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the first ones. The first ones shared nothing with anything else. You 

had your total freedom on that one. That was to be a Rolls-Royce/ 

Ferrari. It was Bill's idea on that. 

And I loved getting the sweep lines back to the Buicks -- the big 

Electras with the lines on the side that curved like the older Buicks. 

But done in metal. It was done in body shape. I was proud of those. 

And the little Skylarks. I like those that we did. The Skylark, a great 

little car. 

Buick had a wonderful niche then. They had a unique roof. We put 

some money into it and put a beautiful Bedford cord interior in the car, 

and then the little padded top. It was the time when padded tops weren't 

very conman. It was a well-made car with this beautiful aluminum V-8 

engine. It's the one that Rover has now that they sold. It was just 

this fabulous engine, but it cost more to make, so we were losing money 

on it. We were not making as much money on those. They all agreed that 

that was hindsight the way they let that engine go. But those were nice 

cars. 

Then I got transferred from Buick to be chief designer of Chevrolet 

car and truck -- the whole operation. We were doing just a ton of things 

in there. We were finishing that 1 68 Stingray. Henry Haga had started 

it. I worked on some of the last part. Also, the first Camaros -- the 

1967/'68. That was a fun car, but that was a frustrating car for us. 

Never had quite the proportion of what we wanted. We shared some of that 

with the Nova that we were bringing out. It shared the cowl to front 

wheel relationship with that car. It was never as long an engine look as 

we wanted on that car. It wasn't as long as a Mustang. And to come out 
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later with something less dramatic was almost somewhat of a problem with 

us. It's worn well, because it isn't too long or too big. It really 

looks great still. It was a great car to work on. 

The two Monte Carlos were fun to work on. The second one was the 

one that was most successful, but I still have a warm spot for the first 

one. 

The car that I enjoyed the most of all was what we dubbed the 1 70½ 

Camara. It was that new body. The one with the rally nose, with the 

little mouth in the center, and the driving lights that set between the 

grille and fenders, and the tiny bumpers. It was amazing that that car 

ever got into production with that little bit of protection. I enjoyed 

working on was that 1 70½ Camara. I thought that was a terrific car. 

Q How did it go? 

A Forever and forever, and they facelifted the hell of it. It just 

lasted for decades. The Firebird was a beautiful one, too, so it was two 

great cars. The had fifty dollars more to work with than we did. We 

could never put that soft front on the Chevrolet, because that was about 

a forty-eight dollar bill for that concept. But that made the difference 

between the two cars, too. That•s okay, too. 

Q And kept them individual? 

A Yes. Pontiac, anyway, had been the first to do it on the GTO. 

That was their property. That was another fun car -- fixing up those 

SS-396 1 s -- those little muscle cars. They were fun. That's about the 

time Pete [Estes] came in, and I was there just after those were done -­

the initial ones. 

Q The Supersport? 
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A Yes, those SS's. They were nice cars. I enjoyed that whole 

Chevrolet thing. And they were making Chaparrals. And you'd go over to 

Chevrolet R&D, it was like dynamic. It was like working in Roger 

Penske's pits. And the engines were screaming on the dynamometer, and 

they had a road course programmed on the dyno. Alex Maier was the chief 

engineer in Chevrolet, and he got in trouble for that. You could hear 

this Chaparral engine running in Royal Oak. So he got called down to 

Roche's office, who was a very nice guy. "Alex, I understand that you're 

running some 500 horsepower engine out there in your dynamometer at the 

Tech Center." "No, sir, 800. 11 He said later, "As long as I'm getting in 

trouble, I might as well get the most out of it I can. 11 

That's also the days when [Zora Arkus] Duntov was racing all these 

cars around there -- Cerv-1 and Cerv-2. And Jim Hall was working with 

the Chaparral. It was absolutely dynamic. Duntov with the Corvettes. 

It was a dynamite time. It was the time at Chevrolet. I used to think 

that the 1 55/'56/'57 was the time. That was great, but everything had 

come together at this time, so it was the time to be in charge of design. 

It was also fun working with Estes and Delorean. God, talk about two 

guys. The only trouble with that was that Delorean didn't really get 

along with Mitchell very well, and that caused problems. 

Q Mitchell didn't like Delorean? 

A No, he did not like him. As a result, Delorean didn't like him. 

Delorean was also busy dating Kelly Harmon from California. He was 

starting to spend more time in California than going to the meetings that 

we had. We really didn't have many meetings, it was just something 

serious that we had to get okayed. Every time he came, his shoes got 
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softer -- his Gucci's got softer -- and he was more California -­

sunglasses. 

Q He had a facelift? 

A Oh, yeah, he had a facelift. He said he was racing at Lime Rock 

and went through the windshield, and he was gone for three weeks. 

Q Mitchell never got over that? 

A No. He had the most fantastic facelift the world has ever known. 

Lime Rock! 

Q Those were great times? 

A That was good. Those were cars that I liked there. Then I went to 

Opel. I was never that happy with the Kadett. There were so many 

compromises in that car that I can't say I was absolutely happy with it. 

I loved the little Manta we did after that. That was a great car. And I 

loved this custom bodied Opel sports car we did -- the Bitter car. And 

if I was going to say the one I'm most proud of was getting the Senator 

started, which ~as the really new sedan architecture. Nobody, even in 

Europe, had it yet. It was very new architecture for a sedan, and I was 

really proud of that. 

Q You did major work on the Senator? 

A Yes. The initial design stuff, but I can't take the credit for it 

all, because Henry [Haga] -- God, you had to get that stuff through. It 

had that cowl forward, and it had that little engine compartment, and it 

took a lot of work getting that done. But I have to say, that the ini-

tial concepts were done under my regime. 

replacement. That was the word we used. 

It started out as a Diplomat 

Then they decided they didn't 

want to use that name, because this is a new sports sedan and not like 
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those old stuffy Diplomats, so we changed the name. But those were the 

cars I enjoyed there. 

When I came back and started the aero stuff, I liked some of the 

early cars that we did. One of them ended up in Disney World -- that 

little first aero car. That's another one that Roger Smith liked so 

well. The F-body Firebird and Fiero were the cars I liked working with 

most in that era. And I liked the new big truck that's out there on the 

road today. I liked that better than the first one. I'm proud of that 

flush-glass truck. Oh, the fight to get flush glass on that truck. You 

cannot believe the atrocity stories they would give you about putting 

flush glass in the truck. They told me, "If it hadn't been for you, we'd 

have gotten that glass out of there. It would be better without it." 

Q Even today? 

A They don't say it today. But, also, we had flusher glass than any 

passenger car. That was the flushest glass ever made in America. That 

was the pickup truck that's out there now. Go look at that. Go look at, 

say, club cab version where the people sit in the back of the pickup; 

just look at the glass, next to the front glass, it's as flush as you can 

get. Also, all the car people said that you couldn't do that; that there 

would be trouble on that. I had a great engineer working on that -- Don 

Milledo -- and he said, "We're going to do it." He had worked in styling 

and then was over working in the truck division. 

Q You inherited him? 

A Yes. And we had a common understanding, and it was great. But 

that is more of how important it is to have good engineers working for 

you. You could have the greatest ideas in the world. If they aren't 
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followed up by a good engineer, you can't do it. You could not make some 

of the architecture today without the engineering manufacturing. To me, 

the finest example of contemporary architecture is the Ford Probe 

backlight to side window. There it is glass to glass on a moving, wrap­

around backlight. That is minor styling, because everybody is drawing 

that. Major engineering and maximum manufacturing. It's unbelieveable. 

Nobody has ever beat that yet, in my opinion. Nobody even knows about it. 

I don't know if it's appreciated, but I see it as one of the major steps. 

It was like when we first did curved glass and put that in cars. Things 

affect what you do. 

Q Are you talking about the Probe concept cars or the one on the 

road? 

A I'm talking about the one that's on the road. That's an incredible 

piece of manufacturing engineering. 

In later years, getting involved with some of these new cars: the 

one I have the warmest spot in my heart for is the 1991 Park Avenue. 

That was a nice car. It had overtones of Jaguar. Buick had serious 

problems. It had to be fixed up fast. I knew you could sell overtones 

of a Jaguar. If you pulled in the rear and did all this, they'd say, 

11 Why are you doing it? You're making the rear end narrow. 11 If you had a 

Jaguar sitting there, they'd say, 11 0h, I see why you're doing it. 11 I 

don't think we'd have got flush glass in some of those cars if we hadn't 

had that Izuzu Impulse that had a flush glass before everybody. So we 

had that car sitting there. 

Q Who were some of the younger designers that you've left behind that 

you've enjoyed working with? 
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A One of the greatest des1gners I've ever worked w1th was a fellow 

that came up from Cuba and worked at Chevrolet stud1o. He worked in body 

development design there, and later I got him a job in the advance stu­

dio. His name was Phil Garcia. I considered h1m to be one of the 

greatest designers they ever had there. He wouldn't have even got to be 

chief designer of a studio if I hadn't pushed him. His English wasn't 

very good. I said, "Okay, that may be a problem in the divis1onal stu­

dio, but it sure as hell isn't a problem with an advance studio. 11 So we 

finally got him a position there. Of course, everybody knew he was great 

from that point -- Irv, Charlie and everybody. Once he got going, he was 

unbelievably prolif1c. 

Q What happened to him? 

A He retired. He was wonderful designer. The other great designer, 

in my opinion, that has never been appreciated is George Gallion. He was 

at Opel. He's one of the -- over here and there -- finest designers. 

When we had a design contest where all the designers did cars and we were 

allowed to vote on the car that we liked the most, he won. He was very 

happy over there. He married a German girl. He never got the top spot, 

though. He always wanted it. But, he was a fine designer. 

Q Bill Porter? 

A Bill Porter was a wonderful designer, too. He was just a joy to 

work with. He is the world's greatest finisher, too. Nobody can take 

the design and then you could just leave that room, because he'll nurture 

that thing until it's just right. 

I always thought Terry Henline was good. I thought Terry was one 

of the great designers. He's out in California now. He ran Pontiac for 
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so many years, and he ran my little studio -- Chevy II studio -- when we 

were doing the little SS sixes, and then when we started on the A body. 

But he did the first Monte Carlo. It was his design. I worked very clo­

sely with him on that. 

Q Did he like the advance studio? 

A Terry liked everything. He was a very easy guy to work with. 

Q What is the proper name of the California think tank? 

A Advance Concept Center -- ACC. Dick Ruzzin is a good designer. 

Henry Haga was a good designer. I'm going to miss way too many here, but 

these are ones that really stand out. 

Q Did the concept of General Motors design change over the years? 

A Sure. It's so much more sophisticated. The package is so much 

more important. The size and confines become tighter and tighter on what 

you've got to do, and the packaging and the people. In those days, we 

had these funny little passenger compartments and those decks. That's a 

different era. It's much more sophisticated right now. 

Q Are designers today happy with the new design-by-computer? 

A I don't think the computer has a damned thing to do with the ini-

tial design. There isn't any computer in the world that's as fast as a 

little sketch. Now, the computer is terrific once you get the sketch, 

once you get it on the computer to give information to other people, for 

engineering to do wheel envelope packages. It's just absolutely wonder­

ful. I'm not knocking the computer. But these people who say you can 

draw into a computer, you~ do that, but it's as easy to just create 

the initial sketch. I may be .proven wrong, and maybe some day I'll go 

back and see them doing that, but I just don't think it's easier or even 

the freedom you have doing that. 
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Now, they 1 re saying if we could do it full-size, there may be some 

advantages to it. If we could sketch this thing with holography -­

transpose that full-size -- that would really be interesting. I would 

like that. As a designer, I would like that tool. But not just to do a 

small version of it, but to do it full-size. 

Q Is it really a tool? 

A It isn•t yet, but everybody feels it will be. I don•t see it quite 

yet. We 1 re still involved with laser recording and getting that down 

pat. They say it 1 s all there, but it isn•t one hundred percent down pat 

yet. 

Q How does that work? 

A You can do a clay model and then scan it in a half an hour instead 

of three days. Or with some these detailed areas like bumper systems and 

doors, it could take weeks to record all that stuff. Things that go 

around, so we're still in the dark ages on that stuff compared to what 

well, when I left, they were making fantastic advances. And if l 1 ve been 

gone for four months, I'll bet you that I'll go back there and there are 

more things yet. But those should all be tools for the designer. 

Q What about the final three-dimensional model? 

A Once you've got that on the computer, then you can do that full-

size very easily and very quickly with these other processes that grind 

these things in. That can help you get a full-size model faster than 

you'd ever gotten them. I don't know if they 1 ll ever release a car 

without seeing a full-size car. I don•t see that yet; besides it's not 

that much trouble. You've got all the design done, you can get it to 

full-size quick enough. I don't think they'd have to go without seeing 
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the car full-size. It's a necessary part of the equation. In the 

overall cost and time, I don't think that's a big deal. 

Q Modelers are not obsolete? 

A No. You've got to have modelers to do that, although that's a 

little more technical, but there's always the sweeping on that. Plus the 

scale model hasn't gone away for creating shapes that are on it. They're 

doing less cheating on scale models than they used to, so they became of 

no value, because anybody that was sharp knew that with cheating you 

couldn't make a full-size car out of it. And all you're going to do is 

get in trouble when you said you could do it, and when you can't deliver, 

you're the ass. So it became very dubious to have cheated models -­

radically cheated scale models. 

Q Cheated? 

A Cheated meaning the head room was far too low, and the cowl was 

far too forward, and things that you really aren't going to quite 

achieve. It's okay to do a few of those just to set the direction for 

the future, but the person who says he can imnediately take that in the 

studio and make a car out of it, that's not true. 

Q Did that go on? 

A Yes. 

Q How do you see General Motors today? Obviously, they are coming on 

very strongly. Do you see them moving back into design leadership? 

A I think so. We have a tendency to think of that in relationship to 

Ford and Chrysler. I don't think it's that at all. I think it's the 

American automobile manufacturers going up against the Japanese automo­

bile manufacturers. That is the ultimate problem. We are getting back 
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our design prowess, and all the cars in America are pretty good. 

Chrysler's new models are dynamite. So are the Japanese. Their cars are 

looking excellent. We're not wavelengths ahead like we used to be. So I 

see it as an engineering and manufacturing thing. The styling will sell 

the cars as cars get closer alike. All the more important. However, for 

a company to stay in business, they've got to learn how -- the quality of 

manufacturing and cost of manufacturing has got to be down where they can 

be competitive with the rest of the world. And that is what I see as our 

biggest problem. Without that, they would disintegrate. But that was 

with no competition. Now we know the competition. But the idea is to 

have enough expertise so they can compete with these companies. The 

automobile industry has not been able to snare top people like it did 

after World War II. It still snares top people in Japan, because it's a 

very important top-notch job, and engineers want very much to have jobs 

working in top positions in Toyota and [other companies]. I don't see a 

lot of them going out of United States universities dying to work for the 

automobile industry, so I see that as a serious problem. And the ones 

that are there, they let too many of the top people go, so they're trying 

to train themselves, and that's okay, but it would happen faster and 

better if they had some background for the training. I know at Opel they 

would never let that happen. They won't promote somebody until he's got 

somebody really good underneath him, and that guy has got somebody good. 

I also see the European share of market -- cars that are made at 

Opel someday might penetrate the American market. I think they're one 

of the top candidates there. They're increasing their percentage of 

sales in Europe. They're closer to the Japanese than anything we are. 
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The American automobile is in this position of taking a declining share 

of a market that is almost steady. It isn't getting any bigger. Whereas 

the European market that European cars sell to is getting bigger. So I 

visualize that some day that group making more cars for General Motors 

than we do here at General Motors. We never thought that would be. I 

don't know how many years that's going to take, but we're not that far 

from it. 

Q Would this mean a decline in the domestic market? 

A No. If we were not in this very important market overseas, for 

instance, we would be in terrible shape. I don't know about Chrysler, 

but Ford and General Motors both know it. They're very much aware of it. 

And Ford has lost ground, which they were doing very well for awhile. 

Q Do you see us overtaking the Japanese in quality control? 

A The biggest hope in my life is that the wonderful American creative 

mind can beat them at their own game. 
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