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This is Dave Crippen of the Edsel B. Ford Design History Center,
and this is May 14, 1986. Today we're in Los Altos, California, inter-
viewing Mr. John B. Foster. Mr. Foster has had a long career in automo-
tive design, and we've asked him to tell us of his various adventures in

his career in his own way.

A I first started in Beloit, Wisconsin, where my aunt was the head
librarian, and she'd allow me go down in the basement and look at the
magazines that were outdated and look at all these car pictures. From
the very beginning of my drawing experience, I was concentrating on
transportation. I even did steam ships. We had taken a trip to England
when I was a kid, and I was fascinated by the steamship that we were on.
Anything that moved or had any aspect of movement was always fascinating
to me.

When we got to England, I was fascinated by the old trains and the
high-pitched whistles that they had.
Q Was this with your parents?
A This was with my parents, yes. Dad had gone over on business with
the company he was with at the time, which was Yates American Machinery
Company, and he did work in machinery.
Q What year was this?
A May, 1925. We were educated for a whole year in Gerrard's Cross
near London. It was the territory where Milton got his inspiration in
Chalfonte St. Giles and St. Peter. So we were fascinated by England.
But, in all this time, I became fascinated by these strange little
English automobiles.

Coming back to the States, we discovered that things were getting
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into a depressed era, and we had to move about a bit. We had an ancient
Dodge two-door coupe, which we were fascinated with. Then my Dad bought
a Marquette, which was a Buick product, and he was a friend of a big
Buick dealer there in Beloit, Wisconsin.

A friend of mine, Bob Koto, was also a native of Beloit, and we
would summer together in Lake Kegonsa, and he later became chief designer
for Studebaker [Mr. Koto died in 1988].

From there, I became interested in art in school, and while I
should have been studying other subjects, I was busy doodling on my desk
-- automobiles, boats, trains, airplanes, anything that moved. And I
would always redesign them. They were never quite right for me.

So I went on from there and later, after the Depression, we moved
to California, my dad assuming that things might be better on the West
Coast. He became active with a Cadillac dealership in Pasadena. Through
his exposing some of my drawings at the dealership, MacMinn saw them, and
he encouraged me to apply for a design position at General Motors.

Q Where was Strother MacMinn at this time?

A Strother was in Pasadena, and I don't know whether he had already
become active at General Motors or not.

Q What year was that?

A I'd say '35. We went on to discuss my possibilities with General
Motors. I think MacMinn became an employee around '36. I had since gone
to Art Center to hone up my talent. Art Center, at that time, was a
series of motor courts, or, you might say, motel, operation with the
housekeeping rooms in it, and they were finally taken out and used as

studios. They were on Seventh Street in Los Angeles. Other than
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becoming fascinated with my teacher, I don't recall too much of what I

did there.
Q Who was your teacher?
A LeGakes -- Virginia LaGakes, who finally married Tink Adams, the

owner of the school.
Q Was Tink a nickname?
A E.A. Adams. I never knew what his first name was.

She finally married him after he had divorced his first wife. 1
was fascinated with her. She was really a beautiful girl, and she had a
big influence on my design techniques.

Q What course did she teach?

A She taught design. It encompassed a broad range of design. It
encompassed basic design -- anything that was constructed of like circles
and squares, whatever, was hers. She taught us to do posters, which used
her concepts of design.

I was working in a bakery in Los Angeles and living in a room. It
was down in the Grand Central Market in Los Angeles, so I commuted by
streetcar from my room, which was near the Art Center school. At that
time, they were called motor courts. They were a series of little apart-
ments in a U-shaped configuration. They were not there too long after I
left there.

Q Was it a four-year curriculum?

A I don't think it was. In fact, they didn't even have degrees at

the time.
Q Just one, or two, or three years?
A Yes.




-4-

Q What was Mr. Adams' background?
A I didn't know too much about him. I never saw him doing any
drawing or anything of a specific art nature. He had a good staff.
Excellent photography instructors, and Virginia is a super artist. I
don't recall much more of that school, because it wasn't too long after
that that I got a call from General Motors.
Q You had talked to MacMinn?
A I had talked to MacMinn, and MacMinn had preceded me to General
Motors.
Q What had he had been doing before that time?
A Gosh, I don't know. I think he was at Art Center, too, but he'd
been there before I was. This may be totally wrong, because my memory of
that era is not too clear.

So I got this call saying, "State salary and come." It was very
simple.
Q Who was that from?
A It was from C.E. Pew. I wrote and told them what I thought I
should get, which today would be a pittance, but they said, "Come, you're
hired." They called and specified it would be a training period; that
there would a period of probation.
Q Did they send you train fare?
A They sent train fare, yes, and I was hired. It was very simple in
those days, and I had already sent them some sketches of cars; two or
three of which I still have. They were radical, even for today. As I
look back on them, I'm amazed that they even thought they would be

feasible. It turned out they were really doing things like that in house
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at the time, so it became a pleasant thing to discover that they were
thinking about that, even though they were not on the boards.

So I was put into the Oidsmobile studio, which was headed by John
Snyder. He was a very good designer; very eccentric.
Q This was your training program?
A This was my training period. At that time, the Art and Colour
Section, as it was called, was in the building on Milwaukee Avenue in

Detroit behind the General Motors Building.

Q Do you remember your impressions coming to Detroit?
A Depressing.
Q You'd been a Midwesterner, but coming from California in the

mid-'Thirties to Detroit must have been a shock?

A It was a shock. The environment was no problem, because it was
May, and it was gorgeous, and I really liked Spring in the Midwest. But
I began to feel lonely. For some reason, it was my first time, really,
away from home, and there was a certain loneliness about it, because you
didn't necessarily want to hobnob with your fellow designers. By the
same token, there wasn't much else that was interesting to you, except,

perhaps, movies, and I was not much of a barfly, so it was a lonely

time.
Q Where were your lodgings at that time?
A I was in a room at first with a friend of the woman who rented the

room to MacMinn, and then later on Mac and I took an apartment together.
One day the woman in the apartment had to store a piano, and so I
suggested that she store it in our apartment because MacMinn was quite a

player -- or is. In any event, when he came home that night, I said, "I
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got you a piano," and he thought I'd given it to him. He was quite
crushed when he found out it was just a loaner. We had some fun about
that. He still needles me about that.

But we both were active at General Motors, and it was fun knowing
MacMinn. And it was not so lonely after we got together.
Q What was the regimen in the training program?
A It was not too heavy. The training program was strictly having
somebody stand over your shoulder and tell you when to push the pencil.
Paul Meyer was head of the Buick studio, and I had since been transferred
to the Buick studio. I don't how it happened to work out. I was amazed
at the amount of detail work that we had to do. I was appalled that most
of the design shape of the body -- the fenders and whatever -- was done
by the management. The rest of us would do the detail work -- the
headlights, bumpers, taillights, the door handlies, and the hood orna-
ments, as they had them then.

So I was not too pleased with the way the design was going. We had
to do acres and acres of design on any one project, and I used to think

what a futile time that is, but I think it was a learning period for all

of us.
Q Were these sketches?
A Sketches, yes. And there was one chap -- what was his name? His

technique was so great with a pencil that we all imitated him, and we
found that it was a very graphic way of showing designs, particularly
front ends and bumpers. MacMinn remembers that period very well.

Q Where was he at this point?

A I think he was in the Pontiac or one of the others, because he

wasn't in my general area.
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Q Back up a.moment, and give us thumbnail sketches of George Snyder
and Paul Meyer.

A George was a tall, dark-haired, fairly good-looking man. He had a
lot of a charisma. I don't know why he left, but if he'd stayed on, he
would have been far up in the hierarchy. But he had a few eccentrici-
ties, which, I'm sure, didn't sit too well with management. It was an
indifference to management. That was my impression. Paul Meyer was an
excellent designer. But I always had a feeling that he was more in the
architectural field in his feelings than in the automotive field. I felt
that was a transiation of types of architecture into his work. He was an
excellent teacher.

I can recall some crazy clay modelers, one of whom was named Jock
Parke, who was an extreme eccentric and kept us all in stitches. There
were a couple of other guys who needled Jock. I began to get the sense
that the whole design center was nothing but a big country ciub. I think
the discipiine now is much better than it was then. Had we had a little
more discipline at that time, it would have been better progress for
everybody. As it was, we became so relaxed, that we thought, "Hey, this
is a breeze. Let's sit back and enjoy it."

Q Wasn't Harley Earl running a tight ship?

A Harley would come in frequently, and he would, of course, run the
show, so Snyder was, more or less, a subordinate to what he would do. He
would say to Snyder, "It's too long," or, "It's too short," or, "It's too
fat," and, "Let's start over," and then he'd walk out. Or sometimes he'd
sit there in a chair and, literally, tell us where to put the lines. He

had two favorite expressions. One of them was, "You don't want to be a
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noncompoop, and you don't want to have too much '‘chromium' on the car,"

which is ironic, because later on he laid the "chromium" on fairly well.
It was not too long after that that MacMinn became quite

disgruntlied with design in Detroit, generally, and set his eye on

California. He didn't leave. We both were discharged after they had a

recession in '38, and we were both....

Q It was a wholesale...?

A Yeah, wholesale layoff, and we were all sitting around there

waiting for our names to be called, and Mac's was called, and Mac went

back to -- where did Mac go? In any event, I got a job at Hudson under

Frank Spring. They were still going strong at that time and trying to

facelift an absolutely ugly car, and we were having a difficult time

there doing things on it to make it anywhere near respectable.

Q What was Frank Spring like, and what was Hudson 1ike in those days?

A Frank was a very casual, interesting character. I always felt he

was more interested in other things than what he was doing, but he ran a

tight ship, although he left it all to a guy named Art Kibiger, whose

personality was very strange. He did all the dirty work for Frank

Spring.

Q What did that mean?

A He just ran the ship, and Frank generally stayed aloof from it all.

He'd come around on days where there was a decision to make, and that was

1ts

Q Show days?

A Show days.

Q Was that facelift successful?
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A Yes. I felt we did a very good facelift. We did some contemporary
design on the car, which was almost futile. After that -- I don't recall
the dates -- I became pretty much disgruntled with Hudson because of the
lack of ability to change anything and/or design. 1'd left some feelers
over at Chrysler. At that time, Chrysler was hiring like mad.

Q In the late 'Thirties?

A In the late 'Thirties. It was '38 -- the end of the recession, and
things were starting to pick up. I went to Chrysler.

Q You all moved around quite a bit?

A They were very anxious to get a hold of designers, and we were
taking advantage of it.

Q For the experience?

A Right. And General Motors was still not hiring anybody back. But
I continued at Chrysler and met Buzz Grisinger there. I don't recall
what I worked on. We played darts quite a bit.

Q Did you work with Briggs in those days?

A No, I don't remember Briggs at all. I think they had an account
with Chrysler.

Q Yes, for body work.

A Right. So they would essentially do the body work, and we were
still in the detail end of it. So I spent a heck of a 1ot of time from

1937 to 1940 doing detail work.

Q You met Buzz Grisinger at Chrysler?

A Yes, and Rhys Miller. And Ted Pietsch was there.

Q Quite a breeding ground for young designers?

A Yes. In any event, I went and tried to get back in General Motors
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because I really wanted to be a G.M. man. They were a 1ittle reluctant
to hire, but I talked them into it. I must have been a good salesman.
Q Who did you talk to?
A I tatlked to Howard O'Leary, who was administrative head under
Harley Earl. And Harley was a little reluctant to hire me back, but
O'Leary talked him into it. And from there I went back into the Olds
studio.

Who headed it up?

It was Art Ross.

Q

A

Q Tell us about Art Ross.

A Art Ross was not too well liked by his employees.

Q What were his problems?

A He had a sense that nobody should be a better designer than he was.
I always felt that if I proposed something, it was received, but not too
well received, although I did a 1ot of designing for the 0l1ds studio.
This was '41. I think it was Art Ross, but I'm not sure who was the
boss. There was such a short period there before I was drafted, that I
can't recall who the principals were. So I had four years in the Army to
cancel out my automotive experience, but I came back to General Motors.

Q Did you do anything unusual in your Army service?

A I was at the General Staff School as a graphic artist, and I did
the charts and the slides for the Command School professors.

Q Where was that?

A At the Command General Staff School in Fort Leavenworth [Kansas].

I was there when the war broke out. I was drafted. I spent four years.

I spent the first two years at Fort Leavenworth. I had my basic training
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at Fort Walters, Texas. When they found out I was graphics-oriented,
they sent me to Fort Leavenworth. From there, I got ambitious and went
to officers training school, I had some run-ins with the tach officers,
and I didn't graduate. I wasn't too gung-ho on discipline. Unfortunately,
I learned later you had to do that, but it was too late.
From there I had overseas duty with the Counter-Intelligence Corps

in Fort Wolters, Texas, after I was relieved of my officers training

course.

Q That must have been fascinating?

A It was fascinating, yes.

Q Where were you stationed overseas?

A I was stationed first at Camp Richie -- it was in northern Maryland

within commuting distance of Washington, D.C. It was near Hagerstown. I
can remember the town because I spent a lot of time in Hagerstown. I was
sent overseas then. At that time, they were planning an invasion of
Japan through China, and I was slated to go in there, but, meanwhile,
they had sent me to Fort Riley, Kansas, to learn to ride horses, because,
at that time, they were under General Stilwell using pack horses to get
across China. Then I was slated to go with Stilwell, and whatever army
that was there at the time were being trained to go to Japan through
China.

Q Did you go to Chungking?

A No, I was never sent there, but the plan was to send me there.

But, meanwhile, it appeared that MacArthur was making such progress up
through the South Pacific that I wouldn't have to go to China, so they

sent me, finally, to Okinawa to be part of the CIC contingent there.
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They dropped The Bomb not too long after that. Everybody was shuffiled

around.
Q Had Okinawa been secured by the time you got there?
A Partially. They sent me up to the military government post in the

middle of the island where there were still some snipers. We lost two
officers just before they pulled me. I had two native sons with me, and
I gave one of them a gun minus bullets, believe it or not, just to make
him think he was being protected. Of course, he probably could have
turned it on me.

I got through it all right, and we were sent to Japan, finally.

Our job there was to ferret out war criminals, and one of our contingents
was the one that got Tojo. They bungled that job by permitting him to
shoot himself. But he wasn't killed. He was shot near the heart, and
they tried to get the bullet. I guess the bullet was still there when
they hanged him. He recovered, and then they hanged him, which I think
was a mistake.

Q Why?

A It didn't do any good to hang him. I don't think hanging, in
retribution, was any great act of decency on our part. I think he should
have been jailed or interned. And I also felt that there was a lot we
could have learned from some of those guys for future use. But, in any
event, we spent the rest of the time just ferreting out war criminals.

We did have one contingent, of which I was the chief, who would
look out for Communists who had infiltrated into Japan. Of course, we
were beginning to get terrified about Reds at that time, so we thought it
was a good idea at the home base. There were a 1ot of them in Japan at

the time trying to overthrow the existing rule. We found several who had
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been in Hiroshima when they dropped the bomb, and they still had the
marks on them.

But from there I went to be based in the center of Tokyo, and it
was at that time that I heard they were letting us out of the service
because the bomb had been dropped on Hiromshima. Tokyo was a shambles.
Tokyo had been pretty much obliterated by conventional weapons.

I was then discharged and made my way back to the States and was
discharged at Fort Lewis. I made my way home and got discharged, and got
friendly, again, with MacMinn, and we both came back to General Motors.

Mac 1ived in Pasadena at the time. So my brother picked me up at
the hotel down in Los Angeles and drove me home, and that was reunion
time, because we all had survived. One of my brothers survived the
Pacific on the cruiser Denver. He was at Pearl Harbor when it was
bombed, and, fortunately, he was on shore leave, which a lot of them
were. It was a weekend. Then, Sam, of course, was in Eritrea, so he
survived that. So the three of us all came back home at the same time,
and it was a great time for my folks. I had to pack my grip and leave
for General Motors.

Q You Tooked up MacMinn. Where was he at this time?

A MacMinn had been discharged about the same time I was, and we both
got in his vintage '31 Ford and drove East.

Q Had they kept your seniority while you were gone?

A They had to. So I came back to the 0lds studio. I remember
getting a glimpse of the '49 Oldsmobile and thinking, "Gee, they're sure
on the right track!"™ And even today, the car looks better than the

average General Motors car.
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I was coming up on the elevator with Harley Earl, and I said, "Mr.
Earl, that car looks like it's really on the right track." And he said,
"Yeah, I think we've got it this time." And he was not too com-
municative. I always felt that -- being as tall as he was -- you felt a
little intimidated by him, anyway, and you hesitated to say frivolous
things to him, and yet, I think, it was that very thing that would have
made him unbend a bit, because he needed that kind of frivolity. He
always felt a 1ittle isolated. I remember him coming over to the bowling
alley and watching us bowl, and I always had a feeling that he'd really
1ike to be talked to, but he didn't know how to communicate.

But, in any event, I stayed at General Motors about seven years.

They welcomed you back?

Sort of.

Q
A
Q O'Leary was still there?
A O'Leary was there.

Q Bill Mitchel1?

A Bill Mitchell never went in the service. I don't think any of them
did. Art Ross didn't. Henry Lauve didn't. Al1 of them managed to sur-
vive through that period.

Q Was Jules Andrade there?

A Jules Andrade was just leaving when I came back.

Q Paul Gillan?

A Yes. Paul and I were good friends. He and I would double date,
and then he went to another studio, and I didn't see him too often, but

we still kept track of one another. I would say Paul, outside of

MacMinn, who I knew from pre-service, was probably my best friend. But

Ay
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then Paul got married, and I was still single, so we sort of drifted
apart.

We went through all the period of the early 'Fifties, and I was
beginning to get very frustrated because I felt there was a tendency to
overdecorate and overchrome everything. I remember that the '51
Oldsmobile was a clean looking car; sort of upgraded from the '49/'50
series, And then came the '52, and the only way we could make it look
different, at the time, was to redecorate it, and there was a tendency in
those days for a facelift with chrome, which was not a valid way for me
to upgrade the car. But, of course, they didn't want to spend the money
for a major facelift, or, for that matter, a new body. They just didn't
want to spend the money.

Q What studio did you go back to?

A I went back to Olds.

Q Was Art Ross still there?

A Art Ross was still there. And I had a question whether Ross was
there before the service or not. But, in any event, I don't remember him
leaving. I don't think he was there before the war. It was strictly
Snyder.

Now we were getting more into body design, because the bodies would
come in. Although the body was crafted between the divisions, each stu-
dio was charged with doing the front ends, the rear ends, and the fen-
ders, but there was a basic body, which, more or less, translated to each
studio. The front ends were largely our part. Everything from the cowl

forward became our territory. And then the grille was a story all by

itself. The taillights. The problem there was interference from -- not
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so much this time, but prewar there was a 1ot of interference on the part
of 0lds Division chief engineer. He would come in and do some design on
his own. And I remember, particularly, one dreadful thing that went on
the '41 Oldsmobile under the 1ittle parking lights on the front of the
fender. This man had put what would now be called an art deco icicle.
And, of course, we were all just furious about it, but you couldn't do
much because the word came from division that this would stay. But when
I got back, we had a very nice engineer named Tom Loring. Tom was just
super because he recognized the trends that were going on and knew that
we knew what we were doing. Prewar, they always suspected the designers
of really not knowing what they were doing. And, of course, we all
looked 1ike a bunch of kids to them, anyway. But after the war, it was a
1ittle more serious. They trusted us, which was fine.

Jack Wolfram was chief engineer. Jack was dour.... He became
chief engineer, and Loring really worked for him, but Loring was our
liaison with division. At the time -- I can't remember the general
manager, but he was a very nice man, and I just saw his picture just the
other day in something, because it was a recall on that period. He was a
very polished gentieman. One day he suggested to the design center that
we do a low version of the car. There's real prophecy for you. It was a
good three inches lower than the current car, and I have to hand it to
this general manager because he perceived the proportions that were
coming.

Q What year was that?
A About 1950. So we did one. We just literally chopped the cars, as

we designers know the term. We brought it out on show day, and this poor

general manager was fairly chewed out by the hierarchy above him.
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Q Who would have been?
A I guess it would have been Stoan, Charlie Wilson and Harlow
Curtice. Because, at that time, he had Buick under his wing. But I
remember that scene with great sadness, because I thought here's a man
with vision, and we were behind him a hundred percent, and he gets thrown
out by the.... After that, I always felt that this very polished, very
articulate general manager lost face with the chiefs -- with Charlie
Wilson.
Q The Oldsmobile Rocket?
A 1949. We enjoyed doing little rockets and all that sort of thing.
Q Who thought of that?
A I don't remember who did. We were fascinated by the V-8 engine --
overhead value, V-8 engine. Charles Kettering was the father of that.
Put it first in the Cadillac, and 0lds did their own version of it. We
were just thrilled, because here you got a V-8 in a fairly 1ight package,
and you could really rev it up and be a hot rod all the time. I cou1dn;t
wait to get my hands on it --the '49. My first new car.
Q Did they have an employee purchase plan at that time?
A Yes. It wasn't very generous, but it was enough to get you to
buy.

Then we started getting into that dreadful time, which has already
been referred to as the garbage period when they over-decorated, and I
was really getting very unhappy with it. We get getting bodies coming
down. It was difficult to work with, especially after that thrilling '49
and '50. There again, the big problem, Dave, is the fact that we had

this annual changeover -- annual obsolescence thing, because it forced
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you to do something different. Once you got a beautiful car, you don't
want to tamper with it. And this happened in the case of the Mustang,
too. A classic example is the Mustang, which kept being enlarged. But,
in those days, the word was to make a change. A customer had to trade
up. He had to get rid of his old, obsolete car.
Q That became an obsession?
A Yes, yes. And I don't know why it became such an obsession. Of
course, they didn't see it in terms of styling. They saw it more in
terms of something new for the customer. Maybe it's got new seats in it,
maybe it's got a new engine, a new axle, it's got better brakes, so they
saw it as a change for the customer. Symbolically, the designers in
styling had to go along with it, and, unfortunately, it led to some
excesses which Mac and I will probably agree with.

Along about '53 I began to get pretty restless.
Q Who do you think was responsible for this trend at General Motors?
A I think it was Harley Earl.
Q He dictated the garbage trend?
A I have to hand it to Harley for one very important thing, he got
rid of all the extraneous frames, and front-end frame exposure, the
running boards, and the so-called isolated fenders -- the integrated fen-
ders. And he forced the engineers to figure out ways to do this, which,
to me, was his greatest breakthrough of all -- the LaSalle -- the first
'49's, It even goes way back to 1940. So he did force them to do this.
Q The Cadillacs and the Buicks and the Olds.

A Right. But, on the other hand, he didn't know where to stop when

it came to this planned obsolescence.
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Q His flamboyance went on?

A Yes. Then I think the height of ugliness was the whole line of
'568's, and it was when that 1ine was becoming valid that I decided I
couldn't handle it any more.

Q There was about a three or four year lag there?

A Yes. I left in '52.

Q Had someone also made overtures?

A No. I thought that automobile design was going downhill. I really
thought it was. I thought there was not much you can do to fight the
built-in hierarchy of obsolescence, and I was depressed by it -- I
really was depressed. I thought why don't I try industrial design. I
have a broad spectrum in industrial design, and I might as well try that.
I enjoy it. I know people in the business. So I went over to Sundberg
and Ferar and applied for a job.

Q Where are they?

A They were in Royal Oak, Michigan. Very well-known industrial
designers. They had the account for the Packard car.

Q The actual design?

A Right. They hired Sundberg to do that. Sundberg is a Swede, and
Ferar was a Jew, so you would have thought it would have been the other
way around. It was an interesting combination.

Q How big an operation?

A Not too large. I would say three thousand square feet. About the
size of a large house.

Q They were glad to have you come?

A Yes. I went down to the Packard account. I did the whole side
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view on a blackboard, which was finally chosen. The front end was cho-
sen, so I, literally, did the Packard for that year -- '53. Packard had
problems, and they folded.
Q A couple of years later?
A Yes. But I worked on several accounts. I worked on the IBM
Electronic Dew Line accounts in Poughkeepsie. I worked on the Carrier
refrigeration account
Q What was the Dew Line?
A It was a line of computers that they were putting in the Arctic to
detect for radar. There wasn't a heck of a lot of designing for it, but
I was there to make sure it didn't look too ugly.
Q What was the second one?
A The Carrier refrigeration -- Sears. They had the Sears business;
the Kenmore appliances. They had Coldspot. They had REO trucks. They
had toys. They had Sylvania television.
: I worked on a variety of accounts, which was a real pleasure, and
' we had a great team. And Monte Ferar was an almost self-effacing type.
Sundberg was just the opposite; a real hyped-up sales type.

Prior to leaving to go to Poughkeepsie, I had called Frank Hershey,
who I knew at General Motors. Frank is still around. He's down South
someplace. [Hemet].

* Q What had Frank been doing at General Motors?

A He was, actually, head of one of the studios -- Pontiac. Anyway, I
had talked to Frank, and I talked to him again when I got to
Poughkeepsie. He said, "Come and talk to us."

Q He was where?

A He was at Ford.

e
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Q He had joined the exodus from General Motors?

A Right.

Q As your old boss Snyder did?

A I believe he did, right. And Bill Boyer had come over from G.M.
Frank had sent me to Gene Bordinat, who was, at that time, in charge of
design. Hershey somehow split the responsibility. To this day, I don't
know how.

Q What year was that?

A '54.

Q Was the split between the Ford studio and Mercury studio?

A I think it may be true. I think Bordinat had Mercury and Lincoln,
and Frank had the rest.

Q Was George Walker there yet?

A George was already active. At least, his people were called in for

consulting purposes.

Q Joe Oros and Elwood Engel?
! A Right. 1In any event, I talked to Bordinat and was hired.
Q Had you known Bordinat at General Motors?
A No. I didn't know him at all for some reason. I was given a head

| stylist job in Ford exterior. I started work on the '57 Fords, which
Frank and Oros had already pretty much settled the design on. It was a

[ handsome car. I was in charge of facelifting the '57. That was another

‘ classic example of how not to design a car. It was what to do with the

rear end. A perfectly logical car.

Q What happened?

A We got an edict from Crusoe. Do you remember Lewis Crusoe? He was
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general manager of Ford Division. But, in any event, he dictated that
the rear end of the Ford should 1ike, at that time, the Thunderbird,
which had those four circles in the back. So we put those circles on the
back on the Ford, to our disgust, and then they finally became ovals,
which was even worse, because it turned out that there wasn't room for
the circles in the trunklid. So that was finalized as a final design,
and the '58 Ford was a disaster, as far as I was concerned. It was
dreadful.

Later on, we went into -- the '59 was another facelift, which
wasn't too bad. It was actually a good, logical step from the '57.

Still not as attractive as the '57, but still carrying the sumbols and
fins which were beginning to be looked upon with some disfavor.

Then, of course, we got into finless configurations, which were
fine with me. '60 was a facelifted '59. '62 came along, which was a new
car, and the '60 and '61 were the new car. It was very nice looking. A
very handsome car. Still are.

! Q What were your duties there?
\ A My main duties, again, were the front ends and the rear ends. It

was the grille and the sheet metal from the cowl forward and the con-

figurations -- the general facelift. So there was very little to do with
the body, because it was always done someplace else and brought in.

Q So you're ensconced in the Ford studio working for Frank Hershey?

What sort of a boss was he?
A Later Bordinat took over the whole -- Hershey was a very nervous
type. I always had a feeling that he was impatient in all the meetings.

He wanted to get on with things and stop this dillydallying.

—




wm

Q Endless meetings?

A Endless. And particularly out in the courtyard. There always

seemed to be times when nobody could decide and make up their minds, and
{ there was a 1ot of indecision between executives, particularly when we
had a major decision day, which was people 1ike young Bill Ford, and, at
that time, it was Bob McNamara, and people 1ike Charlie Beecham. There
was a classic confrontation between Beecham and McNamara.
Q What happened?
A Because McNamara had decided that the car we were putting out -- it
was the '61 Ford -- they had to sell one at a very low price and just
take everything off of it that they could, including belt moldings, and
wheel covers. They just put hubcaps on it, and get rid of a 1ot of the
chrome, which, in these days, is a good word, but, in those days, it was
considered bad form. And this car could have used a little chrome
because it had little else to recommend it.

But Charlie Beecham walked into this meeting, and he looked at that
car, and he said, "Bob, that car looks like it's all pooped out. Looks
like my wife looks after an all-night party," and this was all said with
a classic Texas accent. You could have heard a pin drop, because all
this intellectual whiz-kid atmosphere was hovering over this car hoping
it would go. And that just broke the ice, and that car never got to
first base. From then on, it was just whole hog on the cars, because
Beecham, interestingly enough, had come from his big sales successes in
Texas where he loaded cars, and they'd been salable to the -- well, typi-
cally -- in Texas.

Q The McNamara era was a bit spartan?

—




-24-

A Very spartan. One of the things that really shook me at Ford was
they had gone from no management to too much management. By that I mean
this weekly show was such a crunch time for us because of our trying to
get things out to the show. We didn't have any time to really think

about design. So, consequently, we were spinning our wheels week after

week, and there would be no decision. There would be no final

L decision.
Q You were grinding out the clays?
A We were grinding out clays and not having much thought behind them.

There was a cost coomittee that would come in midweek and try to cost out
what we were trying to get into clay. And it wasn't into clay yet. We
would be chewed out by the cost committee because we didn't have it

* ready, and then we'd be chewed out by management because it didn't look
right on Friday. It was week after week of this. I would tell people,
"Hey, let's skip a week, because we can then get our design intact, we

| can then get our costs intact, and the car will look a 1ot a better, and

| it'11 get us a commitment and a decision." Never happened!

Finally, they did decide long after -- months after I left Ford --

to have an alternate week whereby interiors were shown one week, and

‘ exteriors the next. And that seemed to work much better. Now, I
understand, it's a much better procedure.

| You mentioned it was an austere period with McNamara. It continued

to be for quite awhile. They lost sales in a boom period, which didn't

matter too much, because everybody was making money.

Q His vision of a people's car fell totally in the Falcon?

A Yeah, which was fine, and it outsold the Corvair something like two

to one. The big breakthrough was with Iacocca.
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Q What happened there?
A He sensed that there was room for a sports car because he had seen
the success of the Corvair Monza, which was a tricked-up Corvair. Even
though it couldn't get out of its own way, it was still a sportier-
looking car. So that was his clue, and, of course, he said, "There's
room in our line-up for a sports car." This is what started the whole
thing.
Q The Thunderbird had gotten big and bulbous by this time?
A Right, which was another fiasco. It was obsolescence. It was
still pervading the whole industry. They were all fearful of changing
that policy because they were afraid that General Motors would out-
maneuver them, and that's competition.
In any event, the Mustang was given birth to, and the package, of

course, was worked out by using some components from the Falcon.
Q Do you remember some of the details of putting that together?
A I was in charge of the interior. There was a chap that preceded me
who is now in Florida whose name I've forgotten. In any event, I
inherited the Mustang, partially designed already in its interior. But
it was my responsibility to get the interior out. We did the instrument
panel, the seats, and the door panels, and whatever else.
Q Was Charlie Phaneuf involved?

? A No, no. Charlie Phaneuf literally designed the Mustang. He should

get credit for it.

Q Basically, what was the outline of the story?

A The sense of it was that he got the package, more or less, and the

body was a composite of several designers. But they got the idea from
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the success of the Lincoln Continental. It was the Mark III -- the
1960/'61 Continental. It had those nice, straight lines. There was a
1ittle hop up in the rear fender, and it went straight back. They
thought they'd take that theme and do it on a small car, which they did.
And, of course, it worked beautifully.

Charlie then was charged with doing the front end and the com-
ponents. I don't know how much he had to do with the body. I'm sure he
had something to do with it. But, in any event, it was done in his stu-
dio. He was the head stylist. Dave Ash was over him. Bordinat was over

Ash. There was someone in between them as an executive designer -- Joe

Oros.
Q Yes, he was an executive designer.
‘ A Ash was interiors. I reported to Ash. Then I reported later to

Damon Woods, who, unfortunately, lost his 1ife in an automobile

accident.

| Q Was Gale Halderman involved at that time?
A I don't remember where Gale was. Gale worked for me for awhile.
Q What was Charlie Phaneuf's responsibility?

A Charlie did the general front end, and he did part of the body.
I'm not sure. Anyway, the whole thing was done in his studio. One of
the chaps that worked for him -- his name was Shumaker -- devised this
high grille with the headlamps faired into it, so they put that on there.
The bumper was underneath.

When it was finally shown to Iacocca, it was a success. There was
one other model along side it, which, as it turned out, became the

Cougar. I seem to recall that they were seriously thinking of the
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Mustang as the Cougar, but then they switched gears and did the Mustang,
and the Cougar became the Cougar. The Cougar design became the Cougar,
which were both huge successes. Then they went on to facelift the
Cougar, and they facelifted the Mustang, and things went from good, to
bad, to worse!
Q Do you remember John Najjar?
A Najjar was my boss, finally. I was still working with Damon Woods,
and I told Damon, "I don't think my talents were best used in the
interior. I know you have this policy of having designers broaden them-
selves by going to different disciplines, but I'm really not too content
with the interiors. I feel much more an exterior man." So it wasn't
long after that that he transferred me to what was known as the advanced
Cougar studio, and we did some excellent designs, I thought, and most of
which were shelved.

Politically, Dave, I wasn't too in, and I don't know whether it was
because my attitude was not right or what.
Q You didn't play the game?
A I didn't play the game. That's an old alibi, I realize that. But
I didn't know at the time that a lot of these people -- even the
superiors -- were reaching out to me for some kind of friendship and some
security, because the whole design business was a very insecure business
by itself as people probably can confirm. I felt that they were looking
to me for some kind of security and friendship -- call it friendship. My
one real fan was Damon Woods, and I lost him.
Q Can you tell us a little bit about Damon Woods? Because of his

tragic death, people have mentioned him, but we don't know too much about

him.
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A Damon was an intellectual type. He made his home in Ann Arbor,
which was a logical place to be for an intellectual. He had a....
Q So did McNamara?
A Yeah, they were both commuting back and forth, and it was during
the commute that he had that accident. Damon and I were real close. I
felt that there was some rapport there that I rarely had with anybody.
And he was a very gregarious and very brilliant man. He probably came
from an engineering background rather than styling, although he was
exposed to styling. He was at Kaiser-Fraser and came to Ford from there.
And he had good credentials, having had an excellent education, which
very few of us designers had, as far as academics go. So he would have
parties in Ann Arbor, and we'd go there. It was becoming a very close
friendship. So I lost out after that because I didn't really have a men-
tor, so to speak.

What about Hershey?

Hershey, I think he was let go. I'm not sure.

Q

A
| Q There were some problems?

A Yes. One man that I had lots of run-ins with was Bob McGuire.

Q What was the problem there?

A He was a very sarcastic person. And I admit I had problems, too,
because I was a little bit insecure about having what I was showing
constantly rejected. Not because I didn't think they were attractive,
but because I didn't feel 1ike I was in quite as solidly as I could have
been. And McGuire was sarcastic to everybody, including Oros. The

miracle to me was that he kept his job in the face of Walker's commitment

to Ford. Because all Walker had to do was talk to Bordinat and say get

_




-29-

rid of him, but he never did. And I don't know what the story was.
McGuire had no consciousness of what was a good design or not.

I did one bad thing, Dave. Each one of us, as head stylist, was
given an opportunity to do a whole car, and, at the time, I was very
conscious of industrial design and a how a car could look if an
industrial designer had done it. So I did my car in that concept. It

‘ had a stiffened air. It was more like present-day General Motors cars,
i which are losing favor because of their stiff backlights and things. So
he asked me to change it, and I did, and the car came out beautifully,

’ even after that. Among its unusual features were two lights high up on
| the deck on either side of the greenhouse, which acted as stoplights,
which are now here. And then later on, I noticed it came out on an
l Oldsmobile, so I was a little bit piqued that they hadn't picked up on it
at Ford.
Q What did he decide? What was his reaction?
A Whose -- Bordinat's?
Q No, McGuire.
A I never found out the reaction after that because my car had been
finished, and it was generally well accepted. Except, of course, none of
these cars were really used as actual operational cars, so it was hard to
tell who won that battle and who didn't. In any event, I was pleased
with the car. And others were. Others remarked that it came out pretty
nice.

But, at that time, of course, we were trying to maintain a certain
windshield angle, and, of course, nowadays, the angles are extreme. And
it might have been better had I been able to use a more extreme

windshield angle.
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However, it was not long after that that I was, as I mentioned pre-
viously, put into the Cougar studio under Bud Kaufman. We did a lot of
interesting things. We did some very nice things. But, to get back to
my original point. To show you a typical example of politics, I put my
car out into the courtyard for viewing by Bordinat, and it no sooner got
out there than Bordinat said, "Get that car out of here," and he sent it
back to the studio.

Q Why?

A I have never been able to find out. And yet to a man, they loved
that car. The designers -- everybody -- thought it was a great car. It
still is to this day. Of course, it doesn't have the bumper con-
figuration that's required. I was taking advantage of no bumpers, and
fragile bumpers.

Not long after that, they formed an industrial design studio, which
had to do with designing things other than cars.

Q Was it the 'Sixties?

A It was about '68, I'd say, or '69.

Q Who headed the studio?

A That was John Najjar. John was a fine man, still is. Excellent.
Very compassionate. A very good businessman. Very orderly. Very well
Tiked.

So this was formed to supply Ford companies that they bought and
who were interested in, to supply them with designs. There was a mobile-
home design. There was a lawnmower company design. There were automo-

bile showrooms to design. There was one chap....

Q In the industrial design area?
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{ A Yes, and he was my superior, between me and Najjar. Tom Scherer!

‘ I was not a politically-motivated animal, so I was slowly losing ground
1 at Ford. When I had an opportunity to retire, I took it.

\ Q Early retirement?

A Yes, early retirement. I've since gone back to visit, and it's
been pleasant.

Q Back up a bit and tell us about the industrial design studio and
how it worked.

A It's since been dissolved, especially in the austerity of the early
'Eighties. But it was a pleasant thing. We actually did some rooms. I
can't remember what these rooms were for, but I think they were for this
mobilehome concept. We did 1ittle models of promotional things for the
-- at that time, they were playing with the anti-lock brakes, and so we
had a Tittle model of a car going down an incline.

Q Did you work on the people-mover?

A No. I don't remember that one. It must have happened after I
left. It was kind of an interesting area because we were working on
various things. The nicest things were for auto shows. We did some auto
show exhibits, which were real fine. Scherer was very active in that.
And we did one presentation where he parted the curtains, and we played
Richard Strauss' "Also Sprach Zarathustra" -- that popular thing. So we
had a very imaginative group. I always had the feeling the industrial
design section was a boondoggle. It was something for Bordinat to dip
his fingers into. At that time, Bordinat was showing signs of getting
into industrial design himself, or, at least, that was the rumor.

But, in any event, I don't recall all the things we did. We did a
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booklet for the Dearborn school system for automobile design, which was
an excellent booklet. I was doing a few things on the side by this time.
I was moonlighting, and I was becoming interested in industrial design
again. I guess I was one of these people that as long as I couldn't do
the whole thing, I wasn't interested. As long as I couldn't sit up there

and direct people things, I'm really not that happy. Although I've had

several of the younger designers say, "You're the only one of the whole
head stylists group or executive group who could draw," and I really
thought I put a lot of importance of picturing the car the way it should
be.

Then we spent a 1ot of time in the car studios doing full-size tape
drawings.
Q Explain those.
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