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DOES EVERYDAY ART QUARTERLY ENDORSE the
mechanism—in addition to the appearance—of electrical
appliances and similar articles shown in its pages? The
answer is that, although we do not have the facilities for
testing mechanical and electrical features, we do go beyond
mere appearances.

Take an electric iron, for instance: we do not consider it
solely as pure design. On the contrary, we do try the handle to
find out how it feels and whether it is well balanced; and
we do look at the dial to see whether it is easy to read. But

We are in o position to evaluate the heating element or the

thermostat. For tests and discussions of these aspects, we
refer our readers to reports by Consumers Union, Consumers
Research, and the United States Bureau of Standards.

Many readers have asked about retail sources of products
shown in EVERYDAY ART QUARTERLY. Inquiries should
be sent directly to the designers or manufacturers whose
addresses are listed on the last page of each issue.

The response to the inaugural issue of EVERYDAY ART
QUARTERLY has been gratifying. Subscriptions have come
in great numbers from 44 states, from Hawaii, Canada, the
Canal Zone; we have readers as far as Australia. Many
schools have sent quantity orders for classroom use.

Starting with the next issue, EVERYDAY ART QUAR-
TERLY will increase the number of pages and add more
departments. To help make this truly a consumer publica-
tion, we ask our readers again to send us comments, sug-
gestions, and criticism.
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MOHOLY-NAGY DISCUSSES DESIGN

COOR'S PORCELAIN COMPANY's chemical dishes are
typical useful objects whose form and finish are not in-
tended to be "‘artistic.”’

The anonymous designer chose fine porcelain for his
material because the ware has to stand heating over a
burner; he selected shapes adapted to laboratory pur-
poses; he glazed the exteriors for easy cleaning; he
glazed the interiors with lustrous black because light
crystals show up well against it. He was not striving for
beauty, yet he produced works of art.

Photo from ‘‘Contemporary Ceramics'’ exhibition at the
Walker Art Center, July, 1946.
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Eva Zeisel

REGISTERING

We must register a new trend in modern
design. Lines and forms have become com-
municative once more. They express the
designer’s moods and his sense of humor.

The change is taking place in the design
of useful cbjects; these are the most in-
dicative of progress in design. During the
last few decades useful objects were not
accepted as the means for conveying the
artist’s feeling. Expression was dead and
we wanted it so. We stressed function and
construction.

“Articles intended for common use are not
objects for contemplation.” (Moholy-Nagy)
This was still the program of modern de-
sign in 1938.

But never, never has function alone de-
termined any form. I have never seen any
useful article that could not have been
done in innumerable shapes and contours,
equally well suited to its purpose. Tele-
phones, shoes, cars—all highly functional
—are done in a variety of forms.

Regardless of function, colors and lines
evoke associations in us. We respond to
them emotionally. They make us easy or
uneasy, quiet or disturbed; sometimes they
make us smile.

For functionalists this expressiveness was
not part of their avowed purpose, but a
by-product. We were expected to appreci-
ate form from the aspect of function, not
lose ourselves in contemplation of the
form. We evaluated objects in terms of
whether or not they suited their purpose.
People sat entranced in modern chairs ab-
sorbing their beauty of design through re-
laxed muscles, forgetting they could just
as well have a Victorian chair beneath
them.

Why were we embarrassed to say that the
modern chair had melodious lines; that its
airy lightness made us happy? The lack of
emotional relationship between user and
object and between designer and user,
which was part of the program of modern
design, can only be understood if we dig
into old magazines and expose ourselves

VEW TREM)

to the overwhelming sentiment expressed
in preceding periods. The reaction to what
LeCorbusier called the sweet drowsy in-
toxication of beauty on the one hand and
the ecstatic expressiveness of “Art Nou-
veau” on the other, becomes understand-

able.

Here, for instance, is how a French clock
and mirror were described in 1900:

“These objects of art were at the same time
constrained in feeling and opulent in their
expression of it. A hanging clock which
will sing the poem transfigures the short
hours. On the one side is Apollo, swinging
the rays of the sun and the torch of the day,
and on the other side Night, letting slip the
sleep-inviting poppy pods. The pleasure of
the eye adds itself to the anxiety of the hour
and alleviates its pathos . . .

“In the same way, the mute grace of the
mirror will so enhance the beauty of the
coquette who gazes into it with alarm, that
her exact age will seem to benefit through
the charming sympathy of the artist, in-
visible but present.

“The smallest object plays its role, achieves
meaning. The art introduced into ohjects
speaks as the master.”

And another work of design by the famous
Lalique is described as follows:

“Under the flight of bats, chasing each other
in a sky of uncertain colors, women gay to
live amidst such wondrous things, wring their
lovely modeled bronze bosoms, spread their
wings whose ribs meet and unite in a soft
curve before the fabulous jewels lying at their
feet.” (Paul Nevieux: Sur Lalique)

Simultaneously, another group, the design-
ers of Art Nouveau, spoke of their feelings
at the top of their vcices through the ob-
jects they created. This group advocated
expression of their own time. Their excite-
ment is expressed through lines and shapes
in an abstract way and they called their
ornament “symbolic” ornament.

This ornament later becomes more im-
portant than the object itself. The artist’s
excitement poured into shape overwhelms
the construction and usefulness and be-
comes almost a pure manifestation of his
state of mind. continued next page

Lighting fixture
and bench
Art Nouveau
about 1900























































