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PRESERVING THE NATIONAL CEMETERIES
The National Cemeteries are the only truly sacred
space that is shared by all of our citizens. Authorized by President Abraham Lincoln in July of 1862,
the first fourteen cemeteries were established in
the wake of the unimagined casualties suffered at
the Battles of Shiloh, Fort Donelson, and Bull Run.
In the war’s aftermath the Army’s Quartermaster
Department scoured the countryside for the remains of Union soldiers, searching battlefields,
hospitals, prisons, and miles of roads and farmland. By 1870, the bodies of nearly 300,000 Union dead were recovered and interred in 73 national cemeteries largely located throughout the
southeast. Today, there are 131 national cemeteries that have become the final resting place for
veterans from the Civil War to the Afghanistan
War.
For historic preservationists who are
dedicated to protecting national resources there is
no greater challenge than preserving the monuments that stand watch over these sanctified
grounds.
National Cemetery Administration (NCA)
Senior Historian, Sara Amy Leach, says, “The challenge of preserving memorials that are over 100
years old is that they have generally not been
treated by professional conservators. We often
find unseen or structural problems once we start
looking, or previous treatments need to be corrected before moving forward.” NCA is a Federal
bureau within the Department of Veterans Affairs
that lacks a professional staff of conservators or
historic architects and does not have a specific
annual budget for historic activities.

Cover Photo: The Prisoner of War/
Missing in Action Memorial at the
Riverside National Cemetery was
designated a National Memorial by
the U.S. Congress and dedicated
September 16, 2005. It features a
bronze statue of an American serviceman on his knees and bound by his
captors, surrounded by black marble
pillars, representing imprisonment.

However, with funding provided through
the American Recovery and Reinvestment Act of
2009, NCA is now moving forward on plans to
conserve its most needy historic monuments.
Funding of up to $4.38 million will repair 49 historic monuments that cover a range of sizes, age,
significance, and condition, not the least of which
are several ca. 60-foot tall obelisks that date to
the early 20th century. NCA has nearly 1,000 memorials in its cemeteries.
In order to document a baseline condition of the most important NCA national cemetery

Soldier’s Monument in Dayton National Cemetery was
erected in 1877 and stands more than 60 feet tall.
Photograph courtesy of National Cemetery Administration, U.S. Department of Veterans Affairs.

memorials, Leach called upon the non-profit
group Heritage Preservation. As a contractor to
NCA, Heritage Preservation coordinated the delivery of assessments by 40 conservators and conservation firms over next two years, and “filled an
void in NCA’s skill set that we could not have
overcome otherwise, she added.
“There are a lot of diverse constituents.
Bringing conservators into a field that haven’t
used conservation services before is one of our
missions,” says Heritage Preservation’s Kristin
Laise.
One of Heritage Preservation’s most
significant project was Save Outdoor Sculpture!,
which started in 1989 to catalog and assess
30,000 sculptures across the country.
“Strictly speaking, monuments are not grave
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NATIONAL CEMETERIES—CONTINUED
markers,” she says. “They are stand alone
sculptures.” For example, there may be a number of grave markers for soldiers from the same
regiment and then nearby there will be a monument dedicated to the regiment. “These tend to
be pretty elaborate,” she says. Some of them
can be extremely tall. Some obelisks are 50 to
60 feet tall. The tallest one is 70 feet!
“Cemetery monuments are hidden
gems,” says Laise. “People are really not aware
of them. None of them were at all familiar to
me,” she says. “Sara Leach has done a lot to
raise consciousness about these monuments.”
“Most of the monuments are in fine
condition, with some normal wear and tear, says
Laise. “Over the years there have not been good
records of maintenance.” One of Heritage Preservation’s activities has been to get a level
measure of where everything now stands so that
they have some fixed reference point for future
maintenance operations.
The National Cemetery Administration
is also interested in collecting data on how
weather affects limestone in Maine or the Gulf
Coast. Cemeteries near rivers and floodplains
have problems because of the soft soil and humidity, while some cemeteries located in the
inner city have a different set of problems where
security may be an issue. Still other cemeteries
are located in areas where people no longer live,
and they are not visited often.
The problem with many of these monuments is mixed materials. “I hadn’t really
wrapped my mind around the complexity of
mixed media, in sculptures – mortar, stone,
metal…” she says. “You may have a granite
base, with a marble sculpture and brass plates.”
She explains that more delicate stone like lime-

stone easily stains because it is relatively
soft and porous.
Marble can also be quite delicate.
Some conservators use stone consolidants
to repair the stone. The consolidants are
plastics that penetrate the stone and make
it harder, but some conservators are hesitant to use this material because they don’t
know if the process is reversible, or what
the long term implications might be. “Is it
going to turn yellow? They don’t know.”
“We’ve been challenged by the
new techniques.” A common issue is that
mortar joints are deteriorating. At some
point mortar had been replaced with nonlead mortar, but they have found that mortar with lead is the appropriate material
and should be kept. Using contemporary
mortars was not the best decision from a
conservation standpoint, although it may
have suited contemporary environmental
regulations.
Yet another issue is treating
bronze, which must be coated periodically.
If you lacquer a bronze sculpture it protects
the monument for a long time without repeating the treatment. However, if you wax
a bronze sculpture it has to be repeated
every year. The problem with lacquer is
that when it comes time to re-lacquer it
requires some harsh chemicals that may
even be banned in some states.
“Heritage Preservation helps the
NCA navigate these murky waters,” says
Laise. She expects that NCA assessments
will be completed by Fall of 2010.

Lord Cultural Recruitment
Building Cultural Careers
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range of recruitment and human resources services for both new and
established clients. Our clients benefit
from the years of experience that we
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resources planning and people management.
For further details on the professional
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FOR WHAT IT’S WORTH—
CAREERS IN ANTIQUITIES APPRAISAL
After spending some time working at a museum you begin realize
that antiquities have a lifecycle. Beginning with amateur collectors
or professional researchers, antiquities find their way from excavation sites into private collections of enthusiasts who devote their
time and fortune to develop their legacies. These collections are
many times acquired through estate sales or are donated to museums upon the collector’s death.
Then after spending years either on display, or more commonly in cold storage, the collections are either returned to the
donor’s family or are quietly donated to other institutions, where
they may find a home in some exhibit or be sold at auction.
The churning of this material throughout the system of
museums, libraries, private collections, and auction houses means
there is a constant demand for the services of qualified appraisers
who can determine the authenticity and market value of the items.
Although critics of private collectors who acquire artifacts
for personal enjoyment argue that such items should be left in the
ground or preserved in museums, it should be said that the private
collector does serve a purpose in the world of academic anthropology.
Private collectors offer researchers an opportunity to witness collections that have many times been assembled with a geographic and chronological focus, allowing for comparative analysis.
It is also the enthusiasm of the private collector that many times
creates a public intellectual interest in a subject, which fuels exhibits, lectures, books, seminars, and even course curriculums.
Judith Martin, who is president of the International Society
of Appraisers, says there is so much trade of antiquities going on in
the world with the lawful exchange of items as well as the unlawful
taking of relics during war, that there is a continued need for expertise in antiquities.
Martin
explains that museums,
by law, cannot assign
value, although they
can authenticate items,
which means there is a
significant opportunity
for appraisers who are
specialized
in
the
evaluation of antiquities.
Many times,
she says, experienced
curators go into private
practice as appraisers,
or will find employment
with auction houses.
However, having museum experience or
specialized knowledge
of a particular field of
ancient study is only
The Munich Cage cup from Cologne is an exampart of the job descripple of Roman glass from the mid-4th century
tion. Although a former
AD. The heavy trade in Roman glass provides

curator may have
experience at authentication,
appraisal is a skill that
must be learned
through an established
curriculum
using research methods and tools that
are acceptable to
the community of
professional appraisers.
An
appraiser finds value,
says Martin, which is
a factual determination based on broad
evidence or what the
item would reasonably sell for at auction, consignment, a
gallery, etc. and can
be subject to change
based on new information.
Norman Hurst, who specializes in the appraisal of
The
first Graeco-Roman, Egyptian, and Middle-Eastern
antiquities, is frequently called upon to perform
step to becoming an appraisals for probate and estate planning, as
appraiser is to join well as identifying and cataloguing exhibition
the ISA and take the
core curriculum in
appraisal and methodology. This teaches you how to understand
the marketplace for antiquities and how to write an effective appraisal so that the user can understand it. It takes 500 hours of
writing to be a certified appraiser in a particular niche area. The
Specialist Studies Committee includes appraisers who have expert
knowledge in very specific areas such as Native American pottery
and Spanish Colonial paintings.
ISA member, Norman Hurst has been in business as an
antiquities appraiser for 30 years and is the proprietor of the Hurst
Gallery, in Cambridge, Massachusetts. One of the areas that Hurst
has specialized experience in is Roman glass that was produced
between the 1st and the 5th century AD. He explains that the Romans isolated the best glass they could find, which was from the
Levant in modern-day Lebanon, Israel, and Syria.
The glass was smelted down in very hot ovens to produce
ingots of high quality glass that was traded all over the Roman Empire. The ingots could then be heated in a simple baker’s oven and
made into various types of containers, which were used to hold
liquids such as perfume and other precious items. They were even
used as funerary urns as a secondary burial. There is a very large
market for ancient glass and its collected all over the world, he
says, which means his appraisal services are in constant demand.
“You can buy a fabulous collection of ancient glass for what a modestly priced Andy Warhol print would cost,” he says.
Hurst recently had a friend return from a trip to Japan with
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APPRAISING ANTIQUITIES
a collection of ancient glass. The owner had
placed each of the pieces in beautiful handmade boxes custom designed for each piece.
Hurst has also sold Islamic glass, most recently
to a Museum in Indianapolis that had a fund for
Islamic art. He says there is not as much Islamic glass as Roman.
Another area in which Hurst is specialized is Egyptian antiquities. He had a very big
collection of Egyptian art that included triptych
panels, carvings, and vessels spanning 3,000
years of Egyptian chronology.

CALENDAR OF
EVENTS

was the founding chairman of the Metropolitan
Museum of Art. In this case, the added historic
significance attached to the archaeologists performing the excavation actually had an effect on
the value of the items that were appraised.
“There are lots of opportunities for
appraisers, especially if the people know what
they’re talking about,” says Hurst. “There are
tons of ancient art appraisals that either don’t
get done at all, or are done improperly by unqualified people.”

Joining one of the professional organizations, whether it is the ISA, AAA, or ASA is a
Many people who
good first step, he
collect Egyptian art
“You’ll get
don’t only collect from “There are tons of ancient art appraisals says.
very good training in
the Middle Kingdom,
he says. They are look- that either don’t get done at all, or are im- methodology…and
you can always get
ing for good Egyptian
properly done by unqualified people.”
someone to help
art throughout the
you with appraisal.”
dynastic
period.
“Antique Egyptian pieces had revivals of various Hurst says that it’s important to be affiliated
styles from the 3rd or 4th dynasty happening in with an organization right from the beginning.
the 20th dynasty so you may not be able to rec- That will help start to build your knowledge as
ognize the period on your own, but once you you develop your area of specialization.
have the information you can appraise it.”
Judith Martin, ISA CAPP President, International
One of the more remarkable collections that Hurst has appraised was some Egyptian antiquities owned by the Endowment for
Biblical Research. The Endowment provides
funding for people to study in the Holy Land so
the sale of the items was used to provide grants and funding for research.
The Endowment had obtained the collection decades ago and the items were
sitting in storage.
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(202) 544-2422

Society for American Archaeology
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Sacramento, CA
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Norman Hurst, PhD., ISA CAPP, Norman Hurst
Gallery, (617) 491-6888, normanpaulhurst@cs.com

American Anthropological
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109th Annual Conference
New Orleans, LA
November 17-21, 2010
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Yet, as impressive as the collection was, what really struck him was
the history of how the antiquities had
been collected. Most of the items came
from historical collections by well-known
archaeologists.

Society of Architectural Historians
64th Annual Meeting
New Orleans, LA

Hurst explains that the invention of the steamboat by Fulton and the
opening of the Suez Canal at virtually the
same moment in history led to a surge of
archaeological activity in Egypt by men
like Gaston Maspero, who founded the
Cairo Museum, Howard Carter of Tutankhamen fame, and Flinders Petrie, known
for his excavation of the Merneptah
This mid-20th century Olla is typical of Acoma pots from New
Stele.
Two of the items in the collection were actually excavated by Petrie
himself and another of the items was
owned by William Tilden Blodgett, who

American Historical Association

Mexico, which are thin-walled and include white backgrounds
with mineral and vegetal based polychrome designs. Only an
expert can determine whether it is a prehistoric creation of the
Mimbre people or a modern replica of significantly less value.
(@ 2005 Hurst Gallery)

April 13-17, 2011
(312) 573-1365

American Association for State and
Local History
2011 Annual Meeting
Richmond, VA
September 14-17, 2011
(615) 320-3203
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DAVID TENNESON RICH: ORAL HISTORY INTERVIEW
duty of a creative person to reach
out beyond themselves.
BDJ: So how do you draw that out
of your client? How do you know
what they want and how to suit
their needs?
DTR: Well you have to find out who
they are, don’t you? And so…what
kind of car do they have for example? What kind of books do they
read… if any? What do they do for
fun? Do they do anything that’s
serious? What puts them together
or who are they? In the end what is
the use? Architecture is to be
used. It’s not a symbolic, egocentered thing for someone to do
and then prance around and be
proud. If it doesn’t serve a good
purpose it’s useless, it’s frivolous.
And so like with Wilt you have to
find out how they relate to geomeDavid Rich’s Ursa Major, which lies on a retired Nike missile site in Malibu, California is one of the most dramatic
try, how they relate to materials.
architectural forms in Los Angeles, reflecting the athleticism and personality of its owner, Wilt Chamberlain.
For instance, I thought that maybe
brick would be a good material.
The work of architect David Tenneson Rich has been compared to
Not a chance! When you’re brought up in Philadelphia and all the
Frank Lloyd Wright, although Rich shrugs off the comparison. As a
slums are brick, no way! How do you relate to materials, how do
fledgling architect Rich’s first home design was featured in the Los
you relate to images? With a person, everybody feels comfortable
Angeles Times. A polymath with a deep intellectual curiosity, he has
with certain geometric forms. There are those who are like, “fourseamlessly interwoven his passion for art, science, and music in
sides..equal…thank you…four pieces of plain white dry toast.” (he
architectural manifestations that are as much an expression of his
says in a robotic voice)
personal style as they are a reflection of his client’s needs. In the
following oral history narrative, Rich discusses some of his favorite
projects, clients, and architects, as well as his thoughts about hisSo I always tried to find, I guess inspiration if you will, or to derive
toric preservation for the readers of Preservation Chronicles.
out of the person, the use, how they think, how they feel. In one
BDJ: Tell me about your relationship with Wilt Chamberlain and the
creation of Ursa Major.
DTR: Wilt was a really fun guy. And we just immediately had a connection. He’s kind of loose and easy, and I’m no anal retentive. So
he says to me, “Hey, you want to be my architect?” And I said, “Why
not?” And we made a deal and I did my deal.
BDJ: Was it a good working relationship?
DTR: Yeah. Firstly, he’s very bright. I think that the architect finds
the project either in the use or the client. In other words, it isn’t
imposing something on someone, it’s deriving something. Look at
Picasso, he had enormous number of voices. Even the earlier impressionists could paint in all kinds of modes. And I think it is the

case I told someone, “I can’t do your job. There is nothing you want
to do that I like.” So I’ve done things that were rectilinear, and
things that were curvilinear. Don’t the more enlightened people
speak more than one language, if they can? But I always tried to, in
whatever I did, it had to come from the use for the person or client.
But it also had to be the best I could do. I must tell you, I do not
take myself seriously, but I take what I do very seriously. So, I’m not
an ego driven architect, I’m a pride driven architect, and it’s different. It’s a bunch different. If all you want is someone to tell you how
wonderful you are, you know…take your clothes off and run around
naked in the street and someone will like you (laughs). But that
isn’t the way I see it. And so are all of ones projects wonderful?
No. Sometimes you’re going to fail. No matter how hard you tried,
you’ll say, “I wish to hell that had never gotten built!” And if I had
really done it right I would have burned it down.
BDJ: So when you walked the site with Wilt, how did you arrive at
the particular geometrical form that you came up with?
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DAVID TENNESON RICH
DTR: Oh easy! I said okay. As I would with anybody. Some people
you have to be literal with, and other people you can be intellectual.
For instance, “Would you like a square cookie jar, or would you like a
round cookie jar, or would you like an oval cookie jar?” Most cookie
jars seem to be properly round, don’t they? But not all of them are.
How about the tin for Christmas with the yummie Danish cookies in
it? How about those? Doesn’t that fit those cookies?
BDJ: Yeah
DTR: Okay. Life is just a cookie selection. And so with Wilt…he’s very
physical, and we could relate on a physical basis because I was a
competitive athlete, and I could understand where he’s coming from,
and I could also respect his effort. You have to have respect between
people to do business. If you don’t it’s not worth it, and just foolishness. So I went out to the land and said, “Now we’re going to find out
where you fit.” So I took a stick and drew on the ground, and said,
“Hey, you want to sit in this circle?” “No, I don’t want to go in MF
circles!” “How about a nice square building?” “No, I don’t want a MF
square.” So I drew a triangle and said, “How does this feel? How
does it feel?” “Yeah!”
Okay, now I’m a really good student of other people’s architecture. I’m not a disciple, but I’m a good brain picker for understanding the architecture of others. The only architect that I think who
has risen above everybody, is Antoni Gaudi, who did La Sagrada Familia in Barcelona. It is original, it has the essence of Gothic cathedrals, but it is absolutely a one-off and marvelous. It is this huge
dribble castle. He was run over by a streetcar and he was such a
funny little man that nobody knew who he was and he died in a pauper’s hospital because nobody knew who he really was. It took ten
years to do the calculations on Sagrada Familia and it was all based
on models he built developing what’s called a catenary structure.
Catenary structure is what the power lines do because they develop a
shape based on the uniform weight that gives them these shapes.
And he did a lot of other crazy things in Barcelona, and sort of like
what was called the Jugenstil in Germany, which used very free organic forms.
Wright on the other hand, was more of a form giver. And he
developed enormous vocabularies of shapes and forms. And his idea
of organic architecture was to derive and grow the structure and design using a common geometry or shape. Everything would then fit
together in a consistent and logical “organic” pattern. So as in Wilt’s
house, it was the generation of forms using a 30-60 triangle as the
organic mode. It is also necessary to find “something besides the
geometric for creative inspiration…what is the geometric genesis, and
as I said before, I like to take pictures too.
We were in the Mariposa grove and I was shooting some
pictures of these great stands of trees with the sky above…that’s
what it should look like!…so it’s a geometric derivative and an organic
expression. I mean organic in the true sense of the timber, the textures, the bark and what have you. So all of the vertical stands were
generated in that mode. Wright did that with the Hollyhock House
using natural things as a decorative element for the organic structure. His understanding of decoration came from Louis Sullivan, who
he worked for in Chicago, who was a precursor to what Wright later

developed to such an enormous mass of original work.
BDJ: I think Philip Johnson commented that a building shouldn’t
stand more than a hundred years. That we need to make way for
new architecture and new construction…Do you agree with that?
DTR: Someone said, and I don’t know who but I believe it, “In
500 years they will still be playing Mozart, but they will not know
who the Beatles ever were.” So architecture…I discovered this
the hard way with rowing. I never had a new boat…I always had
used boats. And one time I bought a brand new Swiss Stampfli.
It was the state of the art. And I remember opening the box and
it looked like a new violin…it was Spanish cedar and just gorgeous. And I had it two weeks…we were working out of Long
Beach and I was rowing up the back channel where we trained
and ran across a shopping cart and scratched the bottom of the
boat for half the distance. Spanish cedar is photo sensitive so
the salt gets in there and you cannot get the scratch out. You
can varnish it and do whatever you want…and I realized that they
are consumables. A racing shell is not eternal…buildings are
consumables.
If there is something of real value it will probably sustain itself because it will be of such a nature that it will be recognizable as having a value. Now, one strives to do that, but
whether you can accomplish it or not, you will not know. Wright
commented about the curtain wall and the minimalist movement. He said, “Some day an earthquake will come along and
happily shake your architecture into the street.” Buildings are
like children. They are guests in the home. Well, buildings are
guests on earth and very few are permanent. So you’ve got to be
ready to have them tear your stuff down.
Chamberlain’s house is going to get torn down one of
these days I think. It’s a pretty old building and everybody’s still
restoring it, but I don’t know whether it would be a final imprint.
One of the things that gets buildings saved is to have another
use more than just a personal use, that is, ecclesiastical. Chartres is great because it was not just a place for worship, but created a symbolic being of god, a space with a sense of the holy.
Well, because of that, those buildings, and not only that but because of the architecture, they won’t get torn down. But think of
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DAVID TENNESON RICH
all the castles in England that got torn down. Think of all those
dedications to monarchy and war and god knows what. How much
is really retained? How much do we have today that you think anyone is going to give a damn about in ten years? Not a hundred…
ten?
BDJ: Even the forum was used as a quarry to build the Vatican…
DTR: So, monumental things tend to stay more because the investment is so high. The more you spend on it the less desire there is
to tear it down. So a lot of things of no consequence get kept simply because they cost a lot in time and money to build. And then
even when they still fulfill their use…? but…Ebbets Field? Simply
because something is old, you know… We are a consumable society.
BDJ: I think you mentioned another architect who you appreciate is
Luigi Nervi.
DTR: Pier Luigi Nervi. Okay.
BDJ: And he had mentioned that he thinks architects should work
in close collaboration with structural engineers.
DTR: I agree.
BDJ: And I was wondering. Is your appreciation of his work, does
that come from your background in physics and as a scientist?
DTR: He was not an architect, he was a structural engineer. His
brother was the builder. They did design-build. And they were ontime, on-budget, and they won contracts because they did good
stuff and it was affordable, and they could build it. I always admired
any structural system that is imaginative. I think good architecture
grows out of good structure. When the structure can no longer be
discerned, excuse me, I am troubled with that in that it becomes
more of an eclectic mannerist expression of a lot of notes and no
content. You know, I played a tune for you with Carl Sanders. He
can play all the notes you could ever think of….but they have content. Now, I listen to KJazz all the time and I hear these guys, you
know…man you can do runs…but I can do that. Want to hear a
bunch of runs? I can do em! I can blow those things right now.
Whether it makes any music or not, I don’t know. I really doubt it.
As for Frank Gehry's work it seems to me to be just lots of high
notes. I think just blowing a lot of high loud notes is not necessarily
good music or good art for that matter… We are in an enormously
superficial, coarse, raw moment in our time. It’s irreverent for everything and full of effect without content.

The Superscape building in San Clemente, California, which is the U.S.
headquarters for the popular mobile games designer, strikes an aeronautical posture that appears ready to lift off from its foundation.

BDJ: When you talk about mannerisms in architecture I assume
you are talking about some post-modern architecture that is
mixing classical idioms with modern elements. Is that what you
are referring to?
DTR: Well, that too….please… That’s so painfully contrived. An
architect friend of mine said, “Things need to be elegant…and
elegant is being able to have as much as you want without having too much, or having as little as you can possibly have before
it falls apart.” Either way, it must sync and be elegant. I thought
that was a very good description. You try to achieve elegance
and it comes out of the small pieces that connect to the big
pieces… or is it a piece? Is it just a piece…and how do you do
that? How do we take a brush, walk up to a wall and touch it
once and make it in the right spot and the right size and what
have you…very hard to do. (inaudible) I think that things like
splatter painting, that Pollak was into was a real joke. He was
clever. Oh boy! Jackson Pollak figured it out. He had a gismo.
But I think that postmodernism was a disgusting event. And I
think that there is a lot of decent work that is done as we speak.
Things that look fresh…you can tell originality. You can hear it
and you can see it. I don’t know who they are, but I do see good
work in architectural magazines and other publications. And you
find creative people from all over the world, and sometimes see
just little things that pop up and you say, “Boy, that really sings.
That is really neat.” It will get torn down and thrown away, but at
least it has a freshness to it. So that’s hard to do. That’s really
hard to do…to keep from over-working it, or under working it.
BDJ: You have also expressed an admiration for, I guess what
you call machine architecture. Do you think that comes from
your having grown up in southern California during the space
race and being surrounded by companies like Northrup and
McDonnell Douglas and Hughes, where a lot of very slick, beautiful aerospace designs were being developed, and of course your
experience as a pilot?
DTR: Well, that’s a good question. And that’s a political answer.
I always loved machinery. I love tools and I love building things
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The first thing that ever really rang my bell, when I was a little kid in
Portland Oregon, I saw the Graf Zeppelin fly over Portland. And I
remember it made the distinctive rumbling sound of a pusher engine, and the kids in the neighborhood said, “It’s a witch and it’s
going to eat you.” Those are great shapes and I’ve always loved
aircraft, both to use and to see. You know, they’re so honest. And
the shapes can be so wonderful, even some of the old ones.
We built racing shells at one time because I wanted to
and I learned all about composites. There used to be an old aircraft museum up in Irvine. And I went there and studied all the
WWI aircraft because they were light, they didn’t weigh anything,
and they were strong. To put those things through the aerobatics
that they did, and they didn’t fall apart and the wings didn’t fold up
like that, and kill them, and some of them did. And I used that in
the construction of our racing shells, and I came up with a little
different system of structure. Not that you could see, but in the
way it was implemented. And I did it because I understood about
moments, moment structures, physical restraints and deformations
in buildings. What they did is they gusseted all of their connections
so the bending was distributed in a different way and the stress,
and I pulled it together using fiberglass and graphite arrow shaft as
structural elements…and composite materials for the hull form.
In answer to your question, when I think about machine
architecture, it was a project I was doing, and only got to implement
it once. I did this building up in San Clemente, and I wanted it to
have a different derivative. And I hoped that it would be clad in a
thing called Lucobond. Do you know what that is?
BDJ: No.
DTR: Well, it’s a neat material. It is a composite material that has
an aluminum skin on it. So I wanted this thing to look like the wing
of an aircraft…to have that sure, hard edge shape. Well, there are
a lot of things that I get into that cost too much money. So we had
to find a substitute. So we did a cladding that’s called EIFS. It’s a
foam material that can be bent and skinned and trowled in a
stucco-like texture…not what I had in mind. It’s like Gulley Jimson…
Alec Guiness in a movie called The Horse’s Mouth. He was this
crazy painter and he was a nut case. He had some friends who
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loaned him their apartment when they were going on vacation.
And he got all his friends to come in and he said, “We are going
to paint the raising of Lazarus.” And so he gets all his friends in
there and there’s this huge wall, and it’s somebody else’s apartment, and they are painting this thing and they get it all done
and he’s painted this apartment. And he looks at it and says…
and all kinds of bad things have happened, you know, the safe
fell through the floor and it was just chaos, and he looked at and
says, “It wasn’t the way I saw it in my mind.” Well, sometimes
the way you see it in your mind just doesn’t get to happen. All
you have to get is one general contractor who wants to cut some
money out of it and they can change the sense of it in a heartbeat. In particular, if what you are doing depends on a small
tight vocabulary. As in writing, just take a few words out and
there’s no sense to it.
I did a project above the Rose Bowl in Pasadena, which
was a PUD. You know, just buildings for sale, a planned unit
development. But because of where it was, it was a historical
site. So I used the genesis of Greene and Greene to do Craftsman-like production housing. You know, that’s a real trick. And
the planning commission complemented it, loved it. Everybody
was really happy with it. The general contractor who started it
got in financial trouble, internally. Well then, the new developers
just took it and shredded it. I saw a photograph and never went
back to look. It’s like, Utzon who did the Sydney Opera House.
They messed with it and he never saw it.
BDJ: Is that right?
DTR: He never saw it completed. He refused to go back and
look. So if you can find how to have that level of control then
smaller stuff can get executed, but boy, it’s hard. So my machine building looks like that, and it’s a great building. I’ll see if I
can find it, just because we’re talking about it.
BDJ: I have a few more questions. Another thing that’s very
current these days is everyone is talking about green building,
and you actually built one of the first green buildings in the Morgan Theater, and I was hoping you could tell me a little bit about
that project.
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things like sight lines and acoustics, and you have to get rid of
the transients that run around the building. When I get on the
stage and go, “Ahhhh,” I don’t want it to come back and go
around and around and around. So I built pockets in the walls to
pick it up. I packed insulation at the rear of the building and we
tuned it by pounding down glass insulation until it sounded right;
used multiple layers of dry wall to pick up the reverberation and
coated the entire rear wall with cork insulation. I used, I’ve forgotten the name of it, but it was a 3 ½ inch thick cedar planking
we used for the ceiling. I just turned the Renaissance floor upside down.
And then, how do we cool this devil? Well, we just put
a couple of swamp coolers on the roof. Blocked off a couple of
the openings so it would suck a lot of air, and then on the hot
sides of the building I built masonry walls. What happens is that
during the day the wall sucks up the heat. When the temperature drops, the heat is put back in the building. Now then, you
can pull that heat at night if it’s cool, like in Santa Monica, back
into the building and use that in conjunction with the lights to
mix it and it’s perfectly comfortable and warm. If it’s too hot we
just turn it around the other way, open a couple of doors, move
air and the building is cool. So without a shred of air conditioning and without a shred of heating we heated and cooled the
building.
Acoustics were impeccable. You could drop a pin on
the stage and hear it. My wife Winnie’s brother (Bill Woodman)
was a director, theater director, Shakespeare director…directed
Kevin Klein in his production of Shakespeare…was director of
the Goodman theater…was associate to John Houseman at Julliard. He said that It was considered one of the better small theaters in the country. And it was all a community thing. It wasn’t a
high-end deal. There wasn’t a lot of money there, there was just
good people working their asses off. And it wasn’t what I would
call a form giver, but it really worked. It really did the job. And so
that’s what was important. It was honest. It was a very honest
building.
DTR: Now…the Morgan Theater…great story. A community effort
from people who wanted to do a little theater. And there were
some smart people who had done theater and knew all about it,
and Morgan was an actor who had belonged to their original little
theater. And there were some people who interviewed for it and I
got the job. I worked with a guy who knew a lot about theaters,
named Bob Webster, who was an interior person with Pereira,
bright and a real professional. They wanted to do something that
was a complete system. That is, full proscenium, fly loft, practice
stages, wing stages, thrust stage, and a small theater of about
400 seats.
When big ideas and not enough budget caught up with
them they all got up on the roof and pounded nails to finish it.
And they knew how to build sets, so it was a hands-on bunch. This
was a building that was a combination of structural steel, heavy
timber, reinforced concrete, and masonry. So I went to the UCLA
Library and I looked up renaissance theater construction. And I
found out that the theaters that were really good had wooden
floors, and they were made out of cedar; the same kind of wood
that you make violins out of. It has resonance; it’s got a hollow
cell. And they used clay pipe filled full of sand and let the sand
out until it tuned the room…very clever. And then there were

For sure it wasn’t a Disney thing-a-ma-bob, which is all
about flamboyant effect and what have you. How do you feel in
the hall? It’s for performances, "the play is the thing" and the
building must to a certain extent create the environment sense
of it, but does it do that? Like in the old opera house they didn’t
have woofers and tweeters and what have you. They got it all
naturally. Now that’s the kind of green I like. Today's green is
just a politically driven mandate and fueled by eco-hysteria. How
sad that such a good idea has been so corrupted.
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OFF THE BEATEN PATH—
THE GENERAL PATTON MEMORIAL MUSEUM
years. She believes that the public
fascination with Patton is because he
was such a colorful character and
adds, “He was an officer with the
officers, and with the men he was a
common person…he knew how to
relate to people on their own level.”
She also says that he was a deeply
religious, very caring person. “He
cared about his men and his country.”
Schindewolf was in the
Navy during the Vietnam War. She
was an air controller in Jacksonville,
Florida where the bodies were received from Vietnam. She said that
the memory of the bodies being
stacked on the quarter deck remain
with her. The experience had a profound effect on Schindewolf who was
burnished with the desire to communicate to others how our soldiers and
their families have made deep sacrifices for our freedom.

Halfway between Cactus City, California and Desert Center is a
truck stop called Chiriaco Summit that features a gas station, a
restaurant, and one of the most unexpected war museums in the
country.
The General Patton Memorial Museum features artifacts
from WWI and WWII as well as authentic relics owned by the famous general himself during an illustrious career that spanned
nearly 36 years. As one studies the trench art that WWI soldiers
inscribed on artillery shells, similar in the way that seafarers on
long voyages carved scrimshaw on whale teeth and walrus tusks,
you begin to understand how Patton’s relentless military strategy
was borne of the inertia of trench warfare. He recognized that his
role was not to seize and protect enemy territory, but to harass and
annihilate enemy forces by vectoring rapidly over the entire theater
of war.
Museum curator, Jacque Schindewolf believes that Patton’s success in North Africa against Rommel was due in large part
to the Desert Training Center at the California-Arizona Maneuver
Area, which was headquartered at Chiriaco Summit, where the
Museum now stands. She says that if you look at the photographs
of North Africa where our soldiers were fighting, and then compare
them to photographs of the Mojave Desert you can’t tell the difference. She believes this desert training prepared the troops far
better than their German counterparts and led to Patton’s victories
over Rommel, setting the stage for his offensive in Europe.
Schindewolf speculates that if Patton had been permitted to enter
Berlin, as was his plan, the division of Germany into east and west
might have been avoided altogether, resulting in a more equitable
peace.
Schindewolf has been curator of the museum for fourteen

She is always surprised by
visitors to the museum who don’t
know that World War II happened, or
the people who staunchly refuse to believe there was a Holocaust, despite the mountains of documentary evidence. It’s for
these people that Schindewolf has dedicated her professional
career. She has created an undeniable physical testament to
the events of the war that can’t simply be shrugged off.
“It makes it real…it comes to life,” she says. “Some
people come in and cry. It’s not interactive like some museums…it’s just there in front of them. People are very impressed
with it.”
Jacque Schindewolf, Conservator/Curator, General Patton Memorial Museum, (760) 227-3483,
www.GeneralPattonMuseum.com

PYRATE ADVENTURE SAIL—EXPERIENCE THE THRILL OF SAILING A TALLSHIP
AS YOU DISCOVER THE REAL PIRATES OF DANA POINT. HOIST SAIL, FIRE THE
CANNONS AND FIGHT OFF PIRATES DURING THIS FAMILY-FUN ADVENTURE!

SAIL PRICES (MIN AGE 4 YRS)
$40/ADULT (MEMBERS: $36/ADULT)
$23/CHILD (MEMBERS: $21/CHILD)
RESERVATIONS CAN BE MADE AT WWW.OCEAN-INSTITUTE.ORG
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NEW LIABILITY INSURANCE TARGETS ARCHAEOLOGISTS AND
HISTORIC PRESERVATION CONSULTANTS
Professional liability insurance for cultural resource professionals is
a delicate subject for most practitioners. Although most primary
contractors insist that the consultant carry at least a general liability policy, there have been no insurance carriers who have specifically catered to the archaeology and historic preservation community…until now.
AXIS Capital is a Bermuda-based holding company with
US insurance headquarters in Georgia that provides E&O, D&O,
and diversified insurance. The company’s new AXIS PRO Miscellaneous Professional Liability Express offers liability insurance that
specifically lists archaeologists, historic preservationists, and genealogists as an insured business class.
The Miscellaneous Express product has an entry level
premium of $600 with a minimum limit of $500,000 per claim and
a $500,000 policy aggregate. This program utilizes a web portal for an AXIS approved producer
to enter data, quote, and bind coverage. Under
AXIS PRO’s traditional Miscellaneous Professional Liability program the minimum premium is
$1,500, based on the same limits. The difference is that enhancements can be made to the
traditional policy.
“AXIS PRO Miscellaneous Professional
Liability covers a broad range of business
classes, some are very obscure,” says AXIS
PRO’s Ed Seidl. “We received requests from
archaeologists to have liability coverage.” After
determining the risks, the company went forward
with a targeted program that offers coverage for
negligent acts, errors or omissions, personal
injury exposure, automatic subsidiary coverage,
negligent discrimination in the conduct of professional services and a carveback that provides a
defense for claims of intentional harassment,
misconduct or discrimination until final adjudication, punitive damages where allowed by law,
and coverage for innocent insured’s for conduct
of “rogue employees”, and coverage is granted
on a worldwide basis.

pany owner, Alex Johnson learned an appreciation and respect
for Native American history as a young man from his Indian
scout master, Mr. Rainwater.
Rainwater took the troop camping at historic Indian
hunting grounds and grain processing stations where the evidence of Paleolithic workshops was evident. The camping expeditions inspired a lifelong interest in the archaeology and history
of the indigenous peoples in the region. Because of these early
experiences he feels compelled to preserve historic resources by
assisting the individuals entrusted with their protection.
Yet, Johnson finds that many archaeologists don’t understand why they are being asked to carry professional liability,
or general liability at a minimum, so he spends much of his time
educating clients about the need for liability insurance in the
modern business space.
“Why purchase liability insurance?” says Johnson. “Most contractors
require it…it’s business 101,” he says.
“Ninety-nine percent of the times you will
never need to use your liability insurance…
As a consultant, which is the case for most
professionals, the insurance isn’t there to
protect you,” he explains. “It’s there to
protect the primary contractor.”

Insurance professional, Alex Johnson, believes the recognition of archaeologists as a
business class under the new AXIS PRO
Miscellaneous Professional Liability Express
will improve coverage and reduce prices for
archaeologists.

What is more interesting perhaps is
that where traditional insurance policies have always been based
on annual coverage, Seidl says that they can handle policies on a
contract-specific basis, meaning there is an opportunity for purchasing one-time coverage for a single project, which is significant
for archaeologists who may only require coverage for specific projects.

“I’m excited that this is a business class that has been
created, and that insurance companies are targeting,” says Alex
Johnson, owner of Customized Insurance Services. “Because of
this the rates will come down, and more carriers will now enter the
market place.” Johnson explains that the insurance business has a
pack mentality. Until one company identifies a target market, they
won’t take the risk. “That’s not the case for archaeology anymore,”
he says. “More insurance means lower prices and better coverage.”
Customized Insurance Services is one of the only insurance brokers on the west coast that specializes in providing professional liability insurance for archaeologists and historians. Com-

Johnson says lawyers have a
shotgun approach to corporate litigation.
They will sue the general contractor, the
subcontractors, and any consultants associated with the project all the way down the
line. That way they can stack the policies
to get bigger judgments. They want to see
which company will settle first. Once the
first card falls, and the court records a legal
precedent in the case, the rest of the deck
is sure to follow.

In order to qualify for professional
liability there are several things that one
needs, including a resume, academic accreditation, work experience, and membership in professional organizations the establish ones credentials. In some cases, credit is given for the
number of years the archaeologist has been in practice.
Typically, there is a four day process for the quote to be
turned around. The underwriter has to do their due diligence.
Unlike general liability, professional liability takes longer to underwrite because they must check your experience and credentials to make sure you have the appropriate experience required
by your professional category. Customized Insurance has online
application forms that include professional liability on its website
at www.customizedins.com. 866-899-4247.

To submit submissions to AXIS PRO’s traditional MPL program:
axisprosubmissions@axiscapital.com (888) 847-5575

THE GAMBLE HOUSE

THE GAMBLE HOUSE
The Gamble House, an outstanding example of
American Arts and Crafts style architecture, was
designed by Charles and Henry Greene for
David and Mary Gamble of the Procter and
Gamble Company. The brother architects designed the house, the fixtures, and the furniture, and along with their craftsman contractors
created a total work of 3-dimensional art. The
House, the most complete and best preserved
example of their work is open to the public for
guided tours.
1-hour, docent-led tours. Thursday through
Sunday noon to 3 p.m. Group tours and special
extended tours: by reservation in advance
Bookstore
Tuesday through Saturday 10:00 a.m. to 5:00
p.m. Sunday 11:30 a.m. to 5:00 p.m.
4 Westmoreland Place, Pasadena, California,
(626) 793-3334, gamblehouse.org
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Are you in need of Professional
Liability Insurance?
CUSTOMIZED
INSURANCE SERVICES, INC. is the
source for all of your insurance
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Please call 866-899-4247
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