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INTRODUCTION

Although the majority of architectural work in the United States involves the renovation or reuse of existing buildings, design schools traditionally have assigned few studio projects in this area.  Buildings recognized as having historic significance provide an important and sensitive subset within this group, and these require a particular design approach.  Failing to acknowledge this shortcoming, many architects find themselves in conflict with both community groups and historic preservation review boards over their completed designs.  

Historic preservation as a subject of community concern and advocacy has been with us for some time, but as a professional sub-discipline within the field of architecture, it has emerged in the United States only recently.  Architects frequently find themselves in opposition to the preservation issues, yet, in recent years, many have been forced reluctantly to accept preservation controls imposed by community groups and a variety of government agencies, sometimes with less than satisfactory results (figure 1).

(figures were destroyed in Oakland 1991 Firestorm)

Figure 1:  An unsuccessful example: Michler Place, Washington D.C.  With the new project designed by S.O.M. three of the four 1870's houses were dismantled with their facades re-erected to give the illusion of a preserved row when seen from the other corner.  The bay windows never existed on the original buildings, and the office building floors extend unbroken into the old buildings.  The front doors for the old facades do not function.   (photograph by Randolph Langenbach, 1987)
The teaching of historic preservation in the design studio has frequently been seen as standing in direct conflict with the design methodology for new buildings.  In other words, the need to focus on what already exists stands in the way of developing a single parti and a single formal statement for the project.  I do not subscribe to the view that the two design approaches cannot be reconciled.  In a series of three graduate level studios at Berkeley, I have worked to develop an approach to the teaching of design within an historic preservation context which is complementary to the basic design methodology common to the other studios.  The students in these studios are in the Master of Architecture program, rather than in a separate Historic Preservation program, and most of them expect to enter into general architectural practice.

Design for historic preservation is not simply the conversion of old buildings for new uses.  Instead the purpose of a studio on this topic is to enlighten architecture students to the rigors of designing a project following an underlying philosophy that guides historic preservation practice.  During the last 20 years, a whole system of checks on the architect's and building owner's freedom, such as the Secretary's Standards for Rehabilitation, have been put into place.  These Standards not only include technical and craftsmanship requirements, but impose guidelines and restrictions on design as well.  For example, they preclude the alteration or removal of original architectural features, the replacement of original historic fabric, and even the removal of later additions that have historic significance, even if these additions alter the original appearance of the building.  The Standards do encourage the use of "contemporary design for alterations or additions," discouraging the false or conjectural replication of historic styles and missing features, as long as they are "compatible with the size, scale, color, material, and character of the property, neighborhood or environment."  Naturally there is much variation in the professional judgment in the application of these standards on certain projects.  (figure 2 & 3)

Figure 2:  Although this international style addition on an historic structure in Mexico City is distinctly of contrasting design to the historic building, it successfully makes it clear what is old and new, and does illustrate the same rhythm and proportions in the placement of the thin mullions and spandrel panels.  These mullions line up with the bays and windows below.  This also illustrates how the design of a "modern" addition in about 1970 now itself looks like a period piece.  (photograph by Randolph Langenbach, 1985)

Figure 3:  The addition to the Willard Hotel, Washington D.C. by Hardy, Holzman & Pfeifer, Architects.  This playful design picks the best from the typology of the historic building, but adapts it to form a strong urban design composition with a clear distinction between the original part and the addition.   (photograph by Randolph Langenbach, 1987)

These standards and guidelines are the product of a growing public and professional realization that there is more to preservation than the initial decision to save and re-use a structure.  Successful preservation results directly from how the historic building is interpreted by the architect and owner when it is rehabilitated.  The purpose of a studio and course on Historic Preservation as part of the architecture curriculum, however, is not to teach students such technicalities as how to follow the Secretary's Standards.  Rather it is intended to enable the students to understand the full meaning of the guidelines, including how and why such guidelines evolved in the first place and what are the commonly held social values they express.

There are two categories of design in Historic Preservation professional practice.  The first of these involves the direct restoration of an historic structure, either to its original design or its appearance at some point in its history.  This is accomplished through a careful repair and reinstatement of its original materials, the replication of missing details, and/or removal of unsympathetic and insignificant later alterations.  The second category involves the significant alteration to the historic structure through the expansion, adaptive reuse, modernization and/or major repair and strengthening of the building.  Most general architectural practice deals with this second category, whereas particular specially trained preservation specialists are usually called upon for the first.  For the purposes of the studio courses at Berkeley, it is this second category of work that is explored.  It is the design of alterations to historic buildings, while developing an understanding of how society establishes the value of the historic structure is, which provides a context in which to dissect a whole range of theoretical issues in design, city planning, and historic preservation.

In a preservation studio, a student must first learn how to evaluate an existing building in terms of its value as an historic resource.  This step is of critical importance in the development of design solutions.  Architects frequently approach an existing building as an abstract object containing color, texture, and spatial qualities that might contribute to the new design.  However, with historic structures that have been recognized as culturally significance, these design attributes carry specific social and cultural meaning.  These meanings are dependent on certain attributes that the architect must come to respect and understand before any changes are made.  In his or her work, the architect must learn to preserve the symbolic meaning and the social significance of the subject building as an artifact intact.  The creative step in the design process is to be successful not just in avoiding "ruining" what was there, but also by creating a marriage of old and new which can enhance the historic building by helping to communicate its historical meaning, and be of enduring value itself (Figure 4).

Figure 4:  The ferry Building in San Francisco is an historic monument in San Francisco symbolic of the city's center and maritime connections.  The problem is that the building is now partially blocked from view by the Embarcadero Freeway, and no longer used as a ferry terminal.  The challenge is to design a way to recreate the visual connection to the city, and restore the grandeur of its interior spaces.   (photograph by Randolph Langenbach, 1988)
THE STUDIO ASSIGNMENTS

In the three semesters of the preservation studio to date, the projects have included 1) a downtown facade revitalization plan for a small Nevada city (Yerington, Nevada), 2) a large scale project involving the creation and application of design guidelines (a new hotel in downtown Oakland) 3) an infill project in an historic district (a theater and commercial building in the Victorian Row historic district in Oakland, 4) the adaptive reuse of a symbolically important urban structure (the San Francisco Ferry Building), and 5) the adaptive reuse of a block sized high school complex (the University High School / Martin Luther King Plaza project).  Each of these five diverse projects raised different theoretical and practical issues.  All of these projects were based on actual development proposals or on-going projects.  This fact served to provide the studio with a strong base in the realities of conservation design.

One of the most interesting was San Francisco's Ferry Building.  This building is a powerful symbol of San Francisco itself, yet over the years, with the elimination of most ferry service, its function has significantly changed.  Its original grand interior has been defaced and largely subdivided.  (Figure 5)  At the time of the studio, a major development proposal for the building had been designed first by Gensler Associates, and then again by I. M. Pei, but not carried out.  Both the Gensler and the Pei designs included the complete gutting of the interior of the structure, although the Pei design proposed to construct the central arcade in the style of the original concourse.  The students had the opportunity to see the remains of the original grand concourse, located around and above the offices constructed in the 1950's and 60's (Figure 6).  Some of these arches and clerestory windows were partly hidden in a mysterious space above the ceiling between the ducts and wires.  By having the program and the early schemes, the students could review and critique the professional proposals while pursuing their own schemes based on specified historic preservation intentions, such as the conservation of original fabric and the compatible design of the new interior spaces, which the Pei and Gensler schemes did not do. 

Figure 5:  The original concourse, San Francisco Ferry Building.  (photograph by Randolph Langenbach, 1988)

Figure 6:  The remains of the main concourse of the Ferry Building after the insertion of the floor and ceiling for offices.  (photograph by Randolph Langenbach, 1988)

This project, more than any other, served to reveal in a dramatic way the dilemma of the difference of conserving the fragments of actual original fabric versus the complete reconstruction of the original architectural form.  More than that, the students were able to work with a building that was recognized as having great symbolic importance to the local community.   Not only had the Ferry Building formed an architectural terminus to Market Street in the heart of San Francisco, but the building also symbolized the city's maritime orientation, and historic access to the rest of the nation and the world by water.

In addition to a new design for the interior, this project included the design of the new connection of the Ferry building to the city.  With the Embarcadero Freeway viaduct now visually blocking the view of the Ferry Building from Market Street, the students were faced with the problem of how to heal the visual damage.  The usual historic preservation guidelines do not give much guidance for a situation like this.  Thus the effort was worthwhile because it provided an excellent opportunity for creative work.  The students were forced to deal not just with an historic context, but also with a challenging building which, with its tower at the foot of Market Street, had become a defining symbol for the city, but which had been 
Figure 7:  Design for the Ferry Building and plaza in front of the Embarcadero Freeway by David Bendet, 1987)
One of the most creative design solutions (which probably never would have been approved by an historic review board) involved the removal of the central part of the Ferry Building, leaving the tower rising from an open plaza.  The facade of the original central bay was reinstalled on the other side of the freeway so that it could once again be seen from Market Street.  In one stroke the original urban design effect of the building enclosing the end of the city's principle street was, in a sense, "restored", even while the existing historic building was radically changed (Figure 8).

Figure 8:  Design for the Ferry Building showing relocation of entrance facade to other side of Embarcadero Freeway by Scott Page, 1987)
Two other studio assignments involved the design of new buildings in historic areas.  These forced the students to deal with the problems of context.  In these projects, it was important that the students go beyond the issue of merely "fitting in" to discovering the underlying geometric order in the existing building design.  In order to be successful at showing continuity with the past while avoiding a crude mimicking of it, the designs needed to reflect this order  (Figure 9 & 10).

Figure 9:  The unpopular proposal for the new hotel in downtown Oakland by a Seattle developer, 1987.   (An historic building is on the right.)

Figure 10:  An alternative design for a new hotel by David Bendet, 1987.
In the design of a facade of a new building in the Victorian Row section of Oakland, the students researched and documented the abstract order and proportions that exist in the original designs of the neighboring historic buildings.  Their work revealed that these buildings showed a remarkable frequency in the uses of the square and golden section in the organization of their facades.  The use of this and other ordering devices, such as the relationship of solid to void, and the balance of horizontal and vertical elements, freed the students' designs from slavish copying of the Victorian details.  It also served to expand their knowledge of the design methodology used in the creation of these ornate Victorian facades, a use of a system of proportion and regulating lines that many students have not been exposed to (Figure 11).

One insight, which has emerged from the experience of these studios, is the difficulty which students have had designing facades.  Two of the studio projects concentrated on the problem of designing the exterior of buildings with generic interiors.  In these projects, the students were asked to base their design on an existing schematic plan, concentrating only on the facade.  It was clear that little in their previous education has prepared them for this switch, yet, when the building is of standard use on a tight urban site, the professional architect often has more control over the exterior image of a building than he or she does over the internal workings.  One of the principle benefits of these studios for many of the students, therefore, has been their contribution to an approach towards the design of a facade which is less arbitrary and more systematic.  Rather than utilizing the direct transfer or deliberate distortion of particular stylistic details from the neighboring buildings (as is frequently seen in recent "Post-modern design), this design methodology is more strongly based on the use of the underlying proportion, rhythm, materials, construction methods and scale of the surroundings.  This approach allows the historic buildings to remain distinct from the new buildings and additions, preserving their integrity and identity, while not destroying their context. 

Figure 11:    Analysis drawing of Rattos Building showing incidence of golden section, Oakland by Steve Lesky, 1989.
DESIGN METHODOLOGY IN HISTORIC PRESERVATION

A central question raised from the description of these studios is: how is the design process for adapting historic buildings different from that for designing new buildings.  In a basic sense it is not.  It generally follows on a similar track from 1) accepting and analyzing the site through 2) the generation and evaluation of ideas and alternatives to 3) the selection of a basic concept and production of a developed scheme.  However, there is a dramatic difference in the sources for the design itself.

The first two steps in the design process with an historic building, or a site within an historic district are documentation and analysis.  These two steps take on particular importance in historic preservation work.  Documentation includes more than just the drawing up of the architectural details of the subject building and an investigation of its structure and method of construction.  The building's history is important, and the investigation of the history must be done differently than for the standard architectural history paper.  The designer must be able to ascertain not only the building's history in a literal sense, but also, a sense of what the building has meant to people over time, what makes it significant to people in the present as an historic site, and, thus, how the significant features should be preserved and revealed in an adaptive reuse design.  For example, oral history, which historians often discount as distorted or incomplete, becomes a useful form of inquiry for the purpose of design.  This is the case because people's feelings, emotions, and opinions are an important ingredient in the interpretive process involved in the redesign of historic buildings. 

The second stage is building and site analysis.  For an historic preservation problem, either for new construction in a district or for alteration to a significant structure, the analysis stage is crucial in laying the groundwork for defining what the solution should be.  In our Berkeley experience, many of the students have had surprising difficulty in coming to grips with the analysis.  In their prior school experience, many of the students had become so used to immediately leaping into the design, that the analysis process became confused with the design itself.  As a result, rather than quickly cataloguing and simplifying the information at hand in a graphic format, each separate category of information was treated as if it were a preliminary design.  In other words, the students found it difficult to divorce themselves from the act of designing while they worked to graphically display the information.  What conceptually should be an interesting and easy step where the essence of the existing building or area is revealed thus turned out to be difficult and abstract.  This was surprising because this step is so essential to any design process.  With the historic preservation studio, this problem stands out because the analysis step is so important in providing the groundwork for a design that, because of its impact on an historic building, must relate to a set of clear guidelines.  

The one segment of the analysis, which has proved to be most successful, is the study of the proportions of the historic building facades.  Few students had had prior experience in how historic facades, in this case Victorian commercial facades, had been designed.  This study revealed that all of the details of the fenestration, string courses, arches, cornices and chimneys of the Victorian facades frequently fit within an organizational structure which was based on the square and the golden section.  Students thus began to realize that what they had previously seen only as a figurative composition was in reality an abstract system based on the balanced relationship of repeated parts.  Not only did this provide a way of understanding the Victorian style, but it also provided a worthwhile insight into the design process itself, an insight that is applicable to any problem new or old.  (figure 13).

Figure 13:  Analysis of Victorian Row building in Oakland showing incidence of square by Steve Lesky (left), and design of adjacent new building by Alex Chiapetta (right), 1989.

Following these two steps is the design phase itself.  There are some important differences between historic preservation design, and design for a new building.  With the design for a new building, the first design concept becomes the simplified base on which a final design of greater complexity can be constructed.  This basic concept, or "parti" as it is sometimes called, is considered to be an essential step.  The focus on the importance of the parti grows out, in part, from the Beaux Arts emphasis on the esquisse, or first design sketch as the essential origin of the final design.  With an existing building, particularly an historic structure, the parti has to include from the outset something of inherently great complexity.  While this does not invalidate the idea of the importance of the parti, it does serve to provide a significant shift from what most students are used to doing in order to arrive at their parti.  No longer can they step neatly from a preliminary plan into a formal shape to arrive at the parti.  The shape is already there as a given.  The concept must generate more specifically from how the new elements will look within the context of the old, rather than from a geometric abstraction generated from the preliminary plan or from some other source.  (figure 14).

Figure 14:  Analysis showing typology of historic facades on main street, and design for new facade for Casino West in Yerington, Nevada, by Micheal Brük, 1987.

With an historic structure, the parti is a single theoretical approach towards the design of the separate elements that combine to make up the building's image, rather than a single formal design idea generated from the plan.  This theoretical approach is chosen from a range of such approaches.  For example, the architect could decide to base his design of the new elements on the style of the existing building, or deliberately make them contrast with the older structure.  

Perhaps the most important difference between an historic preservation studio and the conventional studio involving a new structure (or even the redesign of a building without historic significance) is in how "meaning" is handled.  With a new structure, social, cultural and sometimes even symbolic meaning exists on completion of the project, but it is achieved through the act of design.  With an historic structure, there is no blank slate.  Buildings which society has deemed to be historic have meaning, and the designer's understanding and interpretation of this meaning has everything to do with the success of the results of the interventions.  Therefore, the evaluation of the physical roots of this meaning must be explored and revealed during the documentation and analysis stage of the design process.  The design alternatives must maintain and enhance this meaning.
 

In the case of the San Francisco Ferry Building, the symbolic importance of the building was quite clear.  What the students had to determine was how the design for the interior of the structure contributed to this symbolic meaning when only fragments of the original concourse still survived to be incorporated into the design.  Was the restoration of these actual pieces important, or would the construction of a new space with illusions to the past architecture do as well? 

With the former University High School project in Oakland the issue of cultural meaning was more complex.  This building was constructed for an elite class of college bound students in the 1920's, but it now stands as a derelict structure at the heart of a black residential neighborhood.  During the 1960's, when the building was used as a local community college, it became famous as one of the places where the black power movement began, and the Black Panthers organization was formed.  The designers are thus confronted with a situation where the architecture of the building dates from an earlier use, of less meaning in the present to the surrounding community than is the meaning of the more recent use.  How then should the building be changed, and how much of it should remain the same?  When the subject site carries both positive and negative meaning to the community, how should it be interpreted visually and how does this interpretation affect the proposed designs?

In historic preservation, the significance of a building is often more a product of its age and its use as it is of its original design.  This fact is often missed as adaptive reuse projects across the country have so frequently sought to obliterate all evidence of time and use in the effort to produce sanitized and idealized visions of historic settings.  When the students visited "Old Oakland", the carefully restored Victorian Street in downtown Oakland, they remarked at how they found it lifeless.  It seemed like a stage set, rather than what had been once a gritty and heavily used part of town.  This is an important lesson, as it touches on one of the most frequent criticisms of adaptive reuse projects - that many seem to be set apart rather than integrated in a permanent way into the continuum of the growing and changing fabric of the surrounding city.

THE CONTRIBUTION OF HISTORIC PRESERVATION TO DESIGN EDUCATION

A question has been raised as to whether a historic preservation studio adds to the general education at the graduate level, or is best handled as part of a separate program for students desiring to specialize in preservation.  In most graduate schools with programs in historic preservation, the preservation studio is separate, with little overlap with students in the regular Master of Architecture program.  At Berkeley, this studio and the attendant seminars in Historic Preservation Theory and Building Conservation Technology are an integrated part of the Master of Architecture program.  For many reasons, it is important that this synthesis continue, as it is the Master of Architecture graduates, rather than the specially trained Historic Preservation Program graduates, who will have the most frequent involvement with the adaptive reuse of historic buildings in most communities.

More importantly, the design methodology learned in the historic preservation studio is relevant to design education in general.  As one student said this year, it helped him to break through and understand what he had perceived as the "secret handshake" which he found in design education.  It provided a structure for the analysis of the site, and a method for arriving at a design solution based on precedent.  These factors contributed to an understanding of the design process itself.  This for him overcame the ambiguity he had experienced in design studios, an ambiguity resulting from the emphasis on a trial and error approach based on success in reviews.  

Rather than being isolated from recent developments in design theory, historic preservation lies at the heart of many recent debates over what cities should be.  It is not a coincidence that the emergence and acceptance of the preservation of historic structures and districts in the United States coincides with such influential works as Robert Venturi's Complexity... (1966), Christopher Alexander's Pattern Language (1977), Rowe and Koetter's Collage City (1978), and Aldo Rossi's The Architecture of the City (1982).  These and other works find value in the sometimes messy mixture of old and new.  Following upon Venturi's theme, Kevin Lynch wrote in 1972: "The contrast of old and new...will in time produce a landscape whose depth no one period can equal....The aesthetic aim is to heighten contrast and complexity, to make visible the process of change."
  The desire to introduce the quality of time into architecture lead one of my thesis students, Timothy Gray,  to propose a theory of design for new structures based on an additive layered approach.  He calls it "designing without erasing."
  (figure 15)  The preservation studio provides an opportunity for students to explore the notion of the ideal city either as a collage, with the architect following Claude Lévi-Strauss's concept of the 'bricoleur', or as a unified urban design ideal, with the architect providing the healing hand to the disrupted city fabric. 

Figure 15:  Design for a new facade by Timothy Gray, 1987.  This design recalls the historic facade that originally was on this building before it was "modernized" out of recognition. This design intentionally shows signs, flower boxes, awnings and eclectic details to give the impression of a collage of elements from different periods in the life of the building.

If the student learns something of general application, it is that design with the restrictions and constraints provided by the existing fabric, overlaid with the richness of social and cultural preconceptions and desires does not have to be something which constrains the creativity of the architect.  In fact, it can be a liberating force.  It is design without constraints that can entrap the student in the void imposed by the infinite number of options.  While such a situation may provide an opportunity for sculpture, it has little to do with architecture.  Architecture, in its very roots, is a product of the physical and social context in which the architect works.  The architect is empowered by that fact, and his creativity is a measure of the meaning and relevance of his work within that context.

�The studio on the Ferry Building was taught with Italian architect, Roberto Pirzio-Biroli, who provided an important inspiration for the urban design solutions to this problem.





�One of the best examples of a design failure which lacked the understanding of the symbolic meaning of a monument was the 1970's conversion of Burnham's Washington, D.C. railway terminal into the "National Visitors' Center".  This stillborn project severed the station from its still active use as a terminal.  The train station was placed in a miserable shed to the rear, and the main concourse of the old station was cut up and filled with weak under scaled exhibits that ruined the majesty of the spaces.  This project received such criticism that it was replaced within a decade by a more successful reuse of the station as what it should be - a train station, together with a commercial center.





�Kevin Lynch, What Time is this Place, MIT, Cambridge, 1972, p57.





�Tim Gray, Thesis, 1989.
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