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This is what they’re saying about

ITIES

by Lawrence Halprin

"I think this is one of the finest books on the subject.
Every page is an experience. The point made in the
book is greatly needed at this moment and could
scarcely have been better made.”—Edmund N. Bacon,
Executive Director, Philadelphia City Planning
Commission

“A unique inspiration for community architects. It
richly presents the elements that can make spacious,
flexible backgrounds for good living here and now.”
—Clarence S. Stein, Consultant,City and Community,
Planning Development

“A sensitive presentation of the activities, form and
textures that make cities livable.”—Burnham Kelly,
Dean, College of Architecture, Cornell University

“Halprin views the cityscape as an evolving process
...and the elements of the urban landscape in broad
historical perspective. His rich array of pictures give
fresh meaning to immediate problems by relating
them to old forms and world-wide experience. The
reader will find his daily round more interesting and
his personal judgment sharper, after perusing this
book.”—Catherine B. Warster, Prof. City of Plan-
ning, University of California, (Berkeley)

o m‘f‘:’

In this refreshing, new book Lawrence Halprin observes cities
through different spectacles—as an urban planner, as an archi-
tect, as a landscaper, as an artist, as a political man, as a social
scientist, and as a humanist. Mr. Halprin believes that cities
always have provided, and will continue to provide, a creative
environment for men. He defines this environment in his own
perceptive words and pictures. Over 400 superb photographs.
A beautiful as well as a practical source book for the architect.

Here is a partial listing of the Contents.
URBAN SPACES: streets / plazas / parks. GARDENS BETWEEN WALLS.
FURNISHING THE STREET: light / benches / signs / clocks / sculp-
ture. THE FLOOR OF THE CITY: granite sets / pebbles / cobbles /
cut stones / brick. THE THIRD DIMENSION: steps / ramps / walls /
fences. WATER IN THE SQUARE: waterfalls / jets / pool bottoms.
TREES FOR ALL SEASONS: design / pruning / trees for use in the
city. THE VIEW FROM THE ROOF. CHOREOGRAPHY.

101/ x 81/ oblong. 224 pages. $15.00
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Design and Form: The Basic Course
at the Bauhaus, by Johannes Itten

Here, for the first time, is a complete de-
scription of the content and purpose of
the famous Basic Course at the Bauhaus
in Weimar, Germany — written by the
man who organized it at the invitation
of Walter Gropius. Of particular interest
to the architect because it presents some
— very exciting documents on the evolution
of modern art education. Each of the 160
illustrations have a detailed description which help the reader
understand the purpose of art education. Nature studies as well
as studies of form and abstractions, together with a few plastic
works and works in the applied arts are included. 734 x 1034.
200 pages. 160 illustrations. $12.00




In Next Month's Issue of Arts & Architecture

Modern Architecture—Birth, Establishment and Future
by Thymio Papayannis and Anna Venezis

Sculpture by David Smith

Also coming in the February issue is an increase in the newsstand
and subscription prices of A & A, which has held the line against
inflation for almost 20 years. The cost of the magazine to the reader
has remained constant since 1946 while the cost to the publisher
has continued to spiral. It has been a lonely and losing battle and
we now capitulate. As of February the single copy price will be
75 cents; domestic subscriptions 1 year for $7, 2 years $12 and
3 years $15; students, 1 year for $5; foreign subscribers, add $1.50
per year mailing costs to the aforementioned rates. All subscriptions
or extensions received postmarked on or before January 30, 1965,
will be honored at the present rate.
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PETER YATES

DELAYED NOTES FROM MY TRAVELS

In my previous travel notes I have written almost nothing about
concerts or theaters I visited. This was the year of the Richard
Strauss centennial; of which I heard only the distress of sensitive
persons after listening to too much Strauss.

The two outstanding series of programs which I encountered in
1964—programwise, since I was too far away to attend them—were
the Ojai Festival, arranged and directed by Ingolf Dahl, and the
Cabrillo Festival at Aptos, under the direction of Gerhart Samuel,
conductor of the Oakland Symphony. Elsewhere, either a thin
cultural lacquer of safe classics bossed with a few musical events
or “new music programs” of the take-it-or-leave-it sort strung end
to end. Unknown music can become “theater,” as the four con-
certs of the Judson Hall series put on in the heat and sweat of New
York at the end of August and the first days of September seem
to have demonstrated: a glorious all-Varese evening led by James
Tenney, a confused event credited to Karlheinz Stockhausen, and
a performance in their own mode by my friends Robert Ashley
and Gordon Mumma, of the ONCE group at Ann Arbor—who then
went on to appear three times in the Fenice Theater series of the
Venice Biennale.

At Ojai and Aptos, California country towns striking out for them-
selves independent of the musical domination of the cities, the sched-
uled classics were so chosen that they were events no less than
the new music. The Cabrillo Festival made up for its most serious
omission of last year, which brought down the condemnation of
critics attendant from north and south, by performing the Sym-
phony on G of Lou Harrison, who lives in Aptos, to an ovation.
I have a tape of the performance, and the ovation was deserved,
though the final movement, written at a later time and place than
the remainder of the symphony, falls short of what precedes it.
Harrison plans to replace this movement with another, composed
from his original sketches, which he had forgotten or put aside
when writing the later movement. Abrim with melody, the Sym-
phony on G is a full-scale work in the lyrical mode, proving as
Harrison has proved so often that a major composition, even to-
day, can be singing, full-bodied, free of the instrumental ranting
of superposed discordance, though serial in form, and conceived
as music needing no introductory technical treatise to describe it.
I recommend it to any orchestra that can afford rehearsal time to
prepare a work which demands more of the musicians than of the
audience. With this I should mention also Harrison’s beautiful
setting for full orchestra of John Cage’s Suite for Toy Piano, a sus-
tained composition of continuously evolving melody originally con-
ceived for the nine tones of a nine-key toy piano. Harrison’s sym-
phonic adaptation, written for the Monterey, California, Symphony,
is a work any orchestra or audience should cherish.

At Salzburg I attended a concert in a room of the Schloss Mira-
bell where Mozart played. The room holds perhaps 150 persons;
it is square, hard-surfaced, with a high ceiling, a typical large salon
of the 18th century, not a concert hall. The acoustics resemble
those I suffered in Philharmonic Hall at Lincoln Center, New
York. Any sound above a certain level of volume is magnified,
and sound below that level fades to vanishing. A quartet, with
extra violist, played Mozart quintets and a Schubert quartet, in
the modern style with heavy intonation and close-joined legato;
the room rumbled with reverberation and only the first violin could
be distinguished amid the mess. Musicians of Mozart’s time played
on instruments of lighter tone and reduced the reverberation still
more by performing with a disjunct legato, each tone, except when
slurred, terminating in a brief interval of silence before the next
was played. In a modern hall such playing style might seem thin
and mannered—though I’'m not sure of this. Yet musicians should
be aware of the distinction, use it when practicable, and even in a
large hall allow some hint of it to point the musical difference be-
tween the earlier and the later style.

At Philharmonic Hall I sat disgruntled through a program of
Korean music and dancing. It is out-of-doors music, but even
indoors the louder drums should not overpower the more pene-
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trating flutes. We have heard such music performed by small and
large groups at Schoenberg Hall, UCLA, with proper acoustical
balance. In Philharmonic Hall the louder drums reverberated to
unnatural dimensions, while the flutes were nearly inaudible.

I am told that another half-million dollars is being spent correct-
ing this condition, which resulted from hiring a committee of ex-
perts to correct the work of the original acousticians, who were
not permitted to stay and work out their problems. (See my article
in this column, November 1963).

Too much money has gone into Lincoln Center to permit tearing it
down and starting over. If the buildings stood like monuments
defining a graceful or a noble space, one would enter them with
a lift, prepared to enjoy whatever happened in them; but the first
appearance defeats anticipation. The effect is that of a row of
false fronts facing the four corners of a country town. The area
they define is graceless, offering no invitation to linger and admire.
They do not say to a traveler, this is the cultural heart of a great
city. In the Philharmonic lobby I cringe under the menace of
Richard Lippold’s suspended metal beams crowding airless space;
I look away and my sight encounters a bronze sculpture called
“Archangel” that is neither forceful nor shapely in that shapeless
place, which has the dimensions of a prison cell-block. The ramps
are handsomest, flowing with the life that will not leave a staircase
in an empty house; the lobby is like an abandoned empty drawer
half-open. People cannot warm it as they warm the lobby and
waiting-rooms and dens and burrows of Grand Central Station;
they cannot linger around it in simple tourist pleasure as they hang
over the sunken plaza at Rockefeller Center. Here they drift, as if
airless and dehydrated. Let’s face it without excuses: Lincoln
Center and all that it represents, the costly enclosing instead of the
creation of art, is an unmitigated cultural nuisance. It is pretentious
power seeking to control art without judgment or taste. Some of
our best architectural brain has been blunted on it.

It is neither architecture nor Grauman. The Egyptian and Chinese
theaters in Hollywood were conceived in entertainment, and they
do entertain. Day after day in New York tourists wait four-abreast
in a line which stretches a block from the boxoffice and around the
corner for another long block, to enter the one motion picture
theater in the world which perpetuates the Roxy and Grauman
scale of entertainment. That entertainment may be as monumen-
tally vulgar as the Paris Opera, triviality piled up like ornament on
the facade of Strasbourg cathedral — all on the surface —, but it
parades, it beats the spiritual drum, it sings.

Why can we not design important buildings simply, as we design
suspension bridges! Abstract and utile, confounding the denial
between art and science.

In Zurich the guide on the sightseeing bus spoke with pride the
name of Zurich-born Othmar Hermann Ammann. Who? Engineer,
designer and builder of bridges, with a masterpiece each side this
continent, the Golden Gate bridge, the George Washington, the
new Verrazano Narrows bridge, he should be honored still living
by at least a postage stamp, and every school in the nation should
celebrate him. Roebling, Wright, Fuller, Ammann should replace
generals of at best dubious accomplishment among our national
heroes; they belong with Jefferson and Franklin.

At Queekhoven, an estate outside Breukelen in the Netherlands,
a foundation established in memory of Eduard van Beinum, late
conductor of the Amsterdam Conzertgebouw and the Los Angeles
Philharmonic orchestras, assembles musicians for week-long semi-
nars usually featuring a single instrument. At the invitation of the
directress, Phia Berghout, we attended a public program of the
Harp Festival, given at the Reformed Church, where the pews are
so upright that to endure a long sermon in them one’s back must
be as rigid as one’s principles, and the kneeling benches are
surfaced with metal.

The featured harpist, a fourteen-year-old girl from the American
west coast, played and tuned her instrument with equal efficiency,
like a competent mechanic, wasting no time or personality on the
crowd. Afterwards at the reception, when the chance came to
express my admiration, I backed off. “You play like a musician,
not a prodigy,” I might have said, and the praise been misunder-
stood.

The real treat, the smoothing flow of appreciation which you wait

for and seldom feel, began when the alto Aafje Heynis, accom-
panied by harp, sang Hebridean folksongs in the adjusted intervals
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of the folk, the natural intervals the ear seeks when it is not
required to conform to the equal temperament of the piano. The
soft harp accompaniments ran along beside the voice. Later in the
program she sang two Psalms for voice alone, composed for her
peculiar skill by a young Dutch composer. I cannot tell you how
beautiful it is to hear a voice sing true acoustic intervals, and the
Psalm settings, powerful in themselves, had been written for that
purpose. Afterwards, when I complimented her ability, she told
me, “When I sing Schubert, I sing like the piano.” That, too, is
right.

At St. Louis we saw a performance by the latest of heroic, per-
sistent Eva LeGallienne’s theatrical repertory companies. Some of
the actors fitted their roles, and some fitted their roles to them-
selves. The star, a handsome hunk from Hollywood, acted as if he
had trained in westerns. This is not just to run him down, since
westerns require discipline, clean movement, clear speech. But
the emotion is poured in and squeezed out.

If the theater in America does revive, it will not be the long-run
theater, which is confined almost exclusively to New York, nor
one exposing to visual intimacy actors from the motion pictures,
but the many repertory theaters which have been struggling to
surface in many of our cities. I doubt that the new cultural center
theaters going up in expensive houses here and there will do the
job. Their official proprietors and social sponsors have been too
generally responsive to the wrong impulses and the wrong persons;
that is why they are where they are. All the same, American
repertory theater is establishing itself with an audience that is more
than socially interested. Who among them will seek out and bring
along new dramatists?

The play was Arthur Miller’s eulogized and often performed The
Crucible. 1t tells a story of the witch-hunting days in Massachusetts,

when the malignant superstition of the elders tempted young

girls to invent cruel tales of witchcraft and satanism against mem-
bers of the community and fearfully and vengefully persist in them
through public trial even to the death of those they accused. We
have known similar evil in our time and many victims among
us still suffer the penalty of having been ostracized from their
profession, without the Salem formality of a public trial and
confrontation by those who accused them. But the play suffers a
moral flaw. Arthur Miller has made himself his ethical martyr in
a plot subtly altering the facts of his own trial. His accusation
was not imaginary; he was not accused of something he had not
done. The persons whom he refused to name had been implicated
with himself. To assume the pose of martyrdom by altering the
facts of the case seems to me as wrong as in refusing to betray his
friends he was ethically right. The play is an appeal to liberal
prejudice; though many of us may share that prejudice, we should
not deceive ourselves by it.

At such false idealism Ibsen aimed his tragic drama. The Theater
Group, University of California Extension, Los Angeles, presented
Ibsen’s Rosmersholm, with an unintended commentary at the
center of the printed program: on the one page a reproduction of
Michelangelo’s “Pieta”, now playing under blue lights and
twinkling stars, with sacred music from tape-loops, at Robert
Moses’ Fair in the environs of New York; on the other page
“Europe — Michelangelo and You” etc. The Loved One, which
is being threshed out as a motion picture within sight of the Lawn,
cannot do it justice. No irony, satire, sarcasm, contempt can come
up to the expensively paid for image the Lawn itself presents on
billboards and in print, the very mishmash of American cultural
ideology worked up by experts. The heaven is very low, the art
very accessible, the ground real estate, the method of subliminal
idealization, the purpose cash. Ibsen, possibly, could have come to
grips with the state of mind which made it.

I am not directing these remarks against the undertaking business,
members of which have shown me on two occasions an extraordi-
nary courtesy unanticipated by Nancy Mitford.

Rosmersholm is a timely play, because the plot deals with the
vengeful abuse and merciless intolerance, justifying intolerable
acts, between reactionary and liberal in a formerly static society
become progressive. The real drama is not political but personal:
are these real persons caught in the ideological web, or are they
monsters of their own invention?

Johannes Rosmer comes of an aristocratic family, the members

of which laugh as children but never as adults. His wife has thrown
(Continued on page 33)
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Q: Do you happen to have any information on the com-
parative costs of floor covering materials? I am especially
interested in the relative costs of vinyl and rubber.

A: We have just completed a resilient floor covering cost
chart. It includes installed costs estimated on an average
500-square-foot or less job in new construction where the
sub-floor is in proper condition to receive the floor covering.
It begins with asphalt asbestos in the B group of colors at
$.25 a square foot and goes up to $4.50 a square foot for
the special designs in vinyls. In addition to approximate in-
stalled costs for the various types, it gives gauges, sizes in
which the materials are available, and the type sub-floors
over which they can be installed. In addition to the asphalt
asbestos and the vinyl, the chart lists vinyl asbestos, sheet
vinyl and rubber. Copies of the chart are available at the
Building Exhibition Center.

Q: I am helping with the interior design of offices for a
large corporation. They will be using a great deal of special
equipment necessitating an elevated floor system in one area.
What suggestions have you for floor covering here?

A: A high-pressure, decorative plastic laminate flooring
material with a revolutionary new surface offers the prac-
tical solution to this problem for you. It meets all computer
flooring requirements and is also ideal for other operations
rooms and offices where under-floor access requirements
make elevated floor systems necessary. The material meets
the rigid floor covering standards of computer environments
and has a strong resistance to indentation from heavy equip-
ment, electric insulation properties and good dimensional
stability. The floor surfacing will be free of foreign matter
and not generate static electricity. It is easy to maintain and
clean without the use of waxes that flake and powder and
excessive water which can damage flooring adhesives and
the service cables beneath. On elevated floors the panels
are easily removed to provide quick access to under-the-floor
structural or operational systems.

Q: What precautions must be taken to assure maximum
strength in a concrete slab?

A: The main thing is not to let the concrete lose water
rapidly. Cracking and loss of strength occur when water
evaporates too rapidly. If concrete is kept moist for three
days after placement, it will reach its peak strength with a
minimum of cracking. Under no circumstances should freshly
placed concrete be allowed to freeze. At 32° F and below,
expansion changes within the mix will cause permanent
damage and drastic loss of strength. Direct rays of the sun
should not hit freshly finished concrete. Direct heat of the
sun promotes too rapid drying. Shade the finished job as
well as keeping the surface moist during the curing period.
Q: I have an annoying though minor architect-client rela-
tionship problem. After all material decisions are made the
client begins discovering and wanting things that are not
practical. There is probably no solution to this but it would
be nice if there were.

A: Modesty forbids our claiming to be the perfect solu-
tion but architects have told us that coming with their clients
to the Building Exhibition Center when they are making their
decisions is a big help in this respect. The variety of ma-
terials on display makes it possible for them to get a better
understanding of the client’s tastes, and the client will be
able to grasp more readily the architect’s ideas. You might
try it some time.

DECORATION

Building Center 7933 West Third Street Los Angeles, California




BOOKS

SHELL ARCHITECTURE by Jurgen Joedicke (Reinhold Publishing
Co., $22.50).

This comprehensive treatment of shell design is directed, with
complete and thorough understanding, to the needs of the archi-
tect. Many architects feel architecture and engineering are in-
distinguishable in the area of plastic concrete design. In contrast,
the author makes a careful distinction between the two. “It has
been necessary . . . to examine buildings interesting for structural
reasons alone . . .” Yet he makes clear he is knowledgeable about
«, .. attempt(s) to gloss over the emptiness of the architectural
statement by impressive structural devices.” And further “The
cardinal point, however, is not construction as such, but its
contribution to architectural form.” And again “Construction is an
instrument of architectural form, but architecture is a spatial art.”
He also describes the architect’s obligation to making the building
a part of the community.

An author who begins with a sympathetic understanding of the
architect’s role and responsibilities is to be commended, but the
book has more good qualities than this. Shell architecture is a
very complex mathematical subject. The author feels that although
the architect may not be able to work out every force acting in
the structure, he nevertheless should understand how the main
forces act, so as to design intelligently. At every point the author
makes a strong and quite successful effort to keep involved
mathematics to a minimum and his structural explanations within
the capacities of an architect who does not have advanced training
in engineering. The various kinds of shapes are subdivided not on
the basis of similarity of computations, but on the more useful
basis of similarity of outward form. Explicit drawings and pictures
accompany the geometrical definitions.

The body of the book is composed of a large group of photographs
of constructed examples, many from Europe, together with
diagrams and explanations of the forces and structural principles
involved. Many of the photographs were made during construc-
tion. Buildings are grouped according to whether they have shells
with single curves, (such as barrel vaults), double curves with
curves in the same direction (domes), or double curves with
curves in the opposite direction (hyperbolic paraboloids). At the
end of the book there is a structural analysis of one shell; an essay
and some photographs of model experiments; and some essays on
the theory of shell construction. Bibliographies and indices are
quite complete and cross-indexed to a perfectionist’s standard. An
excellent book.

ARCHITECTURAL PHysIcs: LIGHTING by R. G. Hopkinson (Her
Majesty’s Stationery Office, agents: British Information Services,
843 Third Avenue, N.Y. 22, N.Y., $10.00, including mailing).
LIGHTING AND ITs DESIGN by Leslie Larson (Whitney Publica-
tions, Inc., $16.50).

These two books complement each other well and are ideal for
self-education in lighting. The mechanics of achieving an effect
by means of lighting is a most undertaught subject in architectural
schools. These books offer aid in this field.

Architectural Physics: Lighting, as its title suggests, takes a sci-
entific approach to the subject. It is intended for first and second
year architectural students. While it is concerned with the psycho-
logical effects of light upon humans, it does so in terms of
percents, graphs, and equations. There are many diagrams describ-
ing lighting experiments, with a few prosaic photographs which do
nothing to inspire creative work in lighting. Text and mathematical
tools for work are quite complete, however.

Lighting and Its Design remedies this lack of inspiring design
examples with hundreds of pictures showing marvelous lighting
effects. Its approach can well be summarized from its limited text:
“The seeing act itself is complex, and it cannot be properly reduced
to a simple formula.”

The text contains a very interesting discussion of the contrast
between different countries in their lighting recommendations and
codes, especially those of the U.S. and Britain. The American
recommendations are based upon greatest efficiency of work and
call for much greater intensity of light than does the British code,
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which seems more concerned with the comfort level of the worker.
The greatest interest of the book, however, is its fine photographs.
The technical background of how the effect is achieved is cursory.
Nevertheless, the examples, voluminous but carefully chosen,
provide incentive to any designer. Also included in this book’s
excellent format are a fine selection of mass produced and custom
lighting fixtures.

CLassic NEW YORK: GEORGIAN GENTILITY TO GREEK ELEGANCE
by Ada Louise Huxtable (Anchor Books, Doubleday & Company,
Inc., $1.95).

It is always a pleasure to read Ada Louise Huxtable’s books and
articles. Not only is she wonderfully readable, but she has a
delicate sense of selecting what is most interesting and appropriate.
Her latest book is the first in a series of guides to the history of
architecture in New York.

Beginning with pre-Revolutionary buildings, and grouping by
brief time periods, she lists and describes structures, street
addresses, and hours when the buildings are open to the public.
Her discussion of the periods, the architecture, and the importance
of each building is instructive, entertaining and apt. Excellent
pictures accompany almost every building she describes. Within a
period, houses, commercial buildings, and churches and monu-
ments are grouped in separate chapters.

The book is ideally addressed to the New Yorker who loves archi-
tecture and has an unlimited number of Sunday afternoons to pursue
his inclination. The short term visitor will have more of a problem,
because the buildings are grouped by period and type, and any given
group is scattered all over Manhattan. If you have only the time to
visit the best buildings you will have to cull them yourself and make
your own map.

When a book is as good as this one is there is always a temptation
to criticize the things that keep it from being perfect, rather than
to emphasize its good points. But a continual mourning of the
destruction of these buildings by developers and urban renewal,
and touches like bordering in black photographs of recently
demolished structures can only annoy the reader. Of course any
architecturally knowledgeable person, indeed, any thinking person
will agree that destruction of landmarks to “build” parking lots
is a desecration, especially when demolition destroys not only the
individual structure, but also the urban condition, the city-scape
of a block or square. However, when nagged by the same argument
on every other page, a reader begins to consider the necessity of
parking lots and the uneconomics of gutting old structures in order
to provide modern plumbing, wiring, and mechanical equipment.
Making a 150-year-old house livable is not as simple as the author
suggests when she says: “You can always put a washer-dryer in
an old house.” Everyone will agree that the best buildings should
be preserved as a public trust, but the marginal productions require
individual solutions, weighing economic and social considerations
as well as history. This, however, is a minor criticism. The com-
pleted series will be invaluable.

THE CHICAGO SCHOOL OF ARCHITECTURE by Carl W. Condit .(The
University of Chicago Press, $8.50).

Not exactly a reprint and not exactly a new book, The Chicago
School of Architecture is an enlargement and addition to the
author’s The Rise of the Skyscraper (1952). After a brief discus-
sion of early 19th-century architecture, with emphasis upon the
dichotomy between structural advances and architectural expres-
sion, Professor Condit settles into life in pre-fire Chicago. He
discusses how the city’s economics, growth, land values, needs and
desires, together with its architects’ audacious adaptation and
invention of structural techniques led naturally into the archi-
tecture of the Chicago School.

Both text and illustrations are greatly expanded from the original
version. Many portions, such as those discussing influences upon
leading architects seem the result of new research, while other
portions will be remembered as coming unaltered from the original
book. The School is dealt with in its overall outlines, and then
individual firms of architects are examined in detail. There is a
lot of new material on what the author calls “the second generation
of the Chicago movement.” It is interesting to note that the Chicago
School can hardly be called dead even today, for Chicago possesses
a continuing history of architectural innovation and development.
A basis and tradition for much of the fine work being done today
can be traced back in the kind of architectural geneology that
Professor Condit provides.
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GREEK REVIVAL ARCHITECTURE IN AMERICA by Talbot Hamlin
(Dover Publications, Inc., $3.00).

Lost EXAMPLES OF COLONIAL ARCHITECTURE by John Mead
Howells (Dover Publications Inc., $2.75).

THE ENGLISHNESS OF ENGLISH ART by Nikolaus Pevsner (Pen-
guin Books, $1.95).

AN OUTLINE OF EUROPEAN ARCHITECTURE by Nikolaus Pevsner
(Penguin Books, $2.25).

Three of these four paperback editions are books previously
available only in hardcovers. All are welcome additions to any
architectural library which does not already possess them.

Greek Revival Architecture in America has long been a classic
in its field — Mrs. Huxtable refers to it frequently in the first
chapters and notes of Classic New York. It traces the factors
that led to Greek Revival: “. . . the word ‘Revival’ is an unfortunate
misnomer, for this style was only a revival in that its decorative
vocabulary was based upon classic Greek detail. In all other
respects it was typically of America.” “There was withal a
conscious separation from Europe and a fierce will to be Ameri-
can.” “Never before or since has there been less influence from
Europe.” This is an unedited reproduction of the original version.

Lost Examples of Colonial Architecture is unabridged and un-
altered from the original edition published in 1931, with the
exception of the addition of a new index. No doubt many lost and
altered buildings could be added if the book were brought up to
date. It is entirely composed of plates, text being confined to a
single page of introduction. Its scope covers the eastern seaboard
of the United States from Maine to Georgia. There are many early
18th-century examples.

The Englishness of English Art is an updated version of the
Reith Lectures broadcast in 1955 on the B.B.C. Essentially an
admiration of English art, architecture and national customs, the
author lavishly praises the good and smiles indulgently at foibles
and archaisms, much as one would treat a beloved child. He
attempts to resolve apparent paradoxes by investigating their
underlying similarities: “. . . changes in national character prove
nothing final — except that the characteristics of a nation are some-
thing more complex than is usually assumed.” And, “Decorated is
the flowing line. Perpendicular is the straight line, but both are
line and not body.” The author mentions that the only other book
he has seen on this subject was written by a Viennese art historian.
Perhaps national characteristics are most visible to those who
observe from a different cultural heritage, but to read of charac-
teristics treated with such a doting appreciation requires the
sympathies of the native-born. The book contains much interesting
theory, and notes many interconnections between art and daily life
and activities.

An Outline of European Architecture is so much a classic it
is a textbook in many schools, and seeing this new edition, with
its attendant changes and additions, is like welcoming an old friend.
The time range of the architectural history covered is from 4th
century A.D. to contemporary, with the chief additions, in this
edition, being in French 16th- 18th-century architecture. There are
more than four times as many photographs as in the last mentioned
paperback edition, and they are very useful.

Your ENGINEERED HOUSE by Rex Roberts (M. Evans and Com-
pany, Inc. and J. B. Lippincott Company, $7.50).

Mr. Roberts believes that any family that wants to put in the
effort required can have a better designed, better built, better
looking, and more satisfactory home for itself than it could by
buying a ready-made product. He begins with a family’s needs and
desires, covers programming, finding a site, planning, picking
structural and finish materials, financing, and ends with sketches
of some sample houses. Everything is stated in the simplest of
terms and illustrated with homey stories. The basic idea is that a
family must think out its needs very thoroughly and never spend
a cent on any item it could do without. Preferably, the family
would build a shell with plumbing and live in it awhile, only
installing partitions, doors, extra plumbing, paint, etc., when
absolutely driven to it. This way all unnecessary expenditures are
avoided.

Mr. Roberts recommends selecting a site outside the jurisdiction of
a building or zoning board, not to avoid the problem of obtaining
an occupancy permit, which would be difficult in the above cir-
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cumstances, but because they will force you to build like your
neighbors. If you would like water on your property, but find such
sites too expensive, he recommends keeping your eye out for a
swamp, as being easily convertible. He admits semi-rural living will
require a septic tank, but claims it will leave you money ahead.
Wells are good for the same reason, and, by his palate, the water
tastes better than city water.

Having bought the site, but not yet planned the house, he advises
a series of picnics over a two-year period set around some stakes
which you have driven into the ground, so that you can measure
sun angles. He claims this is easier and quicker than use of a map
and a sun chart.

The book does have many good, sensible suggestions and intelli-
gent — though hardly revolutionary — ideas (it’s nice to have sun-
light in the house, and in the summer it’s not), but this usefulness
is tempered a great deal by the author’s implication that he
thought them up himself.

Sketches which are quite numerous, are unbelievably bad.
—ALAN RAPHAEL

THE CREATION OF THE Rococo by Fiske Kimball (The Norton
Library, W. W. Norton & Co., New York, $2.45).

This basic scholarly study of the rococo in France first appeared
in 1943 as a publication of the Philadelphia Museum of Art. The
books treats of “that phase of decorative art which, emerging in
France about 1700 and characteristic of the reign of Louis XV,
dominated Europe until the advent of classicism in the latter years
of the century.” The original large volume has been reduced to a
substantial pocket book size, with the result that the print,
especially that of the footnotes, is microscopic. It is, however,
sharp and black. The many reproductions lose quality. Yet one
must welcome such a book in this format and hope for many more
of them, expensive books brought down to a size and price which
takes them out of the library and into the possession of students.

BAROQUE AND Rococo by Germain Bazin (Frederick A. Praeger,
New York, $7.50).

A well-made volume in the Praeger World of Art Series, book size
and readable. The author is Chief Curator of the Louvre in Paris.
The text is divided in two parts, for 17th and 18th centuries, during
which the Baroque in art grew into Rococo. A chapter in each
part covers the evolution of art for that century in one of eight
national or geographical areas of Europe. There are many fine
reproductions of a wide variety of artifacts: 43 color plates, 175
black and white.

EArRLY MEDIEVAL ART by John Beckwith (Frederick A. Praeger,
New York, $7.50).

Another volume in the same series, covering the period from the
court of Charlemagne into the 12th century with 53 color plates,
153 monochrome. Art books of much higher price, with plates
several times larger than these, reward the eye of the beholder
but are more difficult to read and, with exceptions, are less com-
panionable.

ART OF THE ANGLO-SAXON AGE, An Illustrated Study of England’s
Churches and Sculpture A.D. 597-1066 by Esther Jackson (Rich-
ard R. Smith, Publishers, $5.95).

This delightful book “is the outcome of many seasons spent in
England and of explorations among its ancient parish churches.”
The New England authoress has visited Great Britain to spend
long summers photographing Saxon churches, sculpture, crosses,
or the surviving carved base of a tall cross now serving to support
a font, and illuminated manuscripts. The plates are slightly grey
and the work of a skilled amateur, instead of glossily professional.
The text accompanying each picture tells its story with the in-
formative ease of one who knows the tale from many repetitions.
Useful maps inside the end covers show the location of these
churches and other artifacts in present-day Britain and the divisions
of British in Anglo-Saxon times.

ENJOYING PAINTINGS, a Pelican Original edited by David Piper
(Penguin Books, $1.95).

A dozen painters discuss for BBC broadcast each his chosen
“painting of the month.” The painting under discussion is well
reproduced in color, and the discussion supplemented by additional
reproductions in black-and-white. The contributors, each a pro-
fessional critic or director of a gallery, have found a reasonably

uniform style of presenting first the picture and the reason for their
(Continued on next page)
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enthusiasm then a biographical note about the artist, and finally
whatever supplementary informative material they believe useful,
with a brief bibliography. The choice of paintings is not routine,
the informality delightful, the background and critical talk not
skimped nor merely academic. I found not a dull one in the lot.
And I am particularly grateful to Carel Weight for his choice of
“The Resurrection: Cookham,” the chief early masterpiece by
Stanley Spencer.

EArRLY FLEMISH PAINTING by Robert L. Delevoy and EARLY
ITALIAN PAINTING by Giovanni Previtali (McGraw-Hill Book Co.,
$8.95 each).
These well-designed hard-cover books come in a plastic envelope;
they open and spread out to reveal an informative text,
separately bound, with many supplementary illustrations and
separate notes on the principal paintings, which are included in
the form of color slides in plastic envelopes fastened to the book
cover. The selection is more conventional than in Enjoying
Paintings. For a family with a slide-projector and the wish to
begin appreciating art. There are other volumes in the series.
—PETER YATES

BOOKS TO WATCH FOR

THE CoLONIAL PRINTER by L. C. Wroth (U. of Virginia Press,
$2.75) is a paperback edition of the definitive study of the
Colonial press from its Massachusetts Bay Colony establishment
in 1639 to the American Revolution. Every aspect of printing of
newspapers, books, pamphlets and magazines is thoroughly exam-
ined, from the manufacture of paper to the creation of type fonts
and advertising insertion prices. The colonies, long dependent on
London manufacturers of type faces and presses, developed
their own sources, one of the conflicts with the mother country.
Well illustrated, this outstanding work of scholarship is also a
very readable account of the growth of our printing trade and
the history of our free press.

NATURE & GRACE IN ART by John W. Dixon (U. of North Caro-
lina Press, $7.50) seeks the relationship between Art and Chris-
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tianity. Dr. Dixon holds that by finding reason behind the apparent
chaos of Nature, the artist expresses the theological and ethical
aspirations of man. Illustrated with examples of church and secular
art, the author concludes that the artist’s expression of order is
itself an expression of belief in a God-ordered universe.

MaN AND LaND by Marion Clawson (U. of Nebraska, $4.50) is
of particular interest to Californians because of the complexities
of California land laws as they are affected by old Spanish Grants
and riparian rights. This study traces the law of real property from
the feudal times through the American colonial period to the
present. The gradual re-assumption of land for public benefit is a
salutary step in the right direction. The author calls for a re-
examination of our land and forest policy.

How HicH Is Up by David Loth and Morris L. Ernst (The
Bobbs-Merrill Co., $4.50) examines space age problems and
space age law. The book’s title relates to the problems of the
Causebys, a family whose hens were discouraged from laying
eggs by airport over-flights. Was their claim actionable? Would
the courts decide for the farmer? Before Bleriot, as the authors
state, no court had ever considered ownership of the air and the
rights pertaining thereto. Today this is a common cause of litiga-
tion. In this interesting volume David Loth, as the layman, poses
the problems; lawyer Ernst replies. The authors examine among
other problems: the law and the bomb shelter; the legality of
“truth devices”; the “legitimacy” of artificial insemination. How
High Is Up re-examines our judicial procedures in the light of
new complicating devices and techniques. As Morris L. Ernst
states, however, it is still truth and justice that we are after.

THE DIALOGUES OF ARCHIBALD MACLEISH AND MARK VAN
DoREN, edited by Warren V. Bush (E. P. Dutton, $5.95) offers
the urbane and sapient observations of two great Americans and
writers on a myriad of subjects. Bush originally recorded their
conversation of several days’ duration for a TV broadcast, then
set down a more complete session in this book. Beginning with
observations about poetry and poets, and inspirational source —
for Van Doren it was Wordsworth’s music when he was at college
that inspired him to write poetry — they wander over the field of
human endeavor. Peace; man’s role as a human being or a vege-
table; of course, the Bomb; civil liberties; high school curricula;
Paul of Tarsus; Sherlock Holmes; and Carl Sandburg. Two emi-
nent literary figures who believe with Pope that the proper study
of mankind is man.

DuRreRr edited by Michael Levey (Norton & Co., $3.95). Norton
& Company’s Masters & Movements is a notable publishing
achievement in Art. The series, which has previously offered in-
expensive but beautifully illustrated editions of the works of
Raphael, Delacroix, De Stael and Tiepolo now offers Durer, a
handsomely mounted precis of this great German Renaissance
master’s work.

LINcoLN’s GADFLY by LeRoy H. Fischer (U. of Oklahoma Press,
$6.95). There was no stranger character who skirted the periphery
of the Civil War than “mystery man” Adam Gurowski, foreign
diplomat, writer, military and financial advisor, and a constant
trial to President Lincoln. This is a full-length treatment of the
strange man who was a mixture of seer, Northern radical, spy and
general nuisance.

TRADE CASTLES AND FORTS OF WEST AFRICA by A. W. Lawrence
(Stanford University Press, $10.00) recites the history of almost
five centuries of trade and exploitation along the Gold Coast, Li-
beria and ancient Grain Coast and the rivalry of Danish, French,
British and Swedish among themselves with the Portuguese-Spanish
into the modern era. The stakes and profits were high: gold, ivory
and slaves for the cheap manufactured goods of Europe. The cas-
tles and forts were the link between two worlds — Europe and
Africa — and their conduct offers clues to current political devel-
opments in that portion of Africa. As the author points out, it is
no coincidence that Ghana — the new name of what had been
the Gold Coast — was among the first of the new African nations
nor that its complex political development reflects hetero-
geneous European influences. Primarily a book on architecture and
archeology, the political and social implications are made clearer
by this highly interesting history. —ROBERT JOSEPH



From time to time I have noted in passing the
pernicious operation of the Law of Universal
Indifference. The substance of the L.U.L is
that the overwhelming majority of us cannot
maintain a sustained effort towards an unselfish
goal, nor even, in the case of most of us, per-
haps in our own long-range interests. We have
to progress through a series of short-term gains.
Benefits must be immediate and personal. Make
the promise — or threat — distant in time and
space and we lose interest. What’s in it for me
here and now? that’s our line.

As a result, advancement in material things —
shoes and ships, stocks and stones — is at a
smart pace. Fine. But betterment of the com-
mon good in more substantial matters is dis-
couragingly discontinuous. By fits and starts.
Social progress apparently requires the passage
of man-made laws which remove this or that
anti-social activity from the jurisdiction of the
Law of Universal Indifference, which make
men indifferent only at their own peril.

In civil (as opposed to criminal) law, I believe
there are cases holding that a bystander has a
positive duty to act to prevent harm coming to
another under conditions where in the past he
had a perfect right to do nothing. For example,
a man who stands by and allows a child to be
run down by an auto, where it can be shown
that he could have whisked the child out of
danger at little or no risk to himself, can be
held liable in a suit for damages by the child
or its parents.

Governmental bodies are not immune from the
L.UI, but until recently they have enjoyed a
general immunity from liability not only for
sins of omission but for sins of commission.
The trend is to increase the limitations on this
immunity and to extend liability. It would seem
time to extend it into the area of urban devel-
opment. Cities, large and small, all across the
country are in the grip of a planning fever.
Elegantly bound master plans continue to pro-
liferate — as do the horrendous blunders in ur-
ban development and redevelopment. Under
the stimulus of federal funds, the desire to
keep up with Jonesville, and whatever other
motives underlay a politician’s decisions, cit-
ies are plowing ahead with multi-million-dollar
projects based on inadequate or erroneous
information. Los Angeles in the Bunker Hill
project is spending $42 million, I believe, to
recreate the same mistake made by Boston five
years ago in the St. Charles River project and
by Philadelphia ten years before that — reloca-
tion of a slum.

The waste of money is vast, but in projects like
Bunker Hill the burden falls on all taxpayers
proportionately. And, in the last analysis, it is
they as voters who are at fault. But there are
many occasions when the burden is not shared
equitably. Ralph Knowles, professor of archi-
tecture at U.S.C., pointed out some instances
in a recent lecture. He first recounted a news-
paper story about a family — father, mother,
daughter — which was swept from its hillside
home in a suburb of Los Angeles by a localized
flood resulting from heavy rain. The mother was
drowned in a river of mud. She lost her life
because they had been built directly in the path

of the natural watercourse. Knowles placed the
primary blame with the developer for not tak-
ing the simple precaution of building a contour
model and testing the water flow. I would share
the responsibility and liability among the devel-
oper and the city planning and building depart-
ments for not requiring the model test.

In a second illustration, Knowles spoke of his
grandfather who was killed two years ago when
he lost his way on foot in a large city and
stepped into the street because he couldn’t read
the poorly lit street sign from the sidewalk. He
was hit by a car whose driver was also trying
to make out the name of the street. That these
two — the grandfather and the driver — should
become disoriented at the same time and place
in our increasingly complex yet decreasingly
differentiated cities is not unforeseeable. Why
should the city not be liable? And how many
of the nearly 50,000 traffic deaths last year in
the U.S. were due to bad planning — confusing
freeways, sprawling grid systems with nothing
but street names and other traffic signs to
orient even a long-time resident, etc.?
Liability attached in the case of the Baldwin
Hills Reservoir disaster — but insufficiently and
for the wrong reason. Here again the homes
and life lost resulted from placing a devel-
opment in the watercourse. The city was in-
sured so restitution (partial) has been made.
The city, with only votes at stake, generously
admitted that the breaking of the dam was fore-
seeable and preventable, which is highly doubt-
ful. The true negligence was in permitting the
tract to be sited where it was. The developer
belongs in the liability picture here also.

If cities and private developers were made lia-
ble for the physical harm they bring about by
developing and redeveloping with such aban-
don, a more reasoned and cautious approach
to urban planning might result. I would be
pleased and grateful if readers would write of
any more such tragedies directly attributable to
errors in planning.

Catherine Bauer Wurster, one of the few who
cared passionately about the fate of the city
and its people, died November 29 while hiking
on Mount Tamalpais near San Francisco. She
was Professor of City Planning and Associate
Dean of the College of Environmental Design
at the University of California, Berkeley, and
the wife of William W. Wurster, Dean Emer-
itus of the College. Mrs. Wurster was born in
Elizabeth, N.J., in 1905 and educated at Vas-
sar. Her book, Modern Housing, published in
1934, was the pioneer American study of social
policy and architecture of government spon-
sored housing. She contributed to the housing
legislation of the U.S. from its inception: she
was advisor to President Roosevelt; wrote the
housing and community planning chapter in
“Goals for Americans,” the report of President
Eisenhower’s Commission of National Goals;
and was currently a member of President John-
son’s task force on urban problems. In addi-
tion, Mrs. Wurster was consultant to the U.N.,
Ford Foundation, Rockefeller Foundation and
numerous housing and city planning agencies.

in passing
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WEST COAST ARCHITECTS 1V / PAUL THIRY

Seattle, the city Paul Thiry helped shape, is unique. There are constant
misty rains, followed by sudden washed brightness which becomes blind-
ing, the infinite variety of views created by the land cutting on all sides
into Puget Sound and its myriad bays and lakes. Two mountain ranges
seem to rise out of the omnipresent water, although, because distances
are deceptive in the gray light, Mt. Rainier, when visible, hovers rather
than rises—an asymmetrical Fujiyama. It is an hour glass-shaped city, and
in the narrow neck is the old town, red and Romanesque, humbled by time
and the freeway, but nevertheless the old brick (from a local yard in which
the clay was long ago exhausted) glows in the low light as the materials of
the newer buildings do not. Minoru Yamasaki’s new chalk-white IBM
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ummer house, Seattle, 1938 Photo by Richard Garrison

Stimson house

Thiry summer house

by Esther McCoy

building turns concrete color in the mist. The freeway, placed so that it
forever prevents the development of the downtown water front as a place
of leisure and beauty, is unusually ugly as freeways go, and it is to Paul
Thiry’s credit that he resigned from the Seattle Planning Commission
when he was out-voted on the freeway route.

Paul Thiry brings to his work a sense of equanimity, an economy of line
and material, and a profound love of nature. He sees nature more as an
ecologist than as an architect who wishes to emphasize or de-emphasize
through the use of plants. Major concerns of his are to prevent a freeway
from cutting through the fine arboretum in the city, factories from spring-
ing up on the rich farmlands instead of on otherwise unproductive gravelly

Photo by Chas. Pearson
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Brounell house, 1954

land, and to preserve the wilderness beyond the city and the countryside —
all of them checks and balances to maintain the city as a living organism.
He is a preservationist of buildings as of land, but not in the usual sense,
for he looks upon buildings as part of a total scheme, a viewpoint which
has made him a valuable asset to the President’s Council for Redevelop-
.ment of Pennsylvania Avenue. Buildings often owe their importance to
the unimportant ones around them, is his view, and in the hierarchy of
buildings on Pennsylvania Avenue few play a star role, while many are
in the supporting cast. This was intentional on the part of L’Enfant.
Thiry should like to have seen Pioneer Square in the old section of
Seattle preserved as a whole rather than picking out a few buildings for

Embassy residence, Santiago, Chile, 1957
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preservation and allowing the supporting ones to be debased, as has
happened. He is used to viewing architecture as an all-inclusive art. Few
men who took their stand with the moderns in the twenties and thirties
are so traditional in spirit.

He has made the point a number of times that the modern movement,
which was as revolutionary as the Gothic, was in revolt essentially against
outworn methods, against inefficiency and against copying, and not against
architecture as such. Now when he hears the moderns of his generation
described as cold and inhuman, he takes a sharp look at the attempts
made to “warm it up,” and finds in them too often a conglomeration of
materials brought into one composition; structural gymnastics for their

Brauner house, 1960



Upper left: Science Bldg., Western Washington State College, 1958
Upper right: Library addition, WWSC, 1960; sculpture by J. Fitzgerald
Lower left: Women’s dormitory, WWSC, 1959

Lower right: Women’s dormitory, Washington State Univ., 1950

own sake; and an emphasis on techniques and applied decoration. The
desire for novelty, linked with the swiftness of communication, has
brought the modern movement full circle: most architecture today is the
art of copying, he says.

Paul Thiry is the heir to two cultures — French and that of western U.S.
His father, a mining engineer, took his bride from his native Paris to
Alaska where he was a joint owner in a mining operation. Their son Paul
was born in Nome. When the mining venture showed signs of failing, the
family moved to San Francisco and bought a house, only to have it de-
stroyed in the great fire. After this the family seemed to commute be-
tween Seattle and Nome, with frequent excursions to Paris. With the

outbreak of World War I, the elder Thiry, an officer in the French army,
left his family in Seattle and returned to France.

In a period of financial stress Mrs. Thiry sold her trousseau, which proved
to be the beginning of a career for her as a couturier; it took her to Paris
a number of times, and often she was accompanied by her son.

But for the most part young Paul spent his school years in a Dominican
boarding school in Washington, and the simplicity and austerity of the
life had their effect upon his character.

After receiving a degree in architecture from the University of Washing-
ton, and a medal from the American Institute of Architects upon com-
pleting his studies, he went to Fontainbleau, France, to study for a diploma




from the Ecole des Beaux Arts.

One might have supposed that upon returning to Seattle to set up his
own practice he would settle into the then profitable field of eclectic
architecture, that Gothic churches and Renaissance and neo-Classical pub-
lic buildings would flow from his office. Instead, he allied himself with
the new architecture and his position was unwavering.

During the depression, soon after he had opened his office, he decided
to close it and spend what money he had on a trip around the world. It
seemed better, he said, to travel than sit around waiting for clients. This
was a decision he never regretted. Even as a young man he did not con-
sider working as a draftsman; from the beginning he had his own office.

“It is in plan study and structural analysis that the architect gives form
to his work. His vision must measure up to the possibilities. He should
not predispose his designs to the false standards of beauty alone. Beauty
is an intrinsic quality born out of the factor of use, structure, and design,
combined with environmental and visual satisfaction.

“We need to be aware of use. We should be cognizant of method. We
must understand our objectives. Form and the control of space are always
before us — always changing with use, with method, with structural sys-
tem, with adherence to external and internal conditions. Form and space
can adhere to no fixed conceptions — what we need seek is harmony, con-
ciseness and relationship of one thing to another. We need to design with
respect for people, for the person, for environment, and in scale and
harmony with nature, and, 1 earnestly hope, in keeping with human
aspirations.” — Paul Thiry
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Upper left and bottom right: Wonmen’s dormitory, WSU
Center left: Museum of History and Industry, Seattle, 1950
Center right: State Library, Olympia, Wash., 1957

He was fortunate enough to get a small apartment house to design early
in his career, and from this he turned to the design of houses. He became
intensely interested in prefabrication, but it was years before he would
have an opportunity to explore the field. The missing factor, he said, was
not the lack of ideas but the absence of machinery for lifting the pre-
fabricated parts into place, which only a war could produce. He had a
thirty-year wait before it became economically feasible to hoist pre-
stressed and other concrete panels into place. Cost has always loomed
large in his design thinking; it is perhaps through this consideration that
he arrives at the essence of a building: dignity and economy are one.

For him, architecture is divided into a public face and a private face,




“As we ride along the waterfront of our most recent colossus (viaduct)
and enjoy the awesome spectacle of Puget Sound, let us not be misled by
the view. Let us go beneath and see the shadows and darkness and the
litter; let us look at the human beings who are dedicated to work in the
atmosphere of our creation; let us look at the buildings that must abut
it; let us contemplate the sign hangers who crave to beautify it; and let
us ask ourselves how much sensitivity was employed in its design. Be
mindful that this is only the first half of the structure, that there are
many things to come — immensely expensive things to come that merit

St. George Church, Seattle, 1953

and there is never an effort to reassure the public or himself that they
are the same thing. His Women’s Residence Building and Dining Room
for Western Washington State College and his Women’s Residence
Building for Washington State University have in common a high sense
of order and an unusual appreciation of the contours of the land. The ar-
chitectural statements are basic ones that refer directly to people, and the
nine years between the two brought no essential change in his point of
view toward those who were to use the buildings. The circulation is dif-
ferent; in the later building rooms are entered from continuous balconies.
Steps connecting different ground levels are a tribute to the land, and
express a subtle poetry. Recognition of the slope in the Haggard Hall of

Presbyterian Church, Mercer Island, Wash., 1961

your prompt attention.

“We need the interest of the people of the arts, not only of painting and
sculpture and music and architecture, but of the great art of living — of
good living. We need an environment that is the direct result of our cul-
tural aspirations. We need places that pulsate with the music of life. In
our destruction, we need creation. It can be practical and beautiful too,
if we will it.

“Let us cease to look at the tree to see only the fallen leaves that need
be swept away.” — Paul Thiry

St. Demetrios (Greek Orthodox) Church, Seattle, 1960

Science enhances the building, and the bridge connecting the two Women’s
Residence Buildings and spanning the walk, defines the landscape.
Thiry has in his own summer house made of the steps from terrace to
lake a poetic experience. Rarely has such a purely utilitarian structure
as a dam been put to such pleasant use. The concrete work also is de-
veloped into foundation for the small A-frame, which is sleeping quarters
for the Thirys’ two sons.

Compared to his public buildings, Thiry’s churches have a more imme-
diate appeal to the senses, their emphasized roofs making possible the
celebration of light, i.e., faith, while in the studies for structures for the
Century 21 Exposition he gives play to a love of structural fancy.

Convent Chapel, Seattle, 1956; window wall by J. Fitzgerald
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Seattle Center, long range development, design 1962

As primary architect for Century 21, he played a large part in the over-
all planning, and here he made the clear distinction between fair struc-
tures and permanent ones, and developed relationships between permanent
buildings and gardens. In this respect, he is the traditionalist, drawing
upon the accumulated knowledge of great planning of the past and present
to create a complex of buildings and spaces in which the esthetic and
utilitarian are combined.

He took as his own project a building that he called the work horse. It
was the coliseum, which was designed to perform in a multitude of ways
after the close of the fair. It seats 18,000 persons, but the tiers of seats
were designed to be movable so that the space can be scaled down to

Seattle Center Coliseum, redesigned 1962

accommodate comfortably audiences of haif that size. A system of sound-
proof sliding panels operates to create spaces for still smaller gatherings.
For a work horse, the coliseum is exquisitely planned in every detail, and
its drama is of a more expressive kind for the city than the theme structure
for the fair, the Space Needle.

Thiry is a modest man, personally and architecturally, he has a small
office, has never had a partner, sees no advantage in architectural team
work, and was willing to design when required “the small supporting
building” — all of which might easily have led him directly to obscurity.
Instead he has become a strong force in Seattle and western Washington
and is known and respected throughout the United States.

Study models, Seattle Exposition, 1959
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SKETCHES FROM

RUMANIA
by Richard J. Neutra

Yesterday a country of agriculture, Rumania
is today characterized by aspirations and by
fulfillments of industrial revolution. Treasures
of the earth are ample, but treasures of the
natural scene are even more obvious to an ar-
chitectural visitor. From the heart of Bucharest
to its outskirts, and from the Black Sea with the
miracle of development of Mamala, which can-
not be matched by anything in the United States,
to the venerable reconstructions of monasteries
and old architecture in the Carpathian Moun-
tains, with the most exotic-style of architecture
anywhere in Europe, I couldn’t find time enough
to make all the sketches which gave pleasure
to my heart.

The greatest admiration of an architect prac-
ticing in the USA for his colleagues in a country
like Rumania, is, I believe, caused by their
non-dependency on “market considerations.”
We, surrounded by the market of building sup-
plies and techniques of a long-industrialized
country, are continuously advised by engineers
and experts of many kinds, who daily offer their
services and materials. We can choose from
many samples, get information on many prece-
dent installations, and do not have to depend
only on our academic training, nor even on our
personal experience. It is sometimes miraculous
to behold how well the architects in socialized
circumstances of building find their way through
a mass of untried novelties and technology and
lead their projects to success.
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Photos by Morley Baer

WEEKEND HOUSE

Campbell and Wong & Associates, Architects

The helm roof of this mountain vacation house near Nevada City,
Calif., has been brought nearly to the ground, giving it a tent-like form.
This theme is carried to the interior where rooms off the central living
room have A-frame doorways with blue denim tent flaps. The A-
frame window walls also have denim flaps for privacy and separate
white mosquito netting which cuts out sun glare but not the view.
The plan is expandable, permitting the addition of three bedrooms
which will be detached from the house but connected by wooden
bridges and related structurally by trellis. Exterior colors are forest
green, natural cedar shingles, white window trim, brown-green trellis
over windows. Inside the floor is gold-yellow vinyl, and walls white
and teal blue.

House and pool (20 x 20”) together cost under $12,000, excluding
land, fees, landscaping and furnishing.
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“Two-Piece Knife Edge Sculpture,” 1962/63; polished bronze, 36” x 18”

HENRY MOORE: DEUKALION OF MODERN SCULPTORS

The Myth: Poets tell of a terrible deluge which only Deukalion, Prome-
theus’ son, and his wife, Pyrrha, survived. Offering thanks to Zeus for
sparing them, they asked that the human race be restored. In response,
an oracle commanded the couple to throw “their mother’s bones” behind
them. Knowing the earth to be the primordial mother, Deukalion and
Pyrrha collected stones, then cast them over their shoulders. Quick as
wildflowers, a new populace sprang into being from the earth’s inex-
haustible bones.

The Echo: From the same maternal bones, Henry Moore has been ex-
ternalizing ancestral imagery for almost 45 years. Moore proceeds as
reverently as Deukalion, willing to observe any oracle his quest might
inspire. But as a sculptor, he takes upon himself the metamorphosis of
each stone. His objective has been to embody the vital interdebtedness
of all organic form. Preferring to set his finished sculpture within a land-
scape where it may be seen by sunlight, Moore’s most successful works
mediate between man and the life-shaping energies of earth and atmos-
phere. Juxtaposed with nature they seem to silently challenge the provin-
cialism of chronology. While art bears the length of the passageways that
led to its existence, living creation radiates brevity. If you compare an

b
“Three-Way Sculpture #2,” 1964, plaster model

by Rosalind G. Wholden

egg by Brancusi with a Rhode Island Red’s, you recognize the irony that
slowness is both the stigma and glory of mortal creation. The great divide
between begotten and made persists even in an age whose aesthetic makes
room for duplicated and found-objects; all men see the chasm, but artists
will always be tantalized by the illusion that they are just a stone’s throw
away from emergent being.
¥ * * * *

Related to the belief that art should manifest intrinsic realities rather than
mirror appearances, in this century the ideal of “truth to materials” be-
came a point of convergence for avant garde artists of every extreme.
Brancusi, the Bauhaus, the British Museum’s primitive sculpture, all
shared this aesthetic morality. Early in his career Henry Moore became
convinced of the reciprocal importance of substance and expression.
Moore, the son of a coal-miner, was born in 1898 at Castleford, Yorkshire.
He began his first serious visits to the British Museum in 1921, subsequent-
ly traveling whenever possible to view works of art in the environment
which generated them. Carving directly in wood and stone, he was soon
admired for inventing forms that seemed native to each substance’s ex-
perience in nature: the expansive and circular growth of wood, the sur-
prising effectiveness of water’s insistent entreaties upon solid matter.
Bones, armor, sleeping bodies, knees, pebbles, sepulchres, cradles, the
mine, the rib cage and the womb became for many, through Moore’s
clarification, familiar aspects of the same immortal genetrix. His public
acclaim extended even further when he was awarded the international
prize for sculpture at the 1948 Biennale of Venice.

Carving is slow work, the mind runs ahead of the arm, and numerous
and important commissions started coming his way after 1948. These
and other factors contributed to a change in procedures for the man who
could easily be called the Deukalion of modern sculptors. Since mid-
century Henry Moore’s major efforts have been in cast bronze; yet the
newest developments reveal their lineage from stone antecedents.
Before discussing a representative selection of Moore’s recent work, it
seems appropriate to summarize some of the sculptural principles he has
advanced in various written statements. During the Thirties, in addition
to “truth to material,” his aims included: full three-dimensional realiza-
tion; training the comprehension of shape through observation of natural
objects; and the belief that welding together abstract and human elements



“Helmet Head,” 1964, bronze

could deepen meaning and provide greater vitality of expression. He
became intrigued by “the mystery of the hole” and concerned with the
emotive problem of a stone’s physical size, recognizing that it must have
proportions suited to the expressive content of a work instead of being
scaled to fit a subject or site. Since his present carving is done in plaster
the exigencies of a priori physical limits are minimized. In this medium
the sculptor can easily enlarge the piece at any point in its development.
Moore however seems to have a propensity for intuitive self-discipline,
thus he now strives to achieve tension and inner force in forms, to create
a sense of power being exerted “from the inside outwards.” The ease
implied in using an extrinsically pliant medium becomes inconsequential
when countered by such inner demands. Since the beginning of Moore’s
bronze age he has emphasized the study of the human figure as a founda-
tion for all sculpture, having been reawakened to the Greek legacy after
a visit in 1951. Perhaps his chief formal concern remains making the
space and form in his works inseparable in importance, and as a side-
effect of that concept of inseparability, Moore has even developed an
interest in bas-relief, a mode of sculpture he previously disdained.

At its worst, Moore’s sculpture reminded you of the Mother Goose riddle
rhyme “Tongs”: “Long legs, crooked thighs,/Little head, and no eyes.”
Two deficiencies in the artist’s professional vocabulary contributed to the
weak points within his formidable array of sculptural achievement. Moore
is seriously lacking in sensitivity to qualities of line. There have been too
many instances when he responded to a surface’s need for two-dimen-
sional elaboration by resorting to cliches of parallel grooves or little
punched-out circles. The organic diversity which he has always com-
manded in disposing volumes became conspicuously absent every time
he incised a type of Morse Code for eyes, nose, mouth and nipples. Per-
haps since most of that embarrassing detail takes place on the face, Moore
acquired his second weakness: pin-heading. Fortunately bronze makes
possible many variations of thinness and suspension. Plastic contrasts now
do most of the jobs Moore used to fill with superficial mannerisms.
The theme hidden within most of Henry Moore’s work is form-as-place.
In essence, this is what makes him more “contemporary” than Lipchitz
or Marini and less absolute than Brancusi. He shares with Arp and
Giacometti a vision of three-dimensionality whose first condition for
existence is position. Where would matter be without space? And being

Photos by Julius Shulman

in space where is it? And once located, how are edges fixed so that size
exists? Are the limits spacial or material? Or is there no such place as
size? But if there is, how can you know if it is occupied or vacant? Is
dimensionality dependent upon the viewer’s position or is it also a func-
tion of his perception, emotions and intelligence, etc.? When these are
sculptor’s questions rather than physicist’s the answers are found through
man’s capacity as homo faber. In making aesthetic form, the sculptor
locates, limits and evokes the qualitative aspects of embodiment, allowing
the work itself to establish the distances appropriate for its presence to
be recognized. For example, you are never as far from a Henry Moore
as you are from a Giacometti, from the point of view of the sculpture.
And from the perceiver’s perspective, an Arp of the same metric weight
as a Moore would probably appear lighter and its invisible boundaries
on space would seem more like a close-up.

Flexible perspective and quick perception are part of the human equip-
ment a photographer brings to the film recovery of a piece of sculpture.
Most people today receive the greater part of their vision of sculpture
through the photographer’s eye and the camera’s lens. In this sense, pho-
tography becomes a performing art, the composition is given, but subject
to interpretation for an audience. Julius Shulman’s gifts for architectural
observation contributed to his being particularly astute in re-creating
Moore’s art since both men are practiced at seeing configurations among
intervals of volume. Some of Moore’s works which were exhibited this
summer at the Documenta III in Kassel, are necessary to any discussion
of his recent developments in bronze sculpture, but for the most part the
examples cited are illustrated by Shulman’s photos. These, taken in
England at the artist’s residence, offer the additional pleasure of viewing
the larger pieces within the landscape in which Moore created them.

In 1952/3 Moore produced two quite dissimilar figurative pieces, the
“King and Queen” and the “Draped Reclining Figure.” The royal cou-
ple’s erect and elongated bodies, their cursive slenderness in profile, the
flat bench-of-a-throne rising under them like the handle on an old iron,
are engaging manifestations of the tractable yet resolute properties metal
brings to sculpture. In contrast, the draped figure is primarily a carving
which has knowingly changed substances. Thin-peaked irregular folds
cling, furrow and encircle the great central mass of torso in an endless

skein, while the body itself is poised and alert, its elbows and feet braced
(Continued on next page)
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“Glenkiln Cross,” 1955/56; 11 feet

“Large Locking Piece,” 1963/64; bronze, approx. 9%2' x 915’

i “Three-Part Reclining Figure”

“Reclining Figure-Ex-
terior Form,” 1953/
54 bronze, 84" long

against the pedestal, ready to propel apparent calm into vigilant action. A
vanguard presence, the woman combines the squared-off monumentality
of a Mayan-Toltec rain god with a modern tribute to the articulation and
austere grace found in classical Greek drapery.
Shulman’s superb photo of the “Reclining Figure - Exterior Form” by
avoiding the usual parallel-to-the-picture-plane view of a horizontal sculp-
ture, provides an experience of the tunneling, recoiling and shrouded
feeling Moore has explored in countless serpentine excavations of the body.
Here, shadows cast on the voids from the solids, bisect the openings’ light
just as the modeled forms are cascaded by the penetrations of space. Bone-
crowned cavities of living viscera, the mother cradling new being within the
terrain of her body or a child stretching itself under a blanket are the stuff
of this imagination’s labyrinths. But Moore is Daedalus not Theseus, he
invents and does not follow.
The “Glenkiln Cross” is a curious work in conflict with itself. Obscure
references to Anglo-Saxon runic stones support a stub-ended cross. Al-
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