N OF NEED IT SOON SHOWED SOME
MAGIC QUALITY, AND ALL TRUE BUILDING TOUCHES DEPT HS OF
FEELING AND OPENS THE G ATES OF WOND ER. ALL MODERN

we]ibs ARCHITECTURE WAS BOR

y MUCH THAT IS MERELY CAPRICIOUS. LITTLE
IN ANCIENT ARCHITECTURE WAS ‘DESIGNED' THINGS DESIGNED
BY A SINGLE MIND ARE MOSTLY SPORTS, WHICH MUST PERISH
QUICKLY. NO ART THAT [S ONLY ONE MAN DEEP IS WORTH
MUCH. [T SHOULD BE A THOUSAND MEN DEEP. ONLY THAT

WHICH IS IN THE LINE OF DEVELOPMENT CAN PERSIST”
_W. T. LETHABY

BUILDINGS HAVE TOC




CELOTEX Vapor-seal Sheathing Helps Me
Meet Emergency Construction Needs
By Replacing “Frozen” Materials

Big, Weatherproof Boards Handle Easily, Go Up Fast, “Stay Put”I
Permanently Protected Against Termites and Dry Rot!

SOFT WOODs are "frozen”. Sheet iron and cor- phalt coating on all surfaces and edges resists
rugated iron are almost impossible to get. moisture penetration, Pcrmancntly protected
But Celotex Vapor -seal Sheathing is readily against termites and dry rot by the exclusive,
available —is not a critical material —and js patented Ferox Process.
@t 1 7 - o 2 ) % 14 20 01e Cran s < =
meeting many of the emergency needs created Lat Calowx Vapor- seal Sheathing help you

ST Y 2] :
by lack of “frozen materials speed emergency construction of barracks,

Stock sizes include 4" width (as shown) in storage buildings, tool sheds, temporary schools

8,815, 9,95 10’ or 12" lengths. Thicknesses: Or recreation centers—any structure where
25/32” or 15", Also furnished for horizontal strength, insulating efficiency, and weather pro-
application in 2’ x 8§ size, with tongue and tection are important factors ! Write for speci-
groove on long edges. Thickness: 25/32”, As- fications and samples !

INSULATING SHEATHING » LATH « INTERIOR FINISHES
ASPHALT SHINGLES . SIDING - RoOLL ROOFING

HARD BOARDS - ROCK WooL BATTS . BLANKETS
GYPSUM PLASTERS and LATH and WALL BOARDS

T HE CELOTEX CORPORATION-CHICAGO
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Douglas Donaldson — everybody calls him

C “Tom” — has many friends in Minneapolis. He
was director of the old Handicraft Guild Shops,

ontent‘d on 10th Street from 1906 to 1910. He mar-
ried a Minneapolis girl, Louise Towle, who

_____ 1-3-6 taught textile Arts in the Handicraft Guild.
He moved to California in 1911 and since then

LCovlk ‘atithe: Wingiag s ci-Sapitoniln, oy

Nation’s #Real: Ineome” Wp.at o one Lo 8 i ! i A

I the wide range of his creative field has included
\ssociation News and Art Gum Liraritbe. . o 0 architecture and all the decorative arts, much
VolcetinFithe Bashis vl sl it on s Bt T fe e 12 beautiful personal cra ftsmanship in the metals
2 H e and semi-precious stones, and much fine jew-
Carl Larsson vs. Frank Lloyd Wright. ... ... .. 13 ('ll“y I i . J

For many years he conducted master classes
in public school art teaching, with special em-
phasis on color. Owver 2,000 art teachers in
public and private schools from Maine to Ha-
wali have benefited by his wide teaching ex-

Let our object be our country, our whole coun-
try, and nothing but our country; and, by the
blessing of God, may that country itself become
a vast and splendid monument, not of oppression
and terror, but of wisdom, of peace, and liberty,

A ! Jerience,
upon which the whole world may gaze with ad- i
miration for ever. : Tom Donaldson in Hollywood has had an
DANTEL WEBSTER. unusual opportunity to watch the development

of the moving picture from its inception and has
been in continuing contact with a number of
men who have done creative work in moving
picture color and form; indeed one of them
married his daughter. The manuscript for
“Look at the Movies” was submitted to him
before it was set into type. He gave it his O.K.
throughout and added:

Published by Minnesota Association of
Architects, Which Is a State Association “The present-day world best likes to live in

Member of the American Institute of hm_lses that are in no rvs’pe.ct cons_].nc'l_lousl, pre-
Rraliltiat fering chairs that still look like chairs and lamps

and fireplaces and rugs that are the kind they
are accustomed to. The modern architect, when
successful, makes a nice balance, using the sense
and feeling of the old and the lift and appeal to

Editing and Publishing Committee

H. W. FrioLuno, Chairman F. C. Kiawiter intelligence of the new, so that life’s moving

RorerT CERNEY A. O, Larson & . of

K. M. FULLERTON G. W. SmirrLer picture will flow graciously through well-de-

Jomw: Jraxy Griseat. WiKERMANN signed space. (‘The lady at the piano should

et — help rather than destroy the voice of the bari-

-~ 3 5 31\ 9
H. W. FRIDLUND, Editor tone. . . )

Northwest Architect is published by the It would appear to your Editor that Frank

Minnesota Association of Architects in the Lloyd Wright, the orthodoxy of whose form and

: A ] function is unquestioned, well illustrates Mr.
interests of the architectural profession and 1. g - s ;

4 g - o Donaldson’s thesis in the way in which Wright
the building industry and is the official pub- has decorated and furnished the superb rooms
lication of the association. of his own home, Taliesin, beautiful pictures of

A , j F which are shown in Mr. Hitchcock’s book, “In
Publication office, 2642 University Avenue, the Nature of Materials,” which we reviewed in

St. Paul, Minnesota. Published six times a recent issue. Such fully complete dwelling
during the year. places by this master appear as grateful cor-
ridors leading to a more beautiful and satisfy-
ing future.

Nog‘nngsr ARcHITECT and its publishers, the Minnesota
Association of Architects, disclaim any and all liability for
statements made by authors in contributed articles.
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LOOK AT THE M

VIES!

_/drcéifectj./—#ou must c[ecia[e e A /

b Wl Gy Porall

is your own worL gmpAic _/drt?
or inc[eeJ a gui/a!ing _/drt?

THE WORD which is best said came nearest

to not being spoken at all, for it is cousin to a
deed which the speaker could have better done.

oM DonaLpsoN, of the old Minneapolis Handi-
T(‘ruft Guild, and now Hollywood’s “Philosopher of

Melrose Hill,” is teacher’s teacher to a thousand
and one public school art directors from Maine to
Hawaii. He has a way of going directly to the heart
of things and saying it in the fewest words. He never
makes any working drawings, just thinks out beauti-
ful churches, flower shows, places to live, palaces where
oranges are processed, embassies of bread manufactur-
er and so on, remembers how his idea built itself and
then starts getting the material and equipment pushed
into place.

His results hit you where you live and work. Make
you feel good, bring new business, and are tuned to
living people while they are doing their living. He
comes close to being the father of color in contempo-
rary American architecture and his beautiful rooms and
gardens make people keep thinking of more and nicer
things to do and happier ways to do them.

“Always Drawings!”

Looking at some of my blue prints he said, “You
architects love to put criss-cross lines on all the places
that represent windows because it makes your drawings
look nice. but the actual window openings in real
buildings just naturally acquire in use whatever they
need to make the window come alive, and the darned
wooden bars and tangles of leads are generally a nui-
sance, the whole effect more or less dated.”

Well, that was quite a facer for one who had always
wanted leaded glass in every window of every building.
But that kind of practical analysis right from under
the plow is the true soil from which architecture springs
and we architects have got to put our mental feet in
such criticism and like it if we are going to grow.

Buildings Art—Or Pictures Art

But the larger issue for architects that struck me in
all this was an obvious “drawing board complex,” that

_—————man

Note: I asked Tom to bring some stills of movie sets
to show you. He couldn’t find good ones. T hat
night we went down to see “Take A Letter, Dar-
ling” We then said, “it would be just silly to print
movie set illustrations with the NORTHWEST ARCHI-
TECT story when every reader can see dozens of per-
fect examples any evening he goes to a show.”

Thoreau—Sunday, September Ist, 1839.

conditions everything the architect does. “Make swell
looking drawings — get a pleasing pattern of white lines
on the old blue print — even if it ruins your building!™

I built my first building “out of my head,” have
never been a very snappy draughtsman, and one way
and another have had plenty of chances to sit on a
nail keg with some Italian or Swedish mechanic and
figure out a new put of bricks or boards that left all
tricks and tags of the draughting pencil out of the
finished result.

I have talked before every sort of club, committee,
college and Lunch Club, and written as here, for a
dozen or so magazines, and the thing Ive wanted to
say most often and say it hardest has been some fur-
ther aspect of architecture as a Building Art.

Are all your drawings from the first sketches, a con-
venience record of your deep urge to think about a
building and its materials so that it stands up to face
the real Outdoors? A bit of our wonder WORLD!-
enclosed?

“Or is your building just another reproduction of
your cleverness with a pencil in making beautiful pat-
terns on paper? Did your ideas keep coming up out of
the pencil lines or, as you must if you are really an archi-
tect, did you first see it all as building and only then
put down a memo of it before you forgot?”

It's as simple as that.

And the distinction makes a gap like a gulf.

You are either in your heart an “artist,’’—a
before a drafting board, a man with a brush
pencil, thinking brush and pencil patterns on a field
of paper, or, you are a “huilder”—a higher man who
also must know nearly as much as those practical con-
tractors “Tampenstein and Schnitzelholz,” knowing in-
deed a lot more than they ever even dreamed of.

Schools Are “Schools”

The trouble is that most architects go to an archi-
tectural school and practically all these schools are
graphic art academies, with the students wholly in-
culated from the Building Art. With four to six years
of psychological conditioning during his most impres-
sionable years it has been almost impossible for the
architect to shake off the graphic art complex and to
rise above the level of the drafting table.

It is quite possible that as we step into this new
and difficult postwar world the creative architect

man
and
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should be a pure building executive—in a new and these constructivist days less than ever. Imag'ne, for

larger sense—and not be able to draw at all! Indeed example, placing a fireplace in a wall composed en-
such a creative mind in Building may have no especial tirely of mirrors. Each one in any company would be
interest in “art” as aesthetics. Let the coming architect continuously self-conscious of himself rather than hav-
“execute” the building from first exploration of the ing undistracted concern for his friends, whom he can
need through every subtle decision, through all the pro- see without any mirror. Nobody but a nitwit could
ductive process, and let draftsmen record his mind and spend an evening facing a mirror.
provide the paper “instruments.” Unlike the movie maker the architect starts with his
: “plans,” makes patterns of its enclosing walls, outside
But What About Movies? ui]d in, goes a ll())ng way into “details” of mechanical
Yes! I admit these movie sets and scenes of rooms equipment and decorations. If he ever gets to furni-
and ranch houses, night clubs, palaces, business offices, ture, curtains, pictures (usually via “decorator,” or
are forced in values, imaginistic, often popular-cheap, owneress) it is an “arrrangement,” and color is a last
but this is theater arts not building art. These are not minute embellishment. Of the form and meaning of
actual rooms where people live, but only portrayals. color, of its emotional and intellectual content he has
Like the “means” in all the arts their function is to never dreamed. All his procedures are dead and all
build up in the “fan’s” mind, rapidly, indeed instan- mostly graphic arts,
tancously, a clear image of the entire situation and cir- And second the architect of the movie “lot” starts
cumstance in which something is going to happen. with the acting, puts it on a base, equips the action with
“Scenes”—sets (no good word here) are not intended properties, provides the actors with stations and prac-
to be reproductions of places or apartments any more tical objectives, establishes openings to and from the
than a good novel is literal biography, nor good history  Elsewhere and finally bounds this living, moving struc-
the exact continuity of a diary. This granted, we find  ture, with walls, or a forest, with a ceiling or with
that the world of movie “architecture” is successful sky, and during this entire process he is always think-
with two ideas applicable to our building art, in which ing of all of it as action, as a “something doing” to be
all but a very few architects generally fail. evidenced by symbols and implimented with “acting”
The first is that the scenic architect thinks of the and all the theatrical “tools.”
whole. At one and the same time he sees enclosure,
equipment, properties, place, color, light, sound and
the people—the latter being more important than com- Now fully acknowledging the fact that creating movie
positions, porticos, paneled walls, fancy ceilings or any sets and building places in which people actually live
of the architect’s box of tricks. Of people, their habits and work, are two totally different arts, which speak to
and feclings the architect takes little account, and in  people who are in disparate psychological minds and

Logical Procedure

PYPST

=T P L

= Steomd Pa fma
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TI{E PICTURE ABOVE AND THAT ON THE COVER. are from the working drawings by Purcell and
Elmslie, Architects, which built the dwelling in Helena, Montana, 1916, for Louis E. Heitman. As de-
sign they illustrate the principle that drawings should follow and record but not dictate to the developing
architectural idea.

This finished building as Architecture is wholly “functional,” that is, it is structurally integral in all its
use of materials,.—"We'll say it isl,” (if you'll excuse our slang) because this Heitman house was the only
structure in the city of Helena to survive 215 earthquake shocks in 1938 with no damage whatever. not
even plaster cracks. Subsequent shocks knocked off the top two feet of chimney, that was all, while the
brand new Class A High School, and a number of other buildings were completely destroyed.

But more to a point which is much confused in contemporary criticism, while this dwelling standing there
on the corner under the blue sky continually reminds both architect and the man on the street of buildings
of other times and other places. it is quite free of those procedures of Bozart, by which style patterns
and motives are “inspired” out of pictures of old buildings, and its functional expression is not confined to
mere forms of construction.
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In taking to heart the success m architecture of the imaginative theater artists be careful not
to “go theatrical.” GDo as he does, not what he does. The Architect’s work also must “tell a story,”
must “speak to the feehngs.” As “property man” in architecture you must, like the scemic artist, “see”

the scene as all-of-a-piece, but be certainly aware that the larger Stage yow set 1s for Life iself

moods, the lesson the conventional architect needs to
learn is that in his art he must proceed from concept to
his record of it—from project to plans—not from
sketches to a project in which the alleged architecture is
a resultant of pencilings, T-squarishness, rubbered er-
rors, washes and pounces and indications and silhouettes,
et cetera, no end, all unrelated to enclosed space under
the sky.

And the other big lesson for the postwar architect at
the movies is the validity of feeling and the necessity
for constructing a home in which the Spirit of Man can
live. Nor am I talking about any long-haired, hope-of-
heaven, super-aesthetical “yearn” for the Fingers of
Dawn. When I say Spirit of Man, I mean, work, play,
politics, religion, war and peace, I am thinking of
wow and wallop with the kids, Rotary, loyalty, back-
from-the-ball-game and home black-smithing, hearty
parties, whatever you like best to do—a House for the
qualities of all that is what the architect must estab-
lish if the structure is to be a work in the Art of Archi-
tecture.

“Hear, hear,” shout the Old Boys and the Bozarters
in a big chorus from 1896, 1908, et cetera, “—isn’t
that just what we did?—that's what we’ve been saying
all along! No feeling, no beauty in all this terrible
stark, bare, modern stuff, damn it.”

Well, the trouble was that your Sentiment was spu-
rious and your Beauty was just mental laziness.

Art in a Jamb

As soon as people move themselves and their fur-
niture into these modern houses nine out of ten of them
just look like hell, and if special furniture and decora-
tions are made and contrived for them they are even
worse, for the result is a sort of intellectual and emo-
tional refrigerator in which really complete human
nature just couldn’t do any satisfying living. Can you
imagine any children in these cosmetic rooms? Such
homes are just a sort of a personal hotel and airport,
from which self-appointed intellectually fashionable
persons can take off for the night spots, and return for
a final cocktail before enduring a few hectic hours of
induced sleep. But architecture is concerned with the

soul of the race, and not to be found in the world of
chromium trim.

The Old Boys who have been “doing” colonial houses
—rathskellerish restaurants, Gothic churches, Tudor
schools, Georgian Insurance buildings and so on have,
for the past ten years, been banged so hard with logic
and ridicule that some one ought to say a word for
them. To date all the rebuttal I've heard from their
side is just peevish or positively doddering, for they real-
ly have considerable of a case—not for their own posi-
tion which is none too strong,—but in the way of put-
ting these self-satisfied modernists in their places. For
actually the streamliners are no more logical or func-
tional than “traditionalists” (wholly meaningless term!).

New England Modern is no more functional than
New England Early American. What few functions one
may find in either of them only lie in different fields.
The so-called Modernists are all burned up about con-
struction and materials and the Old Boys who actually
have no living tradition are overflowing with sentiment
about great-grampa’s homestead and the dead old junk
that came down as a legacy to his merely geneo-logical
client.

Both are incomplete, neither are architecture, but
in trying to secure some emotional peace and comfort in
this rattling jeep of a world, one could do with a “co-
lonial” collection of cells to a better life, than he could
with some of these slatted show windows, with their
lopsided fireplaces slithering along walls which poke
some sort of an angle into every trip you make to ice
box or bed or bath.

To really live in a traditional house you have to tear
into it and violate practically every precious design and
detail the draftitect was so proud of, and to live in a
modern house you have to cover up half of it and then
proceed to complete what still shows.

Seeming Paradox

“But,” you say, ‘“‘these scenic movie architects you
praise so highly use all the familiar details of Gothic,
Georgian and Greek “styles”” How come that this is
admired as living art, but when an architect does the
same thing in a building he is now, these past ten years,

HE DEVELOPMENT OF THE FORM of the Heitman dwelling built in Helena, Montana, in 1916, and

illustrated here through its working drawings. is an interesting history.

The first studies were made in

1904 in Berkeley, California, before the earthquake of 1906, and were based on certain wedgy-roofed
houses built by contractors in considerable numbers in San Francisco and all around the Bay. At that
time these types seemed to me to be related to place. to people and the times. I again took up this steep-
sloped, roofy theme in Minneapolis, 1907, in preliminary studies for a house on Lake of the Isles Boulevard.

This same basic house concept was again fully developed in 1915 as a project for Dr. Hirshfelder, of the
University of Minnesota. The house we planned for him was never built but the idea plainly had life and
validity and finally met the light of day after twelve years of gestation, in this Montana home.

The proof of its structural, mechanical, social, economic and spiritual functionalism is its relation to the
world of 1942 and to its present owners, Mr. and Mrs. ]. E. O'Connell, after 26 years of good service, fifteen
of them for the genial and appreciative man and wife we originally built it for.

All the forms arose with perfect naturalness out of the problem itself. The project through to its last

details is an exfoliation in sequence, and the result shows that to be honest, alive and sensitive, an art work
need not be cult-ugly, style-wild, zanie-painey or insulting.
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cast into 2 minus-23-thousand-candlepower darkness by
these insufferable nickle-plated Sopholiner Streamitects.

Well, authoritative architects have always claimed to
be traditionalists when they designed patterns in a tra-
dition of appearance, but such procedure is not a tra-
dition at all, only a sort of stamp collecting series. That
one thing looks like another thing signifies nothing. A
ping-pong ball looks like an owl’s egg but it won't
hatch. Terra Cotta Gothic, a thousand pieces all alike
pressed from the same mould, is like trying to copy a
Whistler etching with a T-square and triangle. The vi-
tal relation lies between the shape of the object and the
shape of the idea which fathered it. There is no exist-
ing useful relation between your
material shape of now and that
recorded shape of then,

Collecting Matched Looks

Even the form and function
Greeks had pilasters. The Per-
sians had pointed “Tudor” arches,
and Eighth Century Armenians
had groined vaults and clustered
shafts four hundred years before
“Gothic.” The French Cathedrals
of 1200 A.D. had concealed wood-
en trusses to carry the roof over
their interior stone ceiling vaults.
More surprising, the builders of
Pisa Cathedral didn’t bother
with merely copying Roman
work, they sailed down to Rome
in their boats and actually car-
ried off the old stone columns,
cornices and classic carvings of
every sort. But the resulting
building they built with them
was not Classic or even Rennais-
sance, it was a new and living ar-
chitecture of great and lasting

beauty.
“And so what?—all O, K. to
proceed as before with ‘designing’ joist.

in this or that ‘stvle,” borrowing
here and there?”

Don'’t fool yourself. If your building is alive it is in
spite of such forms, not because of them. The Capital-
offalas or Moderne Greek Style is still Applique, Bo-
zart, notwithstanding all its meshed masses, stepped sto-
ries, clipped cornices, flaunty flutes and other camoflag-
ing stylistics. Honesty does not rest in the words you
use but in the integrity and potential of the idea con-
veyed by them.

Convenient Catalyst

If unlike the scenic architect whose function is to be
much concerned with reestablishing circumstances and

Scene sel on architect’s stage.

The fence, wall, door, chimney, roof, sky.
trees—the darks and lights. Sunshine
and shifting shadows, and everywhere
the bright colors, all these are “forms”
expressing the spirited "functions” of this
project. Building sincere happiness can
be more important than laying logical

atmosphere, an architect of buildings finds himself un-
able to avoid a pointed opening that looks Gothic or
a post that looks Greek, or a roofy box that looks Colon-
ialish, he will have more success in overcoming the
past if instead of consulting Vignola or his “working
photographs,” he will spend the margins of his creative
day filling his soul with some other era than the im-
mediate style patterns with which he is concerned, let
him refresh his working forces with grander views, —
the color of Chinese art, the rhythm of Japan, the rich
folk brew of old Norse. The resulting mental chemical-
ization is likely to precipitate at least some true metal,
and his building give back a glow of life that can never
be kindled by measured drawings.
Let me close by acting upon my
own advice and for example asso-
ciate, say, Greek and Japanese as
a reagent between thought and
feeling. Here are living words of-
fered by Plato two thousand years
ago to a symposium on Love at
Agathon’s banquet: —
Lady Diotima (a sorceress)
speaking to Socrates in 380 B. C.
“Poetry is a general name sig-
nifying every cause whereby any-
thing proceeds from that which
is not, into that which is: so that
the exercise of every inventive art
is poetry, and all such artists poets
(yet they are not called poets, but
distinguished by other names).”
And here on the other side of
the world, a half century before
our own so self-sufficient times,
Lafcadio Hearn writes to his
friend Basil Chamberlain, August
12, 1894: —

“To me Emotion, uttered with
power, touched with natural
rhythm and color, is architecture,
and Form is not architecture at
all. Don’t you think that if we
keep to the masterpieces only, we must loose a great
deal of that which is most beautiful and original in
building? For all deep-souled men — however unlet-
tered — are betimes architects, and utter architecture
worth remembrance.”

-
~

Note: With Plato’s permission I have temporarily
substituted the word Architect for Poet in the Hearn
quotation. You may now replace it if you wish. Get
these remarkable letters from most any library and learn
that the modern machine age Japanese is not much
like his distinguished and artistic ancestors.

W OTHING looks well that has been done for ‘look.” It seems right at first, but quickly the doing be-
comes diseased. Only by being intensely real can we get back wonder into building once more.

We have this awe of a ship. a bridge, a machine.

The Moderm way of building must be flexible and

vigorous, even smart and hard. We must give up designing the broken down picturesque which is part
of the ideal of make-believe. The enemy of architecture and goed design is not science, but vulgarity.

a pretense to beauty at second hand.”

“"Why should that ancient thing, a house, have become so vulgar and pretentious? It seems to be
the result of ‘good taste.” We have to awaken the civic ideal and to aim first at the obvious common-
places of cleanliness, order and neatness. Greek temples and Gothic cathedrals were built traditionally
according to custom. Even the sites—those wonderful sites of temples and cathedrals—were not selected
because the buildings would ‘look well’ there. The sites were sacred from remote time or they were

pointed out by some oracular dictum.”
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