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FOR TRULY MODERN C HEATING

Modern electric heating . . . quick, fumeless, efficient . . . the kind
Thermador Fan-Type Electric Wall Heaters provide, is in ever-
increasing demand by modern home owners and by commercial
and industrial concerns. Thermador users know they have the
best in modern heating. They enjoy the convenience of opera-
tion, the comfort of electrically heated and circulated air plus
the knowledge that they have the safest, most dependable heating
system available. Manufactured in six models . . . three with the
exclusive new Thermador Thermostat . . . from 2000 to 4000
watts. 230 volts, 50/60 cycles AC.

NT HOUSES

COOlS too! As a summer fan the Thermador constantly circulates
cooling air throughout the living zone.
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| |BLOCK-LONG
MODERN SHOP

INCLUDING EVERY FACILITY FOR
TOP-FLIGHT MODERN DECORATION

It's an education! It's a thrilll Modern from famous
designers the country over. Backgrounds that show the
brilliant dramatic and functional possibilities of modern.
A breathtaking, block-long vista of modern at its best.

CUSTOM-BUILT ARCHITECTURAL DESIGNS

Announcing a new service with a series of inspiring
rooms by way of illustration. Now, at Barker Bros., you
can get architectural interior backgrounds for

your modern home, custom-built to fit your special
needs. Arresting displays!

MULTI-UNIT PACIFIC MODERN

Revolutionary new version of Barkers famous

Pacific Modern furniture, built to unit measure. Units
are combined into complete one-piece sections

that exactly fit your space and needs and give a built-in
look...and all very moderately priced. Complete
ensembles for bedroom, dining and living room.

An amazing display: sections stretched across long
walls; combined to make imposing, high wall pieces.
Here is modern with new flexibility.

MODERN ACCESSORY SHOP

including the newest and best in modern lamps,
decoratives and accessory pieces...a rare convenience
for modern home planners.

See twenty furnished rooms; many dramatic floor

displays; learn what is new in modern. Fifth floor

SEVENTH STREET, FLOWER AND FIGUEROA
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IS ART CRITICISM VALID?

In the highly specialized art world of today the critic (those who
write for the newspapers and art periodicals) is both the most
sought after and the most disliked of individuals. He is sought
after in the hopes of gaining favor and a complimentary “review.”
And he is derided when these are not forthcoming. But few artists
are to be found who do not entertain a deep distrust of the art
critic. Holding as he now does a considerable power to either make
or break the artist, he is tolerated as a necessary evil rather than
respected for any perspicacity of opinions. This state of affairs
contains a double condemnation, for neither the artist nor the
critic is functioning as he should be. In so far as fear of criticism
deflects the artist from his proper course or causes him to lose
sigcht of his own purpose based on inner conviction, he is that
much less a responsible and free man. And in so far as the critic
engages in such things as “promoting” an artist, serving as middle-
man between producer and “consumer” of art for purposes other
than a furtherance of knowledge, he is making a farce of his pro-
fession.

However adroitly phrased in the terminology of aesthetics, must
art criticism today is a farce. It has become meaningly verbiage
of praise (or its antithesis). And at least to those who take their
chances on winning praise, this is what they really want from
the critic. For the artist whose purpose is to “arrive,” as the
saying goes, there is no other way. He cannot count on the public
to “discover” him, because by now the public is also a victim of
this tyranny of critics. At least to a large extent. And thus the
problem becomes three-fold, with the artist and the layman each
shifting what is essentially his own responsibility into the hands
of the critics. The public, or that section of it which is art con-
scious, is almost totally without the necessary standards by which
to arrive at judgments, and the “I-know-what-I-like” group not
withstanding, most people who buy art, or who attempt to discuss
it as art appreciators, look upon the critic’s word as infallible and
authoritative. And here is where the critic fails in his responsi-
bility: when, in the guise of criticism, he gives voice to predilections
and prejudices—his personal likes and dislikes—rather than reas-
oned judgments based on objective standards. Value-judgments
have become reduced to “good” and “bad,” or “successful” and
“unsuccessful,” on the basis of the critics I like, or I dont like.

This raises the question of what is criticism. The fact that the
critical function has been so widely abused in modern times is no
reason to assume that it is an evil per se. Art criticism, no less
than any other form of evaluation, belongs properly to the philo-
sophical realm of man’s activity. It presupposes the existence of
systematic thought as well as a set of standards to which things or
ideas under consideration may be related. Criticism, like art, is a
form of communication, and for either to be meaningful it is
essential that they exist on a more comprehensive (or universal)
plane than that occupied by the subjective ego—that which is con-
fined to self-expression. Throughout this age of rugged individual-
ism, the roots of which may be traced to the Renaissance, there has
been very little genuine communication in art, and a great deal of
self-expression. It is scarcely to be wondered at that during this
period criticism has been largely on the same level. It has amounted
to the artist saying, “I paint as I feel,” and the critic responding
with, “I react to what you paint according to how I feel.” Such
philosophic laissez faire, like the economic structure itself, scarcely
leads to mutual understanding or the possibility of reaching a com-
mon goal. There is not even a conception of a common goal. “You
do as you please and I’ll do as I please—only don’t step on my
toes.” The trouble with such irresponsible individualism (as we
are beginning to learn in the economic sphere) is that somebody’s
toes inevitably get stepped on.

It should be apparent that when art is created on a basis of purely
personal feeling, what may be called the communicable content is
reduced to its extreme minimum, and understanding of such art
confined to those who are similarly disposed emotionally. To what
may the objective critic relate such art? Surely art by its very
(Continued on page 45)
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Custom built aquariums give inferest and motion
to any room with complete safety and almost no
maintenance.

® Continvous filtering keeps water clear with no
changes required ® Temperolure is thermostati-
cally controlled ® Each aquarium is guaoranteed
against any defect and is insured by Lloyd's of
London ® An aquarium can be built into any wall
or cabinet, or cet into a room as a piece of furni-
ture @ Every installation is complete; the aquar-
ium is in operation before installer leaves.

ROBERT ELKINS, JR.
2805 COOLIDGE AVENUE
LOS ANGELES 26 » NORMANDY 1-4846
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BOOKS

THE FUTURE OF HOUSING. by Charles Abrams. 428 pages. New
York: Harper & Brothers. ($5.00)

Understanding the nature of a problem is necessary before attempt-
ing any solution. Housing is a current, complex, pressing problem.
Few men have studied and know the problem as well as Charles
Abrams. He has been for many years a wriler, teacher, and ac-
knowledged expert in the housing field. In this book. he skillfully
articulates the elements of the problem and diverse measures for
its solution. The past and present of housing are depicted and the
proper aims of a housing program are outlined.

The present structure of home ownership as part of the housing
problem is analyzed. Its faults and fallacies, many of which are
not well known, are exposed to view. The abuses of the mortgage
system, oppressive taxes, aggressive real estate tactics, shoddy
building practices, questionable ethics of lending institutions, even
the maladministration of labor unions are shown to be some of
the adverse forces undermining any constructive movement.

The contributions of the housing agencies and local housing groups
are assayed, their failures and their accomplishments are held up
for study. A suitable plan for their future activities is suggested.
The author’s housing program would provide urban and rural re-
development and slum clearance to attain adequate rental housing
for all classes, including low-income groups. His plans are hope-
fully premised on a revitalized building industry, stabilization of
the real estate patterns, and a sound mortgage system. “Good
housing and better cities are the frontier of the new generation
just as the western land provided the frontier of the old. We can
build for a healthier people, build cities equal to our wealth and
culture, have sustained employment while doing it, establish a
sound home ownership structure, have homes not alone worth
fighting for but worth living in. This can be accomplished within
the framework of our political and economic patterns. It can
afford a great stimulus to private enterprise as well.” Mr. Abrams
has supreme confidence that when the American people understand
the issue they will not falter but will face it squarely. When they
act, adequate housing will result.

CITIES ARE ABNORMAL. Edited by Elmer T. Peterson. 236
pages. Norman, Oklahoma: University of Oklahoma Press, 1940.
($3.00)

The theme common to the fourteen essays of this book is that
country living is the norm of existence. As a consequence urban
living is abnormal. The authors appear innocent of knowledge
that cities are rooted in man’s nature, that his basic instinct for
communal living has produced them. It is true cities have glaring,
vicious faults. But the country has its share. Of this fact likewise
the various contributors do not seem fully aware. Their claims
would be more impressive if so many of them were not gratuitously
assumed to be true and self-evident.

The economical, ecological, social. political, moral, cultural, indus-
trial, biological, agricultural, and of course the atomic aspects of
existence are turned over for whatever help they can yield to
bolster and foster the advocated return to the farm and the smaller
community. The possibility of urban rehabilitation is hardly con-
sidered except for a chapter on city planning by an architect. He
considers the subject generally, outlines several city planning the-
ories, among them those of LeCorbusier, Frank Lloyd Wright, Hil-
berseimer, and Saarinen and finally talks about architectural styles.
Editor Peterson’s writing is diffuse, patronizing, commonplace.
Among half-remembered incidents allegedly causing uneasiness
about metropolitan life he writes of “bread lines running three
times around Times Square in 19317. This reviewer could not
have been ignorant at that time of such a practically impossible
phenomenon. The editor refers in awed manner to the weight and
standing of his contributors. Many of them have published books
in their own fields but the general reader will not have heard of
any of them, except possibly Louis Bromfield. Mr. Bromfield will
be known as a novelist, playwright, Pulitzer Prize winner, an ad-
vertised member of a popular After-Shave Club. In a widely pub-
lished article during the early part of the war he boldly prophesied
that the people of this country faced starvation within a year if
the federal administration adopted its proposed plan of sending
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gm With “Twin-Duty” bathrooms, Case helps you answer the

demand that every foot of space be made to count. These smart new bathrooms add livability and salability

to a home. They provide the convenience and privacy of two bathrooms at approximately the economy in space and
installation cost of one. The sketch shows the famous one-piece Case T/N* water-closet, a quiet, free-standing
fixture with positive non-overflow, and the Winston, one of the most

popular Case vitreous china lavatories. Case plumbing fixtures
are distributed nationally—see your Classified Telephone Directory. aS‘
W.A. Case & Son Mfg. Co., Buffalo 3, N. Y. Founded 1853.

Vitneous China Plumbing Firtures
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Beautiful KeKo Flexible Plastic
accessories add amazingly to kitchen convenience and ef-
ficiency. Moisture, acid, grease and odor resistant, they
effectively protect food and appliances. Unaffected by heat
or cold—washable in warm water and mild suds. Buy KeKo
accessories at your favorite store.
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20th Century Design = 6553% Sunset Blvd. « Los Angeles 28, Calif.
Telephone: GRanite 7606

ARTS & ARCHITECTURE

food to the starving peoples of the world. In this book he repeats
the familiar shibolleths: “Either we drift on and on into the de-
pressing condition of a corporate state, or we act to establish a
redistribution of economic values and continue as a democracy in
which the rewards are free enterprise, independence, human dignity
and freedom.” '
The narrow viewpoint and well-defined shortcomings dilute the
value of this symposium—LAwRrENCE E. Mawn, A.LA.

A FIFTIETH ANNIVERSARY OF JOHANNES BRAHMS

The fiftieth anniversary of the death of Johannes Brahms forcibly
reminds us that, although many who are still living saw and knew
him, his name has already entered the enduring remoteness in
which it is confounded with, and spoken of, as the summary of
his art. Byrd, Bach, Beethoven, Brahms, and I should be confident
to add Bartok are the five characters of that initial formerly and
usually confined to the middle three; but whether or not one know
well enough to admit the first and last, Brahms stands among them
with assurance; the vulgar equivalence of the “three B’s” was first
uttered in his praise.

During the earlier part of this century there was among the sophis-
ticated a tendency to deprecate the authority of Beethoven, whose
downright structural dominant and tonic seemed to deny the
looser taste for coloration of the impressionists. Recently the itch
to level Beethoven has given place to a disparagement of Brahms.
The objection, like most sophisticated arguments, grows out of a
presumption of too great familiarity. The principal charges may
be reduced to the two words, “tinycraft” and “strain”. The accusa-
tion runs that Brahms, being a North German bourgeois, was devoid
of humor; that he was by nature a lyricist who took too seriously
his assumed classical responsibilities as the would-be inheritor of
Beethoven and strained to bring forth symphonies; that he is often
coarse, derivative, unrefined and pads out his music to satisfy
predetermined formal needs; that his work, far from being heroic,
piles up heaviness upon slight technical devices. He is granted a
genuine mastery in the writing of songs and chamber music com-
positions. Before some of his last works even his detractors, follow-
ing the spontaneous gesture of Nikisch when he first heard the
Clarinet Quintet, kneel in admiration. Brahms was a master of
technical devices and of the elaboration of such devices into the
larger forms. Like Bach, Beethoven, and Schoenberg he stoked
the fires of his creative energy with vast knowledge of the music
which preceded him. Like Mozart he is usually impersonal in
speech. It is not so much that he has nothing personal to say,
but his personal expression is a fact of the relationship of forms.
He was romantic only in the force which he often exerted to make
his music large, to make himself worthy of his predecessors or,
to judge by certain rather I'reudian hints from his conversation, to
justify himself and the choice of his vocation in the eyes of his
dead father. Unlike Mahler, whose art tries with power of the
mind to capture and return the complex of his soul and its experi-
ence, Brahms is content to let the ethic of musical structure reflect
and thus contain the evolution of his mind. The furthest reaches
of the spirit through music, stalements of divine comprehension
like the Kyries of Bach, transcendent dramas of struggle and
serenity in Beethoven, the sense of death in Schubert, Mahler’s
tragedy of religious experience unreconciled to faith, extend beyond
the periphery of Brahms’ creative imagination. The compulsion to
creativity was nonetheless so great in him that he flooded the world
with memorable music. The lack of assurance in his early days,
which he covered with rude barbs, became towards the end a more
penetrating worldliness, knowing lack of faith but able to reach
spiritual ecstasy through its negative of doubt. Where the heaven-
aspiring G Minor Quintet of Mozart breaks down at the end in
bitterness, the Clarinet Quintet of Brahms, growing out of worldly
disillusion, stands at the threshold of revelation. Throughout his
life this revelation was denied him, perhaps because he wished to
come too soon to worldly terms with genius. The Piano Sonata in
C. Opus 1, roars after Beethoven’s Hammerklavier like an absurd
parody, but it is not absurd, and it is not a parody. Liszt, whose
playing of the Hammerklavier stirred Wagner to praise, read with
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Plans for built-in
telephone outlets now

One sure way to provide for your clients’ comfort
and convenience for years to come is to plan for
built-in telephone outlets before construction starts.

Here’s why.

The location of the tele-
phone can be changed,
or additional tele-
phones added with-
out drilling through
the flooring or run-
ning wires along base-
boards.

The convenience of well-
placed telephone outlets
will be appreciated year
after year.

And, built-in telephone
outlets add little to
building costs . . . much
to building value.

Call or dial your local Telephone Business Office.
Ask for Architects and Builders Service.

The Pacific Telephone and Telegraph Co.
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admiration the sonata of Brahms. And this was the occasion of a
revealing incident, for after Liszt had played at sight the Sonata
in C and its companion, Opus 2, and had warmly congratulated
Brahms, he added with his naturally generous humility his own
Sonata in B Minor, newly written; and Brahms fell asleep. This
self-centered inability either to return the compliment by a lesser
courtesy or to be aware of the significance of Liszt’s historically
far greater structural innovation and achievement defines as well
as much more comment the imaginative limitations of Brahms.
Brahms concluded an epoch which had begun with Mozart. The
creations of Mozart rise by revolutionary leaps almost without
dependence on past art, until the mature composer joins technical
hands with Sebastian Bach. Brahms, however, must climb and
bitterly bruise himself with comparisons, until he is able to produce
his first work of full confidence and hear von Biilow set it beside
the long-aspired-to masterpieces of Beethoven as “the Tenth”. And
as the lonely eminence of Mozart is transfigured by bitter wrestling
with the angel of God, so the rewarded confidence of Brahms is
spiritualized by visitations of great doubt.

If hearing Brams’ music one will have these thoughts in mind, one
will be less inclined to condemn the occasional failings. the often
ponderous uncertainty. Then one will see Brahms at his proper
stature, in comparison with Mahler as Handel is to Bach. His art
is quicker to grasp yet harder to comprehend, less final and more
relative, on the surface firmly shaped yet emptier beneath, grant
ing the listener melody but not catharsis. In the same way one
will recognize in these two figures that Brahms ends an era, whereas
Mahler will not let that era end. So the disciples of Brahms erect
thick structures without purpose, while the disciples of Mahler
have opened in our lifetime a new era of the art of sound. Yet
it is right that Schoenberg, who began his work in adoration of
Mahler, should end in reverence of Brahms.

For Brahms like Handel was consistently large, reverent, technically
masterful, and concentrated, with a gift of melody that unweary-
ingly rewards. He is not always perfect in the smaller forms,
where perfectness is the most necesasry justification; he is not
always well balanced in the larger forms, where balance of struc-
ture is more important than detailed perfectness. His art does not
invariably reveal itself through the confusion of a bad perform,
ance, but a great performance can make it larger than life. The
Handel Variations come down heavily to an harmonic fugue; the
First Piano Concerto, begun as an elegy of Schumann, ends in
meaningless cheerfulness; the quartets emulate mannerisms of late
Beethoven and fail of sublimity; the Violin Concerto leans too
heavily in the first movement on figurative devices, is too easily
melodious in the second movement, and uses a picturesque finale
to bring down the house. Yet the ' Minor Piano Sonata, filled with
Schumannesque mannerisms, easily leaves behind the best of
Schumann. The G minor Piano Quartet springs from excitement
to excitement. The C minor Piano Quartet, the Horn Trio, the
Quintet in G major, the First Clarinet Sonata, the Clarinet Quintet
are among the glories of chamber music. The Haydn and the
Paganini Variations, like strings of matched pearls; the symphonies,
whose human exaltation is less often marred by exaggeration than
made firm and triumphant by restraint; the oceanic Piano Concerto
in B flat; these are the largeness of Brahms, to be taken for what
they are and cherished for that largeness. They are not impaired
by saying of them what they are not. And there is one further
category in which the art of Brahms surpasses criticism, his works
of love and the music written for his friends, the Schumann Vari-
ations for piano solo and piano duet, the waltzes, the beloved vol-
umes of the songs, the choral works, the ponderous Requiem with
its carefully chosen non-liturgic texts, which stands with Handel’s
Messiah. These reach through his uncompromising gruff reserve
like a grasp of hands; and their conclusion is in the two Lullabies,
particularly that for alto with viola, and in the final acceptance of
the thought of death, the Four Serious Songs, when the ponderous-
ness of the Requiem yields at last to faith. These idealize that other
warmer life where Brahms was always guest, the devoted homely
intimacy of the Schumann’s, a life of children and folk naturalness
outside the coffeehouse acquaintanceships and weekly visits to the
other side of town by which Brahms was excluded from the full
surrender of the heart. When one has finished being angry at the
faults of Brahms one can only return love to his love. The final
worth of such a creator is not in his life or largeness or in affirma-
(Continued on page 45)
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THE FARMER’S DAUGHTER, RKO

Satire, one of the more robust forms of humor, has not been tried
too often on the screen, and when tried has not succeeded too well.
The names of such films as The Million Dollar Legs and Beggar
on Horseback come to mind as classic examples of American film
satire, as well as limited portions of Modern Times and Mr. Deeds
Goes to Town. The reason that satire has been shunned by film
makers seems to stem from the same reason that makes producers
assume that film audiences have twelve year old minds, a myth
exploded time and time again by all sorts of polls and box office
checks, but one which still seems to persist.

The Farmer’s Daughter is the most recent example of film satire
and is strongly reminiscent of some parts of Frank Capra at his
best, and Mr. Deeds Goes to Town notably. The story of the young
Minnesotan who goes to the big city with lots of stamina and a
Swedish accent (Loretta Young) and becomes a downstairs maid
for a political shot and his mother (Joseph Cotten and Ethel Barry-
more) is one jammed with good satirical possibilities. Some of
these possibilities are realized, notably scenes dealing with political
rallies, both those of the ‘ins’ (the good party) and the ‘outs’ (the
bad party). Aside from these wonderful fun-poking sequences
where political hacks make impassioned political speeches, and
the sound that comes out is a rare blend of Washington gobbledy-
dook and a harangue in ancient Aramaic recorded backwards, there
is little else that is genuinely satirical. But the reviewer has learned
to be grateful for small favors, and this is well enough.

The Farmer’s Daughter for all its slickness and expert handling in
the thin veneer departments is good, wholesome comedy. And until
something better comes along we’ll stick to this one and say it’s
a fine comedy and its makers deserve thanks.

ODD MAN OUT, Arthur J. Rank, U-I Release

Any reference to the fact that London studios are now outclassing
Hollywood film factories is, of course, a repetition of what a score

11

of other reviewers have said, and also a distortion of fact. The
fact of the matter is that we still don’t see the bad ones, and
English reviews in England’s “Kinematographer’s Weekly” and
other trade publications are seeing and lambasting them all the
time. But Arthur J. Rank’s latest offering, Odd Man Out, with
James Mason and Leslie Banks, is definitely one of the flnest pic-
tures yet to come out of England, and one of the finest films of
this or any year.

Comparison with Liam O’Flaherty’s The Informer will be imme-
diate and widespread. The stories are basically the same: a man
commits a crime and spends the next eight or ten hours eluding
the police, his friends, his enemies and learns a lot about how
base and how wonderful mankind can be. In the case of the picture
which John Ford produced and directed, Victor MacLaglen was an
informer who turned his friend in, and who was hunted down by
members of the Black and Tan as well as other revolutionaries.
In Odd Man Out James Mason and three other companions rob a
factory accounting department, escape and kill a man during the
escape. Three of the men make good their getaway, and Mason,
the wounded killer, spends the next eight hours eluding the Glas-
gow police.

What makes this picture, and Great Expectations such thoroughly
enjoyable entertainment and such a fine film are the minor char-
acters, enacted in part by members of the Irish Gate Theater. A
Hollywood producer made the point in conversation that Great
Expectations was as good as it was because England had such fine
character actors, forgetting (we’ll be generous,) of course, that
the characters were created in the first place by writers, and acted
out by actors. Odd Man Out has a similar army of small players—
a vicar, a toady, a drunken artist, a dissolute medical student, a
whorehouse madame, a cabby, a police captain, an old crone, two
middle-aged biddies and a rabbit-hearted husband among many
others—and these parts are played to perfection.

Odd Man Out is more than a motion picture; it is a visual and
emotional experience, and the audience lives every minute of those
eight hours of hunted freedom which James Mason endures. Much
of the vitality of the picture must be credited to the screen writers
and to Carol Reed, the director.—ROBERT JOSEPH.

one of the first all-modern furni-

ture stores in the West, Frank
Brothers is now the largest in South-

ern California. New quarters per-

mit room-size exhibits of related

pieces. Additional facilities are a
custom upholstery and drapery
shop and o department for com-

plete service on interiors.

CONTEMPORARY FURNITURE by several of the world’s great designers

is available at Frank Brothers’ new store
which opened this month.
Displays include the work of

GEORGE NELSON
CHARLES EAMES
ALVAR AALTO
GILBERT ROHDE
ISAMU NOGUCHI
VAN KEPPEL-GREEN

CONSULTANTS ON INTERIORS FOR ARTS & ARCHITECTURE'S CASE STUDY HOUSE NO. 2

/wé.

2400 AMERICAN AVENUE
LONG BEACH 6, CALIFORNIA
Long Beach 481-37
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PRODUCTS & PRACTICES

Intended for independent zone heating of any sized house, a midget
furnace called “South Wind” is now in production by Stewart-
Warner Corporation.

The self-contained blower type unit has a heat output of 25,000
BTUs per hour, usually sufficient for two and a half rooms. Weight
is 70 pounds including cabinet, and overall dimensions are 11 x
14 x 32 inches. It may be installed in a wall, ceiling or floor and
requires a gas and electric connection plus fresh air intake and
exhaust vent to an outside wall.

The new heater burns natural, manufactured, mixed or bottled gas.
Thermostatically controlled, it does not turn on and off, but runs
at higher or lower capacity in accordance with the heat require-
ments of the room. There is no pilot flame—ignition is electrical.
Heating element is stainless steel. Vent pipe of two-inch diameter
is sufficient. No draft is needed because a motor blows air into
and through the fire box or combustion chamber. Tests have shown
the small exhaust pipe can be run horizontally for a distance of
25 feet without impairing operation.

Spring steel venetian blinds that may be flexed apart as much as
eight inches for window cleaning are being manufactured by The
Kirsch Company under. the trade name “Sunaire.” The thin slats
are S shaped, overlapping when closed for light control. They are
finished with baked enamel in a choice of colors. Other features
are worm gear tilting device, automatic cord stop which holds
the blind in any position and durable interwoven tapes.

New mill of the Simpson Logging Company at Shelton, Washing-
ton, went into operation April 1 to manufacture insulating board
products of Douglas fir. First runs were insulating building board
and roof insulation. The new plant of the 52-year-old firm will
manufacture a line including building board, plank, lath, sheathing,

ARTS & ARCHITECTURE

decorative tileboard and roof insulation, to be marketed under the
brand name “Simpson Insulating Board Products.” Full produc-
tion is allocated to lumber dealers in the 11 Western states for
Western building. Thirteen distributors covering the West have
been appointed and have received first shipments. Simpson also
will manufacture a perforated tile known as Simpson Acoustical
Tile. Eleven distributor-applicator firms have been named.

The new products were developed by the Simpson research labora-
tory which discovered that Douglas fir, grown on the 240,000-acrc
Simpson tree farm and other timber holdings in the rain belt of
the Olympic mountains, produce an exceedingly long and stout
fiber. When properly processed in manufacture this long fiber
results in an insulating board of unusual strength and high thermal
value. Douglas fir wood is carefully sorted and all bark or rot is
removed before chipping. Simpson is the only company using all
Douglas fir in the manufacture of insulating board and acoustical
tile.

The acoustical tile has high sound-absorption ‘value due to the
Douglas fir fibers and clean drilled perforations: 484 to the 12x12
inch unit. Tile and bevel are finished in oyster white. The tile is
made in two sizes, 12 x 12 inch and 12 x 24 inch, and in thick-
nesses of Y%, 5% and 7 of an inch. Insulating board products are
made in standard sizes and thicknesses. Building board, decorative
tileboard and plank are finished one side in oyster white.

The new Simpson products will be distributed by the following
firms: Arizona Sash, Door & Glass Company, Phoenix and Tucson;
California Builders’ Supply Company, Oakland, Sacramento and
Fresno; California Panel & Veneer Company, Los Angeles; on-
tinental Lumber Company, Boise; Elliott Bay Lumber Company,
Seattle and Everett; Exchange Lumber and Manufacturing Com-
pany, Spokane; Frost Hardwood Lumber Company, San Diego;
Lumber Dealers, Incorporated, Denver, Pueblo and Billings; Charles
E. Sand Plywood Company. Portland; Simpson Industries, Incor-
porated, Los Angeles and Shelton; Utah Lumber Company, Salt

(Continued on page 39)
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~¢/7 CONVENIENCE

When a home is properly wired, full accommoda-
tion is provided for all the comforts and conven-
iences of electrical living. Plenty of wire, outlets
and switches are ready and waiting for every elec-
trical appliance or service the owner desires now or
in future. Modern living calls for adequate home
wiring!

Edison customers—and architects and contractors
planning new homes for them—are invited to call
on Edison’s Better Homes Department for assis-
tance in preparing wiring layouts. There is no
charge or obligation.

Edison’s bocklet “Electricity in Your Home Plans”
has more than 100 useful electrical home ideas. For
a free copy, write to Southern California Edison Com-
pany, P. O. Box 315, Los Angeles 53.
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ARTS & ARCHITECTURE CHOSE MOTOROLA 65T21B

The Case Study house program of Arts & Architecture
is a spectacular success. The public, we hear, is tremen-
. dously excited and housing experts from coast to coast
have indicated that “These are the homes of tomorrow
. .. livable, lovable and economical . ..”

Motorola Radios have been an integral part of the
furnishings scheme of the designers responsible for the
Case Study homes because Motorola radios are . .. to
quote a member of the Arts & Architecture staff...“The
finest commercial radios we have ever seen.”

Dealers everywhere are displaying and demonstrating
the complete line of Motorola Radios . . . the perfect
gift for every occasion.

MOTOROLA INC. ¢ CHICAGO 51, ILLINOIS
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SINCE 1835

QUALITY

— ANNOUNCES the creation and manufacture of a superior, sound - absorbing
acoustical tile—manufactured in the West and allocated for Western building.

ACOUSTICALTILE
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Extensive tests have proven that under special pro-
cessing the long, tough fibers of Douglas fir pro-

duce material which possesses extremely high
sound-absorbing qualities. For this reason, Simpson "

technicians have selected these fibers in creating the

=

e e St

new Simpson Acoustical Tile. ;
1. Perforations clean-drilled. Into each square tile g

are drilled 484 holes, each hole having clean edge and |
a smooth, round wall. Perforations will withstand repeated 5 i
painting without clogging or flling or impairing the acous- [

tical value. ]
2. Bevels painted. The entire exposed surface of the

T~

S
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s
s
s
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tile . . . including bevelled edges . . . is finished in at- »
tractive oyster-white. { A{ 'Y
3. Greater sound-absorbing coefficient. Tests prove 4 | ‘
.
i

a remarkably high degree of acoustical efliciency and high g )
thermal insulating qualities. i Al

T
e

DISCUSS THIS NEW ACOUSTICAL TILE WITH YOUR NEAREST SIMPSON DISTRIBUTOR-APPLICATOR

ANGELES INDUSTRIES ELLIOTT BAY LUMBER CO. LUMBER DEALERS, INC. UTAH LUMBER COMPANY
984 McGarry Street, Los Angeles, 600 W. Spokane St., Seatile, 1301 Wazee St., Denver 17, Colo. 333 W. Ist So., Sult Lake City 9,
Calif., Phone Vandike 1783 Wash., Phone Elliott 8080 Phone Tabor 6141 Utah, Phone 4-4318
CONSOLIDATED ROOFING EXCHANGE LUMBER & LUMBER DEALERS, INC. VAN ARSDALE-HARRIS CO.
& SUPPLY CO. MANUFACTURING CO. 423 No. 33rd., Billings, Montana. 595 Fifth St., San Francisco 7,
520 South 7th Avenue, Phoenix, P.O. Box 1514, Spokane 7, Wash. Phone 3911 Calif., Phone Exbrook 4404
Ariz., Phone 47888 Phone Glenwood 1621 ROSE CITY FLOOR
CONTINENTAL LUMBER CO. FROST HARDWOOD LUMBER CO. & INSULATING CO.
P.O. Box 2042, Boise, ldaho Market at State, San Diego, Railway Exchange Building, Port-
Phone 450 Calif., Phone F-7224 land, Ore., Phone Atwater 6444

WOOD FIBER DIVISION * SIMPSON LOGGING COMPANY
Plant at Shelton, Washington e Sales Division 1010 W hite Building, Seattle 1, Washington



MAY 1947

QUALITY @ SINCE 1835

—an old established name in western logging and lumbering announces the comple-
tion of a new, modern plant at Shelton, Washington, for the manufacture of a better

line of INSULATING BOARD PRODUCTS
® INSULATING BUILDING BOARD
® INSULATING TILEBOARD
® INSULATING PLANK
® INSULATING SHEATHING
® INSULATING LATH

IN the rain belt of the Olympic Mountains,
nature produces the incomparable Douglas fir
whose wood fibers are long, strong and tough.

Extensive experiments and tests by the Simpson 2 0 :
Research Laboratory have proven these long, . -
tough fibers will produce a stronger, stouter . {
insulating board. As a result of these tests, SW i
skilled Simpson technicians have created a /} r

complete line of insulating board products of ﬂ i Y

A new modern plant at Shelton, Washington,

home of many other Simpson industries since
1895, now produces these newly-developed o
Simpson insulating products. b

superior strength and thermal values . . . for w
home, oflice and industry. 05 ”

)
4

!
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ENTIRE PRODUCTION ALLOCATED TO WESTERN DEALERS FOR WESTERN BUILDING

Discuss Your Needs with the Simpson Distributors Listed Here, or Write Direct.

ARIZONA SASH, DOOR CALIFORNIA PANEL FROST HARDWOOD LUMBER CO. SIMPSON INDI_JSTRIES, INC.
& GLASS CO. & VENEER CO. 327-29 W. Market St., San Diego, 1610 E. Washington Blvd., Los fn:;
557 5. 9tk Ave, Bhoenlic, Afies 955-967 So. Alameda St., Los Calif., Phone F-7224 geles; Callf,; Phone Prospect 618
Phone 3-3151 ) Angeles, Calif., Phone Trinity 0057 LUMBER DEALERS. IN SIMPSON INDUSTRIES, INC.
CONTINENTAL LUMBER CO. + INC. Shelton, Wash., Phone Shelton 611
CALIFORNIA BUILDERS' P. O. Box 2042, Boise, Idaho ;301 Wazee St., Denver 17, Colo.  \;yau | UMBER CO.
SUPPLY CO. Phone 450 hene: fabor 6141 333 W. 1st So., Salt Lake City 9,
700 Sixth Ave., Oakland 4, Calif. EL%%TT BQY LUMBER CO. LUMBER DEALERS, INC. Utah, [Ehone: 4:4318
i te 6015 W. Spokane St., Seattle, st
CALIFORNIA BUILDERS EXCHANGE LUMBER & MANU- Calif., Phone Exbrook 4404
SUPPLY CO. - FACTURING CO. CHAS. E. SAND PLYWOOD CO.  wESTERN DOOR & SASH CO.
19th & S Sts., Sacramento 14, Calif. P. O. Box 1514, Spokane 7, Wash. 1106 N.W. 16th Ave., Portland, 5th & Cypress St., Oakland 7, Calif.
Phone 2-0788 Phone Glenwood 1621 Ore., Phone Atwater 6421 Phone Templebar 8400

WOOD FIBER DIVISION * SIMPSON LOGGING COMPANY
Plant at Shelton, Washington e Sales Division 1010 White Building, Seattle 1, Washington
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Van Keppel-Green

Incorporated

*MODERN IN METAL

@® TUBULARSTEEL IN THREE
COLORS, BOUND WITH WHITE
COTTON YACHT CORD. QUICK
DRYING IN ALL WEATHER EXPO-
SURES AND AROUND SWIMMING
POOLS. EASILY CLEANED WITH
SOAP AND BLEACH IF NECESSARY.
FOURTEEN PIECES MAKE UP THE
COMPLETE LINE. AVAILABLE IM-
MEDIATELY AS OPEN STOCK.

® ON DISPLAY. MUSEUM OF

MODERN ART, NEW YORK. AL-
BRIGHT ART GALLERY, BUFFALO.
AKRON ART INSTITUTE, AKRON O.

AVAILABLE @ GUMPS, SAN FRANCISCO, CARMEL, HONOLULU. ROBERT KASPER, SAN FRANCISCO.
FRANK BROS., LONG BEACH. BIGGARS, PASADENA. RANDALL OSBURN, JR., SAN CARLOS. EMERY-BIRD-
THAYER, KANSAS CITY. WM. A. BERNOUDY, FORSYTHE WALK, CLAYTON MO., RICH'S, ATLANTA.
T. EATON., LTD., TORONTO, MONTREAL, WINNEPEG. OR WRITE VAN KEPPEL-GREEN, FOR ADDITIONAL
INFORMATION.

VAN KEPPEL-GREEN INCORPORATED 9529 SANTA MONICA BLVD., BEVERLY HILLS
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KEEP YOUR EYE ON

NEeoTRON has been merit specified by Richard J. Ne
for use in Arts & Architecture’s Case Study House
21 — one of the most important houses this g
architect has designed. Thus NEOTRON, long-heralde
much-discussed among architects, is now to be pre
in a model installation. € NEeoTrON, the new la

NEOTR many solid colors—muted and
beauty . . . gay patterns . . .
reproductions of rare woods . . .
. variety of finishes
nly enlarge the scope of the de-
stimulate the creative ability of
ect, but open many possibilities to
er and bring warm pleasure to the

lation is simple. NEOTRON panels may
lied over existing walls or tables, or
ed into new homes or buildings.
RON is easily bonded to any surface
super-strength adhesives developed and
ed during the war. Architectural ef-

self-surfacing plastic panel, is a handsome and practical
decoration and surfacing material of many uses. Wherever
color, cleanliness and enduring beauty are required,
d NEOTRON is ideal. Born of wartime research and proved
d  for five years, NEOTRON fulfills every promise of a richer,
ed  better life in a postwar world. Here are brief facts:

fects are unlimited . . . joints are minimized

. installation costs are reduced . . . as full
use can be made of NEOTRON panel sizes up
to 4" x 8”. Moulded corners, joints, caps and
bases of the same design—or in contrasting
colors—are also available.

NEOTRON is unusually resistant to water,
chemicals, heat and stains—and impervious
to grease. Boiling water, sour milk, food
acids and alkaline cleaners do not affect it.
NEOTRON is not just a coated surface, but
is resin-impregnated throughout and “poly-
treated” for permanence . . . your assurance
of cnduring beauty and maintenance-free
service for years and years.

EOTRON was made for you. Plan to use NEOTRON panels in your bath-
oms, kitchens, offices, hospitals, corridors, restaurants, dens—any place
here beauty, warmth and permanence are essential. For detailed infor-
ation, installation specifications, or questions about special orders, write
MacroLYN, INnc., 410 Holmes Road, P. O. Box 6524, Houston §, Texas.
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THE CASE STUDY HOUSE
PROGRAM OF THE MAGAZINE

irts ¢ archirectore

NEOTRUON

THE SELF-SURFACING PANEL
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COCKTAIL TABLES 38" IN DIAMETER IN MYRTLE WOOD WITH MAHOGANY BASE. CAN BE ORDERED IN ANY
WOOD OF YOUR CHOICE. INLAY AFTER EDWARD BUK ULREICH. PRICE FIVE HUNDRED DOLLARS EACH



in passing

FROM CONSTITUTION OF THE UNITED NATIONS
EDUCATIONAL. SCIENTIFIC AND CULTURAL ORGANIZATION

THE GOVERNMENTS OF THE STATES PARTIES TO THIS CONS-
TITUTION ON BEHALF OF THEIR PEOPLES DECLARE that since
wars begin in the minds of men, it is in the minds of men that the de-
fences of peace must be constructed;

that ignorance of each other’s ways and lives has been a common cause,
throughout the history of mankind, of that suspicion and mistrust be-
tween the peoples of the world through which their differences have all
too often broken into war;

that the great and terrible war which has now ended was a war made
possible by the denial of the democratic principles of the dignity, equal-
ity and mutual respect of men, and by the propagation, in their place,
through ignorance and prejudice, of the doctrine of the inequality of
men and races;

that the wide diffusion of culture, and the education of humanity for
justice and liberty and peace are indispensable to the dignity of man and
constitute a sacred duty which all the nations must fulfill in a spirit of
mutual assistance and concern;

that a peace based exclusively upon the political and economic arrange-
ments of governments would not be a peace which could secure the
unanimous, lasting and sincere support of the peoples of the world,
and that the peace must therefore be founded, if it is not to fail, upon
the intellectual and moral solidarity of mankind.

FOR THESE REASONS, the States parties to this Constitution, believing
in full and equal opportunities for education for all, in the unrestricted
pursuit of objective truth, and in the free exchange of ideas and knowl-
edge, are agreed and determined to develop and increase the means of
communication between their peoples and to employ these means for the
purposes of mutual understanding and a truer and more perfect knowl-
edge of each other’s lives;

IN CONSEQUENCE WHEREOF they do hereby create the United
Nations Educational, Scientific and Cultural Organization for the pur-
pose of advancing, through the educational and scientific and cultural
relations of the peoples of the world, the objectives of international
peace and of the common welfare of mankind for which the United
Nations Organization was established and which its Charter proclaims.

UNENCO
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INTERCHROMATIC PENETRATION (Oil on Paper)

MYTHICAL BEING MASK (Oil on Canvas)

The paintings of Perle Fine have an intuitive three-dimentional quality although her basic ap-
proach is two-dimensional. This concept stems from the idea taught by the Cubists that static
and unequal balance must take place in the same picture. Her painting may start with a
form idea or a color idea but it is the qualifying of these forms, the playing back and forth
between form and space which brings about the final expression the picture takes. This
struggle to attain greater expansion and perception involves a destruction of the static and a
search to establish it again to achieve a sense of tremendous space and enormous form. Her
canvasses which of necessity are concentric at the same time evoke a feeling of eccentricity
and expansion of form and depth. The sensation that this is attained through the stability or
constancy of the right-angle is there or all would be chaos.

To Perle Fine, modern art is a conscious art and a very complicated phenomenon. It demands
that the artist have erudition and at the same time ease of execution. This can come about
only with a thorough knowledge and constant practise of the laws of painting, enriched by
experiencing the beaty and dramu in nature, the poetry and pure magic of color. Here she
finds her springboard, but from the moment the painting is begun, the artist becomes its slave.
The canvas dictates what is wanted here, needed there. From then on the artist explores,
builds, destroys and builds anew. Finally the image—strange,mysterious—emerges, offering us
new and delightful passage into another world. —BENJAMIN BALDWIN.

TYRANNY OF SPACE (Gouache)

e

courtesy Nierendorf Gallery
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SECON®D Fi.0OR PLAN

By ARCH LAUTERER
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The conventional scenery hoisting mechanism with its lofty gridiron (90 feet is the ideal
height usually recommended for the average size stage) has resulted in that all too well
known arrangements of all the other workinig parts of the theatre. With perpendicular
grid mechanism requiring elaborate and expensive counter weighing devices, fly galler-
ies and loading racks it becomes the pattern to arrange all other areas around the lower
needed for housing this machinery. This results in the stage—supposedly the chief pro-
perty of thel actor and director—becoming the cross roads of all the attendant activities
of production. And due to limiting the final point of all production work to this single
stage space the actor is usually forced off the stage at the crucial period just before
dress rehearsals so that the designer, electrician, stage carpenter, stage manager and
crew can discover what they have done and what they can do about it. Meanwhile
the play is actually still in the hands of the evicted actors in spite of all the artists and
craftsmen now occupying the stage.

This theatre plan with its unconventional scene shifting mechanism corrects some of
those faults that pertain to the problem of acting and rehearsal. The entire plan is
prompted by a recognition of the problems of training the plastic actor rather than
devoting all attention to revolving auditoriums and stages. The transverse gridiron
about which this theatre is planned gives working floor space rather tran the old aerial
storage space.

This transverse gridiron extends over four stage areas; 21, the main performance stage;
22, the area into which all hanging scenery is shifted from stage 21 and 23; 23, a
rehearsal stage equipped with all production facilities so that lighting, music and set-
ting can be gradually added to the acting without expelling the actor from the stage; 24,
a stage space where scenery is installed for shifting without interfering with rehearsals.
This area is also used for painting. This is done on the boomerangs (moving platforms)
which are also used in rigging the hanging scenery to the transverse grid.

This combination of four stages and one combined wagon stage space—rehearsal
area affords several advantages over the single floor space of one stage.

First: The speed and ease with which a production can be moved from one stage to
another means that all public performances can be given on the main stage—this in
turn results in but a single auditorium, lobby, lounge, men and women rooms and box
office being required—financially, in both initial cost and upkeep, this results in con-
siderable savings.

Second: The rehearsal and experimental production stage with their identical production
facilities give a valid test to all experimentals. Graduate students producing their own
projects would not be forced to approximate a ‘real” production, in either acting,
staging or lighting. Educationally, this provides a sound laboratory for projects and
experiments.

Third: Here with sufficient rehearsal space and two stages, one occupied by play in
performance and the other by acting and production rehearsals, one play need not be
favored at the exepense of the other. This theatre plan allows a greater development
toward that sound idea of repertory. '
Fourth: It allows the acting, that most important element of theatre to go on undis-
turbed and further more it permits the other artists in the theatre to perfect their work
in relation to the acting, through gradual addition of the various production elements
to the rehearsals. This is a most essential point in the development toward creative
theatre.

On the plan of the second floor there is shown by dotted lines a typical floor plan for
a semi-naturalistic scene and another for a screen or achitectural setting. It is easy
to see how either style of staging may be designed so as to relate to aulitorium at
the same time that the actors are actually playing in the auditorium. This playing area
is made valuable because of the truly plastic lighting available from the side louvres
in the auditorium combined with the drop lightng from the house bridge. The quality
of light on this forestage can be identical to that of the area behind the proscenium.
Not only may this stage serve the realistic drama by making it appear less a picture
suspended in space but through the use of the proscenium units it can be transformed
into a plastic stage space. With the addition of a curtain operated on a traveler behind
the proscenium units we have a stage with five (5) entrances for the actor; with a
simple screen formation as shown on plan, a stage 36’ deep with nine (9) entrances
is provided.
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Fig. 2
Sight lines in stadium type theatre: With front cur-
tain set at 15’ high and back wall set 40’ from
stage front:

A-B. 8/9 of the audience can not see over 30’ high.
C. % of the audience can not see over 24’ high.
D. Va of the audience can not see over 18’ high.
E. All of the audience can see up to 15 high. Even
with curtain set at 18’ high (dotted line) and back
wall set 40’ from stage front: Only V4 of the au-
dience can see over 30’ high.

Fig. 3

In generally prescribed stagehouse an area of 60’
high, 90’ wide and 45’ deep is devoted almost en-
tirely to storage and means of shifting scenes—(A)
One-quarter of that cube, 30’ high, 45 wide and
45' deep is sufficient to serve this purpose with
transverse grid—(B).

Fig. 4

In the conventional stagehouse with dimension
usually recommended, we have 4050 sq. ft. of floor
space for acting, working on production and stack-
ing. If the cube was sliced in three, giving a maxi-
mum height of 30 to the stage, the cubage would
produce a form 270 long by 45’ wide. Total cubage
of block—364,500! Total sq. ft. of construction,
walls, floor and ceiling—approximately 32,000,
Fig. 5

New arrangement of this space—9675 sq. ft. of
floor space for acting, production and stacking.
Total cubage of block—292,000! Total sq. ft. of
construction, walls, floor, and ceiling—approxi-
mately 34,000!

A. Space for wagon stages, stacking of scenery
and furniture from Performance Stage B. B. Per-
formance Stage. B'. Loft for act curtain and fire
curtain (ashestos). C. K Hanging space for drops,
curtains, scenery and lights for Stages B and D.
D. Production Rehearsal Stage. E. Space for wagon
stages, stacking of scenery and furniture from Re-
hearsal Stage D. F. Proscenium opening 20’ x 30'.

Sight lines for balcony type theatre: With front
curtain set at 15’ high and back wall set 40’ from
stage front:

A-B. 5/6 of the audience can not see over 30’ high.
C. 3 of the audience can not see over 24’ high.
D. 23 of the audience can not see over 19’ high.
E. Va of the audience can not see over 16’ high.
F. 1/6 of the audience can not see over 11’ high.
Even with front curtain set at 18’ high (dotted line)
and back wall set 40’ from stage front: Only V3 of
the audience can see over 30’ high.

Block portien bl high
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The designing of a theatre as a work of art in architecture, and
a working place for the creation of art in theatre must be accepted
as a double responsibility. This must be accepted and shared by
theatre artists and architects. The knowledge, skills, imaginations
and resources of theatre and architecture must be pooled if we
would arrive at a creative solution. The history of theatre archi-
tecture in America in the repeated story of the architect relying
on a seventeenth century theatre plan as found on Broadway,
as the prototype for his designing, and of the theatre artists’
acceptance of this unserviceable building.

Many well grounded and spirited criticisms have been leveled
against the theatre architecture of this century. Hiram Moderwell
in his “The Theatre of Today”, published in 1914, said, following
a careful analysis of our theatre buildings, “The modern theatre
building is an archaism.” Edith J. R. Isaacs, in her firmly written
introduction to “Architecture for the New Theatre”, published in
1935 by Theatre Arts Magazine, said, “ . . . new methods of play-
writing demanding from ten to twenty quick changes of scene
instead of an ordered form of three or four acts, and such scientific
developments as air conditioning, sound projection, acoustical as-
surance, and indirect lighting have united with the transfer of
architectural emphasis from exterior design to inner function to
stress the fact that the theatre as we know it is not good and is
neither true nor beautiful.” Despite these and many more strong
criticisms, design of theatre, especially of the stage—the raison
d’etre of theatre—has not altered one jot fundamentally since that
first stinging criticism by Moderwell. There have been slight
changes and alterations within the old plan, in the interests of
stage machinery used for moving scenery, but nothing that came
direct from a concern about the drama and the actor.

What is 20th century about our present-day theatre architecture?
Consider that theatre. Let it be a university or civic theatre, for
these are our great concern today. In these buildings, not only is
theatre produced, but more importantly, it is here that the people
are being educated and trained as the artists, craftsmen and audi-
ence of our future theatre, even to that of the 21st century! What
do we see, almost without exception, as we look at the interior of
this theatre? A large symmetrically designed building, sometimes
Romanesque, sometimes Classical or even Gothic in style, domi-
nated by an enormous blind monolith called the stagehouse. Senti-
mental critics of modern architecture call this tower the declaration
of the function of the building. Nonsense! The stagehouse is pri-
marily and almost exclusively a storage place for scenery. Perhaps
—and no more than perhaps—justified in the crowded, expensive
land areas of a metropolis. That outstanding sign of a present-day
theatre is truly an expression of the 17¢h century thought and func-
tion—not the 20th.
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