| 12 ’ Only Girl Architect Lonely

Susan F. King

Only girl architect lonely. Wanted—to meet all the women architects in Chicago to form a club,

So read Elisabeth Martini's 1921 advertisement in a local newspaper. At that time, she
was the only woman architect licensed in private practice in Illinois.! Martini was not
the first woman to practice architecture in the area, and her want ad underscores an
overlooked chapter of Chicago architectural history: women architects practicing and
organizing there. Indeed, Martini’s want ad led to the organization of the Chicago
Womer's Drafting Club, which later became the Women's Architectural Club of Chicago
(WACC) and then in turn formed the antecedent of Chicago Women in Architecture
(CWA), founded in the 1970s and one of the longest-lasting associations of practicing
women architects in the nation today.

S

It is possible to piece together Martin{'s life and work as an architect (figs. 12.1, 12.2)2
primarily through the organization she formed. What we know of her now has survived
mainly in the form of written correspondence with the network of friends that she met
through her club and its’ “occasional” publication, the Architrave (fig. 12.3). Martini re-
ceived her architectural training at the Pratt Institute of Design in New York in 19083
and arrived in Chicago in 1909 to seek a position in an architect’s office. Rejected by
ninety firms because of her gender,* she turned to business school and quickly landed
a secretarial job in an architect’s office. From this position she worked her way into the
drafting room. When Martini sat for her three-day licensing exam in 1913 she was the
only woman of the eighty-six applicants, and she became one of the twenty-eight suc-
cessful candidates.® In May 1914 with license in hand, she opened her own office at 64
West Randolph Street in Chicago,® the first woman to become a sole proprietor of an
architectural firm in the city. Much of her work consisted of residential projects. The pro-
fessional path she created for herself allowed her to be independent of employment by
men, a path that would be followed by many other women architects.

Martini’s ability to sustain a productive architectural practice despite her avowed lone-
liness is emblematic of the cyclical pattern undergone by women in America of alter-
nating progress and backlash.” The history of Chicago women architects and their ef-
forts to organize is important for the history of American women architects because it
acts as an example of both the opportunities and limitations available to professional
women during different historical periods. The transformation of Chicago women ar-
chitects from isolated individuals to organized groups, presently with a powerful pro-
fessional and political presence in the city of Chicago,® shows that considerable ground
can be covered in four generations. Yet the broader historical picture also reminds us
how easily that ground can be lost when economic and social conditions reinforce the
unequal economic and political power of women within and beyond the architectural
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profession. The history of the ebb and flow
of the fortunes of women architects as a
publicly active and visible force in Chicago
architecture is revealed here through two
parallel processes: first by their presence
in public exhibitions, and second by the
formation of womer's architectural organ-
izations.

The 1893 Columbian Exposition

Changes in the education of architects
during the latter part of the nineteenth
century spurred women's entry into the
architectural profession. Thirty years prior
to Martini’s admission to the Pratt Insti-
tute, formal training became an added re-
quirement to the traditional apprentice-
ship system for architects. As a result,
women architects began to appear more
frequently in the profession. One example
is Sophia Hayden, the architect for the
Women's Building at the Columbian Ex-
position of 1893 in Chicago.? In 1886, she
was the first woman to be admitted to the
architecture program at MIT (fig. 12.4),
and in 1890 she was the first woman to re-
ceive its bachelor of architecture, with
honors. In 18971, at the urging of some of
her friends in Chicago,’® Hayden entered
the competition to design the Women's
Building for the upcoming Columbian Ex-
position, a celebration of the four hun-
dredth anniversary of the discovery of
America by Columbus to be held in
Chicago in 1893. According to Jeanne
Madeline Weimann, author of The Fair
Women, “On March 25,1891, Sophia Hay-
den received a telegram from Daniel
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12,1 Exterior view of Saint
Luke’s Lutheran Church,
Park Ridge, Elisabeth

A. Martini, architect of
record. This was her
largest commission. It
included both the Church
and a three-story educa-
tional building. Courtesy
of Anthony May Photo-

graphy.

12.2 Interior view of Saint
Luke’s Lutheran Church,
Park Ridge, Elisabeth

A. Martini, architect of
record. Courtesy of
Anthony May Photogra-

phy.

12.3 Cover, Architrave
(1938), the “occasional’
publication of the
Women's Architectural
Club of Chicago. Courtesy
of the Art Institute of'
Chicago, 720-5 W8y2a,
vol. 2-3, 1938—42.

12.4 Sophia Hayden,
from class photograph at
Massachusetts Institute
of Technology. Courtesy
of the MIT Museum.
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Burnham telling her that she had won first place in the competition and that she should
come to Chicago for a consultation at the expense of the Fair authorities.”"

Everything about women's involvement in the Columbian Exposition was controversial,
including the creation of the Board of Lady Managers and their ensuing decision to hold
a competition to select a woman architect to design the Womer's Building. The Board
of Lady Managers was a women's organization, but not in the sense of Martin’s later
club. To start with, the members were appointed by men. The idea for the Board of Lady
Managers was the result of both the womer'’s club movement that had swept the coun-
try during the nineteenth century and the political effects during this period of the
heightened activity of the suffragists. Susan B. Anthony, a suffragist leader, had lobbied
in Congress for women's representation at the Columbian Exposition and the creation
of a Board of Lady Managers, and ultimately the Women’s Building was the result of her
struggle. However, the Womer's Building and the Board of Lady Managers were not what
she intended. Anthony had not called for the segregation of women from men in a sep-
arate building of their own but for women to serve on the fair’s board along with men.'

Even if Anthony had wanted to serve on the Board of Lady Managers she would not have
been selected; her opinions were too controversial.'* The board was charged with respon-
sibility for the Women's Building, and the women appointed to the board were wealthy
and socially prominent. While they were not considered divisive the way Anthony was,
they were powerful enough to reject the male architect previously appointed by Daniel
Burnham to design the Women's Building, and to instead conduct a national competi-
tion to find a woman architect to do the job. Originally Burnham had chosen Richard
Morris Hunt of New York to design the Women's Building. Bertha Palmer, wife of the
affluent Potter Palmer, was the elected president of the Board of Lady Managers; con-
sidered the queen of Chicago's high society, it was she who objected to Hunt's appoint-
ment and requested the competition. Palmer felt that a competent, reputable, qualified
woman architect existed and would be discovered through the competition.™

Louise Bethune, the first female member of the American Institute of Architects (AIA)
and considered America’s first professional woman architect, was outraged at the very
idea of the competition.!* She had entered the field through the apprenticeship route.
It had been her intent to study at Cornell, but just prior to her application in 1876, she
was offered a draftsman position with the Buffalo firm of Richard A. Waite.'¢ Bethune
took the position with Waite in lieu of the academic path typically followed by women
wishing to enter the profession of architecture. As a partner in her own firm, also in Buf-
falo, since 1881, she could have been awarded the contract for the Womer's Building
based upon her already established reputation. This would have been consistent with the
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way in which the other building contracts at the Columbian Exposition were awarded
to male architects.'” Bethune did not compete because she felt it was unethical. She is
quoted in the Inland Architect and News Record in March 1891 as saying that

... The board desires a woman architect, and the chief of construction has issued a circular invit-
ing competition, notwithstanding the fact that competition is an evil against which the entire pro-
fession has striven for years and has now nearly vanquished; it is unfortunate that it should be
revived in its most objectionable form on this occasion, by women and for women. 8

Thirteen women entered the competition and received significant press attention, thus
achieving the aim set by the Board of Lady Managers to highlight the existence of
women architects. First place went to Sophia Hayden. That a formally educated archi-
tect won the competition represents a key shift in the architectural professional gener-
ally and for women in particular:

The Exposition found the country Romantic, and left it Classic, and with that change in architec-
tural ideals, schools of architecture automatically assumed a new importance and usefulness, No
longer could an architect learn his profession in the drafting room alone. Like Sophia Hayden he
must be academically trained; and with Sophia Hayden, he must learn to master the highly tech-
nical demands of classic design.'

The design of monumental buildings referencing historical forms was at the forefront
of an architectural education at MIT. With this training came the watercolor-rendering
technique used to capture the imagery of buildings that comprised the Columbian Ex-
position and would later contribute to its nickname, “the White City” (fig. 12.5). Hay-
den's thesis design had been a Renaissance museum of fine arts, and with only six
weeks in which to prepare her competition sketches, her Womer's Building was based
on her thesis (fig. 12.6).%

Hayden arrived in Chicago in March 1891 with no practical experience in architecture,
After graduation, instead of an apprenticeship position with an architectural practice,
Hayden had accepted a job teaching mechanical drawing. This fact has been used to
prove her level of inexperience concerning the actual construction of buildings. She is
slightingly compared with her friend Lois Howe, who had immediately begun practic-
ing architecture upon graduation and had taken second place in the competition.?! How-
ever, Howe, Hayden, and others of this first generation were pioneers, and each had to
carve out her own path. It seems harsh to criticize Hayden as inexperienced since in the
professional climate of the day it remained difficult for women to obtain work as archi-
tects. As Bethune stated at the time, women “meet no serious opposition from the pro-

12,5 Exterior view of the
Women's Building,
Columbijan Exposition,
1893, Sophia Hayden,
architect, Courtesy of the
Chicago Historical Soci-
ety, ICHi-13864.

12.6 Interjor view of the
‘Womer's Building,
Columbian Expoesition,
1893, Sophia Hayden,
architect. Courtesy of the
Chicago Historical Soci-
ety, ICH]-17136.
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fession nor the public, [but] neither are
they warmly welcomed.”? Sixteen years
later, when Martini arrived in Chicago, she
too spent months looking for a position in
an architectural office and had to take a job
teaching mathematics to survive,”

The Women's Building was the first build-
ing at the exposition to begin construction
and the first to be completed.?* The pres-
sure on Hayden must have been tremen-
dous. Her inexperience makes it probable
that she did not realize the difficulty of
the task she had undertaken, and she
could not have anticipated the personality
conflict that appears to have developed be-
tween herself and Bertha Palmer. Hayden
also indicates in her report to the board
that while she knew that she would be re-
quired to produce completed construction
drawings when she arrived in Chicago,
she had not anticipated making major de-
sign modifications first and the subse-
quent negotiations for payment for this
additional work. These changes included
the addition of a third floor to house a li-
brary, an assembly hall, and a rooftop gar-
den. Hayden may not have known that
she was paid only one-tenth of the amount
the male architects were paid for the de-
sign of the other buildings.” She received
an honorarium of $1,000 plus expenses
for her troubles, while it has been esti-
mated that the fee for her completed one-
eighth-inch scale working drawings would
have been $10,000 (equivalent today to
about three hundred thousand dollars)*
had she been male.?’
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As the construction of the building progressed, much confusion centered on how best
to incorporate the numerous international donations by women that were received. Hay-
den unsuccessfully attempted to contact Palmer regarding this matter, and unfortu-
nately the whole situation took its toll on her. Contemporary sources say that Hayden
had a “breakdown” of some sort in Daniel Burnham's office.?® By this time, Hayden con-
sidered the terms under which she had undertaken the work on the Women's Building
to be “rather vague,”® and in 1894 she wrote that she felt she had been “unduly hur-
ried in the preparation of the drawings.”*® From Enid Yandell, the young artist who
sculpted the building’s caryatids, and Laura Hayes, Palmer’s secretary, we have this de-
scription of Hayden:

It was generally known around the construction department that no one could change by any
amount of persuasion, one of her [Sophia’s] plans when she was convinced of its beauty or orig-
inality. She was always quiet but generally carried her point.>!

It is possible that Hayden's supposed breakdown was a severe case of her “carrying a
point”—at the time, being a forceful young woman was neither common nor respected.
Whatever the truth of the matter, and in spite of the success of the Womer's Building,
Hayden never built again, although she lived until 1953.%2

The Columbian Exposition had provided international visibility for women architects
and empowered women to act as significant architectural patrons. However, the harsh
political realities of the building's execution prevented Hayden from becoming a role
model for future women architects, and the seemingly idealistic competitive process in
fact discouraged Chicago women architects from organizing as a group. As Louise
Bethune stated regarding the unequal terms of compensation, “It is an unfortunate

precedent to establish just now and it may take years to live down its effects.”*

The 1933 Century of Progress World's Fair

Forty years after the Columbian Exposition, twelve years after Martini's want ad, six years
after the formation of the Women's Architectural Club of Chicago (WACC), and four
years after the last of the women's world fairs,3* the Century of Progress World’s Fair
took place in 1933. In contrast to the Columbian Exposition, the role of women at this
second world’s fair is more difficult to evaluate, Ironically, this is in part because
women were not segregated within their own building. This is not to say that women
did not participate in the Century of Progress World's Fair; however, their presence was
“minimal.”*® There was a proposal for a Temple of Womanhood, and there are extant
drawings prepared by Burnham Brothers® of this building among the Century of

1
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Progress papers in the Special Collections Department of the University of Illinois at
Chicago Library. A press release on May 8, 1932, announced that “Women's position in
the economic and social world has become too important to be isolated in a Woman's
Building, All proposals to erect such a structure have been rejected.”” Susan B. Anthony
finally got her wish.

The presence of women at this fair did not cause the stir it did in 1893 for four main rea-
sons. First, the Depression had intensified competition for jobs and significantly re-
duced interest in supporting the cause of women. The fair itself had to be self-support-
ing and had no government funding; in fact, only exhibits that were revenue-generating
were included.’® Second, the theme of the fair, “Science and Industry,” was unfortu-
nately not an area of strength for women at this time. Third, lack of strong local leader-
ship led to exclusionary tactics. The National Council of Women (NCW), operating from
New York City, manipulated the participation of all womer’s organizations at the fair to
their own organization’s benefit and to the detriment of women in general. Finally, al-
though Helen Bennett, a reporter for the Chicago Record-Herald, built on her experience
as the organizer of the four women’s world fairs held in the late 1920s to become a key
exhibit organizer for the entire exposition, her involvement with the women's exhibits
was minimal.

The NCW exhibit, “One Hundred Years of the Progress of Women, 1833-1933,” was dis-
played in the Hall of Social Sciences. Anthony, who had died in 1906, and Palmer, who
had died in 1918, were both honored at the NCW’s exhibit, the primary focus of which
was a sixty-foot mural created by the artist Hildreth Meiere.* In addition to the mural,
the exhibit included significant artifacts and memorabilia associated with women's
history. Anthony’s red shawl was included, and Palmer was represented in the form of
a wax mannequin in a collection of historically important women.*® Originally, the
wormen's exhibit was to be a collaborative effort of women's organizations everywhere,
Each participating organization was to be given space to display their history and
progress. After a year of planning in this direction, the NCW abruptly and unilaterally
decided on the unified mural concept. This action led to further infighting among the
groups, and some key organizations withdrew.*!

Martini’s reformed club, the WACGC, was five years old by then and had gained exhibition
experience by participating in previous women's world fairs and by mounting annual ex-
hibits of their own members’ works, participated in the Century of Progress World’s Fair
by sponsoring an international exhibition on the work of women in architecture and the
allied arts.”> WACC was able to work in isolation from the exhibit of the NCW because
its exhibit was “technical” in nature, and the NCW’s control extended only over those
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womer's organizations that wanted to exhibit their own histories. The WACC exhibit,
displayed in the General Exhibits Building, included one hundred entries from women
architects all over the world. WACC actually expanded the size of its exhibit and also fur-
nished a women's lounge at the request of the Century of Progress Administration.

The Scheid Residence, designed by WACC member Bertha Yerex Whitman, had won
a contest sponsored by Betier Homes magazine in 1931, and it was probably displayed
as part of the WACC exhibit.** The written descriptions found in the Architrave and in
the correspondence between the fair administration and the WACC organization pro-
vide the only documentation of the WACC exhibition; no visual record survives, While
brochures often accompanied the exhibits, it appears that one was not prepared for the
WACC exhibit, most likely due to lack of funding. As mentioned earlier, all exhibits had
to be financially self-supporting and, ideally, profit-generating. Economic disempower-
ment and political dissention therefore combined to weaken women architects’ pres-
ence at the fair, even as women architects in Chicago were already organized into a co-
herent and forward-looking organization.

Women's Architectural Club of Chicago

The Chicago Women's Drafting Club of 1921 is recognized today by active women's ar-
chitectural organizations and historians as the earliest organization of practicing
women architects in the United States. By the time she wrote her want ad in 1921, Mar-
tini had truly been an “Only Girl Architect” for almost a decade. While the Womer's
Drafting Club, the direct consequence of her ad, only lasted two years, in 1927 local
women architects reorganized as the Womerfs Architectural Club of Chicago (WACC).
This second attempt was a result of interest spurred by the series of women's world fairs
held in Chicago annually from 1925 to 1928, organized by the previously mentioned
Helen Bennett. WACC would sustain itself until the early 1940s.* Martini remained
a member even after she relocated to Bangor, Michigan, in the early 1930s.

It is worth noting the formation of a student group during this period called Alpha
Alpha Gamma (Auksases architektonis meta gunaikum, Greek for the advancement of
architecture among women). This organization of women architectural students from
Washington University in St. Louis and the University of Minnesota in Minneapolis was
formed in 1917.* This organization of women students, active in architecture, unfor-
tunately operated in relative isolation from the professional organization of WACC.
Ruth Perkins, another practicing architect who had responded to Martini’s 1921 ad* and
later authored the 1938 Historic Overview portion of the Architrave, stated, “This Club
[WACC] was then [at its formalization in 19277] and is now so far as it is possible to as-
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12.7 The offices for Lind-
berg Engineering at 2450
Hubbard Street, Chicago.
The most significant work
of WACC’s last president,
Mary Ann Crawford,
Courtesy of the Chicago
Historical Society, ICHi-
13864,

12,8 Detail of entry to the
Lindberg Engineering Of.
fices, Mary Ann Crawford
in the foreground. Cour-
tesy of the Chicago Histor-
ical Society, ICHi-35828.

12.9 Interior view of the
drafting room at the Lind-
berg Engineering Offices.
While the exterior of the
building gives a residen-
tial impression, the two-
story volume of the draft-
ing room projects a
modern attitude through
the incorporation of what
were considered state-of-
the-art lighting and me-
chanical systems. Cour-
tesy of the Chicago
Historical Society, ICHi-

35829.
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certain, the only organization of women
architects in the United States, except for

a college sorority or two.”*

Sometime during the 19408 WACC itself
lost steam. Architect and engineer Mary
Ann Crawford was the last known presi-
dent of the organization, and the last Ar-
chitrave on record is from 1942, the same
year she served as president. Crawford was
another MIT graduate and received her
architecture degree in 1930. It took Craw-
ford eleven years to acquire enough work
experience to sit for her licensing exam,
which she passed in 1941. In 1943, she
also became registered as an engineer.*®
By combining these two professions,
Crawford was uniquely poised for the
technological revolution that swept the
profession in the 1950s and ‘6os. Craw-
ford’'s most significant work is the offices
for Lindberg Engineering at 2450 Hub-
bard Street (figs. 12.7, 12.8, and 12.9).

Lack of interest in this type of organization
for women was consistent with the
post-World War II trend of women leav-
ing the workforce as men returned from
war. According to Perkins, who practiced
as an architect with Bertram Weber for
twenty-five years,*® even by the time of the
1933 World’s Fair most of the women ar-
chitects in the group had lost their jobs
and were no longer practicing architec-
ture, If it was difficult for women to find
work under normal economic conditions,
the Great Depression compounded the sit-
uation, and yet this was the period in
which the Womer(s Architectural Club of
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Chicago appears to have been most solid and active. Organizations such as the Society
of Women Engineers, which Crawford chaired in the 1950s, remained active after
World War II. Possibly through Crawford's efforts, WACC was “persuaded to join with
some women engineers and merge into a Women's Division of The Western Society of
Engineers.” Perkins felt that this was “a disaster as far as our identities as women and
as architects were concerned—and soon most of the architects withdrew.”® The days
of WACC were numbered.

Chicago Women in Architecture

Just as Martini represents the second generation, architect Gertrude Lempp Kerbis’s ca-
reer is emblematic of the fourth generation of women architects in Chicago. During the
late 19505 and early 1960s, theoretical modernist quests were underway in the large
Chicago firms. Project designers such as Kerbis, working in modernist firms like Skid-
more, Owings & Merrill (SOM) and Murphy Naess, were searching for the perfectly
square steel-framed building and the longest spans. According to local architect Jack
Hartray, these quests went beyond firm loyalty, and the designers would meet in the
evenings to share their progress. In the end, “Gertrude Kerbis proved to be the most
macho of them all, not once, but twice.”>! Hartray was referring to the long span at the
Dining Hall for the Air Force Academy in Colorado she designed for SOM in 1958, and
to the perfect circular plan at O’Hare’s Seven Continents Restaurant which she de-
signed for Murphy Naess in 1963. Yet in 196y, after more then a decade of producing
award-winning projects, Kerbis felt she was passed over for the position of designer for
the McCormick Place project. At this point, she abandoned the politics and corporate
culture of large architectural firms and opened her own practice, Lempp Kerbis Archi-
tects, While this action cleared away one set of gender-related issues, another set soon
took its place. In a world that was barely ready to employ and promote women as archi-
tects, the struggle to obtain the type of client and project she desired as a business owner
intensified.>

An echo of Martinf's call was heard in Chicago when in the winter months of 197374
Kerbis “sent out a little note” to all of the women architects that she knew and their
friends.> Kerbis had no knowledge of the ad that Martini ran in 1921 or of the clubs that
had previously existed.>* The note she sent was an invitation for all of these women to
come to her small office on Michigan Avenue. The result was a gathering of more than
twenty women, and the first meeting of Chicago Women in Architecture (CWA). While
the WACC of the 19205 and ‘30s had officers like a typical men’s club, Kerbis describes
the initial CWA group as more a “forum” than an organization.’s CWA existed without
a formal “leader” or president for almost five years. If Martini's club represents the first
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phase of women'’s architectural organizations, then Kerbis's represents the second
phase. When Kerbis speaks of CWA in her oral history, she discusses the fifth genera-
tion of women architects in Chicago as “[t]he next generation, the women who were ten,
fifteen, or twenty years younger than me, . . . they became much more effective. But we
had to go through this informal process before we got to the formal thing.”>¢ In 1978,
when CWA elected to celebrate its fifth anniversary, the group decided to apply for a
grant to assist with funding an exhibition. It was this process that forced CWA to con-
form to a more traditional format for organizations: in order to apply for the grant, the
group was required to have officers. Architect Carol Ross Barney, a representative of this
fifth generation and currently a principal of the Chicago firm Ross Barney + Jankowski,
was a project designer at the offices of Holabird & Root at the time and was heavily in-
volved with organizing the exhibit. She then became the first president of the group.”’
The grant was accepted, and CWA presented its first exhibit of members’ work, Chicago
Women in Architecture: Contemporary Directions. It coincided with a national touring
exhibit, Women in American Architecture, curated by architect Susana Torre.>®

CWA differs from WACC in ways that show that progress for women, however slow,
has occurred. CWA’s membership has always spanned the professional generations, si-
multaneously focusing energy on female students from the three major universities in
the Chicago area while holding onto the founders as honorary members. The end re-
sult has been an organization that as it enters its thirtieth year has a diverse member-
ship in terms of experience and staying power. As CWA has grown over the years it has
become a mainstay of the Chicago architectural scene. Yet not unlike the WACC of the
1920s and '30s, CWA has had its own ebbs and flows. Its activities increased when op-
portunities arose, such as local AIA conventions or moments the organization created
for itself, beginning with the fifth anniversary and continuing with major events and
exhibits at each five-year milestone (1978, 1983, 1988, 1993, and 1998).

Of particular interest is the formation of a splinter group called CARY (short for CARY-
ATIDS or Chicks in Architecture Refuse to Yield to Atavistic Thinking in Design and
Society) in the early nineties to address the issues of women architects from a more con-
troversial standpoint. Several of the CARY members were CWA members,* and CARY
was a task force formed for the purpose of producing an exhibit addressing the issues
of women in architecture. CARY’s formation can be seen as indicative of the main-
stream success of the CWA parent group, which had reached a plateau from which
smaller groups could spring.

CARY’s plan was to mount the exhibit during the national AIA convention held in
Chicago in 1993. The multimedia exhibit, entitled “More than the Sum of Our Body
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Parts,” was the brainchild of three practic-
ing architects, Carol Crandall, Sally Levine
and Kay Janis. It was controversial almost
from its inception, The intent of the ex-
hibit was to educate the public about the
fact that sexism and discrimination were
very much alive in the profession of archi-
tecture. During the prosperity of the early
1980s, aveneer of equality for women was
established, but when the recession hit,
women architects seemed to be among
the first laid off.%° Little had changed since
the Great Depression of the 1930s. Anger
at this situation fueled the CARY group.
Also, the exhibit was conceived during the
appointment of Susan Maxman to the of-
fice of president of the national AIA, the
first woman elected to this position. There
was frustration on the part of many pro-
fessional women, especially in Chicago,

who felt that Maxman would not take up

the feminist cause against the still-exis-
tent inequities between the genders in the
profession.®

Initially CARY hoped that the exhibit
could be mounted at the Chicago Cultural
Center, one of the locations for the ATA
convention activities. For months CARY
was unable to obtain a commitment to a
space for the exhibit there. Undaunted,
CARY found a home at the Randolph
Street Gallery and opened the exhibition
with marked success. One of the vignettes,
titled There Were Three Professionals in a
Boat . .., compared the position of women
in architecture to that of women in medi-
cine and law (fig. 12.10). Specifically, the
exhibit illuminated the slowness with
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12.10 There Were Three
Professionals in a Boat,
vignette from the CARY
exhibition, Chicago,
1993. Courtesy of Carol
Crandall,

12,11 Water Cooler Wis-
dom, a vignette from the
CARY exhibition, 1993. In
addition to a tape whose
script contained inappro-
priate comments made to
women architects by their
male coworkers, this
display involved a bulletin
board on which women

could pin up their own en-

counters with sexist lan-
guage and attitudes, Cour-
tesy of Carol Crandall.
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which the ATA had addressed issues of pay equity, maternity and family leave, and scx-
ual harassment as compared with law (American Bar Association) and medicine (Amer-
ican Medical Association). Humor was a key component to opening a dialog between
the sexes, Another favorite was entitled Water Cooler Wisdom, which included a talking
water cooler, whose script was a tape of actual comments made by male architects to
their female coworkers, not twenty or thirty years ago but in the preceding five years (fig.
12.11). The display pointed out that this behavior was in “flagrant violation of the 1964
Civil Rights Act and the AIA Code of Ethics.”®? The exhibit set records in attendance for
the Randolph Street Gallery during its two-week time period, and AIA conventioneers
were part of the audience. Perhaps more importantly an audience of younger women
also attended. Indeed, while CARY disbanded after the exhibit, CWA benefited from its
association with CARY by increased membership from women in the next generation

who had attended the exhibit.

Today, CWA is credited with supporting and sustaining female leaders in Chicago at-
chitecture. The list of past CWA presidents and founding members is a Who's Who of
women practicing architecture in the Chicago area. These include Carol Ross Barney,
FAIA, principal of Ross Barney + Jankowski; Cynthia Weese, FAIA, dean of the School
of Architecture at Washington University and principal of Weese, Langley, Weese; and
Linda Searl, FAIA, principal of Searl and Associates and vice chairperson of the Chicago
Plan Commission, among others.

CWA has also served an important historical role in recording the work of local women
through its five-year anniversaries and its archive at the Chicago Historical Society. A
current project in collaboration with the Illinois Chapter of the National Organization
of Minority Architects (INOMA) consists of the documentation of Chicago architecture
by women and minority architects. The CWA newsletter, the Muse, is also an important
resource for collating the histories of Chicago women architects as well as the histories
of women architects both nationally and internationally. The invitation to speak at the
CWA annual brunch has become a coveted honor for both local and national women
architects. A lecture series initiated during the twenty-fifth year continues as a forum
for promoting the work of women both locally and nationally.

Bven as the number of women practicing architecture has radically increased and
women are given more opportunities to practice and recognition for their contributions,
women still only comprise 19 percent of total professional architectural staff, and only
11 percent of licenced members of the AIA.® It is through organizations like CWA that
much of womern's work in the field continues to be documented. While the 1970s wit-
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nessed a burst of interest in the subject, the effort to document and record the history
of American women architects, which was spearheaded by Torre in her position as co-
founder and coordinator of the first national Archive of Women in Architecture at the
Architectural League of New York, has not been surpassed or even maintained.

Indeed, the Architectural League’s Archive of Women in Architecture is not, at the time
of the writing of this cssay, an active archive.® The history of women in American archi-
tecture is now almost as hard to access as it was thirty years ago. The AIA began to col-
lect gender and racial demographic data in 1983, very late compared with other profes-
sions. The importance of these statistical records to tracking the progress of diversity in
any profession cannot be overstated.® As architects place more emphasis on diversity,
the ability of organizations like CWA to record the otherwise unrecoverable early histo-
ries of women architects and their organizations takes on increased significance, Aware-
ness of the longevity and persistence of women architects, not only as individual prac-
titioners but also as a continuing collective presence, continues to be an inspiration in
Chicago and beyond. Yet, the tale of Chicago women architects is also a cautionary one.
While the long perspective affirms the power of women architects to organize and suc-
ceed, it also reveals the ground still to be covered in restructuring the profession for
women architects to participate equally. As this change occurs the need for women's or-
ganizations may diminish, as women architects themselves are able to more easily re-
alize their own histories. '
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