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The continuous effect is further heightened by an exclusive
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HERE’s paper and pencil proof that you can cut costs with
PlyScord—and get a far better job, too. Remember, the
full story of construction costs isn’t shown on the bill of
materials. It’s the applied cost that counts. That’s why you
zan save up to $2.50—and more—per square with PlyScord.
Prove it yourself. Figure it both ways on the chart below.

Estimating Chart to Cover 1,000 Sq. Ft. of Roof Area

Data Developed from Walker's '"The Building Estimators’ Reference Book™

PLYSCORD* " RATE TOTAL LUMBER RATE TOTAL
1,056 sq. ft. 1,200 ft. b.m.

" or 5/16" 1x8 shiplap

Nails Nails

6d-12 lbs. - 8d-20 Ibs. |

Carpenter Carpenter ! -
6 Hours 11 Hours o
Helper Helper

3 Hours 5 Hours

TOTAL COST IN PLACE............. TOTAL COST IN PLACE............

“FHA now accepts 3/8" PlyScord over rafters 24" o.c., 5/16” PlyScord over rafters
16" o.c. Write Douglas Fir Plywood Association, Tacoma, Wash. for application data.
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This registered trademark identifies PlyScord—the economical con- /4 o5 . 5
struction grade of Interior fir plywood bonded with highly moisture H%SHP
resistant glue. This stamp on panel is your assurance of tested quality. \ SMHI_ﬁAmc.
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In test above 3/8" PlyScord on 24" span easily

withstands 500 Ib. concentrated load. Plywood's

great two-way strength means economy because
relatively thin panels can be used—3/8" PlyScord
on rafters 24" o.c. easily withstands uniform load of

30 Ibs. p.s.f., 5/16" on 16" span takes uniform load

of 40 Ibs. p.s.f. Both constructions now FHA accepted.

PlyScord holds nails well. Tests on roofs exposed
2 years show minimum force of 85 Ibs. required to
pull cedar shingle from 5/16” PlyScord. In case of
asphalt shingles, roofing is invariably torn from Ply-
Scord without loosening nails. Other tests and actual
experience shows 5/16” PlyScord holds nails as
well or better than 1” soft pine boards.

Roofing materials go down faster over solid Ply-
Scord sheathing. Factory seasoning assures dimen-
sional stability. PlyScord won't shrink or swell like
boards to damage roofing. Roofing lays flat, stays
flat. PlyScord roof sheathing adds strength and
rigidity, acts as a structural diaphragm in resisting
loads caused by high winds, earthquakes.
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JAMES FITZSIMMONS

Between 150 and 200 exhibitions of painting, sculpture and other
works of art were held in New York during the month of March;
I have selected 12 to review.

Because this is the first of the articles in which | will discuss ex-
hibitions and other art activities in this area, a brief statement on my
approach to art criticism may be advisable. Criticism is qualitative
analysis. The critic's job is a limited one for many problems having
to do with art lie outside his professional competence. The nature of
the creative process; painting as pure act or somatic gesture; the
artist as actor—these and many other important topics belong less
to the criticism than to the philosophy and psychology of art. (I sus-
pect that for certain highly intellectual anti-intellectuals there may be
a dramaturgy and choreography of art as well.) Criticism is con-
cerned with the fact, the specific work of art. How and how well is
it made? And does it work? These are the questions formal criti-
cism asks, and its criteria, implicit in the questions, are technical
excellence and formal integration.

Because form and content, manner and matter, are inextricably
fused in art, formal criticism merges with generic criticism whenever
it is concerned with inner consistency—whenever it seeks to define
the content of a work of art. For, of course, art is more than rhetoric
and virtuosity. As | see it, works of art (as distinguished from objets
d'art) are essentially dramatizations of a few perennial world-at-
titudes. These provide art with its basic genres, and generic criticism
evaluates the individual work in terms of the genre to which it belongs.

A number of European artists are having exhibitions in New York
this month. Because they are an unusually interesting lot, | will de-
vote most of this report to their work. Among these artists is Georges
Braque, ten of whose recent paintings are on exhibit at Theodore
Schempp's. At least half of them represent the artist at his best; two
seem to me to be masterpieces of post-cubist art.

In his book on Braque, Henry Hope relates that when a visitor
asked the painter if the bouquets of flowers in his studio were models,
he "replied that he did not paint directly from the object . . . that
the flowers on his canvas were drawn from many bouquets he had
seen and remembered . . . that his memory was rich in images . . .
that that was one advantage of being old.” Braque's words are
reminiscent of the Chinese (notably Wu Tao-Tzu) who also painted
from memory. In both cases the reason for the procedure is the same:
the artist is not interested in natural appearances as much as he
is in underlying structural appearances and properties, like and un-
like, by which all things may be related.

| am not trying to make a Chinese of Braque. His art has its
spiritual roots in the West, in France, in the work of Boudin, Chardin,
Poussin and Cezanne. Nevertheless, Braque's way of life—detached
and highly disciplined, but neither narrow nor constrained—is one
Confucius would have approved, and beneath the obvious differ-

ences of style many curious parallels may be found between this
modern Frenchman's work and that of the old Chinese. | do not have
room to discuss those parallels here, but the quality in Braque's
paintings (especially in his combination still life-interiors) most reminis-
cent of Chinese art is the complexity of tone and structure which
result from his conception of man's relation to nature. (For at bot-
tom that is what his art is most often about.)

Braque's vision is syncretic; his still life-interiors are miniatures of
a world in which man (who is present in these paintings by proxy:
in his effects) and nature form a harmonious structural unity. It is
the pairing of dissimilar elements and the resolution of tensions be-
tween them that gives his paintings their complex tone of sober
serenity.

If Braque's art is thoughtful, if there is no place in it for self-drama-
tization, it is not because it lacks feeling. There is a great deal of
feeling in it, the impersonally lyrical feeling of a man who likes to
walk by himself in the country and who has spent a lifetime studying
objects around him in order to know and be at one with them.

Much has been written of Braque's elegance and taste, his superla-
tive craftsmanship, his mastery of brushwork, texture and subtly
harmonized color; but in all of his major paintings his obvious love
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of sensuous values is balanced by more austere considerations.
Lavender and mustard yellow, cinnamon brown and leek green are
coupled with cold greys and sonorous blacks; the rippling arabesque
is contained by the severely rectilinear; the patiently ornamented
patch is part of the rigorous structural scheme—not an addition to it.
(Braque's surface ornamentation often helps to establish the relative
value, the hierarchical position, of different areas in a painting.)

There are two important qualities of Braque's art which | feel have
received insufficient attention. One is light: the role of light as su-
perordinator—and sometimes as life-giver. The other is the sense
of mystery, the awareness of psychic realities. Braque's fascination
with light is clear in these recent paintings: in The Shower, where he
has painted not the rain but the light it carries; in The Billiard Table,
where the table might be a glass tank, an aquarium filled with light;
and in The Terrace, where the canvas is swept by diagonal paths of
light. But it is in The Night and The Studio (the two post-cubist works
referred to above) that Braque's mastery of light is most subtly
demonstrated. Both paintings are extremely dark, and it is light
that brings them to life, shimmering, so it seems, over and beneath
their painted surfaces. The Studio is a large shadowy interior in
blacks, greys and browns: a massively architectonic composition in
which realistic details are combined with a form visible only to the
inner eye. Over the paraphernalia of the artist’s studio, the brushes
and furniture, the painting on the easel and the objects dimly visible
in the corner, hovers a great transparent bird, symbol of the creative
spirit perhaps, perhaps not, but mysterious and deeply moving. The
mood of this painting is exceedingly complex. One has a sense of
austerity and isolation, of grandeur even, and with it of absolute in-
timacy—for how can an artist give himself more fully than Braque
has here?

As far as Braque's own style is concerned, The Studio is a work of
synoptic genius. The surface is highly ornamented, with a dozen or
more variations of brushwork leading the eye from area to area.
While most of the shapes are large and simple, and most of the
lines severe, others are undulant and even musical. The prevailing
mood of this painting—reverence, silence, mystery—is also felt in
The Night. But here mystery takes a more familiar, more romantic
form: that of the goddess or muse. The Night is a standing nude of
great dignity and grace, painted in warm browns and dark greys
against velvety black. A strangely heraldic work, it might easily be a
tapestry. A much simpler composition than The Studio, it is notable
for the admirable placement and articulation of the figure, and for
variations of tone and texture even subtler, perhaps, than those of
the interior painting.

If Braque is not as popular with American artists today as some
other Europeans, it is probably because he is a classicist, and the
virtues of classicism appeal less to this generation of American
painters than do those of expressionism.

Nicolas de Stael is a 39-year-old protege of Braque's. A few of
his paintings (which are totally unlike the older man's) were shown
here three years ago by Louis Carre, and more recently he exhibited
with Theodore Schempp. A much larger selection is now on view at
Knoedler's, where it is attracting considerable interest. De Stael has
changed greatly in the last few years. His earlier work was more
abstract; forms were smaller and more chopped up—often resemb-
ling enlarged crystals of metal or mineral; color was generally darker;
surfaces more like tapestry. Today he might be called an abstract
impressionist.

De Stael's best paintings are land, sea or city-scapes in which
natural forms, reduced to their simplest contours, to basic divisions
of land, water and sky, are represented by great slabs of paint,
literally as thick as mortar. Using a plaster knife De Stael spreads
his colors across the surface of a canvas, layer on layer, until the
painting seems to have the solidity of a wall. Sometimes he uses
flaming oranges and reds. More often his palette is somber: dark
greys, greens and vehement blacks applied in slanting patches or in
vertical and horizontal bands up to 20 inches wide and several feet
long, with smaller areas of bright blue or smoldering red wedged in
here and there. Obviously, his paintings are large; one measures
about seven by eleven feet. (And has 250 pounds of paint on it!)
Obviously too, some of them have a brutal impact. But there is much
more to De Stael than mere force. Surfaces are expertly chipped,
scored and glazed, and some of the quieter paintings reveal a pas-
sion for exquisitely modulated hues. For, despite all his fauve-expres-
sionist violence, De Stael is essentially a luminist whose spiritual an-
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of a roller bearing when installed with
Tavart's new track-type hardware.

7/ Double-row ball bearing spring suspension,
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cestors are Vermeer and Hercule Seghers.

In a typical seascape, Ciel & Honfleur, the sky which fills most of
the canvas is a pale blue-grey; the water is a narrow black band;
the land, a still narrower band of white. In other seascapes, grey
skies are shot with pale blue-green, pink or lavender; the sea is
white; the narrow foreground, black. The mood of these paintings is
serenely lyrical. De Stael handles more complex structure equally
well in Les Indes Galantes (a nude: a few broad slashes of white and
flesh-pink on dull greens, pale blues and black); in Parc des Princes
(a post-cubist painting of football players in red and blue on a dark
green field); and in some of his grey, brown and black flower paint-
ings, which also derive from cubism. To me, De Stael seems to be
well on his way.

Another French painter who is well on his way is Manessier, whose
paintings are being shown for the first time in this country at the
Pierre Matisse Gallery. Manessier's inspiration is religious, Christian,
abstract. His themes are taken from the Bible for the most part—
specifically from the story of the Passion. But there is nothing "liter-
ary'' about his art: it is not an interpretation of optical reality, but
neither is it, despite the titles, a re-telling of episodes in the life of
Christ. Manessier's paintings are abstract symbols of inner processes,
states of conflict, stages of spiritual death and rebirth. His appre-
hension of these matters is intuitive and deeply felt.

Some of Mannessier's painting suggest fragments of stained glass
scattered on a solidly colored ground. The deep, glowing colors he
uses are not, however, limited to those of stained glass. (There are
many browns, ochers and purples in his paintings.) Crystal, cross,
thorn and lattice are his motifs, arranged in overlapping, interlocking
designs which cover the canvas from edge to edge. His touch is
strong and self-possessed. His art is not ‘‘heavy" (like Rouault’s), nor
on the other hand is he so involved with its spiritual content that he
neglects its physical existence. No, the Word becomes Flesh, and
quite beautiful flesh in these sumptuous paintings. In the best of
them, that is. A number of the smaller compositions are studies, and
for that reason they are sometimes unsatisfyingly fragmentary.

It is in three of the large paintings (measuring 59 to 87 inches)
that the various elements of Manessier's art are most successfully
combined. In Nuit de Gethsemani sharply defined black and grey-
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violet shapes form a floating screen in front of a deep green field.
In Turris Davidica cartouches and cabochons of pink, red, and cobalt
blue are arranged on a magnificent expanse of cadmium orange.
For me, the finest painting in the exhibition is Pour la Fete du Christ-
Roi. This is a montage of cross-and-crystal axial elements, pale blue
and tan, set in niches of stained glass color. The background is a
glowing golden ocher shot with traces of pink and green. These
three paintings offer rather dazzling proof that the sense of glory
is not lost (and that Paris is not moribund) as some seem to think.

Oils and gouaches by the young ltalian, Music, are currently on
display at one of New York's newer galleries, the Cadby-Birch.
Music, a Dalmatian by birth, has lived in Venice for a number of
years. Like many a Venetian before him, he tutns his eyes to the East,
to Byzantium, and perhaps beyond, to Central Asia.

Music's subjects are the terraced hills of Umbria and Sienna,
nomadic travellers and herds of striped, spotted horses. The appear-
ance of his paintings is perfectly suited to their content—the crumb-
ling textures and mildewed tones reminding one of faded frescoes.
In style they are reminiscent, on the one hand, of the Iltalian primi-
tives, of Sassetta for example, and on the other, of Coptic art.

Music’s vision of things is intensely romantic: a vision of timeless
places where forms seem always about to dissolve. He paints a nar-
row river in the background so that everything is beyond reach, on
the farther shore. The sun is shining but the light is mysteriously
forlorn. In this lavender, grey and umber land, under an umber sky,
pale horses, blue, tan and iron grey, stand by the bank of a stream.
It might be the Gobi desert, 100 or 1000 years ago.

It might be argued that the content of Music's art belongs to
poetry, rather than to painting; certainly it can be approximated in
poetry—and in novels like Prokosch's ''The Seven Who Fled.” But
the objection will not hold up, and is irrelevant in any case. An
artist has no choice but to paint his own vision, and when he is
gifted, as Music is, he provides experiences that cannot be exactly
duplicated in any other medium. (In painting the communication of
atmosphere is instantaneous; and the sensuous appeal is to the eye,
while that of poetry is to the ear.)

A radically different kind of art, having to do with experience of
a more difficult order, is that of Frank Kupka, ten of whose paintings,
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dating from 1913 to 1948, are at the Rose Fried Gallery. Kupka
was born in Czechoslovakia in 1871. He settled in Paris in 1895
where he became known as a gifted illustrator, caricaturist and neo-
impressionist painter. He also pioneered in the development of the
color etching and was hailed by many as a leader in this field. In
1911, with dramatic suddenness, he gave up figurative painting. In
that year and the next he discovered and developed Orphism, ante-
dating Delaunay and the American Synchromists by a year or more.
He exhibited these first abstractions at the Salon d'Automne in 1912.
Walter Arensberg bought the Fugue in Red and Blue. Kupka's dis-
covery received wide acclaim. But somehow he got lost in the shuffle
of art politics and, except for the war years of 1914-1918, he has
been painting quietly near Paris ever since.

Alfred Barr called attention to Kupka's achievement in 1936 in his
book *‘Cubism and Abstract Art."" In the last few years his work has
been brought to the public's attention by Louis Carre (in a New York
exhibition two years ago): by Jean Cassou (Director of the Paris
Museum of Modern Art); by Michel Seuphor (in his book, '‘L'Art
Abstrait’"), and now again by Rose Fried. It is high time, too, for
Kupka's early paintings of overlapping colored discs, of circular and
elliptical colored lines, and his more architectural compositions of
vertical and horizontal planes, establish him as one of the great style-
originators of abstract art. Nor is Kupka only an idea man; he is
a first-rate painter as well, a painstaking craftsman with a love of the
sensuous, or tactile, qualities of paint. This is apparent in his purely
abstract work, and in the semi-abstract compositions which suggest
blue and red prism cities, their crystal towers rising into the light.

It must be admitted that for many people Kupka's art is not easy
to take. | can think of three reasons for this. In the first place, people
sometimes have an erroneous impression of this kind of art: they
think there is something hugely cerebral about it, and this scares
them away. They fail to realize that it is an art based partly on feel-
ing (the same kind of feeling that determined the proportions of an
lonic column or a statue of Venus) and partly on intuition that seeks
to discover principles of equilibrium and relationship governing both
man and the universe around him. (Or on the other hand, failing to
grasp this semi-psychological, semi-mystical aspect of geometric art,
they dismiss it as ‘‘mere design."’)

A second block to understanding is lack of patience where art is
concerned. We are accustomed to listen quietly to music, to wait
while one of Bach's complex visions of order takes possession of us;
we are less sensible, and less courteous where painting is concerned.
But paintings like Kupka's Traits, Plans, Espaces Ill (1913) and Di-
vertissement Il (1935) cannot be seen all at once: they need explor-
ing. Then, given the chance, their rhythms, too, begin to act upon us.

In Kupka's case, a third difficulty exists. Our eyes are conditioned
by the colors of Western European painting generally, and, in re-
cent times, specifically by those of French painting. Kupka's color
is exotic, Eastern, sometimes almost Tibetan. But unless we can over-
come our provincialism with respect to color, we must fail to ex-
perience a large part of the world's art.

Up at the Solomon R. Guggenheim Museum the works of a number
of Kupka's contemporaries may be seen. They comprise the first
exhibition arranged by the museum's new director, James Johnson
Sweeney. Clearly it was a great day for the museum, the day
Sweeney took over. He brought a gust of fresh air with him that
blew the cultish cobwebs away. Specifically, he painted the walls
a sparkling white, set big green museum-plants here and there, took
the paintings out of their gold frames, consigned two-thirds of those
that were on more or less permanent display to parts unknown (to
me), and ransacked the cellar, where he discovered a number of
unsuspected treasures. Most important of all, he installed his first
exhibition superbly. There was a time here when paintings were
lined up on the walls like postage stamps, from floor to ceiling.
Now, a large painting gets a wall to itself. A painting that "‘needs
distance,"” has distance. Paintings that belong together stylistically,
are paired. Paintings that, together, convey the essence of a particu-
lar artist's style are hung together.

It is a large show and | can mention only a few highlights. One is
Mondrian's umber and ocher Composition No. 7, painted in 1913
when he was still close to cubism, and suggesting the facade of a
cathedral. An unumbered composition of 1916 (an overall-}-and —
design: black on muted pink, ocher and blue) brings us closer to his
mature style. By 1922 when he painted Composition No. 2, Mondrian
was well on his way.
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Vantongerloo is represented by one of the paintings based on
algebraic equations: a large white canvas cross-cut by a few straight
black lines with three rectangles, green, yellow-orange and violet,
along the outer edges. A fine painting; it strengthens the belief that
too little of Vantongerloo's painting has been seen here in America.

Turning from neo-plastic to non-objective art, there are ten Kan-
dinskys in the show. These include two quite beautiful examples from
1913: puffs of fresh color and clusters of delicate black line: imagi-
nary dragon flies among imaginary flowers. Kandinsky's Two Circles,
No. 614, painted in 1935, is less lyrical and more mysterious—sun,
moon and ladders in space, evoking notions of nature's secret dia-
lectic. Here Kandinsky is close to Klee in spirit, and the Guggenheim
collection of Klees is remarkable. Those in the present exhibition
include the famous Dance, You Monster, to My Soft Song.

Cubist paintings in the show are dominated by Picasso's 1911
Landscape, Ceret with its tilting, climbing, zigzagging facets. Two
"“figurative cubist’’ still lifes by Juan Gris in black, grey, brown and
olive green, are among the most handsome paintings in the show.
Gleizes is responsible for a big surprise. This is his 1912 Harvest
Threshing (a semi-cubist montage of solidly interlocked figures in
smoky colors dominated by brown), which measures 8 feet 10 inches
by 11 feet six inches. Robert Delaunay contributes a surprise, too.
His 1910 painting of The Eiffel Tower, a crazy, rickety structure climb-
ing to the sky, is a powerful, sketchy work, more expressionist than
cubist, filled with air and a sense of splendor. Delaunay's 1911
painting, The City, is cubic rather than cubist; its exaggerated pointil-
lism suggests a sheet of hammered glass. The artist's Orphic period
is represented by Circular Forms (1912?), an arrangement of over-
lapping disks and targets, remarkably fresh in color.

There are a number of works in the exhibition which do not fit
into any of the categories mentioned so far. These include several
of Seurat's exquisite chalk and conte crayon drawings; one of
Modigliani's famously naked golden girls; and Brancusi's African-
influenced Adam and Eve—an oak, chestnut and limestone figure,
almost eight feet high; one of the great works in the Guggenheim
collection. Last, by no means least, there are eleven Legers. These
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include The Smokers, painted in 1911 when Leger was still close to
Cezanne, and startlingly like a Malevich of the following year; two
1913 compositions, warm in color and tapestry textured; the 1918
Bargemen, with it piquant fruit colors and a 1925 "'piston period”
composition.

American art is redeemed in the current exhibition at the Wilden-
stein Galleries. Called ‘'Landmarks in American Art,"" and staged as
a benefit for the American Federation of Arts, it consists of 62 paint-
ing selected by a committee of museum officials and writers on art.
The exhibition begins with an anonymous portrait of a child, painted
in 1670. It ends with Jackson Pollock's No. 6, 1950, a characteristic
example of the artist's work in which color functions more than it
does in most of the paintings Pollock made prior to 1952. (In the
big paintings he showed a few months ago at the Sidney Janis
Gallery, color, for the first time, seems consciously and strategically
placed so that it contributes as much as line in the total experience
of his art.)

There are a number of early portraits in the Wildenstein exhibi-
tion, including fine examples by Copley, Earl, and Gilbert Stuart—
excellent characterizations, admirably painted. Throughout the his-
tory of our art there have been painters whose feeling for the Amer-
ican landscape was passionate, romantic and often rather melan-
choly. They contribute some of the finest paintings in the exhibtion—
a little old-fashioned at times, perhaps, a little quaint or picturesque,
but meticulously observed, skillfully painted and filled with an un-
abashed reverence and a sense of grandeur that one must respect
and even envy. This feeling, so directly expressed in the work of Cole,
Church, and Bierstadt, also informs the more restrained and aestheti-
cally sensitive paintings by Inman, Heade and Lane. A more con-
scious and knowledgeable concern with form and space as pictorial
elements is shown by Inness. Knowledgeability and the capacity to
focus feeling on the painting itself, to be inspired by painting and its
problems (instead of merely transferring to the canvas feeling tha
properly belongs to the subject) reach a peak in Winslow Homer.
In Homer's The Fox Hunt and The Adirondack Guide, the dramatic
feeling for light and space, the firmness of touch, the strong grasp

{continned on page 34)

From a collection of functional modern accessories: clocks, lamps, lighting fixtures, fireplace equipment. Manu-
factured by the Howard Miller Clock Company, Zeeland, Michigan. Nationally distributed by Richards Morgenthau
Co., 225 Fifth Ave., New York City; and 1215, The Merchandise Mart, Chicago 54. Write for literature.
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in passing

HUMAN RIGHTS AND PUBLIC OPINION

If we wish Human Rights to become a reality
for everyone, the goodwill of governments, on
which indeed we count, will need the active
ungrudging and determined co-operation of

public opinion.

The achieving of the rights is indeed the task
of Man, of the man in the street. He alone will
secure the application of our Universal Declara-

tion, because he is himself its author.

The lawgivers who drew it up were not
proferring a masterpiece of inspiration from
on high for the admiration of the learned.
Throughout their work they were swept along
by public opinion. They wrote at its dictation.
They set down the results of long toil carried
out in obscurity by generations of citizens de-

voted to the public weal.

If the Universal Declaration represents a def-
inite advance on all which proceeded it, it is
because it has had the advantage of a process
of general evolution more rapid and more fever-
ish than in any other age. If then this Declara-
tion is today the supreme expression of our will
for peace and justice, the credit must go to the

peoples of the whole world; the Declaration

was born of their deepest longings.

But how many people in each country, how
many children in each school are aware of it?
What efforts have been made, | do not say to

apply it, but merely to make it known?

These efforts will fail in their effect if the
great vehicles of public opinion in each country,
especially the press, cannot or will not play

their part too.

| have no hesitation in saying that the future
of this Declaration is like the future of Unesco
itself. Unesco will not fulfill its purposes without
the active assistance of public opinion. Con-
versely, it will have fulfilled them all when pub-
lic opinion comes unreservedly to support it;
its future is bound up with that of education,

culture and peace.

But as long as it is foreign to the majority
of mankind, the Universal Declaration of Human
Rights will remain a pious resolution. Once,
however, it has penetrated the minds and hearts
of men, once men have voluntarily rallied to it,
become fully aware of their own rights, they
must necessarily claim them, and no force on
earth will be abie to refuse them.

Jaime Torres Bodet




The requirements specified that the core, or
repository of names, should be underground. A
cave beneath the earth (to which we all return),
it was to be the place of solace to the bereaved
—suggestive still further of the womb of gen-
erations who would in time replace the dead.
Above ground was to be the symbol for all to

see and remember.
A challenging subject—I thought sculpture
need not be sculpture as things: it could be a
sort of concentration of energies. My symbolism
derived from the prehistoric roofs of ‘'Haniwa,"
ISAM“ NOGUCH' like the protective abode of infancy—or even
equated this with birth and death, the arch of
peace with the dome of destruction—there was

- nothing untold in this.

A PrOIec' It was to be a mass of black granite, glowing
at the base from a light beyond and below.
The feet of this ominous weight descended
underground in concrete through the box which
HIROSHIMA MEMORIAL TO THE DEAD formed its anchorage. To be seen between
these heavy pillars was a granite box canti-
levered out from the wall, in which were to be
placed the names of the world’s first atomic dead.

All went well till the very last concluding judg-
ment. Then the committee which has the final
decision on what goes on in Hiroshima, turned
our plan down.

Of course, there were the usual reasons given:
that it was too abstract—I understand, but they
cannot—it would not fit in with ceremony—too
expensive—no need to seek outside assistance.

Was it density not to get the point—a lack
of delicacy? . . . Where nothing can be said,
sculpture may indeed not be needed, not want-
ed. However abstract, in sculpture there is a
meaning.

Though humanity protests, it seems, no lessons
may be learned, no warnings given, only gently
bury the dead.—Isamu Noguchi.







18

Design Project for Stadiums

FROM THE SCHOOL OF DESIGN OF NORTH CAROLINA STATE COLLEGE

STRUCTURE-—STADIUM SANTA MARIA
THE MODEL BELONGS TO THE PART OF THE SECTOR OF SPHERE
NEXT TO THEC EDGES. THIN VERTICAL MEMBRANES ARE NOT SHOWN.

STADIUM SANTA MARIA

TRANSVERSE SECTION

STADIUM SANTA MARIA

TWO SECTIONS SHOWING THE SPACE BETWEEN THE TWO SHELLS. IT IS USED IN ITS BOTTOM (WHERE A LARGER HORIZONTAL SURFACE IS
GOTTEN) AS SPACE FOR PLAYERS' AND JURYS' LOCKERS, ADMINISTRATION, SPECTATOR FACILITIES, STORAGE AND BOILER ROOM. HOT AIR
GOES THROUGH THE "'PLENUM'' OF THE TWO SHELLS AND COMES BACK FROW THE SPACE BELOW THE COURT SURFACE.

LOWGITUDINAL SECTION

These stadiums designed for basketball, ter
nis, boxing, skating are based on a comparativ
study of concrete and aluminum. The main obje
of the project was to solve a structural proble
based on the maximum application of geometr
breakdowns, for logical generation, order, ar
simplicity of technic-construction.

It was also intended to introduce in buildir
design the necessary and still neglected partic
pation of aeronautics. The problem was unde
taken by those students engaged in analysis .
particular structural forms and through expe:
ment with large scale models to ascertain ever
thing that leads to design: the geometric-stru
tural, acoustical, lighting, aeronautical therm
dynamic properties.



Architectural Design : Eduardo F. Catalano

Instructor : Kenneth McCoy Scott
Descriptive Drawing Duncan Robert Stuart
Structure Robert Le Ricolais
Aeronautics Philip L. Michel

Thermodynamics Theodore Brown

\DIUM SANTA MARIA

)SE-UP OF THE GEOMETRIC ORGANIZATION OF THE DOUBLE
‘LL SECTOR OF SPHERE. IT I8 BUILT WITH MODULAR PRECAST
NFORCED CONCRETE Y SHAPE MEMBERS. THE TWO SHELLS ARE
INECTED BY PERFORATED MEMBRANES. REINFORCING 1S IN-
CASED IN THOSE NEAR THE FOUR SUPPORTS. SUPPORTS OF
\IRS (6M. WIDE, EACH ONE) ARE ONLY ONE ELEMENT.

TADIUM LA PINTA

LAN OF THE GRANDSTAND AND COURTS FOR BASKETBALL, TENNIS,

BOWL OF SANTA MARIA STADIUM SHOWING ROOF CONSTRUCTION,
GRANDSTAND AND THE COURT SURFACE INDEPENDENT FROM THE
SPHERIC CONCAVITY OF THE MAIN STRUCTURE.

EXIT OF SPECTATORS IS DONE CONCENTRICALLY BELOW THE
COURT SURFACE, WHERE AN AREA FOR REFRESHMENTS IS LOCATED.
THE TWO SMALL CIRCLES ON THE COURT ARE THE ENDS OF
STAIRS LEADING TO THE PLAYERS' AND JURYS' LOCKERS.

BOXING, SKATING, ETC. IT HAS ROOW FOR 8,000 SPEC-

ATORS. THE SEATS ARE SITUATED IN RINGS THAT FORM THE CONCAVITY OF THE SECTOR OF SPHERE.
TUDENTS ON PROJECT: BECKWITH, JACKSON, LEE, MCPHETERS, PARKER, SAWYER, SCHRIVER, SHIRLEY.

PHOTOGRAPHS BY RALPH MILLS
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MODEL OF STADIUM LA PINTA: BELOW

NIGHT VIEW OF THE STADIUM, WITH ROOF CONSTRUCTION. THE
SHELL OF THE SECTOR OF SPHERE IS ORGANIZED IN THE PRESENT
EXAMPLE WITH PRECAST CONCRETE BEAMS 1.80 M. LONG. THE
SECTOR OF SPHERE IS SUPPORTED BY A CONE SURFACE THAT IS
GENERATED AS A PROLONGATION OF THE SECTOR OF SPHERE,
AND GOES AROUND AN ELLIPTICAL CORE, WHERE ALL THE FACILI-
TIES ARE LOCATED.

STUDENTS ON PROJECT: SCHIFF, LEAMAN, MITCHELL, JONES,
MOSS, MILLER, ODEN, GEORGE.

STADIUM LA NINA: BELOW

IT 1S BUILT WITH ALUMINUM, FORMING A SPHERIC SPACE TRUSS.
ROOF 1S FORMED BY TENS.UN CABLES AND SHEETS OF FIBER-
GLASS. SEVERAL WIND TUNNEL TESTS WERE CARRIED OUT TO SEE
THE ACTION OF WIND PRESSURE OVER THE ROOF AND THE SPHERIC
SHAPE OF THE GRANDSTAND. THE STRUCTURE OF THIS MODEL IS

BUILT WITH MORE THAN 12,000 MODULAR PIECES.
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The Bradbury building at Third and Broadway
in Los Angeles is sixty years old, but time has
not made it obsolete. The exterior is hardly
distinguishable from the general drabness of
the neighborhood, but once through the door
and inside the interior court, a new world ap-
pears—a world electrified by an overpowering
sense of space, light and sound.

Interior forms rise like flowers to the all-
embracing source of light. Hydraulic elevators
glide upward, clicking as they go, while their
counter-weights pass them moving downward.
Balcony passages give depth and deep shadows
to the enclosed space. Stairways leap out, turn
and return again to the rhythm of balconies.
Above the elevator motors, web-light iron trusses
spread the skylight over the entire enclosure.

Few buildings of today surpass it as an urban
expression. The architect, George Herbert Wy-

man, recognized first of all the poor environ- " "
ment which is the rule of streets in a business A V A S T H A L l‘ F U L s O F L | G H T

district. The need to look out a window, com-
bined with the absence of anything pleasant to
see, caused the architect to fold his interior ele-
vations in to face an interior court, thus creating

his own environment. By using a timeless ma-
terial such as light, the environment is unfading.

The street walls (there are indeed eight ex-
terior walls) are of sandstone and brick and
are handled with a restraint unfashionable in
1893. The architect saved his eloquence for
the court. The language is rich and ordered,
and in the deliberate repetition there is no
monotony; there is movement but a sense of
calm; formality without stiltedness.

The court is 50 by 120 feet, is roofed with
glass, most of it installed 60 years ago. There
are three sources of ventilation: a continuous
opening between glass roof and wall, two turrets,
and a series of clerestory windows.

THE BRADBURY BUILDING: 1893 ESTHER McCOY

The building has its roots in literature as well
as the famous engineering feats of the early
nineteenth century. The architect was passion-
ately devoted to Edward Bellamy's novel, ‘‘Look-
ing Backward," which was published in 1887
and describes a utopian civilization of the year
2000. The description of a typical commercial
building reads like notes on the Bradbury Build-
ing, and could hardly have escaped the notice
of the young designer: *'. . . a vast hall full of
light, received not alone from the windows on
all sides but from the dome, the point of which
was a hundred feet above. . . . The walls were
frescoed in mellow tints, to soften without ab-
sorbing the light which flooded the interior.”

George Herbert Wyman, born in Dayton,
Ohio, in 1860, was 32 years old when he de-
signed the Bradbury Building. He had lived in
California less than two years, and was without
formal training in either architecture or engineer-
ing. His father owned a paper mill in Dayton,
but young Wyman chose to work as a $5 a
week apprentice to his uncle, Luther Peters, an
architect. Peters had traveled in Europe and had
seen but was not influenced by the new experi-
ments in steel and concrete.

After an attack of pneumonia, which left him
debilitated, Wyman moved with his family to
his mother-in-law's home in Los Angeles. That

(continued on page 42)

PHOTOGRAPHS BY JULIUS SHULMAN
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Four natural elements—movement of sun,
color, water and light—are the major points
around which the structure was designed.

The principal material used in the construction
of this building is laminated wood and glass,
colored and frosted.

The building is situated so that the sun's light
rays will strike 90° to its surface at all times.
Fig. 1 & 2.

Psychologically there are warm and cool col-
ors. Earth colors such as brown, orange and red
are warm by association—(fire). Blue, green and
some purples are cool, again by association—
(water).

The sun's light rays in the early morning first
strike the panes of colored glass at the base, as

Small Avuditorium

illustrated in Fig. 3, giving the occupants the
feeling of warmth. As the sun moves along its
daily path its light rays strike ?0° to the par-
ticular color best suited for that time of the day;
for example, at noon the sun's light rays are
passing through the blue, cool colors of glass.
Movement of the sun will cause movement of
color in the interior.

Fig. 4, ill. A" indicates the placing of a single
piece of colored glass on the inside arch, the
glass being a color that is a transition between
the two colors that are on the exterior. This
results in a graduation of four colors from three.

Since the structure is facing south, as indi-
cated in Fig. 1, the sun's rays shine 90° to its
surfaces; therefore, the back of the building is

BY M. L. TUNKS

always in shade as illustrated. The north en:
of the building is suspended from its ribs to th
water, which can be raised or lowered to permi
passage of cool air from the shaded side of th:
building across the water to the inside for pur
poses of ventilation.

The laminated wood ribs are made up o
seven layers of long leaf yellow pine. The in
side arch, Fig. 4, ill. "“B', is for the purpos
of taking any bend that may occur in member
ill. 'C"", and transferring it to the opposite fool
ing. The wood member, Fig. 2, ill. ‘D", that run
the full length of the structure is to take an
horizontal movement. The two buttresses, ill

"E'" and "'F", are added support for member
illustration "'D"".
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GIRL AND BIRD: A FREE AND HAPPY COMMUNICATION FROM A CHILD WHO
HAS, FORTUNATELY., NEVER HAD ADULT STANDARDS OF ART IMPOSED UPON
HER. THIS IS UNCONSCIOUS SELF-PORTRAITURE.

MANDALA: WITHOUT HAVING BEEN SUGGESTED, OR EXPLAINED AFTER COMPLETION, THIS
CONCENTRIC DESIGN, A MANDALA, WAS DONE BY A CHILD OF EIGHT AND REVRALS THE
DEEPLY INTUITIVE GENESIS OF THE ART IMPULSE AND THE WEALTH OF UNCONSCIOUS
SYMBOLISM INHERENT IN CHILD IMAGERY.

The work shown here is part of a collection of children’s paintings from the clusses
of Eula Long and Dorothy Hewes Rover and will be emong those assembled for
circulation to schools, clubs, art galleries and recreation centers under the sponsor-
ship of the Los Angeles Municipal Art Department,

children and art

CALLIGRAPHIC DRAWING OF FIGURE: CALLIGRAPHIC AND
HAUNTING, THIS DRAWING, DONE BY A NINE-YEAR-OLD BOY,
WOULD PERHAPS INTEREST A GESTALT PSYCHOLOGIST, WHO
COULD READ IN THIS HANDWRITING THE INNER RHYTHMS
AND TENSIONS OF THE BOY. THE MAGIC OF THIS DRAWING
IS IN ITS MIRRORING OF THE SPECTATOR'S RESPONSE IN
TERMS OF HIS OWN TENSIONS.

BLACK BRUSH LINE ON BLUE-GREEN:

THROUGH EXPERIMENTING WITH COMBINATIONS OF NEW MA-
TERIALS EVOLVED THIS ABSTRACTION OF A DANCER'S MO-
TIONS. VIVID IN COLOR—BLACK ON BRILLIANT BLUE-GREEN.
THIS 1S AN EXTENSION OF THE GIRL'S FEELING FOR RHYTHM,
REMARKABLY SUGGESTIVE OF A JAVANESE PUPPET, IT RE-
MINDS US THAT CHILDREN'S ART OFTEN RESEMBLES THAT
DONE BY PRIMITIVES, BUT JUST AS OFTEN IT WILL RESEM-
BLE THAT DONE BY HIGHLY CULTURED PEOPLES.

FAT ANIMAL: DRAWN BY A SIX-YEAR-OLD BOY. WHILE PLAYING WITH COLOR THAT HE SCRUBBED
AND SCRATCHED ON PAPER., THE BOY RECOGNIZED THE IMAGE OF A '‘FAT ANIMAL'® WHICH HE
THEN DEVELOPED WITH CONFIDENCE AND DELIGHT.




STORYTELLING PICTURE: FANTASY.IMAGERY STORY-
TELLING, (BEGIN AT LOWER LEFTHAND CORNER AND
READ AROUND EDGE COUNTER-CLOCKWISE.) '‘'I SAW
PETALS ON A POND.. | SAW MOUNTAINS RISING
OUT OF THE OCEAN. . | SAW FIREWORKS BURSTING
IN THE SKY.. | FOUND A FRUIT TREE AND ATE ALL
THE FRUIT, LEAVING THE TREE BARE ... SO | PUT
DRESSES ON THE TREE. THEN | WENT HOME AND
SAW THE TURTLE IN THE POND."'
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GISSAWAGAL MONSTER: VISUAL MEMORY OF SCi-
ENCE-FICTION ILLUSTRATIONS CONTRIBUTES TO THE
FORM OF THIS GISSAWAGAL MONSTER, (SO TITLED
BY THE BOY WHO DREW IT.) BUT WHAT IS MORE
IMPORTANT IS THE HARMLESS RELEASE OF ADOLES-
CENT EMOTIONS AND TENSIONS WHEN CHANNELLED
THROUGH SUCH EXPRESSION.

KENNETH ROSS

If | cannot speak with authority about chil-
dren's art, | can certainly speak from a degree
of experience. One day after we had papered
the bathroom ourselves with a most beautiful
paper far beyond our means, our second child
determinedly armed with crayolas permanently
implanted a colorful horse into the design. And,
before her little posterior could cool off another
horse appeared on the newly painted living
room wall. That was five years ago, and the
house has never been redecorated by anyone
but the children. Absolutely defeated by this
uncontrollable force, we now sit back and wait
the years out as our offsprings express their love,
hate, joy, and fear throughout the house. It is
amazing watching the different approaches. The
shy one will embroider the toilet lid with little
no names, the bolder one does herculean murals
on the redwood siding.

It was Franz Cizek who, in the 1930's, first
noticed the difference between the kind of art
children do on living room walls, fences, or side-
walks as compared to their formal work in
school. The first is a free creative expression as
natural and important to the child as breathing;
the second is a stultified and illiterate transla-
tion by the child of what the adult would like
the child to say.

This difference between free and directed
child art hit me with a broadside on a recent
visit at Thanksgiving time to the large Indian
school at Taos, New Mexico. Having heard much
of the fine arts and crafts produced there, |
visited the elementary grades in high anticipa-
tion, only to find the walls decorated with hun-
dreds of stilted realistic renderings of turkeys.
Proudly the teacher showed me work done at
other times, pumpkins at Halloween, and Santa
Claus at Christmas. Before she could show me
the portfolios on Lincoln and Washington, |
hastened to lunch at the house of one of the
Indian teachers. There, pinned up. on the wall
of their little girl's room was one of the most
exciting children’s pictures | had ever seen.
Painted at home, it was a wide-eyed child’'s
impression of a ceremonial dance performed at
the reservation each Christmas eve. Out of all
proportion and with little semblance of realism,
it captured all of the essential drama of the
semi-nude warriors in deer antler head dresses
dancing over the snow in the firelight, while
others in the center vied with each other in
climbing a pole to reach the presents adorning
the top. Released from the creative straight
jacket at school, this child had not only said some
thing important to herself but also to an adult.

Fifty years ago the public lived contentedly,
undisturbed by children's art and confident of
what was fine and noble in adult art. Today
confidence in their own taste in art has reached
a quiet and nervous all-time low. Adding insult
to injury, many adults are now going down for
the third time with this new concept that chil-
dren’s art is significant. Typical is a question
asked by a parent at a forum the other night.
"My little girl paints all the time, but is it art?"
When told that it was a form of art because the
child made her own selection of forms and
colors to express experience and emotion, the
parent shook his head and sat down in com-
plete discouragement.

The impasse comes when the adult tries to

(continued on page 42)
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EULA LONG

Almost to the exclusion of admitting that emo-
tions and senses can be educated, traditional
education of children has been of verbal-intel-
lectual concept. The resultant imbalance plays
havoc with those children of a psychological
type unable to conform to purely intellectual
directives and regulations. Even in art education
the verbal-intellectual approach has been used,
to the de-vitalization of art and the misdirection
of the art impulse which should be allowed to
surge forth in children, without intellectual inter-
ference and prejudice. Children who have a
deeply rooted urge toward art expression go
about with their feelings hurt when subjected to
controls and disciplines antipathetic to the spon-
taneous release of sensibilities. The new way in
art guidance is permissive and acceptant, not
restrictive and dogmatic, and sets up no intel-
lectual standards for the child's art expression
to reach—in this area, surely the child may be
left free to experience the joy of creating some-
thing solely on his own, of investigating materials
in nature, of self-realization and ego-identity
with his work. No damping off of inherent sensi-
bilities, through the restraining and stultifying
effects of ‘‘verbalism,"” has a chance to deprive
the child of emotional development through art
experssion if his guide begins early enough in
the child's life to satisfy with materials the child’s
urge to express. Who would have a teacher
direct a child to draw a whatever when that
child is bursting to translate to paper some vivid
image of his own perceiving?

DOROTHY HEWES ROYER

One must learn how to look at children's art
to understand it, and through it, the children
who make it. To understand what happens to a
child, we must think of other things than matur-
ing and improving his mental faculty. The ad-
justment between his inner, personal life and its
needs and the outer adult-formal world is of the
greatest importance. One aspect of this orien-
tation, in a psychological sense, starts when the
child first communicates by means of drawing. If
he makes a mark on paper and sees that it is
his own and that he has done this alone, he feels
success in his first attempt. Should the child be
stopped with admonitions, assistance, or criti-
cism, a conflict is begun between adult standards
and his own free expression, which inhibits and
distorts his original gifts. In anyway that we can
encourage the child to an habitual and confident
outpouring of his inner feelings we help him to
adjust to the outer world. If we provide easy
access to and a variety of choice in materials,
we allow him to choose objects and materials
that have associative value for him, in shaping
these materials he will again feel a sense of
accomplishment. Through giving many materials
and experiences to a child, another aspect of
growth is revealed—the development of sense
perception. When a child plays with a stick,
he experiences weight, sharpness, texture; when
he holds a ball, he learns about volume; when
he fastens weights on either end of a pole, he
learns about balance. He learns the positive
and negative qualities of matter and space as
he pushes and pulls clay into shape. The child
gains clear, emotionally experienced concepts of
thickness, thinness, height, texture and shape by
working with all kinds of materials under the
dictates of his own inner need to express himself.
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VA C AT I O N H O U S E The site is a 540-acre tract of land ove

looking the Arkansas River Valley, in Oklahom¢
and the cabin, placed on the highest point, hc
a sweeping view of the valley.

The problem of maintaining a vacation house
which is closed nine months of the year, hc
determined the materials. The outer shell is thre
BY FREDERICK VANCE KERSHNER, ARCHITECT walls.of lé.-inch t.hick- untrimmed sandstone fro

the site, with projecting cage of cemesto shee
set on stilts.

Insects make unscreened living areas unii
habitable in vacation season, so the porch
designed as part of the house, on the same fou
foot module. Glass doors opening living are
to porch move on a barn door track.

The stone shell, with raised living quarters,
used here because the vacation house is easi
victimized by brush fires in the fall. Two upp:
floors of minimum area have been preferred -
a larger partitioned one.

PHOTOGRAPHS BY BOB MC CORMA



NEW FURNITURE BY ITALIAN DESIGNERS FROM THE COLLECTION OF ‘LA RINASCENTE’ DEPARTMENT STORE
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OFFICE LOUNGE WITH FURNISHING DESIGNED BY FRANCO ALBINJ. THE OVAL SHAPED TABLE HAS
BRASS AND METAL LEGS AND A WOODEN TOP FACED WITH WOOLEN FABRIC. BY INSERTING TWO
ELEMENTS AT BOTH ENDS THE TOP IS ENLARGED WHILE ITS SHAPE IS ALTERED. THE SMALL
ARMCHAIRS HAVE ASH WOOD FRAMES AND BLACK WOOLLEN FABRIC UPHOLSTERY. THE VARIOUS
PARTS FORMING THE BOOK CASE ARE LINKED TOGETHER BY MEANS OF A SPECIAL BLOCKING
DEVICE. THE STRUCTURE IS POLISHED WALNUT AND REMOVABLE SHELVES ARE POLISHED PLY-
WOOD. BOOKS ARE PROTECTED BY GLASS SLIDING DOORS.

KITCHEN WITH STORAGE CABINETS IN WHITE VARNISHED WOOD:; TABLE IN WHITE VARNISHED
WOOD WITH WHITE MARBLE TOP AND SMALL CABINET WITH DRAWERS.

BELOW: LIVING ROOM DESIGNED BY C. DE CARLI. THE FURNITURE 1S IN CHERRY WOOD; CHAIRS
AND ARM CHAIRS ARE PADDED WTH FOAM RUBBER.

\
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DETAIL FROM MODEL FLAT EXHIBITION, FURNTURE DESIGNED

BY FRANCO ALBINI.

DOUBLE BEDS IN NATURAL WALNUT DESIGNED BY THE

INTERIOR DECORATION OFFICE OF ‘''LA RINASCENTE."'

BEDROOM DESIGNED BY CARLO DE CARLI. THE BED IS

IN

PRESSED BIRCH PLYWOOD, 8MM. THICK. ARMCHAIR PADDING
AND CUSHION ARE IN FOAM RUBBER, UPHOLSTERED IN BOT-

TLE-GREEN ''GORVIGLIO.'"' THE CHEST OF DRAWERS IS
CHERRY WOOD.

WARDROBE AND CHAIR IN CHERRY WOOD: UPHOLSTERY
PLAIN GREEN FABRIC: DESIGNED BY CARLO DE CARLI.

IN

s
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BY SKIDMORE, OWINGS & MERRILL FOR CARGOES, INC.

As the client wished to move into a larger
and more central location, the project called for
remodeling existing fixtures and providing new
fixtures for the enlarged facility. The archi-
tectural program was to create a flexible back-
ground for varied merchandise. The principal
elements in the design are the ceiling units, the
prefabricated wall panels and the use of color.
The egg-crate ceiling was designed by the archi-
tects. It screens exposed piping and structural

work and permits flexibility in lighting through
the relocation of spotlights for changing dis-
plays. All fixtures incorporated in the lighting
solution are commercially available.

The wall panels are 7’ sections T&G vertical
siding, shop fabricated, which permitted fast
erection—150’ of these panels were set in place
by three men in one day. The walls were paint-
ed white to give a spacious feeling to the deep
store. The existing cabinetwork was refinished



and wall mounted in order to contrast with the
walls.

Color is used in broad simple planes to estab-
lish an orderly visual pattern against the variety
of merchandise. Large panels in Swedish red
and mustard yellow are used to divide the space,
and their placing can be altered. Panels were
added to the movable cabinets in the center of
the store and can be moved to provide a back-
ground for the merchandise.

29

PHOTOGRAPHS BY ROGER STURTEVANT
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Town House

BY CRAIG ELLWOOD, DESIGNER

The plan is zoned into three areas: living-
dining, working, and sleeping; each is directly
accessible from the centralized entry.

Walls of glass and landscape elements pro-
vide an interrelation between structure and
garden which offsets the compactness of the
plan. Four ten-foot glass doors, each sliding,
open the living-dining area to the terrace of
textured concrete which leads into the plant
garden. The landscape architect used the excess
soil to an advantage by molding it into gently
rolling mounds along the north and south
boundary lines. The sculptural quality of the
free-form mounds and the textures and forms
of the plant materials are in contrast to the
rigidity of the architecture, but each is comple-
mentary to the other.

A low, open fireplace of red Norman brick
separates living and dining. The terra cotta
color of the masonry is repeated on the south
wall of the living room. A cabinet of rift oak
along this wall houses the radio, phonograph,
and speaker elements, and also provides record
album storage. The rift oak cabinetwork is
repeated on the north wall of the dining room
to provide dining service storage.

The work zone includes kitchen, breakfast,
and utility areas. The utility room opens to an
enclosed service yard and to the garage. The
garage is oversize to allow space for a hobby
workshop. The maid's room is adjacent to the
kitchen and near the entry hall.

The sleeping zone comprises four bedrooms
and two baths. Each bedroom has built-in
desk and storage units of walnut or rift oak;
beds are plywood slabs with air foam mat-
tresses. Sliding panels of Masonite in the cabi-
network are painted sharp color accents.

Basic materials are Norman brick, white cedar,
and plaster.

PHOTOGRAPHS BY

JULIUS SHULMAN
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Consulting Engineers

Mackintosh & Mackintosh,

Landscape Architects

Eckbo, Royston and Williams,

Henry Salzman, General Contractor

ABOVE PHOTOGRAPH BY ALEX DE PAOLA
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BY KIPP STEWART, DESIGNER

Mackintosh & Mackintosh, Consulting Engineers
P. E. Philbrick, Builder

This is a small house set on a site levelled

during the war for an army barracks. The re-
sult is a small shelf enclosed on 3 sides by
granite banks of varying slopes, and open on
the street side. The house is arranged as a
rectangular plan with carport and a garden-
laundry room at the street side, with living,
dining, kitchen and bedroom facing the main

yard on the south side; child's room and bath
a very small garden against the north bank.
Actually an accordion door opens the bedrooms
into one large room during the day making a
large, sunny, and cross ventilated area.

It is the desig;'ler's belief that any house,
and particularly one as small as this (1050
square feet house proper) should be unobtru-
sive enough in character to provide friendly
background for family activity and decoration.
The structure and all walls here are painted
white, with the exception of the light mahogany
ship-lap along the inside of the solid west wall,
and a burlap covered living room wall. Cabinets,
lonterns, cobblestones, plants, fabrics etc. are
intended to make the major statements of color
and materials.

The building uses standard practices and
components; post and beam construction,
(3""x4” post @ 7’-0.c.); a pair of beams is bolt-
ed to the top of each post, spans the 24 feet
of the house and extends 4 feet as a sun shade.
All windows are aluminum sash extending from
concrete slab to 2”7x6” ceiling. Walls are plas-
ter. As was remarked in an earlier issue of this
magazine, it is encouraging to note that the
California Veterans Administration, following
FHA housing requirements, gave a 100% con-
struction loan and offered no restrictions per-
taining to style or construction.



PHOTOGRAPHS EY S. C. BURDEN
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Don't forget the ‘master' touch of
built-in telephone facilities

Your clients will appreciate the idea of concealed wiring
| and neat telephone outlets conveniently located to take
| care of their present and future telephone installations
and changes. Wise home-owners today know the advan-
tages of low-in-cost, high-in-satisfaction planned telephone
facilities.

Just call Pacific Telephone’s free Architects and Builders
service. We'll gladly help you plan telephone facilities for
greater beauty tomorrow in homes you are building today.

Put built-in telephone facilities in your plans

| {®) Pacific Telephone

A VENTILATING SCREEN DOOR
A SASH DOOR
A PERMANENT OUISIDE DOOR

ALL3INT!

Olecriminating home owners and architects have chosen
Hollywood Junior a3 the TRIPLE DOOR VALUE in the
COMBINATION SCREEN and METAL SASH DOOR field!
A shardy dependable door, constructed of quality mate-
rish, HOLLYWOOD JUNIOR'S EXCLUSIVE PATENTED
FEATURES have outmoded old-fashioned screen door
end other doons of iy type entirelyl

IT GUARANTEES YOU YEAR 'ROUND
COMFORT, CONVENIENCE and ECONOMY

WE ALSO MANUFACTURE A COMPLETE LINE OF ¥ >
SHUTTERS, C. C. DOORS, SCREENS, SCREEN DOORS, LOUVRE DOORS

WEST COAST SCREEN CO.

1145 EAST 63rd STREET * * * LOS ANGELES, CALIFORNIA

ADAMS 11108
n » WRITE FOR FREE ILLUSTRATED LITERATURE *

ARTS & ARCHITECTURE

ART

continued from page 13

of form, all these qualities belong to the paintings themselves and
not to the subjects they depict. A less robust, almost ethereal vision
of landscape is expressed in Twachtman's Hemlock Pool, with its misty
late autumn colors, and delicately fretted surface.

The American sense of mystery and loneliness is expressed in
various ways and with varying overtones by Bingham (in my opinion
one of the finest artists this country has produced), Blakelock, Ryder
and, today, Hopper.

The trompe |'oeil tradition is traced from Raphaelle Peale, Peto and
Harnett. (Incidentally, there is more to Harnett than the technical
skill trompe I'oeil painting requires: his After the Hunt shows a notable
feeling for structural tensions.) Our genre painting is closely related
in spirit to our landscape painting, and in this category Mount's
The Power of Music and Eastman Johnson's The Conversation are
especially good. Genre painting and realism meet in Glackens'
Chez Mouquin—one of the strongest and most mature paintings in
the show—and in Eakins' rowing scene, The Biglen Brothers Turning
the Stake, one of the handful of masterpieces here. What is remark-
able in the Eakins, aside from technical skill, is the communication of
atmosphere in the warm, late afternoon sunlight on the rowers' arms,
and the dry pungent color: the rowers' caps and the marker flag, a
strong vibrant blue against the brown, dark farther shore.

Notable 20th-century paintings at Wildenstein's include Stella's
famous bridge, Demuth's immaculate Paquebot Paris, and an un-
usually warm, glowing Feininger (one of his church interior-exterior
abstractions). Stuart Davis’ Report from Rockport seems first-rate to
me—a painting that really jumps, like good barrelhouse (with a
measure of corn thrown in for laughs). Gorky's The Calendars, fin-
ished in 1947, the year of his tragic death, is one of his best late
works, vigorously painted, sober in color, less fragilely constructed
than many of his paintings. Morris Graves' Blind Bird—a disturbing,
pathetic image—is not my favorite Graves, but it is good to see this
artist represented here: he is one of our most gifted.

Over on 57th Street at the lolas Gallery, John Ferren is exhibiting
a number of new oils and watercolors. Ferren's work is quite ab-
stract; | would call it nonobjective rather than abstract expressionist.
Perhaps the label is unimportant, but words have connotations, how-
ever vague, and the spirit of Ferren's new paintings is closer to
Kandinsky than to the sometimes rather desperate slashing called
abstract expressionism.

This is springtime art, full of light, buoyant movement and a sense
of growth. Patches of pale phosphorescence, hazy pinkish whites,
squares and squiggles of yellow ocher are scattered on white, grey
or saffron fields. Here and there a passage of stronger color, brown
or orange, is scooped or slashed across the canvas. There is a sense
of stirring and expanding, of organic forces which rise, fall and
intermingle in the middle air. Not that there are any horizons or
illusions of deep space in Ferren's work: everything floats on the
surface of the canvas, and if this is nature's felt reality, it is seen
from above—or perhaps from inside. Ferren's art deals with intan-
gibles but it is not itself intangible. A love of paint ensures that,
and the surfaces of these paintings are a tactile delight. The spark-
ling watercolors with their puffs of intense black and their long,
swiftly trickled black lines, are like Japanese brush drawings of marsh
grasses: they have a similar vitality of line.

New paintings by William Baziotes are to be seen at the Kootz
Gallery. Elegant phantoms and bulging phantasms: Baziotes subjects
remain the same, but his definition is sharper and his color is more
piquant than last year. And this is all to the good, for the mysterious
images of psychic reality, the lords and ladies of the night, gain in
terror, grace and majesty when they emerge from the mist and
“come forth by day''—something Baziotes' good friends the ancient
Egyptians understood very well.

Italian painters have always had a way with architectural subjects,
and Conrad Marca-Relli, who lives in New York, is a spiritual cousin
of Chirico and Magnasco. At least he is in the new paintings he is
showing at The Stable. They are very romantic paintings: deserted
cities at night, vast white buildings under grey or blue-black skies.
The largest and most effective shows a row of houses huddled in the
distance, far across a vast marble square dotted with black ponds—
or are they shadows? In another painting, the facade of a greenish
golden ocher building extends across the canvas from edge to edge.
It might be a palace, a monastery or a warehouse, but why is it so
silent and what is going on behind its strange black windows?
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In all of these paintings Marca-Relli confines his palette to greys
and white, black, tan and ocher, modifying these colors with a great
deal of skillful glazing. His most successful canvases are very simply
composed. Where he introduces more than a few forms his com-
position becomes untidy, there is a noticeable loss of tension, and
with that loss the romantic paintings become romantic stage sets.

Down in the village at the Peridot Gallery Louise Bourgeois is
showing some new sculpture and a large group of India ink drawings.
The sculpture had not yet arrived the day | called, but the drawings
had, and while closely related in feeling to her sculpture, they are
also interesting in themselves. One group of drawings suggests
masses of wavy hair, cross-sectional diagrams of rock strata, the
rolling movement of a heavy sea. Another group might be of inter-
twined corn husks, or of muscles and sinews—those of the arm and
shoulder for example. But the drawings most closely related to Miss
Bourgeois' sculpture are of large black free-standing shapes which
resemble Indian clubs, bananas or ears of corn. This is very strange,
disturbing and rather obsessive work. Improbable images, they have
the enigmatic reality of an Easter Island head, of a dolmen on a
deserted plain.

Next month | will devote more space to American artists; | will
have something to say about Graham Sutherland, the well-known
English painter exhibiting at Curt Valentin's; and | will file a vigorous
dissenting opinion on the merits of Willem de Kooning's large new
painting, Woman.

PETER YATES

Once last year, and this year two evenings in a row, at Santa
Barbara and at Los Angeles, | have had the pleasure of being
impresario and host to Suzanne Bloch and of hearing her play
music for the lute, the recorders, and the virginals, besides, and
most entertainingly of all, singing to her own lute accompaniment.

During the recitals, and before and after them, and indeed
continuously while | was with her and | am sure a good deal of
the time while | was not, she talked, mostly about music, her
natural medium, and about her husband and children and their
summer home on two hundred acres in Vermont, and about famous
people she has known, who are not her natural medium but the
one she was brought up to and in. Her husband, although a pro-
fessor of mathematics at Columbia, plays the recorder very well.
They go to Princeton to play trios with Einstein, <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>