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Design for World's First Tall Steel Frame Office Building 
Minneapolis, Minnesota. Twenty-nine stories. 

The drawing was made by Harvey Ellis and there is every evidence 
to show that he was in no small measure responsible for its 
architectural character. 

L. S. BUFFINGTON, Architect 
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Building Chemicals 
From footings to roof deck, chemicals of one kind or another 

are used in building construction. Nelson's Building Chemicals 
are of two kinds- Those whose function is weather and water­

proofing of the structure—and those used to increase the 
life or usefulness of the various building materials. 

For the development and testing of these products 
Nelson maintains complete laboratory facilities. Each 
year Nelson buys and refines hundreds of carloads of 
asphalt into waterproofings and roof coatings. These 
products are manufactured to the moSt rigid specifications 
to perform efficiently on the job for which they are in­
tended. That's why you can be sure—when you specify 
Nelson's building chemicals. 

Get This Booklet for Office Reference 

Complete information on all Nelson building chemicals. 
Product description, uses, application and specifications, 
prices. We'll be glad to send you a copy if you'll call 
MAin 8411 and ask for Mr. Reinhard—or send postcard. 

The B. F. NELSON MFG. CO. 
MINNEAPOLIS 13 MINNESOTA 

Makers of Nelson's 20-Year Bonded Roofs 



=ORGOTTIEN BUILD 
-̂ THE NATON'S V O 

• p V E R Y C U L T U R E contains within itself its own doom, un-
^ less it pays as much attention to the education of the mass of 
mankind as to the education of the exceptionally gifted people. 
Intellectual progress does not stem from the genius of a few in­
dividuals, but rather from the whole social framework of **cus-
tom thought'' which circumscribes the greatest individual genius. 

"Mathematics for the Millions/' Lancelot Hof^ben, F.R.S., 
page 289, in part. 

BY W I L L I A M G R A Y P U R C E L L , A.I.A. 

"Why build these cities glorious 
If man unbuilded goes? 

In vain we build the world, 
Unless the builder also grows." 

EA C H week a teacher, born at old Rostov-on-Don, 
comes here for a visit. He got his fundamental 
schooling in the Ukraine, his Ph.D. from one of the 

foremost foreign universities, and like all the Russians 
has a great facility with languages. 

American citizen for twenty years, he knows our land 
and people, but Europe and its varied folk is his teach­
ing field. He knows what they did, when and why. We 
look out over the garden and valley, review the victories 
of his fatherland and speculate on postwar problems of 
the World. Our discussions, more often than not, are 
naturally about History and Architecture. 

He is a scholar who has been long trained to think ac­
curately and his mind is keen. His useful material is a 
web of facts as wide as the Lands and as long as the 
Years. But nothwithstanding all this specialized experi­
ence and research, his daily urge is to prepare his stu­
dents toward realization of a happy and satisfying life. 

My humanitarian friend sees his important colleagues 
clever with the puzzles of old academic shards, nostalgic 
about the glow of some theoretical past. Here and there 
an obscure Mr. Chips seeks to build scholarship with 
knowledge concerning the men of his day, but high fac­
ulty names must stand circumspect, and the Past asks 
no uncomfortable questions. Under such mastership, the 
potent ancient records spawn impotent theses not ap­
plicable to our work or lives. College boys and girls, in 
a fog of half legible lecture notes, wangle credits and 
whirl away on thought-free enterprises. 

THE HORIZON IS AHEAD 
Youth wants to push on. For them, search, and not 

research, makes the road. Education "can't tell them," 
it can draw them out, but only if it is "going some-
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where." I t should draw them on. History is meaning­
less unless past events are seen again purposefully. The 
pragmatism of Old China's culture related to the good 
earth, not the sterile prefabrications of Nvw Europe's 
city pavements, wil l implement the coming soldier-made 
epoch, now dimly foreseen. Not more tools, but more 
skills; fewer buttons and switches and "more fences to 
paint." 

THE EVIDENCE OF LIFE IS MOVEMENT 

I t has been for me a matter of many satisfactions—but 
I trust no self-satisfactions—that in 1893, a time when 
few citizen.s, and practically no American architects, 
could see any sense in the work of Sullivan and Wr igh t , 
the power and poetry of their work appeared plain and 
delightfully engaging to my spirit. On that impulse I re­
solved to be an architect. The golden Transportation 
Building, filled as it was with wonderful trains and en­
gines, vehicles of all the ages, steam automotive tractors 
and every .sort of ship, was fascinating enough to a boy 
of twelve, but when one dull March day in 189.5 I 
walked into my Aunt's sitting room and saw on the 
mantelpiece the now familiar *pensketch of Wright 's 
first Oak Park studio which was to be built that summer 
on a corner of the block in which I lived, a vitalized 
sunshine energized my human chlorophyll and i t has 
remained green and growing ever since. 

COALS FROM PINE KNOTS 

I t was my good fortune to spend the most impression­
able days of my youth in the age-old Ojibwan forest to 
the south of Lake Superior. There I learned to respect 
the capable minds of common men, and distrust too 
much reliance on books. There I saw buildings and 
tools being made out of a wide variety of naked mate­
rials to meet needs on the spot. Eflfective action crys­
tallized in forms of obvious logic. Birchbark and a boat; 

•See this drawing, Plate 38 " I n the Nature of M a t e r i a l s — T h e 
Buildings of F r a n k L l o v d Wright . 1887-1941." Henry R u s s e l l H i t c h ­
cock. Duel l . Sloan and I'earce. 1942. 



white pine and paddle; buckskin on one's feet; the 
scythe and cradle against grass on the lake shores or a 
patch of grain in the clearing; wood stoves and wood to 
split; iron pump handles and splashing poplar pails—it 
was a building world that was a long, long way from 
drawing boards. From this early condition I later was 
able to see the draftsman's world as the servant of con­
struction. When I went to Cornell University my con­
cept of the fine art of building gave no trails along which 
I could follow popular architectural idolatry toward the 
all-prevailing French ateliers. 

-JOURNEYMAN DRAFISMEN 

The men who made the working drawings for Amer­
ica, following what M r . Beard calls that Second Ameri­
can Revolution which came to a truce in 1865, were also 
builders little touched by Beaux Arts catechisms. They 
somewhat resembled the journeyman printers who, with 
the possible exception of the barbers, alone continue a 
tradition which formerly supplied pioneer America with 
carpenters, tinkers (who were also plumbers), cobblers, 
wheelwrights, clock makers, locksmiths, gun smiths, and 
the blacksmiths who shod the horses and repaired the 
farm tools. 

The journeyman draftsmen were a jolly crowd, more 
often than not hard drinkers, dr i f t ing f rom one office to 
the next in a restless quest for romance and adventure, 
carrying with them the gossijj of the building world and 
a homely philosophy of life which reached their archi­
tectural work only indirectly. Traditional draftsmen they 
were, but the tradition was a working influence and 
habit within themselves. I t was a true tradition of their 
own "school" with scant intellectual bent and no espe­
cial scholarly interest i n research. 

In 1902 I worked beside several of these men in the 
office of E. E. Roberts (1865-1943), Roy Hotchkiss 
(1870-1935), and Guy Henderson (1865 and still living 
in Oak Park in 1940). There were others with Henry 
Ives Cobb when I was in the construction office of the 
Chicago Post Office Building, 1903, but only one or two 
in the large office of John Galen Howard, Berkeley, Cal­
ifornia, 1904-05. Most of the latter's staff of two dozen 
men were the conventional products of the Beaux Arts 
system by then in fu l l flower in all American Colleges. 

TRADITION IN KNACK 

The typical journeyman draftsman would occasionally 
thumb over books on architecture or look at the pic­
tures in the American Architect, but when at work he 
used his stock-in-trade |)iitterns. Bcimi entirely sure of 
themselves, these professional draftsmen went banging 
along with planning detail and general organization, 
usually very well thought out in relation to the conven­
tional demands of clients. 

"Up to date" on what was "the thing" in materials 
and conveniences, they were adept, facile, and practical, 
but unimaginative |)lanners, convinced that their idea 
would "bui ld ," stay built. The bad construction of the 
period was due, as in our day, more to the economic 
|)ressurc of speculators who wanted more than their 
money would buy, than to lack of technical knowl­
edge. 

Usually a project would be a natural development of 
some similar building, preferably one they had them­
selves done. I f the project was out of their line, then 
the nearest thing to it in some building they knew was 
used as tli<> point of departure. The last resort was a 
plan or design in a book or magazine. They had a nat­
ural contempt for any one who copied, wanted the pride 
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of designing the thing themselves and would have looked 
down on the designer who reproduced "authentic" forms 
from measured drawings or photographed details. 

I f you wil l turn to the pictures and plans of Ameri­
can buildings published in the Architectural Magazines 
of the 1870's and 1880's, you wil l see an appearance 
character common to all. Of course that is true today 
and in its broader outlines it is the voice of the people 
speaking in their building, but through this atmosphere 
of the time you can easily follow the patterns of this 
craft of the journeyman draftsman. 

THE SERIOUS NINETIES 
I t is interesting to study the reaction of a mind like 

Roy Hotchkiss to the work of Sullivan and Wright. 
Hotchkiss, who was employed by E. E. Roberts, a good 
businessman, was really the architect in that office. He 
was characteristic of this race of self-educated draftsman 
designers. Although Wright's work was far from popu­
lar in Oak Park where Roberts and Hotchkiss had their 
office, as early as 1902 when I worked under him Hotch­
kiss was taking over Wright's forms and patterns as 
rapidly as he could digest them; at first with his long 
span porches twenty-five or tliirty feet between posts 
and no intermediate supports, then with wider and 
wider cornices, flatter roofs, broader doors and windows 
with less height, long groups of windows all alike, and 
so on. 

Hotchkiss, like many another, was by no means copy­
ing. He saw .something of the force of what Wright was 
tiying to do and he was continually reorganizing his 
work progressively from plan up. While limited in 
imagination, he was clever and ingenious. He succeeded 
in producing not only acceptable buildings considerably 
in advance of the average work of the times, but had 
an experience that got these buildings built in a very 
direct practical way at low cost. Oak Park and vicinity 
is filled with his buildings, some of which are occasion­
ally mistaken by the casual observer to be from the hand 
of the Master himself. Thus a school, office building or 
dwelling would occasionally come close to being credit­
able performance. The handicap was due in, part to the 
character of Roberts' clients. I n general they were the 
type of people who could be led but a very short dis­
tance from the conventional approach to living, and no 
distance at all toward any really creative de|)artures. 

By 1898 Sullivan was well known and Wright and his 
buildings had become a leading topic for heated argu­
ment in our now architecturally historic town of Oak 
Park. The local draftsmen were all flavoring their work 
with snappy details from Sullivan and Wright and the; 
first generation of draftsmen educated in Wright's of­
fices, Charles E. White, Will iam Druinmond, Walter 
Burley Griffen, Marion Mahoney and John S. Van-
bcrgen were beginning practice for themselves. But that 
is well into another chapter. 

JOURNEYMAN DE LUXE 
One of the.se early modern-age draftsmen who lifted 

his professional field to the dizzy heights where fren­
zied finance swooped and whirled was F. W. Fitzpatrick. 

He will be remembered by very few architects. In­
deed, at the time he flourished forty years ago he was 
publicly unknown to the Profes.sion of Architecture, in 
spite of the fact that he claimed to be "The winner of 
more competitions for public buildings than any other 
architect," a claim that was possibly true. The signifi­
cant point is that although he was responsible for the 
plan and appearance of a large number of public build­
ings, his name seldom appeared either in the archi-
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tectural press, or signed as architect upon the prize-win­
ning drawings. 

I n public architectural competitions he made a prac­
tice of offering his services to practicing architects for 
the design, let us say, of a court house or library. This 
offer on very elegant banker's stationery included a book 
of his prize-winning designs and a list of his previous 
successes for architect-clients. When he had won the 
commission—apparently he usually did—his services 
were ordinarily terminated at that point, and he de­
parted to some new enterprise. Occasionally he was re­
tained as chief draftsman for the project. 

The well-known architects of that day, who were so 
eager to secure his profit-garnering services, nevertheless 
looked at him over their shirt fronts with professional 
condescension. But Fitzpatrick, who looked like Sir Wal­
ter Raleigh, was a good-natured philosopher and re­
mained untroubled by the anomalous position he was 
supposed to occupy in the profession. He was no doubt 
fortified by the thought that it was his succession of client 
associates who were in real need of face saving. 

SALESMAN ASCENDANT 

I t was perhaps as late as 1920 that I last received one 
of his elaborate brochures setting forth a list of build­
ings and of prominent firms with which he had been as­
sociated, soliciting collaboration and giving much evi­
dence in assurance of successful results. 

Now discounting the socio-professional implications of 
Mr . Fitzpatrick's position as an architect, he must have 
been a first-class designer according to the standards of 
the day, for the juries in many of these competitions 
were the elite Sons of the Beaux Arts, hand-picked by 
that old Pennsylvania pirate, who for many years was 
the undisputed Czar of Institute Authorized Competi­
tions in this country. 

I n 1900, Fitzpatrick had won the Chicago Post Office 
competition for Henry Ives Cobb, at that time really a 
coryphaeus in the architectural world. By June, 1903, 
the completed steel work of the building filled an entire 
city block, with a central tower some twenty stories 
high. A couple of small two-storied, clapboard, shingle-
roofed dwelling houses had been built within one of the 
uncompleted mailing rooms to serve as executive head­
quarters of the building operations. Their second floors 
were given over to the necessary drafting departments. 
In these sweltering cubicles, with towel in hand to tem­
per the flow of his hay fever, M r . Fitzpatrick was di­
recting the completion of the working drawings and dec­
orative details of the building, dispensing, the while, a 
flow of architectural philosophy, of unusually sound 
sense, and a jovial raillery at the foibles of the self-im­
portant architects with whom he had worked. I found 
him a most entertaining, versatile, and capable archi­
tectural fashion expert, as practical in plastering on the 
French Renaissance sugar as any of the Prix de Rome 
boys from Paris, and with a profound respect for Louis 
Sullivan. 

FORGOTTEN MASTER 

But without question the most distinguished and ca­
pable of these journeyman draftsman-architects was 
Harvey Ellis. His name was known to everyone who 
read an architectural magazine from 1880 to well past 
1900, for his remarkably fine pen drawings. He carried 

on the pen and ink tradition of the English masters of 
the nineteenth century, but with a method which en­
abled him to express with sensitive feeling the difference 
in essential qualities between a wide variety of building 
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materials. No American graphic artist had a more per­
fect technical language in architectural rendering. 

He worked for some years in Buffalo and St. Louis, 
but is best known—where known at all—as a designer 
for Inventor-Architect Buffington of Minneapolis who 
in 1887 first conceived the construction principle for tall 
buildings in which the enclosing walls are carried by a 
fabricated structure, usually of steel. 

I n men like Fitzpatrick and Ellis, the line between 
architect and draftsman disappears except for the fact 
that practically all of their work is credited to employ­
ing architects who were often men of little or no cre­
ative ability. Although a very large number of buildings 
conceived by Ellis were built and his designs copied all 
over the country, he wil l be remembered as a graphic 
master by those that remember him at all, becau.se his 
"employers" were unwill ing to give credit to the mind 
that was making their reputations through buildings 
from his designs. Ellis' concepts were not graphic art. 
He was a true Art of Building man, and the projects 
which he so vividly portrayed were organized to build 
and to .serve effectively. 

Ellis' drawing of Buffington's first 30-stoi-y skyscraper 
in 1887 on which Buffington rested his basic jjatents, 
shows a building which anticipated Sullivan's Wairi-
wright Building in St. Louis, in being a unit f rom side­
walk to roof and with no forced values in the general 
design treatment to make it appear as i f of solid ma­
sonry. The rough-face ashlar walls are but color and 
texture in the only material then practical for exterior 
curtain walls; it was that or face brick. 

Ellis deserves a monograph recording his distinguished 
career. Many of his drawings were reproduced in the 
Western Architect f rom March, 1912. to September, 
1913. 

NIGHTSPOTS BY GAS LIGHT 
I n reviewing the work of these designers of 1870 to 

1900 and the kind of America they were called upon to 
express, I would like to recall here certain qualities of 
architecture and decoration which made up the atmos­
phere of the famous Chicago restaurants of those days. 
Kinsleys in dark wood, perhaps cherry which was then 
plentiful and deservedly popular, and the Palmer House 
restaurant in white wi th colorful hangings and equip­
ment, both carried an atmosphere of spaciousness and 
aristocracy which our contemporary work seems to 
miss. The reason for this may lie in the fact that in an 
unself-conscious way these old 1880 restaurants were 
closer to the really dignified quality of the entire social 
atmosphere rather than, as now, expressing a small and 
noisy portion of society. 

Design, drawing board, sophistication, and self-
conscious but not socially digested current theories con­
cerning the aesthetics of pattern, form, line, or color did 
not stand between the people who used the room and 
what had been done wi th the appearance of things by 
the builders. 

ART IN ACTION 
A drawing or even the best of photographs of Kins­

ley's or the Palmer House would not convey to us today 
the living qualities of these dining rooms. The current 
pictures held up to us of "the gay nineties or the brown 
seventies" by drama and novel is not accurate. " T o 
have great poets you must have great audiences," says 
Whitman. Today's emotional and intellectual complexes 
are no good audience for 1880 or even 1900. 

Given a genuine eagerness to understand, it is still 
hard to reconstruct the life of those eras. Even the 
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TO H A R V E Y E L L I S • A GREAT ARCHITECT 
I 

I N 1891 just what was startling about this building 
and why were the designs of Harvey Ellis discussed 

over every drawing board? 
T o answer this question we face the difficult emotional 

and intellectual task of dissolving tho.se conditioned ten­
sions of ours, which have been indu(ed by science and 
the machine within the magnetic field of America's social 
dynamo since 1893. 

Today we are either thrilled or enraged by the new 
patterns of manners and customs, new design mechanisms 
in art, science, and industry, but in 1891 it was the tiew 
ideas seen through old forms which blew the whiskers 
and withdrew the flounces of important and frightened 
ladies and gentlemen. 

Today we seem unable to recognize the self-promoting 
ideas behind the fashionable gadgeting of current popular 
procedures, while in 1891 those who were privileged and 
successful looked right through all the old familiar archi­
tecture and saw wi th horror, a crowd of revolutionary 
insistences which appeared certain to ruin the comfort of 
ujjper middle class prosperity, and for which there were 
then no known answers except rage and a flow of words. 

In sincere 1891 they wanted to think but it hurt. To­
day we are obliged to think whether we want to or not, 
and that hurts too. I n both eras it was the pocketbook 
that cried the loudest. 

MODERN IN 1891 
What was the architecture of Harvey Ellis telling a 

world of habit? 
(1) That volume of business plus service equals 

profits. That is to .say, the 8 to 12 steps up from the side­
walk to do one's banking, which was universal at that 
time had to go, because the e.xtra return on high base-

ONLT FIVE TEARS prior to the 
Chicago Exposition's "White City" 

of 1893 which completed the destruction 
of American joy in color this 18<S8 hank 
design of Harvey Ellis olows like Sulli­
van's golden Transportation Ihiilding. 
Here the fan arch of violet raindrop sand­
stone breaks up into the colorful rug of 
ceramic tile, inset with ruddy terra cotta 
hoods over the niches. Narrow bands of 
enameled tile form a wainscot either side 
the entrance, with a half vault of dull gold 
tesserae over the entry. Clock hands and 
figures and the sign would be bright gold 
against a jewel like dial; the historic frieze 
also in mosaic would perhaps be marble, 
its very rich coloring keyed to tie in with 
the Lake Superior brown sandstone of the 
general construction. 

TTZHEN SELECTING an employe for 
special duties, a btisiness associate of 

t)iiiie, when all the applicant's qualifica­
tions had been recounted, was accustomed 
to conclude his canvas with, " . . . well, 
is he mentally light on his feet?" This ap­
pears to be Harvey Ellis' outstanding char­
acteristic. His structural and technological 
sense is secure—and it is from that point 
on that his genius as a practitioner in the 
true Fine Art of building begins to sing. 

ment rentals would not cover the lo.ss of customer volume 
due to inconvenience. Then as now it took an architect 
to analyze business values. There was no profession of 
Sales and Advertising in 1891. 

(2) Again, that city noise, far greater then than it is 
now (iron tires on granite cobbles) was a destroyer and 
nuist be shut out of working offices by doing away with 
windows. The new power fans for moving air, first ex­
tensively used by Adler and Sullivan in the Chicago Au­
ditorium, could now supply all the clean air needed. 

(3) That city daylight, far more gloomy from coal 
smoke than now, need no longer be depended upon, since 
the new incandescent lights, first freely used in Chicago 
l)y Sullivan's engineer partner in the new McVickers 
Theater, could now provide ample and dependable work­
ing light in place of the feeble gas lights of the 80's. And 
.so windows, which at best only lighted a few yards of 
floor near the street walls, should be eliminated by 
"modem" designers; but it was to be f i f ty years before 
they actually went. 

A long analysis would be required to show the creative 
nractical invention of this creative architect Harvey Ellis, 
but you may note;—a fully developed color system for 
the exterior; the use of glazed ceramic tile and the then 
newly developed terra cotta; the bank's clock, to this day 
a salesmen's gadget stuck on banks everywhere, here in-
tigral with the design and complete with special hands 
and a gla.ss mo.saic dia l : the decorative terminals for the 
long sill line later used by both Sullivan and Wright all 
through the years. The bank project as a whole reflects 
the dignity and .self-respect of old-time businessmen who 
did not pose as a branch of the government, nor feel the 
need of reinforcing their prestige with Roman Pomp and 
a show of extravagant expense. 
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sounds were different. Table talk was an art of conver­
sation, not a broadcast. The click of the dishes and the 
echo of the soft leather footfalls on the marble floors 
seem to have a sort of faraway echo against the paneled 
ceilings of those great rooms. The tables were larger, 
the spaces between them greater. There was no "serv­
ice" by the colored waiters who neither thrust themselves 
into the action nor were they used by publicity-conscious 
diners to boost their personalities. The negro waiter had 
a long tradition of knowing what was required and 
quietly doing only what was necessary. The food was 
not the center of interest. Its quality was taken for 
granted. The people were the picture, their minds and 
manners were the action, but unlike our day the whole 
drama was only naively self-conscious, the general focus 
was not turned by each on him.self, nor by each on the 
other, but panoramic in an unrealized sort of way. 

ACTUALITY ONLY FOUND IN ACTS 

The whole recollection of these scenes make one real­
ize vividly the fut i l i ty of all style-form design. The 
material form of the 1870 things themselves was an in­
tegrated expression in living use. Our writers let us sec 
these scenes better than architects and decorators be­
cause writers are untroubled by a necessity to reproduce 
authentic style and because they repicture as a whole 
the people and events in action along with the material 
objects. An essay in colonial buildings with the costumes 
and servants and coaches and drama of their day, can 
be interesting and educationally useful, as reconstructed 
Williamsburg, Virginia, has shown, but it is pageantry, 
not architecture. I n Washington, the isolated and re­
mote Roman Pantheon copy, adverted to the rnemoiy 
of the restless, exploring, very modern mind of Jeffer­
son, who loved men and lived his life working with and 
for the common people, does not even lend itself to the 
art of pageantry. Actually it is only the grave marker 
of a fashionable and impotent designer, the last record 
of a dying artistic hierarchy, expressing no more con­
tact with the substance and quality of this great nation 
of ours than eating-apples could be fathered by glass 
flowers. A replica of the Parthenon sweetened up to 
serve as a memorial to Abraham Lincoln is meaningless 
and sad without Greek panoplied warriors, tribunals and 
festivals, against the background of Areopagus. What 
our American people today actually enjoy in viewing 
such monumental reproductions is their own joy and 
satisfaction in being sufficiently alive to learn some new 
thing. The living experience that might be added to 
that joy by forms truly significant of their own national 
heritage, our official architects never even give them 
a chance to imagine. 

RAIN IN THE DESSERT 
"Old stuff that line of criticism . . ." yes, just as old 

as the rules of arithmetic, which must be applied to be 
useful, for what we all know too easily loses its cutting 
edge. 

To deal with reality in an arguing world, one must 
keep saying to himself, " I t is not the old forms in (or 
on) these buildings that cancel their validity, but the 
fact that the buildings are dead. They are not in circuit 
with the blood stream of the community. Only an oc­
casional artificial memorial day shot stirs some public 
attention to those cold and sapless halls." 

The builders of Pisa Cathedral were not satisfied at 
merely copying Roman architecture. They sailed down 
to Rome in their boats and actually carried off a miscel­
laneous assortment of old stone column.s, cornices, and 
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ornamental carvings. But the building they buil t w i th 
them was not Roman "style" or even reborn Roman, i t 
was a living architecture, new, fresh, and beautiful . 

THINGS ARE BUT THE HUSKS OF DEEDS 
No, it is not old or copied forms which hold us 

back. Don't be a .sophist, however, don't fool yourself 
with wish logic. I f your building is alive, it is in spite 
of such borrowings, not because of them. Honesty does 
not rest in the words you use, but in the integrity and 
potential of the idea conveyed by them. T o get the 
facts and miss the truth is the age-old error of all priest­
craft. 

New England "modern" is no more functional than 
New England Early American. Each is stubbornly l i m ­
ited to expressing a few special functions lying in widely-
separated fields of human interest, while ignoring all 
the others, together with all the life-giving material 
which is omitted f rom both. Thus both factions of the 
current, and of late rather one-sided, art war are cheat­
ing us of the good common life which we Americans so 
desperately need. 

Because historians have been preoccupied w i t h the 
past, which while not dead exactly, has at least ceased 
physical movement, their technique becomes conditioned 
to the point where the contemporary world must some­
how, at least momentarily, be frozen in its tracks or they 
are wholly at a loss to examine it and report. T h e result 
is that historical critici.sm has been applied not to our 
contemporary body of living thought and accomplish­
ment, but to a largely unreal hypothesis, the more mis­
leading because, in the face of an insolvable paradox— 
static l i fe! Our .scholar chooses tho.se special frames 
from his researching movie shot, which superficially re­
semble research material in the fields with which he is 
familiar. By this single track procedure he misses en­
tirely the folk substance, the true genius of the people 
which is saturating every phase of his own daily l ife 
and which wi l l be instantly seen and appraised w i t h 
amusement and interest by every school child i n the next 
generation. 

"It Is Not the Knowledge of a Thing 
But the Doing of It that Is Difficult." 

Yueh, B. C. 1322, Shu-King, Section x i i . 

Not alone in historical architectural criticism, but in 
all educational pursuits, professionalism threads its ma­
chine with a beautifully taken celluloid ribbon and then 
j^rojects upon its white screen a single moment of what 
once was both thought and action. This shot registers 
but a single point of view through the smallest of aper­
tures. Withdrawn into this dark theater, i t mistakes 
the flicker on the screen for reality. Meantime l i fe goes 
on without the experts who could be .so useful. 

I t is for this reason that the world-moving contr ibu­
tions in the arts and sciences are not only made by non­
professionals, but are bitterly resented by the masters 
whose sons wi l l use the new knowledge as commonplace. 
Gallileo, Columbus, Florence Nightingale, Harvey and 
Pasteur in Medicine, Owre in Oral Surgery, B i l ly 
Mitchell , de Gaulle and his "1935 tank thesis," the 
early discoverers of vitamins, leaders in the social sci­
ences, the creative painters, sculptors, and architects, 
literally thousands of "amateurs" (in the view of the 
professional "experts"), have been martyred by self-
styled leaders for the useful contributions w h i c h have 
made our world as good as it is. 

(Continued on Page 13) 
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