World Wide Web. A complete electronic version of each oral history is now
available on the Chicago Architects Oral History Project's section of The Art Institute of
Chicago website, http://www.artic.edu/aic, and, as before, a bound version is available for
study at the Ryerson and Burnham Libraries at The Art Institute of Chicago.

In preparing an electronic version of this document, we have reformatted it for publication,
reviewed and updated with minor copy-editing, and, where applicable, we have expanded
the biographical profile and added pertinent bibliographic references. Lastly, the text has
been reindexed and the CAOHP Master Index updated accordingly. All of the electronic
conversion and reformatting is the handiwork of my valued colleague, Annemarie van
Roessel, whose technical skills, intelligence, and discerning judgment have shaped the
breadth and depth of the CAOHP's presence on the Internet. This endeavor would be
greatly diminished without her seamless leadership in these matters. Publication of this oral
history in web-accessible form was made possible by the generous support of The Vernon
and Marcia Wagner Access Fund at The Art Institute of Chicago; The James & Catherine
Haveman Foundation; The Reva and David Logan Family Fund of the Community
Foundation for the National Capital Region; and Daniel Logan and The Reva and David
Logan Foundation. Finally, to the Ryerson and Burnham Libraries at The Art Institute of
Chicago and its generous and supportive director, Jack P. Brown, we extend our deepest
gratitude for facilitating this endeavor.

Betty J. Blum
February 2005
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Walter Thaw Stockton

Blum: Today is August 30, 1983, and I am with Walter Thaw Stockton at his home
in Evanston. Mr. Stockton, why did you become an architect?

Stockton: I really don't know. I just always thought I wanted to be one. Somehow I also
wanted to go to Princeton, and they didn't have an architectural school at
that time. I went there and took all the courses I could and after I graduated,
in 1917, I took most of my engineering in Chicago.

Blum: What did you study at Princeton?

Stockton: I took all their art courses and a few engineering courses, but I really wasn't
prepared to be a professional architect.

Blum: Did you have it in your mind then that you were going to be an architect?

Stockton: Yes. Then I got most of my training working at the various offices.

Blum: You said when you graduated Princeton you were not prepared for a career
in architecture. What did you do when you graduated?

Stockton: I went right into the war. I weighed 120 and I was six feet tall, and they
wouldn't take me so I became a captain in the Illinois Reserve Militia on the
brigade staff, and I organized all the training corps companies in northern
Illinois. And then after that, in 1919, I went with Chester Walcott. He had a
little cubbyhole, and if we had a client I had to go out and walk in the hall.

Blum: Was that 1919?

Stockton: Yes.
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Blum: How did you happen to work for him?

Stockton: I'd known him all my life.

Blum: What kind of work did he have?

Stockton: Residential, mostly on the North Shore of Chicago. I got seven dollars a week
and was glad to get it.

Blum: Was it single-family homes or apartments?

Stockton: Homes, mostly.

Blum: What did you do in his firm?

Stockton: Drafting. I was the only one there.

Blum: In a two-man office?

Stockton: I was learning as much as I was giving.

Blum: Was your training at Princeton useful to you at that point?

Stockton: Not too much. We did have a young professor who had just graduated from
the architecture school at Columbia, Shirley Morgan, who started classes in
perspective and drawing, and in my senior year I took those classes, so it did
help.

Blum: Did you say you took engineering courses there?

Stockton: Nothing that really did me any good. I took mostly mathematical work.

Blum: So it wasn't a technical education.
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Stockton: No. Their architectural school didn't start at Princeton until after the war,
under Howard Crosby Butler.

Blum: So in 1919 when you went to work for Mr. Walcott, you were getting on-the-
job training.

Stockton: I was getting on-the-job training and going to night school.

Blum: Where?

Stockton: This fellow named Hooper gave structural classes at night.

Blum: In a school, or was this as a private tutor?

Stockton: No, just on his own, I think. You see, at that time we didn't have to pass an
exam on mechanical work. It was structural and architectural and
specifications and that kind of thing.

Blum: And what was he tutoring you in?

Stockton: In structural—steel and concrete and that sort of thing.

Blum: How long did you stay with Mr. Walcott?

Stockton: Chester Walcott's brother, Russell, came back from the war in 1920. Then
they made the firm of Clark and Walcott, and I went along with them.

Blum: Who was Mr. Clark?

Stockton: Eddie Clark—Edwin H. Clark.

Blum: Was this the Edwin Clark who built the Winnetka Village Hall?
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Stockton: Yes, that's right. That was Clark and Walcott.

Blum: Now that was in 1920?

Stockton: Yes.

Blum: How long were you with them?

Stockton: Yes, for two or three years.

Blum: What did you do in that office?

Stockton: I did both drafting and supervision on mostly residence work.

Blum: How did their partnership—you say there was Russell Walcott, Chester
Walcott and Edwin Clark.

Stockton: Well, Russell Walcott was never really a part of the firm. He was there then,
but he moved on to Tryon, North Carolina, very shortly.

Blum: Was he an architect?

Stockton: Yes.

Blum: So he really didn't remain in the office?

Stockton: No. And both of them went to Princeton, too.

Blum: It looks like Clark and Walcott was the Princeton enclave like Perkins and
Will was the Cornell enclave.

Stockton: Right.

Blum: How did the arrangement between Mr. Clark and Mr. Walcott work?
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Stockton: It worked very well. I've forgotten why it split up. That was several years
after I left.

Blum: Who did what? Was one a designer and one a client man, or one a
construction man and one a business end?

Stockton: I think Eddie Clark was the business-getter and Chet Walcott was the
designer.

Blum: What kind of work did that firm do?

Stockton: Mostly residential on the North Shore?

Blum: This was the early twenties.

Stockton: 1920—around in there.

Blum: In 1922 we had the Tribune competition in Chicago.

Stockton: Oh, yes. I remember that—gosh, yes.

Blum: Do you have any recollections of that competition or what was happening in
the office related to the competition?

Stockton: We didn't enter it.

Blum: Do you have any personal recollections of the entrees?

Stockton: I just remember the competition drawings being on exhibit and going over to
see them. I do remember that lot and the lot south of it there. What's the
name of that insurance company building on the river? You know where I
mean. Equitable, isn't it? That was a parking lot at the time, and we were the
first tenants in 307 North Michigan—Bob DeGolyer and I—and I parked
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across in that lot at twenty-five cents a day. And then when it went up to
thirty-five cents, that was terrible.

Blum: Well, we're still complaining about the parking rates going up, only it's gone
up ten times, plus. Do you remember thinking about Hood's design, the
winner of the competition, being in the Gothic style?

Stockton: No. Let's see, that was—what was the name of the winner?

Blum: It was Raymond Hood.

Stockton: Hood, yes. Howells and Hood.

Blum: What did you think about Saarinen's entry to the competition?

Stockton: Well, it was late, you know. But I think it would have been the best.

Blum: Is that just the way you recall it today, or did you think so at the time?

Stockton: No, I think most architects of that day thought it was the best. They all
complained about the false buttresses on the top of the present Tribune
Building, you know. They weren't doing anything.

Blum: Was that in the fashion of the day?

Stockton: Yes, the Gothic was. I don't think anybody could do a Gothic building now. I
don't think any one of them could do a really Gothic cathedral or anything
like that.

Blum: Who else was in the Clark and Walcott office with you?

Stockton: Maurice Webster, and he just died last year. They're all gone except me. He
was with them for a number of years.
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Blum: Was he a designer?

Stockton: Yes, then when the firm broke up—I don't remember what year that
was—Maurice formed the firm of Allen and Webster, and then they broke
up.

Blum: So there were five of you—Mr. Clark, the two Walcotts, Mr. Webster and
you.

Stockton: As I remember, Russell Walcott was never with the firm of Clark and
Walcott, and of course, Maurice Webster was a draftsman the same as I was,
and there were four or five other draftsmen. I don't remember who they
were.

Blum: Now, in the meanwhile, you're getting all this experience in these firms, but
you still don't have…

Stockton: A license?

Blum: And you don't have all the training you need to be licensed, do you?

Stockton: I took my exams in 1923, and got my license in 1923.

Blum: How did you fill in your education after Princeton, from which you did not
have a degree in architecture?

Stockton: Actual practice at the office and night school. My degree is bachelor of letters
and not bachelor of architecture.

Blum: So you really got on-the-job training as well as evening courses.

Stockton: That's right.

Blum: Who else did you take courses with? You said Mr. Hooper.
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Stockton: I don't remember anybody else. Maurice Webster and I studied with Hooper.

Blum: Was he doing the same thing?

Stockton: Yes. He went to Cornell.

Blum: Did he have a degree in architecture?

Stockton: Evidently not at that time. Well, he may have; yes, he may have. He was
taking the exam, same as I was, for a license. Then you could still take exams
for a license without having a degree in architecture.

Blum: Is that what you did?

Stockton: Yes, I took my exam in 1923.

Blum: Is that about the time you left Clark and Walcott?

Stockton: Then I went in with Bob DeGolyer.

Blum: You were in business with him from 1924 through 1944.

Stockton: That's right with Bob DeGolyer.

Blum: How did you happen to go into business with him?

Stockton: He asked me. I'd known him personally. He was, I think, nineteen years
older than I, but I knew him. I knew the family, and we grew up here in
Evanston.

Blum: So he asked you to come with him. When you went with him, were you an
employee of his or were you an associate? What was the actual arrangement?
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Stockton: I worked for him for a year or so, and then I became a partner.

Blum: Was the firm ever known as DeGolyer and Stockton?

Stockton: Yes, at the end. It was Robert S. DeGolyer and Company before.

Blum: And you were part of the company—you were the "Company."

Stockton: I was the "Company," and the last few years it was DeGolyer and
Stockton—Robert S. DeGolyer and Walter T. Stockton. Jackson was the other
member of the company, and then I bought him out—Archer L. Jackson. He
went into the construction business and really made some money. He formed
his own firm of A. L. Jackson and Company Building Construction.

Blum: When you went into DeGolyer's office, what kind of work did he have?

Stockton: Apartment buildings. That's when we did a number of them in the twenties.

Blum: In Randall's book [History of the Development of Building Construction in
Chicago], he lists many of the buildings that were built by DeGolyer and
Company. In 1925, 1120 Lake Shore Drive, and he says that building was
built with a new concept.

Stockton: That's about right. We did it for Baird and Warner. It's still there—eighteen
stories. It was red-brick Gothic.

Blum: What was the new concept?

Stockton: The new concept is that all the rooms had outer exposures. And there is an
east portion and a west portion. It was L-shaped along Lake Shore Drive and
then most of it was along Elm Street. I remember that there was a three-story
house that Baird and Warner wanted to buy to make the building larger, you
see.
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Blum: Do you mean to knock it down?

Stockton: Yes, to take down, but the owner wouldn't sell. He held them up for the
money.

Blum: Is that why the building is L-shaped?

Stockton: No, that's because the arm wasn't as long on Elm Street. The owner wouldn't
sell, but we went ahead and built. He had to protect his own property, and it
cost him $15,000 to protect his property from falling into the hole. Of course,
the $15,000 would be $30,000 or more nowadays.

Blum: Do you mean he had to shore it up so it didn't fall into the excavation?

Stockton: Yes.

Blum: In 1926 Randall lists 1320 North State Street. And for many of the projects
from 1926 through, say, 1930, Smith and Brown were the engineers.

Stockton: That's right, and H.L. Chute was the mechanical engineer. He retired to
Berrien Springs, Michigan. He turned all his working drawings into
handkerchiefs.

Blum: What!?

Stockton: You know, the working drawings, in those days were on linen—perfectly
marvelous linen with this glaze on them—and he used ink. He just washed
them all up and used them for handkerchiefs.

Blum: Oh, I've seen the glazed linen, but I did not know that it could be used like
that.

Stockton: The pencil linen was a different linen entirely. It was a rough linen.
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Blum: I've seen ink on linen. It was so glazed it just looked very fragile to me.

Stockton: That's just the filler for the linen.

Blum: Well, he washed out the record of his whole career in one tub of water. When
DeGolyer and Company got one of these good-sized commissions, say, for
instance, the 1120 Lake Shore Drive, you were fairly new. How did DeGolyer
and Company work out such a commission?

Stockton: Well, Bob DeGolyer had been the chief designer for Marshall and Fox. He did
the Edgewater Beach Hotel for them; he did the Blackstone Theater and the
Blackstone Hotel for them, and he was well known. Marshall and Fox got all
the credit, but Bob DeGolyer was the one that did all the designing and the
layout. He designed and he made that cross design for the Edgewater Beach
Hotel, and they threw it in the wastebasket. Then they finally got to saying,
"That really is worth something, " and they pulled it out and built it.

Blum: Was Charlie Dornbusch with Marshall and Fox at that time?

Stockton: Dornbusch—I remember that name, but I never met him.

Blum: He was one of their designers, too.

Stockton: Yes, well, Bob DeGolyer went in business for himself—oh, gosh, it must have
been in 1916.

Blum: So he would have left Marshall and Fox by then. And his reputation
apparently was well known.

Stockton: Yes, he'd made a reputation. Benny Marshall lived in that house on Sheridan
Road in Wilmette, and when I was commodore of the Sheridan Shore Yacht
Club, we had our quarters in the basement of that building. Then I was the
architect for the new Sheridan Shore Yacht Club that was built in 1937 across
the harbor.
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Blum: Did you ever want to work for him?

Stockton: No. We used to see a lot of him, but I never wanted—he was sort of a
playboy architect. He got the business.

Blum: He had a big studio with very talented people.

Stockton: Yes.

Blum: Did you meet Mr. DeGolyer in that context?

Stockton: No, I'd known him.

Blum: Did you have any contact with the actual workings of the Marshall office,
even quite by accident just because you were in the building?

Stockton: No, not at all.

Blum: You were saying that the way these commissions worked in DeGolyer and
Company's office is that Mr. DeGolyer would get the commission…

Stockton: He was the business-getter, and I was the business-get-outer.

Blum: What do you mean?

Stockton: I had charge of the drawings and writing the specifications, and then we had
two or three field superintendents.

Blum: Who had the inspiration for some of the concepts and designs?

Stockton: Bob DeGolyer did most of it. I did a couple of residences for friends of mine
while I was there, but Bob DeGolyer did practically all of the layouts. He was
whiz at layouts.
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Blum: So was it his idea that units in 1120 Lake Shore Drive should all have outer
exposures?

Stockton: I think what you may have been talking about, it was one of the few
buildings that had a peaked roof that enclosed all the mechanical work. It
had a regular Gothic roof instead of a flat roof.

Blum: Was that unusual?

Stockton: Yes. It enclosed all these tanks and penthouses and all that stuff instead of
just a flat roof with these things on top of it.

Blum: You mentioned a Mr. Jackson. Was he part of that company?

Stockton: He was with Bob DeGolyer when I joined the firm. I bought him out after
about three years.

Blum: In the DeGolyer firm, was he the construction man, then?

Stockton: Yes. He was the superintendent.

Blum: Was he an architect?

Stockton: No. He had charge of all construction.

Blum: So when he left, was that the time when the DeGolyer firm tied up with
Smith and Brown?

Stockton: Smith and Brown had been with us right along.

Blum: Who was Mr. Smith, and who was Mr. Brown?
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Stockton: Smith had been a professor of engineering at Purdue, and Brown was—I
don't remember where Brown came from. They joined this firm of Smith and
Brown, and we had practically the whole nineteenth floor of 307 North
Michigan Avenue, which had just been built at that time.

Blum: And they were also on that floor?

Stockton: They weren't part of the firm. We had three separate, individual offices, you
see, but we always used each other.

Blum: That was Smith and Brown, H.L. Chute, and DeGolyer and Company.

Stockton: That's right.

Blum: You say Archer Jackson left in 1926 and formed his own construction firm.
You said before we turned on the tape that Jackson was responsible for
taking care of the drawings.

Stockton: Yes, he stored them in his warehouse.

Blum: Did he do that at that time, in 1926?

Stockton: No, he did it when our firm broke up in 1944.

Blum: Why, if he was no longer part of the firm, why did he come into the
possession of the drawings?

Stockton: Just because we asked him to. We just didn't know what else to do with
them.

Blum: Now, in 1927 the Ambassador East was built. Was it considered a big
commission?
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Stockton: Yes, it was. I remember that. We had it all designed as a cube—not a cube,
but an oblong. It was the same height all the way up. We built it on a
guarantee for Ernest Byfield. We formed an outfit with BW Construction
Company and a real estate outfit and ourselves as architects, and we
guaranteed to build a three-hundred-room hotel for Byfield. Just at the time
we were about ready to build—we were finishing the drawings—we
discovered that the building code, zoning code, had been changed. They
never notified the architects at all. They just came around and slapped
notices on you that you couldn't have the height limit on the street that high.
But I saved the day.

Blum: How did you do it?

Stockton: Well, I studied that thing back and forward and found that it said that if you
set back one foot from each lot line, you could go two feet higher. So, if you
set back ten feet, you could go up twenty feet as a tower, and that just made
the three hundred rooms. And Byfield promised me a case of his College Inn
canned goods for saving the day. I never got it. I've been waiting for it ever
since.

Blum: That was the Ambassador East, which was really elegant.

Stockton: And Sam Marx designed a stairway there in the lobby—Samuel Marx. He
was a designer. He never had an architect's license.

Blum: Samuel Marx also did the interior design of the Pump Room.

Stockton: Yes, but originally I had designed the room as an old-fashioned Virginia
ballroom, and then after a year or two he redesigned that.

Blum: Are there photographs of the first design? Was it called the Pump Room
then?
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Stockton: It had a little musicians' balcony and all that stuff. You see, it stayed that way
for a few years, and then he designed the Pump Room a number of years
after the building was up.

Blum: What was the room called originally?

Stockton: I don't know. It wasn't anything—just a dining room.

Blum: Was the Sarah Siddons Room called the Sarah Siddons Room?

Stockton: Well, I don't remember what that was called either.

Blum: Could it have been a later addition?

Stockton: As a matter of fact, that porch business on State Street there was a later
addition.

Blum: The porch that is like an annex to the Pump Room?

Stockton: Yes. That was built later.

Blum: Have you been in it recently?

Stockton: I haven't been there for years.

Blum: Well, it's been redesigned again. It's sort of sleek now. As a matter of fact,
booth number one, the Pump Room booth where all the famous people sat, is
now in the Chicago Historical Society.

Stockton: Oh, is it? They've taken that all out? I haven't been in the Ambassador East
Hotel for years. Do they still have the raised portions on the east end?

Blum: If I recall, as you walk in there is a raised portion to the left, which was
always the bar, and is still the bar.
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Stockton: But was there a raised portion down at the other end?

Blum: On the right, it seems to me, that was where the orchestra and the dance floor
was located. Now, I'm not sure if it is still there. It may be. When that was
being built, how did you and Mr. DeGolyer allocate responsibilities for that
commission?

Stockton: We had our own construction man outside. You see, in those days when you
finished your working drawings you were really just getting underway
because we had sheets and sheets and piles and piles of drawings for details.
All this ornamental work was all done at full size; all the stone cutting all
done at full size; all the wood carving done at full size—everything—oh, just
piles of drawings after we'd finished the job and were ready to build. And we
still had that work to do right while it was being built, and when we dug the
hole we ran into old beer cellars.

Blum: What had been on the site before?

Stockton: A beer manufacturing outfit, and those were the cellars for the cooling. As a
matter of fact, as it started out, this group that I was telling you about, we
had completed the drawings for a co-op, and Ernie Byfield looked out the
window and said, "What's going on here? Build me a hotel, " and we had half
the pilings driven. We just stopped everything short and started over again
with a new piling layout, and then we discovered that we'd gone into these
brick tunnels.

Blum: Do I understand you correctly to say that you were to build an apartment
building on that site and then that was scrapped and you built the hotel?

Stockton: That's right.

Blum: Why did Byfield change his mind?
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Stockton: He had the Ambassador West, and he wanted a…

Blum: A companion?

Stockton: Yes, and we built the tunnel under the street.

Blum: Who had the inspiration for the style of the building?

Stockton: Oh, Bob and I both did it. We both worked on it.

Blum: Was there any thought at that time to make it compatible with the
Ambassador West?

Stockton: No.

Blum: Is the Ambassador East the larger of the two structures?

Stockton: Really, I don't know.

Blum: Somehow I've always thought that the West was an afterthought.

Stockton: No, the West was there first. Of course, it wasn't called the West at that time.

Blum: What was it called?

Stockton: Just the Ambassador, because they had to distinguish between the East and
the West when the East was built.

Blum: What was the neighborhood like at that time?

Stockton: It was mostly residences.

Blum: Was the Churchill apartment building up at that time?
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Stockton: I don't know, but I assume so. That's an old building.

Blum: In 1927, you built 1430 Lake Shore Drive.

Stockton: Yes. That was a very skinny little building. Before they built the building on
the south side of it, in a heavy storm it would sway a little bit. The pictures
on the top floor used to sway, but they built the building next to it in a year
or so, and it was all right.

Blum: Do they have a party wall?

Stockton: Well, they didn't have a party wall, but they built right up against it.

Blum: By 1929 some of the early soundings of the Depression were being felt. Was it
being felt by the DeGolyer firm?

Stockton: Well, let's see—we were building 1242 Lake Shore Drive. That was a co-op,
and that's when the collapse came, when people at Baird and Warner, as I
recall, were selling the building. The Depression just wrecked it. They
couldn't sell it all.

Blum: So what happened?

Stockton: Well, the outfit, whoever it was—the owners; I can't remember who it
was—had to carry the empty apartments. We had Insull, Jr., in there. He had
two floors.

Blum: Did you get paid?

Stockton: Yes. It's still there.

Blum: From 1925 to 1928, the commissions for the firm were buildings that were
very elegant, costly, high-rise apartment residence hotels.
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Stockton: That's right.

Blum: Were there other types of buildings that the firm did?

Stockton: It was mostly hotels and apartments.

Blum: Was that the demand, or was that what speculators wanted?

Stockton: Well, both.

Blum: You mean there was a lot of money in Chicago, and people wanted fancy
apartments.

Stockton: Yes.

Blum: And then what happened in 1930?

Stockton: Everything just quit. Just overnight there was just no business.

Blum: So was the 1242 Lake Shore Drive building the last lucrative commission that
the DeGolyer office had?

Stockton: Yes.

Blum: How large was the office, say, in 1928?

Stockton: Oh, we probably had about twenty draftsmen. I think Walter Swanson was
the chief draftsman, but I don't know what became of him.

Blum: And then how did the DeGolyer office survive the Depression?

Stockton: Well, we just reduced our space and sort of dribbled along, doing remodeling
work and so on. Then Bob DeGolyer went to Washington and worked on the
Pentagon building, and I was left alone there. I had a small office about the
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size of this room, and I did a job for the navy at Great Lakes, and that was
about the extent of the work.

Blum: This was from 1930 through 19—…?

Stockton: Just about up until 1939.

Blum: What happened to the firm?

Stockton: See, we were a partnership at that time, and he just left and we broke up the
partnership.

Blum: So in terms of the name of the company, it was Robert DeGolyer and
Company from whenever he started until you became partners in about 1927.
And then it disbanded.

Stockton: It was Robert S. DeGolyer and Walter T. Stockton. And that disbanded when
the Depression came in 1930.

Blum: So you were Robert S. DeGolyer and Walter T. Stockton for about three years.

Stockton: Yes, something like that.

Blum: Okay, then he went to Washington, and you stayed here to run the office.
Now, your partnership had officially broken up then, but was there any
thought of him returning?

Stockton: No.

Blum: Was that the end of your collaboration with him?

Stockton: After the end of the war he came back. I think he did a little bit of
architecture, but he retired and then he died. I don't remember what year he
died, but not long after the war.
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Blum: In the forties?

Stockton: Yes.

Blum: Yes, except we're still speaking about the thirties.

Stockton: Yes.

Blum: Evidently, he was in Washington, but did you have any thought in 1933-1934
about participating in the Century of Progress International Exposition?

Stockton: Well, yes. We had a tremendous job in the Century of Progress for a friend of
Bob DeGolyer's with the Parker Pen Company. We did an exhibit for the
Parker Pen Company at one of the buildings. That was the extent of our
work.

Blum: Did you do the building? The interior?

Stockton: You know, these firms rented space so much. It might be as big as this house,
or it might be as small as nothing. This place was about the size of this living
room, and we designed the displays for that space.

Blum: Were the displays designed in any futuristic style?

Stockton: It was in keeping with the style of the building, yes, what we called
modernistic in those days.

Blum: What was actually happening in design in the late 1920s, early 1930s? I
realize that the buildings that your company built—the 1120 and the 1320
and the Ambassador and then the 1242—were all conservative and elegant.
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Stockton: Incidentally, on the 1242 we were in on the purchase of that land. I've
forgotten how the rest of the financing was done, but we were one of the
purchasers with somebody else.

Blum: Is that how a lot of architects survived the Depression or made money, by
becoming an investor? Did many do that in the twenties?

Stockton: Yes, quite a few.

Blum: Was that frowned on by the American Institute of Architects?

Stockton: No, because that did not interfere with your designing.

Blum: It seems that the AIA frowned on architects who also did their own
construction. Engineering was okay, but constructing was not acceptable.
Why?

Stockton: That's right. If you took over the whole project and sold it, for instance, that
was frowned upon.

Blum: Did that seem to constitute a conflict of interest?

Stockton: What was also frowned upon was being what they called a "kept architect, "
working for a big firm; not an architectural firm but just any corporate firm.

Blum: Like the Standard Oil Company?

Stockton: The Standard Oil needed architectural work done. That was frowned on, but
it isn't anymore.

Blum: Change has taken place, and now much is accepted that wasn't before.
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[Tape 1: Side 2]

Blum: How would you describe the work you did in the 1920s?

Stockton: Well, a good word is conservative.

Blum: But it was more imitative of historical styles in the details.

Stockton: That's right.

Blum: And at the same time some information about what was happening at the
German Bauhaus was coming through to architects in Chicago.

Stockton: That's right.

Blum: What were your feelings about the differences in the style or the design shift
that developed?

Stockton: We didn't care particularly for it originally. We never did care for Bauhaus.
What was his name who did the glass and steel work?

Blum: Mies van der Rohe?

Stockton: Yes.

Blum: At that time it was all so new. Mies wasn't even here until the late thirties.
But there were some firms that were trying out the International Style in a
small way.

Stockton: Of course, let's face it, it was the cheapest way to build in the Bauhaus way.
In the modern—just glass and steel. You didn't have any stonework, you
didn't have any carving; you didn't have any fancy business at all, you didn't
have any fancy indoor trim and paneling and all that stuff.
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Blum: Did that appeal to you?

Stockton: No. And in that case, when you finish the working drawings for the building,
you were through. You didn't have all this detailing to do.

Blum: How did you feel about some of the houses, like the Kecks' House of
Tomorrow or the Crystal House at the Century of Progress?

Stockton: Well, they were interesting to look at but not to live in. And don't ask me
about Frank Lloyd Wright.

Blum: Did you know him? Do you dislike the person or his ideas?

Stockton: Well, I didn't like the person. If you went to hear him, he always started out
insulting you. He never became an AIA fellow.

Blum: Well, do you have to become a fellow to win an AIA award?

Stockton: No, I don't think so.

Blum: Did any of Mr. DeGolyer's and your buildings ever get an award or
mentioned as outstanding work?

Stockton: Well, the one that won was the 7321 South Shore Drive building. They made
it a historical landmark.

Blum: So the recognition is a little late in coming, but coming. When was that built?

Stockton: That was built in 1927. I remember because I was in Europe; I wasn't asked to
leave the country. I was in Europe, and most of that building was built
during the three months that I was in Europe, so I am kind of blank about the
questions you'd want me to answer.

Blum: Was that a traveling fellowship?
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Stockton: No, we just went abroad and traveled.

Blum: It seems that many people who were trained and either won a prize or
something of this sort had a few months in Europe going around and
sketching as part of their architectural education. Is that what you did?

Stockton: No. We were just traveling. We went, of course, on ship both ways in those
days. From Evanston to Evanston we were gone three months, all through
Europe and England, stayed in the best hotels, and the whole bill was $3,500.

Blum: Did you take a sketchbook along?

Stockton: No. We were moving too fast.

Blum: All right, that was when the 7321 South Shore Drive building went up. There
was also another large apartment building.

Stockton: It was in the era when we did the building with the Indian name, the
Powhatan.

Blum: How did that come about? I'm not sure what the actual date of construction
is, but it was up by 1928. You know, the buildings that we talked about
already seem to have been done in a very traditional style. The Powhatan
was styled differently.

Stockton: Yes, that was entirely different.

Blum: Where did the idea for that style, the Art Deco style, come from?

Stockton: I really don't know. The owner must have been—I can't think who the owner
was, but I do know that Charlie Morgan designed all those. He designed all
the terra cotta Indian designs on the exterior of the building and worked with
our office.
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Blum: Oh, but was he not employed by your office then.

Stockton: No.

Blum: Was it his idea to give it an Indian name?

Stockton: I don't know which one got the idea.

Blum: You mean either the owner or Charlie Morgan?

Stockton: Yes.

Blum: Was the Powhatan a unique example of that style in the work of your office
or were other buildings done in that style?

Stockton: Oh, no. That was the only one that I know of.

Blum: And were you involved with the Powhatan?

Stockton: Me personally? Well, I probably wrote the specifications for that, yes.

Blum: Did the Narragansett go up at about the time as the Powhatan?

Stockton: I don't know.

Blum: Were you involved with those buildings at all?

Stockton: No, not the Narragansett.

Blum: I'm looking through a book with the office records of DeGolyer and
Company. [A copy is at the Ryerson Burnham Libraries at the Art Institute.]
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Stockton: Yes. Here are the different buildings we built. There is a breakdown of the
cost of the building.

Blum: Some of these sheets are a little earlier. Now, this is for the 1242, and this was
in 1931. There's the Ambassador East name there—well, here—"The ratio of
expenses by year."

Stockton: Those are just our personal expenses. You can see the project there, 1929,
1930, 1931.

Blum: Now, here the Campbell Apartments are listed in 1916 and 1917. And in 1923,
the Marlborough.

Stockton: 1916 and 1917? The Marlborough, too. That was Bob DeGolyer. He did that.

Blum: And the Barry in 1924; were you in on that?

Stockton: In 1924, yes.

Blum: And Elm Street, but no address.

Stockton: Elm Street—that's the 1020 Lake Shore Drive.

Blum: Then 3750 Sheridan, and then it says Crandon for 1927.

Stockton: Yes, we did 3750. Crandon, that's on the South Side for Johnson.

Blum: And, oh, some more. In 1926, Lincoln Park West. What building was that?

Stockton: Oh, 2136 Lincoln Park West. That was just what I would call a cheap
apartment building. The apartments were small. It was a small building; I
mean, it's probably only about twelve stories or something like that.
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Blum: It looks like the buildings are listed by streets—Campbell, Marlborough,
Pearson, Monterrey, Barry—all apartment buildings. Here is a sheet that
says, "The Architect Committee on Building Valuations, the Subcommittee on
Hotels and Apartments." There was John Fugard...

Stockton: Well, he appointed me to take his place in 1932.

Blum: And Mr. DeGolyer, Philip Maher.

Stockton: Yes. I worked for Phil Maher later.

Blum: And Frank A. McNally, R.D. Huszagh and L.E. Olsen. Was that Olsen and
Urbain after a while?

Stockton: Yes.

Blum: And Leo B. Steiff, and F.C. Starr.

Stockton: I don't remember him.

Blum: He was on the bottom of the list. It looks like he did all the paperwork. He
was the secretary of the group. What was the function of this committee?

Stockton: I was going to say that nothing ever came of it.

Blum: What was it intended to do? It says "building valuations."

Stockton: And I don't know what it was for.

Blum: Well, there is a lot of paperwork here. It looks like the committee had a lot of
meetings.

Stockton: Like most committees, it was a lot of paperwork and nothing accomplished.
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Blum: Now, here is an amazing statistic: 1120 Lake Shore Drive was completed in
1925, and the cost per cubic foot was 67.8 cents.

Stockton: Now it's mostly by square foot, not cubic foot. We built that 3750 Sheridan
Road building for 50 cents a cubic foot.

Blum: Amazing. Lincoln Park West was 51.7 cents a foot, 3750 was 52.5 cents per
foot—amazing. And these were all intended to be elegant buildings, weren't
they?

Stockton: Oh, yes. This is more of a complete list, but it doesn't start until 1928.

Blum: What does this mean—the H, the K—that little pencil mark?

Stockton: I haven't the slightest idea. I joined Bob DeGolyer just as they were making
drawings for the Pearson Hotel.

Blum: So you were in on all of these—this entire list.

Stockton: Oh, yes. We built that Pearson Hotel for $1,100,000, and I think there was less
than ten thousand dollars in extras. You know, you always have extras for
mistakes and this and that. That thing would cost five million now.

Blum: Here all the contractors are listed for each job.

Stockton: A breakdown of the—and the cost per cubic foot of each. I'm pretty sure that
the Art Institute library has copies of all that.

Blum: I'm certainly going to ask.

Stockton: You might check with Tom Neuman, too. Do you know who he is?

Blum: Yes, I do. Here is a newspaper clipping. It looks like building values. Maybe
this is part of what your committee did.
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Stockton: I don't remember what they were going to use it for, was my point.

Blum: Here, this looks like it is the valuation of the Powhatan, at the time. Was that
conceived as a luxury apartment building?

Stockton: First class, yes. It has a swimming pool in it.

Blum: Was that unusual?

Stockton: Well, 3750 has one. It was rather unusual, yes.

Blum: Was that an amenity that was only built in luxury buildings?

Stockton: Yes. That's what this was for, then, for the use of appraisers fixing the market
values on buildings in Cook County.

Blum: After the Powhatan was built, after the Narragansett was built, what
happened in the thirties?

Stockton: Well, nothing, as far as we were concerned. Here is 1930. We were finishing
up jobs, you see, but in 1931 there was practically nothing. We did a YWCA
over on Ashland Avenue, and I was sick at the time and didn't get in on that.
In 1930 we were finishing up the buildings, you see. All of these are 1930
because they had been started the year before.

Blum: Now, Mr. DeGolyer went to Washington, but new work was not coming in?

Stockton: No.

Blum: Here is a list of your library books, too. What has happened to the library?

Stockton: I had some, and Bob DeGolyer took some. It wasn't extra-extensive.
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Blum: When you wanted a design, when you wanted, say, a detail, would you use
one of these books as your model?

Stockton: Yes.

Blum: I see you had Italian and French and English books.

Stockton: That's the only way you could do it.

Blum: Oh, here is something else. It says, "People holding keys to the office."

Stockton: Oh, who are they?

Blum: Mr. DeGolyer, you, Willis J. McCauley.

Stockton: He was the chief draftsman.

Blum: Leonard C. Smith. What did he do?

Stockton: Yes, I had forgotten about him. He was just one of the draftsmen.

Blum: And Ann Petersen.

Stockton: She was the secretary, and she just died last year.

Blum: And Robert L. Nusbaum.

Stockton: Bob Nusbaum was a draftsman.

Blum: Do any of these people survive?

Stockton: I don't know. No, they all were gone before—see, we didn't have anybody at
the time we broke up, except Ann Petersen was still around.
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Blum: Did she stay with you?

Stockton: I didn't have anybody. When the partnership broke up, she left.

Blum: What happened during the thirties—you say very little. Did you have any
war work during the Second World War?

Stockton: After I was alone—absolutely alone—I did a large garage and dormitory for
Great Lakes Naval Training Station.

Blum: This was during the Second World War, in the early forties. Your affiliation
with Mr. DeGolyer broke up in 1944.

Stockton: That's right.

Blum: What did DeGolyer do after the war?

Stockton: He came back and puttered around a bit. I don't know what he did, really.

Blum: Were you associated with him after that?

Stockton: No. He was nineteen years older than I, see. He had a little apartment down
near South Boulevard, down there. He died in 1952, and Mrs. DeGolyer went
to the Mather Home up here, and she died about ten years later.

Blum: Now, in 1950 you associated with Philip Maher. Was it in 1952 that you did
the Chicago State Tuberculosis Sanitarium?

Stockton: Yes. I did that, and then the one in Mount Vernon when I was with Phil.

Blum: What kind of an office did Maher have? How large was it?

Stockton: We had about five draftsmen, I think.
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Blum: Do you remember any of them?

Stockton: There was a kid named Nemoy, but I can't remember the others. We did an
apartment building for the University of Chicago on Ellis Avenue and the
tuberculosis sanitarium.

Blum: When you and Maher built the Chicago State Sanitarium, how did the design
responsibility work?

Stockton: Phil did all the designing, and I had charge of the drafting room—getting all
the work out and writing the specifications. He did all the designing.

Blum: And you were with him from 1950 to 1952, or was it 1951 to 1953?

Stockton: Yes—I've forgotten. But, in the meantime, I worked twice for L.J. Sheridan
and Company, the real estate outfit. I made all the layouts for the Prudential
Building for him. Sheridan was the manager. I had been with L.J. Sheridan
for four years during the Depression as the operating manager of all his
buildings. I made layouts for all his buildings and also had charge of the
operation of all his buildings. That's when there was no architecture being
built.

Blum: Is that how you filled the Depression years?

Stockton: That's how I survived.

Blum: You were associated with Mr. Maher for a few years in the early fifties. And
then you worked for Fugard, Burt, Wilkinson and Orth.

Stockton: In 1956, 1 went to Fugard, Burt, Wilkinson and Orth. When I was at Fugard,
we did a dental clinic up there. Yes, so I think I was with Phil Maher for more
than two years.
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Blum: Before you went there and when you and Mr. DeGolyer broke up completely,
you said that you called Archer Jackson—he took your drawings and stored
them. Is that accurate?

Stockton: Yes.

Blum: The last question I want to ask you is, what do you think the most successful
building you've ever built has been?

Stockton: The Ambassador East.

Blum: That was a fast answer. You didn't have to think about that, did you?

Stockton: No.

Blum: Well, I can see why. Mr. Stockton, thank you very much. I really appreciate
your being so cooperative and speaking about your firms and your career.
Thank you.

Stockton: Well, I'm glad to cooperate with you. You're entirely welcome.
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