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Ampex — the one tape recorder used
by all major recording companies —
now is available to you in light-
weight form. This new machine, the
Ampex 600, far exceeds the fidelity
standards of all other comparable
equipment.
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And, as the perfect companion, Am-
pex introduces its own amplifier-
speaker, the 620. Never before has a
sound system so small given such re-
markably realistic reproduction.
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NO OTHER LIGHTWEIGHT RECORDER

CAN MATCH THIS COMBINATION
OF SPECIFICATIONS AND FEATURES

* Frequency Response 40 to 15,000 cps
=+ 4 db

* Signal-to-noise ratio over 55 db

* Flutter and wow under 0.25%

* Built-in two channel mixer

® Direct reading VU meter

Three separate magnetic heads

The Complete
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JAGUAR

way

see more of Europe
at no extra cost

Haven’t you often envied people
who motored through Europe in
their own cars? You no longer have
to dream about such a vacation.
Now it can be yours. You can have
your OWN car in Europe! Best of
all, if you do it the Jaguar way, you
can do it at no extra cost!

What could be more exciting than
to travel in Europe in a Jaguar, the
finest car of its class in the world?
There is a Jaguar model for your
precise needs. The Mark VII . . .
five to six passenger family sport-
sedan . . . is available with auto-
matic transmission that makes driv-
ing easy as drawing a breath. This
is the most exclusive, luxurious, and
roomy transportation available in
Europe at anywhere near the price.
And it has luggage space made to
order for someone taking a long trip.
The internationally famous XK-140
Sports Series is now available in an
Open Sports model, a hardtop
Sports Coupe and a Sports Con-
vertible.

arrange everything
in the U.S. before your departure

Visit your Jaguar Dealer, select the
model and color you prefer. Your
Jaguar Dealer does the rest. He
makes it possible for you to take
possession of your new Jaguar im-
mediately upon your arrival in Eu-
rope — registered, insured, ready for
you to step on the gas and go where-
ever you want to go.

Jaguar cars are offered on two easy,
money-saving, overseas delivery plans.
A schedule of inclusive prices of
delivery, insurance, and supply of
international driver and car docu-
ments, is available.

The Jaguar Organization can deliver
cars at all main city centers in Great
Britain and in other European coun-
tries. Advice can also be given on
route intineraries and the most con-
venient points for car collection and
shipment home.

THE HOFFMAN MOTOR CAR
COMPANY OF CHICAGO, Inc.
5625 Broadway - LO 1-7216
65 E. South Water - FR 2-6979




CONTRIBUTORS

“Institute of Design: the Rocky
Road from the Bauhaus,” was
compiled by John Chancellor,
once a newspaperman and for
the past five years a reporter
and writer for the National
Broadcasting company.

The author of ““Nonna’s Pet,”
Rocco Fumento, is a native of
Massachusetts who now teaches
English at the University of Illi-
nois. Last year he published a
novel about Italy: “Devil by the
Tail.”

James Darwell (A Robber’s
Complaint: Crime Pays the
Cops”) is the pseudonym of a
free lance writer who knows a
lot of cops and robbers.

James T. Farrell, Studs Terkel,
M. J. Conroy, Helen Rommel,
Don Roth, Charles F. Chaplin,
Nat “King’’ Cole, Robert E. Mer-
riam and Amos Alonzo Stagg
constitute an incongruous but
reasonably  authoritative panel
for a baseball symposium: “The
Old White Sox Were Best.”

COVER

White Sox outfielder Jim Rivera
was photographed surrounding a
chaw of tobacco by Don Bron-
stein. Rivera was then himself
surrounded with bounding balls
by designer Morton Goldsholl.
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Walter Gropius Laszlo Moholy-Nagy
The revolution in art education and design, by John Chancellor
realized in the ID, makes it great.
o e 4ol ike an artist in a garret the In-
The crisis: will ID for.get ik Lstitute of Design has had to spend
and become a vocational school? constant effort on the essentials of sur-

vival and at the same time, incredibly,
has spent even more energy on its cre-
. ative life.

The ID has dodged thru Chicago
for 18 years, from shelter to temporary
shelter, living always in the shadow of
financial terrors and poor enrolments.
Now it is poised to move again, from
the old gray Chicago Historical So-
ciety building at Dearborn and On-
tario streets to a new custom-built
home on the international-style cam-
pus of the Illinois Institute of Tech-
nology.

When the semester ended last

... the rocky road from the month, the TD S el ol e gy
about it: wherever those graduates
go with their diplomas, the world of

B Au H Aus art and design will regard them as
educated by the institute of design.
Their regimen of study has been
unique and thoro, and the faculty that
gave the final exams in June was stud-
ded with respected names.

But in the fall, things will be differ-
ent —exactly how different is the
question that has boiled the friends
and foes of the ID to crisis pitch.

The ID, again like the artist in the
garret, has never been very well un-
derstood — has been perhaps so em-
broiled in its own world of developing
theories that it has failed to make




much effort to be understood.

For example, it is possible to arouse
hostility on the part of intense ID
personnel (they are all intense) by
calling the place an art school. It is
not an art school; it is a school of de-
sign. Before the Bauhaus, there were
no schools of design; and the ID is the
lineal heir of the great German Bau-
haus of ‘the 1920s, the organization
that broke the visual barrier to make
way for the design of all things we
call modern.

These days, it’s called the Institute
of Design of the Illinois Institute of
Technology, but that is its married
name. In its vagabond youth, it was
known as the School of Design, the
New Bauhaus or just the Bauhaus. In
36 years of gypsy life, thru a succes-
sion of harrowing crises, it has made
its influence felt in most schools of
architecture in the world, in many
millions of products, in the advertising
aeries of Madison and Michigan ave-
nues, in print shops and furniture
showrooms, and in all things touched
by mid-twentieth century design.

It has turned out some 1,500 teach-
ers, designers and architects, as well
as a relatively good percentage of
first class artists.

To get the full flavor of the Perils-
of-Pauline history of the ID, one must
reach back to the first toddling days
of the Weimar Republic in Germany.
The war had ruined relics of the ar-
tistic past and produced technologies
for the artistic future, and in 1918
Berlin, Paris and London were filled
with young artists, seeking the new
art forms and a merging of art with
the war-born industrial techniques and
products.

They produced first those tubular
monstrosities  that were the elder
cousins of today’s design. And they
matured quickly. For the Barcelona
exhibition of 1927, Mies van der Rohe
designed, in addition to a beautiful,
startling pavilion, a chair. The same
chair perches gracefully today in the
lobby of his glass houses at 880 Lake
Shore drive: as fluid and functional
a design as it was 28 years ago.

Those were the days of Con-
structivism, the Suprematists, of Piet
Mondrian’s first experiments in black
line and primary-colored rectangles
on white canvas; of the settings de-
signed by Picasso and Leger for the
Diaghilev ballet; the Eisenstein films;
Le Corbusier’s City of Three Million
People; Marcel Duchamp’s staircase;
of Walter Gropius’ Total Theater.

The decade after 1920 was a visual
renaissance: outof it flowered a single,
altho international, community of de-
signers and experimenters.

Thus, in 1919, at Weimar, the Sta-
atliche Bauhaus was organized. The
original program promised “intellect-
ual, manual and technological edu-
cation of creative people for design
work.”  Wassily Kandinsky, Lyonel
Feininger, Paul Klee and Walter
Gropius were on the faculty. They
were joined in 1923 by an intense
young Hungarian named Laszlo
Moholy-Nagy, the man destined to
inherit the Bauhaus and all its future
problems.

MOHOLY BECAME a philosopher and
a great teacher. Gropius has written of
him: “His greatest effort as an artist
was devoted to the conquest of space.
His genius ventured into all realms of
science and ,art to unravel the phe-
nomena of space and light. In paint-
ing, sculpture and architecture, in
theater and industrial design, in
photography and film, in advertising
and typography, he strove incessantly
to interpret space in its relation to
time, that is, motion in space.”

The interpretation of space in its
relation to time admittedly is not a
course of inquiry for the amateur or
the faint of heart. But an appreciation

of the art of the 1920s may throw:
some light of this subject: the painters

of immovable objects had been re-
placed by artists like Duchamp with
his famous Nude Descending the
Stairs. Film, both in the still photo-
graph and motion pictures, was

achieving status as an art form. The

" notable

cubists had broken objects up into
their fundamental shapes. And Moholy
was interested in moving lines, rather
than static forms.

The charting of these frontiers at
the Bauhaus led directly to the clean,
sculptured lines of today’s design,
found in objects as dissimilar as hos-
pitals and the Parker ’51 pen —as a
Saarinen chair and an airplane hangar.

Within a few fast-moving years, the
Bauhaus drew an international audi-
ence. Fourteen Bauhaus Books, which
were to become the books of the bible
of modern design, had been published,
and the Bauhaus itself had moved to
Dessau.

Then came Hitler and the Bauhaus
fell. It fell because the German nation
became an impossible place for Mo-
holy and Gropius and their kind of
theorist.

Moholy and his wife, Sibyl, a wo-
man of exceptional intelligence and
patience, went to Holland, then
England, where he worked at such
varied tasks as window-dressing and
the production of experimental films.
Sibyl was to accompany Moholy to
America and, after his death, write
a perceptive biography: Moholy-Nagy
— Experiment in Totality.

By 1937, most of the old Bauhaus
men were scattered around the world.
Gropius had come to America, where
he was teaching, building houses of
architectural interest and
boosting Moholy.

In June of 1937 a cable arrived at
the Moholy-Nagy home in London:

PLAN DESIGN SCHOOL ON
BAUHAUS LINES TO OPEN IN
FALL. MARSHALL FIELD OF-







The solution of each problem by
each ID student is an

original expression, the purpose of
which is “to develop creative thinking
which may be applied to whatever
problem may arise.”

Sheer inventiveness: paper

sculpture, upper left; hand

sculpture made to please the sense of
touch alone, at left. The distance
between such aesthetic experiment
and the daily world is not great: the
first design for a fluorescent light
guard was paper sculpture;

hand sculpture is the basis for design
of handles of tools.

Interpretation of problem:

virtual volume achieved
photographically, opposite page, by
spinning a bent wire in a beam of
light; seating, left below and
opposite — chairs very like these were
being made at the ID 15 years ago.

Shelter design: open air sleeping
terrace for tuberculosis patients,
opposite page, was done by

students this year, uses prefabricated
elements, in line with ID’s
identification with the machine age.
Immediately below, Konrad
Wachsmant’s preliminary study for a
new structural approach to multi-story
building. The whole structure

repeats one basic

wishbone-shaped unit.




FERS FAMILY MANSION PRAIRIE
AVENUE. STABLES TO BE CON-
VERTED INTO WORKSHOPS.
DOCTOR GROPIUS SUGGESTS
YOU AS DIRECTOR. ARE YOU
INTERESTED?

A field marshal, a prairie, a stable
and Chicago. It sounded too primitive.

A month later, another cable:

MARSHALL FIELD PHILAN-
THROPIST AND BUSINESSMAN.
OTHER SPONSORS AVERY OF
GYPSUM AND MONTGOMERY

~WARD; KOHLER, WISCONSIN;

PAEPCKE, CONTAINER CORPO-
RATION. THEIR BACKING AS-
SURED. CAN YOU COME TO CHI-
CAGO FOR NEGOTIATIONS?

Moholy came.

In July of 1937, from a suite in the
Knickerbocker hotel, he wrote Sibyl:
“ . . it all looks familiar, but when
you investigate, it is a different cul-
ture. It is no culture yet, just a mil-
lion beginnings.”

THE GINGERBREAD Marshall Field man-
sion on Prairie avenue was, indeed,
big enough for a school. Armed with
promises of funds, a small enrol-
ment, an unsteady faculty, Moholy
threw a few parties for the people
who were expected to give money,
and the new Bauhaus was in business.

Ina stirring speech on opening day,
Mobholy said, “We don’t want to add
to the art-proletariat that already ex-
ists. We don’t teach what is ‘pure art’
but we train what you might call the
‘art engineer.” If our students be-
come artists — this is their own job.
We know that after they have learned
to understand space, to see color,
they’ll be better artists no matter how
far removed they think they are from
the practical life.

“But to you, the industrialists,” he
said, “we offer our services for re-
search. We shall work on your prob-

lems. In our own workshops we shall
provide research possibilities for syn-
thetic fibers, fashions, dyeing, printing
on textiles, wallpaper design, mural
painting, the use of varnishes, lacquers,
sprays and color combination in dec-
orating; we shall explore for you typo-
graphy, layout, commercial and por-
trait photography, microphotography,
motion pictures in color and black and
white, commercial art in posters and
packages. We shall design stage dis-
play, window and shop display, ex-
position architecture and all other
architectural structures from a pre-
fabricated bungalow to a factory; and
we shall work with stone, glass, metal,
wood, clay and all plastics in the
product design and sculpture fields.”

This has been regarded by the ID
as something of a Sermon on the
Mount. It summed up Moholy’s vast,
personal curriculum.

But the New Bauhaus in Chicago
failed after one term. The troubles
were traced to a small enrolment (a
chronic ID ailment), faculty strife (a
condition so prevalent at the ID that
it became the normal state of affairs)
and a lack of financial enthusiasm on

the part of the sponsors (the third
constant in ID problems).

Chapter one in the Bauhaus saga
had ended in Germany and chapter
two in Chicago, where the rest would
unfold. Moholy had, when the school
closed, an apartment at 1210 Astor,
a mortgage on the Field house in
lieu of back pay, a growing rep-
utation and an unmatched power of
persuasion. One day soon after, in the
Astor street apartment, he persuaded
seven colleagues to teach for nothing.
Then he went out and searched the
Near North Side for a place to put
the New Bauhaus, once removed. He
found his location in a big loft at
247 east Ontario.

Under the shakiest circumstances
imaginable, in January of 1939, the
newly-named School of Design went
into business at the Ontario street
address, right under the rehearsal hall
of the Chez Paree, which was around
the corner.

“It was a really fantastic place,” re-
calls a former student. “Nobody on the
faculty ever knew when he was go-
ing to get paid, and there weren’t
many students. Things would get
terribly gloomy and everyone would
know there wasn’t any money in the
bank, and then Moholy would go out
and persuade someone to buy one of
his paintings. He would come back
with a thousand dollars and it would
be fine for a while. Then it would all
happen all over again.”

Academically, the School of Design
was a carefully calculated free-for-all.
There were no grades or tests. Moholy
once wrote, “Let the students investi-
gate each visual problem as it pre-
sents itself — display, for instance, and
the effect of light and color on trans-
parent materials, of positive-negative
relationships in film and photogram.
From these experiments, done with
their own hands, they will come to




conclusions about the general validity
of our approach, its formative power.
Within a fixed curriculum, the result
to which the student has to come is
already determined. It’s like cutting
a wedge from a melon. It will always
fit exactly in the same old place.”

The foundation course taught now
at the ID for the first year and a half
stands as a good example of the em-
phasis placed on individual develop-
ment. The ID freshman has classes in
visual fundamentals (drawing, color,
painting, mechanical drawing and art
history), basic workshop (the cre-
ative use of wood and metal), photo-
graphy, sculpture, mathematics, phys-
ics, English and economics.

Within this framework exist some
teaching methods peculiar to the ID —
hand sculpture, for instance. A hand
sculpture is a small object made to
be pleasing to the sense of touch
alone, as to a blind man. Most hand
sculptures turn out to be visually
pleasing as well. There are also tactile
charts, made of different textures and
designed to be felt rather than seen.

Later, the student specializes in
product design, photography, visual
design or shelter design.

The students were individualistic,
even for students, in those first tem-
pestuous days under the Chez Paree
dance floor. But they were bound to-
gether by devotion to Moholy and
the school, and they developed form-
idable intensity in their lives and work.

The catalog of the School of De-
sign (as it was then known) was a
masterpiece. It listed course after
course that simply didn’t exist save
in the hopeful mind of Moholy, who
was at that time spending 20 hours a
day raising funds and teaching. In
1945 an angry group of older students
held a protest meeting about the
over-enthusiastic ~ catalog. Moholy
strode into the room—a stocky, resolute
man with a shock of gray hair, rimless
glasses and a monstrously infectious
smile —and in moments talked the
group into a visionary acceptance of
the catalog’s promises.

The regular courses have been sup-
plemented by special lectures: Fer-
nand Leger came and talked in
French; Man Ray, the photographer
and no friend of Moholy’s, was cajoled
off a train for a lecture; Richard Neu-

tra, the architect, has spoken; so have
Charles Eames; sculptor Alexander
Archipenko;  Gropius; Buckminster
Fuller, the revolutionary architect;
James Johnson Sweeney on literature;
S. I. Hayakawa on semantics.

There were no grades or tests in
those days, but the school did hold a
mid-term exhibit at which the faculty
publicly judged the work of the stu-
dent body. There were few last names
or titles used, and a spirit of coop-
erative experimentation ran thru the
school.

Things were going well at the
School of Design, even if some of the
space was used to store caviar from
the Chez Paree, and even if some of
the teachers went without pay for
embarrassingly long periods.

In 1944, chapter three began:
Walter Paepcke of the Container
Corporation, a man who had been
among the original and long-gone
sponsors of the school in America, per-
suaded Moholy to turn the financial
burdens over to a board and confine
himself to teaching. The name of the
school was changed to the Institute of
Design.

Moholy always seemed to have bad
luck with beards and administrators.
The first request of the new board was
for more students: less than 100 were
enrolled in 1944. The board com-
plained to Moholy that none of the
famous names of the original Bauhaus
was teaching in Chicago. Not long
after that, the board suggested he
close the school.

Moholy wouldn’t. But in one year,
thanks to an influx of veterans, the
day enrolment jumped from 92 to
366, and $40,000 in tuition went into
the bank account.

The money and the students gave
the ID a sense of security, which
lasted until the loft building was sold.

This time Mobholy found his location
in the wedge-shaped building bounded
by State, Oak and Rush streets. But
it proved to be a hectic and unhappy
place and after a year the lease was
canceled. Chapter five opened in the
big gray building on Ontario and
Dearborn which, with its capacious
halls and rooms, has been a good
home for the ID.

On November 24, 1946, Laszlo
Moholy-Nagy died, the victim of

leukemia and a lifetime of overwork.

While Moholy lived, the school had
been his personal domain and responsi-
bility. Now it shifted to other hands.
Serge Chermayeff, an architect who
had been teaching at Brooklyn college,
and a man with an explosive and elo-
quent temper, came to direct the
school.

It was at this point that the school,
in an effort to settle the financial
security question once and for all,
merged with the Illinois Institute of
Technology, becoming a degree-grant-
ing department in the engineering
division. Chermayeff left soon after
for Harvard.

CROMBIE TAYLOR, who became acting
director, said, “We were afraid of
the student depression that would
come when the government stopped
paying for veterans, and altho we
had a $100,000 bank account, we
wanted the chance to be part of a
larger organization.

“But there were two things wrong
with the move: one, the entrance
requirements of IIT included more
math than our students need, and
more stringent qualifications gener-
ally. Two, the Institute of Design
was losing its identity as a separate
school, and became just another de-
partment of IIT.” Grades and tests
were brought in, and thus was the
free-form curriculum of Moholy al-
tered.

The IIT created a screening com-
mittee of ID professors, to consider
candidates for ID directorship. In
three years, 25 candidates were inter-
viewed. It was a difficult post to fill.
Moholy had left a job with impossibly
high standards, and no one man could
replace him.

Crombie Taylor suggested to IIT
that a dean be appointed over IIT’s
architecture and urban planning de-
partments and the Institute of Design.
But Taylor wanted a shift in the
balance: he wanted three schools, di-
vided into architecture, product de-
sign and visual communication.

The IIT retained the old balance,
and commissioned van der Rohe to
draw plans for a single building hous-
ing all three departments. The struc-
ture, on the site of the old Mecca
building, is under construction and




scheduled for occupancy this fall.

Several men had been proposed
for the directorship but, for one rea-
son or another, none was acceptable
to both ID and IIT. Finally IIT, in-
sisting that a budget must be drawn,
announced an appointment.

The man is Jay Doblin, 35, a de-
signer who has worked for Raymond
Loewy for eleven years. Doblin, a
graduate of Pratt Institute, for three
years headed that school’s evening
classes in industrial design. It is in-
teresting to note that Sibyl Moholy-
Nagy now teaches art history in the
Pratt day school, but Doblin says he
has not talked to her about the ID.

Doblin has made two visits to Chi-
cago to meet the ID faculty and on
both occasions was met by a group
with high, arched brows. The faculty
at the ID do not care for Doblin, and
they have said so. And he has no love
for them.

In April, the faculty unanimously
signed an open letter to President J.
T. Rettaliata of IIT. The letter re-
stated “certain fundamental tenets of
our approach to the education of the
designer, which we feel have been
brought into serious jeopardy . . .

“The designer must be more than
a stylist or decorator who caters to
fashionable or opportunistic needs.
The designer must be an ethically re-
sponsible professional with a developed
creative ability based on the most
penetrating -scientific and artistic in-
sights of our time. A true, growing
and expanding economy demands a
growing and expanding culture. . . .
The present tendency is to consume
the ‘yield’ of the past few decades.
A school that does not fertilize the
ground for future growth is not only
failing to contribute to the develop-
ment of its culture, but is actual]y a
parasite on that culture.”

The statement concluded, “. . . this
appointment represents a fundamental
departure from our educational pur-
pose.” It asked that Doblin’s appoint-
ment be reconsidered.

One faculty member has elabor-
ated: “He certainly is not the ideal
man for the school. It is a complex
and special organization, and he rep-
resents a limited sort of design, altho
he’s done some excellent practical
work. The Institute has been an ex-

perimental school where students are
not prepared for technical occupations
or immediate jobs, and Mr. Doblin
can’t maintain that level. We must
have leadership based on continuing
ideas, creative ideas; we don’t want
an administrator.”

Dean Ralph G. Owens of the engi-
neering division of IIT, a man who
clearly has inherited a hot potato,
however well designed, says, “Doblin
was appointed only after the per-
manent members of the faculty had
met him and had been consulted in-
dividually, and it was ascertained that
there were no objections to his ap-
pointment.” Doblin was appointed
with tenure.

The ID version is that the appoint-
ment was simply sprung on them,
without definitive consultation be-
tween IIT and the ID faculty.

It has been reported that several
faculty members at the ID have been
fired, within the context of the Doblin
issue. IIT says this isn’t so. Some con-
tracts weren’t renewed, they say, be-
cause enrolment is down: in 1950
the ID had 328 full-time students, and
at the start of the last spring term,
only 95 were registered.

DOBLIN, STILL AT WORK in the Loewy
office in New York, says he is coming
here in September. He adds, “I'm
amazed at this whole thing. I want
these men to teach what they want to
teach, in their own way. If we have
any teaching disagreements, there
won’t be any resignations, because I'll
miake adjustments in the balance thru
my own additional appointments to
the faculty. I've had petitions from
the students, and a couple of rough
interviews with the faculty, but I'm
coming out anyway.

“We need more students and a real-
istic approach to the teaching of de-
signers. When we turn out a graduate,
I want him to be a skilled designer,
with a good cultural background and
a clear view of the realities outside
the classroom. There are a lot of de-
sign jobs in Chicago: the town can
absorb 25 new designers a year. This
vear, I think, the ID is graduatmg
four, and two of them aren’t going
into practical design work. I want to
fix that, and I want to do some mis-
sionary work with industry.”

Doblin’s two missionary visits with
the faculty have failed. Out of 14
teachers, six have gone already, and
the rest are restless and troubled.

Konrad Wachsmann, a colorful and
often successful experimenter, and
head of the advanced building re-
search and shelter design department,
has quit. IIT says his special research
project contract wasn’t renewed.

Hugo Weber, who headed the im-
portant foundation course, will resign
at the end of a leave of absence.

Harold Cohen, a student from the
days of Moholy, and head of the pro-
duct design department, has resigned.

Charles Forberg, assistant professor
in architecture and Gropius™ son-in-
law, has left.

Peter Selz, assistant professor in
art history, has taken another job.

And Crombie Taylor, an old deputy
of Moholy’s and acting director for
the past four years, has resigned to
go into private architecture.

THE FEELING NOW, on the part of
both the remaining faculty and the
large fringe group of people inter-
ested in the ID, is that the basic
trouble is that IIT, as governor of
ID’s fate, has never really understod
what the ID is: its heritage, signifi-
cance, methods and objectives. There
is also a feeling that the gap can be
breached. An IIT-ID liaison group is
now forming around a nucleus of
30 ID alumni and other interested
people, to be called “Friends of the
Institute of Design.”

Another interested group, the power-
ful Society of Industrial Designers, is
pulling in Doblin’s direction: it wants
to see an increase in designers with
specific vocational training.

It is noteworthy that at IIT the
position of dean at the helm of the
architecture and urban planning di-
visions and the Institute of Design
remains unfilled. If a man of the
Bauhaus metier gets the dean’s job,
the ID could come thru the pres-
ent crisis, one of the worst it has
faced, with its important future in
understanding hands.

design by Elsa Kula
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