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ERASMUS, LOF DER ZOTHEID

In de grauwe troosteloosheid en het kleurloos sleur-
beweeg van het alledaagsche is de kunst het lichte
wonder, dat dien doffen gang een wijle opheft, nieuwe
trillingen doet varen door het versleten leven der ge-
woonte, en tevoren ongekende vergezichten opent op
natuur en mensch. Deze verruiming van blik brengt
bevrijdlnF van druk en verheffing boven de gelijk-
vioersheid van het dorre drijven des verstands, dat

altijd vraagt naar ,zekerheid” en ,vastheid", dat ,weten”
wil en ,hebben”. Maar reeds de wilde strooming van

natuurdrift en wisselende zielsberoering, de gecom?li-
ceerdheid en de botsing van karaktertypen en de hevige
bewogenheid der geestelijke wending van ideeén, waarin
de wereld zich bestendigt, kunnen voor den nadenkende
zoovele teekenen zijn, dat ,alles stroomt" en de door
het verstand zoozeer begeerde stelligheid van kennis
en vastheid van het zijnde ,waan" moeten heeten. De
kunstenaar brengi evenals de denker het milde wonder,
dat de hardheid der eenzijdigheid vervioeien doet en
voelbaar maakt, dat het al mysterie is en blijft in laatsten
aanleg, wat zich openbaart ook aan den geest, die veel
begrijpen kan. Een wonder, door het verstand niet
zinrijk te bespreken of straffeloos uitéén te halen in
zijn deelen, blijft het kunstwerk, tenzij wij het teere
geestelijke weefwerk scheuren en daarmede het inge-
weven innerlijke beeld verbreken. Weinig nog wordt
dit verstaan, want zwaar is onze tijd belast met schrijven
over kunst, met verstandige ideeén, waarmee de — naar
het heet — bavoegden den schoonen schijn der kunst
verklaren zullen. Er zijn echter werken, die het betoog
door hun geaardheid schijnen op te roepen, en zonder
twijfel demonstratiestof voor theorieén leveren.

Maar er zijn ook kunsiwerken, die den verstandig-
redeneerenden geest met slomheid slaan, omdat zjj
hem overweldigen en vasthouden in den gloed van het
in hen brandende visionaire licht. Voor zulk werk ver-
stomt de theoreticus, die daar een voor hem te machtige,
veelzijdige wereld beseft, waarin geen enkele van zijn
theorieén zonder meer uitkomt, niet omdat het werk
beneden die waarde blijft, maar omdat het als een
krachtige stroom de door opgeworpen dammetjes af-
gebakende begrenzing te buiten gaat en zich een eigen

weg baant volgens de in den stroom zelf werkende
stuwing, die zijn richting bepaalt. Geen tweede stroom
kan die bedding op gelijke wijze vullen. Zulke kunst-
arbeid is, wanneer het menschelijke zelf met zijn ontel-
bare inhoudscombinaties in het beeldingsveld betrokken
wordt, een onbelemmerde stroom van momenten uit
het menschelijke levensspel.

Het menschdom speelt met zichzelf een vreemd en
tragisch spel, waarin de menschen elkaar in een van
generatie tot generatie langzaam maar onverbiddelijk
voortschuivenden keten van menschelijkheid opvoeden
tot opvoeders over de hunnen, tot rechters over hen-
zelf, tot geneesheeren van geest en lichaam, die henzelf
weer zullen helpen overvoeren naar de eeuwige idee,
waaruit zij met hun hulp ook zijn gerezen tothetaardsche
aanzijn. Zij benadeelen en helpen elkaar met het product
van al de volkomenheden en gebrekkigheden, die zij
medebrengen en in zich ontwikkelen. In ieder hunner
strijdt en botst de natuurlijke verkeerdheid en beperkt-
heid van het eindig-aanzijn met de ideéele waarden,
die naar ontplooiing stuwen. Onder een geslotenheid
van uiterlijk, onder het masker der beheersching, bruist
in het menschdom in innerlijken en onderlingen kamp
de veeleenige inhoud van het menschelijke leven.
Verhevenheid en immoraliteit, heiligheid en ongebrei-
deldheid, zelfverzaking en bevrediging, wijsheid, liefde,
goedmoedigheid en hevig fanatisme, de angst voor het
mysterie en de rust der overtuiging, misdadigheid, ziekte,
verdwazing, domme aanmatiging, degeneratie, geniali-
teit, de eenzaamheid van den enkele en het stomme
samendringen van de kudde, perversiteit, krankzinnig-
heid, extase, ironie, listigheid en argeloosheid en al wat
er verder in den mensch mocht omgaan, het woelt
dooreen in den diepen afgrond van natuur en geest.
Dit ijselijk spel van den menschelijken geest met zijn
eigen roerselen te verbeelden, brengt een kunst, die
dezen naam te boven gaat en een verhalend lied zingt
zonder woorden van het menschelijke in al zijn moge-
likheden. Het is een lied, waarin smartelijke kreten
klinken, oprijzend uit duistere en onkenbare gebieden, of
waaruit rustig-blijde klanken stijgen in een lichte wereld
vol gemoedelijke rust of stille overpeinzing; maar ook
kan plolseling een mysterieuse stilte hevige benauwenis
om het voelen wringen.

Kan het anders zijn, dan dat de verbeelder van deze
ontelbare werelden van innerlijke menschel(ijkheid met
zijn visie boven dit alles moet staan en dat dus slechts
de hoogste denkbaarheid van geestelijken schoonheids-
inhoud, — dit is de humor, — de dominant moet vormen in
een dergelijke beeldingsarbeid; de humor, die een stille
wijsheid is, waarin de traan gedroogd en de lach ver-
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slild is tol een fijn gevoeld aanvaarden en verbeelden
van de manschelijke lradgedie. zonder smart of vreugd,
zonder boosheid van bedoeling, veeleer doorstraald van
gemoedelijken spot, die den mensch, zonder hem be-
lachelijk te maken in den slechten zin, loch in zijn zotheid
naakt verloond. Zulke kunst is de zelfbespotting van
het menschdom door één zijner inzichtelijksie geesten.
Z00 is de hier verbeelde kunst van Jessurunde Nfesquila.
Deze levendige, energieke kunstenaar met het heldere,
steeds vaardige begrip en den rijken, oorspronkelijken
geest, vol fantasie en sprankelend vernuft, heeft met
zijn vaste hand het veelzijdig beeld der dwaasheid in
het menschelijke neergeschreven met potlood, etsnaald,
krijt of verf. Hier maakt de kunstenaar een vlucht, ver
boven dit of dat bepaalde geval verheven. Want geen
enkel beeld bedoelt een aanwijsbaar iemand voor te

o O WARE GROOTTE 25 X 29 cM.

stellen en geen enkele verbeelding geeft een bepaalde
zijde van het menschelijke zonder meer. In geen onder-
schrift zou een dezer beelden zijn te vangen, zij zijn
momenten in een geestelijk-visionaire schouwing van
het menschdom door een menschenkenner.

Gerezen, als onbewust, uit de mystieke diepte van een
ondoorschouwd gebied des geestes, brengen zij uit die
vreemde sfeer, als een onverklaarbaar wonder, dat
plotseling in het alledaagsche licht geworpen wordt,
den onverbiddelijk blootgelegden menschelijken inhoud
mede, waarbij in ieder beeld een ontelbaar aantal zijden
van het menschelijke zijn vereenigd. Karikaturen zijn
deze werken daardoor niet; want een karikatuur is Je
char?a van een bepaalden persoon of een bepaald
geval van menschelijkheid. Hier is van het menschelijke
in het algemeen, het maatschappelijke masker afgerukt;
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hier staat z‘gn wezen naakt en dan blijkt eerst duidelijk,
hoe een ondoorgrondelijk mysterie de mensch is. Geen
woorden kunnen dan ook iets verklaren aan het beeld
afzonderlijk, daarom hebben woorden met dit doel geuit
geen zin. Wél moet worden gezegd, dat meesterschap
schuilt achter de karaktervolle lijnen en edele vormen;
meteen uiterste soberheid van middelen is een dwingend
resultaat bereikt. De krachtige spontaneiteit, waarmede
de vormen zijn Festeld. is fijngevoeld beheerscht, zoodat
een rustig spel van lijn en kleur ontstaat. Ook kleuren-
spel, dat slechis in de origineelen te aanschouwen is.
Fijn afgestemde tinten doorgloeien vele der teekeningen
en vertoonen evenals deze zelf een grootschen eenvoud.
De verbeelding der zotheid van het menschdom moge
grootendeels wellen uit onberedeneerden spontanen
drang, zij vertoont in al haar schijnbare dwaasheid een
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hooggestemde geesteshouding en is daarom zelve niet
verdwaasd. Hier straalt als een helder licht: waarheids-
drang, soms bijna roekeloos van eerlijkheid gegeven.
Van een krachtig zedelijk gehalte is deze kunst; kern-
gezond is zij, waar het ziekelijke haar object is; liefdevol
van innerlijke houding blijft zij, waar ironie met haar
snijdenden spot de zotheid hekelt. De werkelijke kunste-
naar haat het menschdom niet, omdat hij daartoe te
redelijk is; hij kan vrede hebben met de dwaasheid.
Hierdoor is de werking, die van dezen arbeid uitgaaf,
— voor wie dien geest verstaat, — in laatsten aanleg
niet wrang of stootend, maar verlichtend en verstillend.
Ook zijn deze teekeningen en etsen niet ,komisch™;
zij mogen den opperviakkigen beschouwer allereerst
lachwekkend aandoen, bij aandachtige en herhaalde
bestudeering blijkt meer en meer dat zij alle ernstig
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zijn, en zelfs meer dan dat: zij zijn sterk ontroerend en
soms beanstigend van openbaring. Steeds meer zal men
zich aangetrokken gevoelen tot deze aanvankelijk mis-
schien wel vreemde kunst en geleidelijk de diepe men-
schelijkheid beseffen gaan, die in deze snel gedane
grepen openbaar wordt. Afdoend verklaren kan men,
zooals gezegd, geen enkel beeld; de kunstenaar zelf
zou in dien zin geen uitleg kunnen geven. Toch leeft
in al de teekeningen in velerlei schakeering, wat ons
allen beroeren kan in gemoed en geest. Hoe onuit-
sprekelijk aangrijpend van inhoud is b.v. het beeld op
bladzijde zes, blijkens de dateeringin het angstwekkende
eerste oorlogsjaar ontstaan, toen het lustig levend
menschdom met een schok stuitte op den ,dood” in
een vreemde en nieuwe gedaante. De dood, als ge-
slagen door eigen innerlijke noodwendigheid van massa-
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vernietiging over de duistere aarde, plotseling oprijzend
voor den tot doodsbeklemming ontstelden mensch. Het
is niet te zeggen, hoe dit wondere beeld van dood en
leven met zijn somberen achtergrond is geworden. Het
schijnt zoo gemakkelijk te zijn ontstaan uit de beweging
van penseel en pen en inderdaad heeft geen seconde
van onvruchtbaar weifelen de kunstdaad kunnen
schaden. Maar toch is deze teekening uit een spanning
van gemoed geworden, die gemaakt heeft, datde vormen
als tot berstens toe geladen zijn met inhoud van ge-
dachten. En wat te zeggen van de zorgelooze levens-
volheid van den niet te definieeren, verminkten, ver-
waarloosden mensch links bovenaan op bladzijde twaalf?
Hetmageenonverklaarbaar wonder heeten, datdezelfde
mensch, die de eerst-genoemde teekening kon geven,
ook dit beeld van blijde zorgeloosheid wist te brengen.
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Rechts onderaan op bladzijde twintig is de luchtigheid
van houding gevariéerd tot een gelukzalig-zelfvoldane
tevredenheid, die ongeloofelijk juist getroffen is. Stelt
men hier tegenover de zelfverzekerde ingetogenheid
en rust, die uitgaan van de drie ernstige koppen
bovenaan op bladzijde negentien, dan kan uit beschou-
wing van die enkele beelden reeds duidelijk worden,
dat een zeer bijzondere en veelzijdige gave spreekt uit
de zes en vijftig hier gereproduceerde stukken, die een
keuze brengen uit meer dan twaalf honderd werken.

Het spreken over het enkele beeld heeft weinig
recht, want ieder legt het zijne in het vormenspel, en
uit ervaring is te zeggen, dat hij die lang met het werk
vertrouwd is, steeds nieuwe vondsten er in doet, steeds
nieuwe schoonheid erin ontdekt. Deze schoonheid is
dan wel niet die, welke gemeenlijk het meest gewaar-

A
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rd wordt, n.l. de lieflijkheid der natuurverbeelding,
g’e;;t in dit werk gaat het om geestelijke schoonheid
en in een vergeestelijkten vorm, waarvan alle realiteit
verre blijft. Heeft dit werk zijden, die zouden kunnen
doen zeggen, dat het een vreemde droom is, het is pok
te zien als een zuivere spiegeling van het menschelijke.
Het hier verbeelde werk van Jessurun de Mesquita,
dat slechts één zijde is van het veelzijdig talent van
dezen kunstenaar, moge bij eerste kennismaking wel-
licht velen vreemd aandoen, bij nadere beschouwing
en overweging zal het blijken te zijn een oorspronke-
lijke, edele en inhoudsvolle ultlng‘. die zijne wedergade
nergens heeft en dus voor de Nederlandsche kunst-
wereld een zeldzaam bezit beteekent. . .
Moge deze kunstarbeid de waardeering vinden, die
eraan toekomt.
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BEKRONING VAN EEN GRAFMONUMENT (MUSCHELKALKSTEEN)

DLERTICHT LA

BlJ HET WERK VAN HILDO KROP
(m ] DOOR C. J. BLAAUW. (]

De ware kunstdaad is een gebeuren vol van strijd, en
het zijn veelal hoogstaande kunstwerken, waarin van
dien strijd de bewegelijke teekenen zichtbaar blijven.
Zoo is het met de schilderkunst, met de bouwkunst,
zoo is het ook met de beeldhouwkunst en met deze
laatste wel in hooge mate. De innerlijke drang van den
kunstenaar, om zijn diepere gedachten en gevoelens te
doen worden tot vorm, is het begin van een moeizame
en veelzijdige worsteling, waaruit aan het einde ver-
rijst als teeken van verwinning: ,het beeld". Veelzijdige
worsteling: allereerst de zelfstrijd, waarin de inspiree-
rende gedachten en gevoelens zich moeten zuiveren
van het bijkomende, zich moeten verheffen tot de con-
centratie van wat in hem het meest teekenend, het
meest verdiept is; dan de strijd met de materie, die
met vaardigheid en kracht tot gehoorzaamheid aan den
kunstenaarswil moet worden gedwongen. In elke phase
van dezen strijd is de ware kunstenaar zich welbewust
van de vele kansen den strijd te zullen verliezen, al
zal zijn geloof in de overwinning ook sterk zijn. Voert
hij den strijd ten einde, dan zal nog tenslotte niet hij,
hij alleen, overwinnaar mogen zijn, doch iets ,anders’,
iets, niet te omschrijven. Toch is het juist dat, wat
hem beweegt, wat hij zoekt: dat ,andere’'! Dat onbe-
schrijflijke is het, dat steeds onder de worsteling door,
zijn kunstenaarshart zal wekken tot liefdevolle toewij-
ding, tot geloof aan de eindoverwinning, die niet alleen
voor hem zal zijn.

Zwaar is in de beeldhouwkunst de strijd met de materie,
het gaat hier hard tegen hard, staal tegen steen, een
strijd, waarbij de vonken uitspatten, strijd van den men-
schelijken geest, die de natuurlijke hardheid en onbe-
wogenheid verkeert tot het beeld van liefdevolle men-
schelijke toewijding, tot het teeken van moederliefde,
zooals de treffende afbeelding op de voorpagina van
ditblad ons doet schouwen. Ditverkeeren van versteende
natuur tot teeken van viloeiend menschelijk leven is het
eeuwige wonder der kunst, een wonder, dat stemt tot
denken over het leven en zijn diepste waarheid.
Harde, ingespannen arbeid is noodig om dit wonder
te volbrengen en deze moeizame worsteling met de
materie drukt op de beste beeldhouwwerken een stem-

IR E

pel van ernst en zwaarte, soms doortrokken van levens-
blijheid, dan weer vereenigd met stoerheid en kracht.
Het zijn deze ernst en zwaarte, die van het karakter-
volle beeldhouwwerk een karakteristieke kwaliteit ge-
noemd kunnen worden. Juist ook deze kwaliteit echter
is het, die de goede beeldhouwkunst tegenover de massa
veelal een vreemdheid doet hlijven, want zooals moeite
en strijd de harde materie tot leven wekten, zoo is de
zeldzame verstilde en aandachtige levenshouding in
den schouwer van noode tot een innige vereeniging
metde gebeeldhouwde idee. Ja, verstilde en aandachtige
levenshouding zijn inderdaad van noode om het wonder
van deze kunst in haar beste openbaringen te genieten
en te beleven.

Schrijnend is het te bedenken, hoe allengs onze mensch-
heid, opgaande in de ,wonderen’{van de techniek, deze
.kunst” van louter verstand en getal, de 'gevoelens,
waarmede het eeuwige wonder der_kunst kan worden
aangeraakt, gaat verliezen, hoe de stille en aandachtige
levenshouding tot een zeldzaamheid wordt, waar het
met onnoozelheid geslagen ,publiek” zich vergaapt aan
ronkende motoren met domme snelheden, waarvan het
snerpend lawaai onze steden (cultuur-centra!) vervult,
z606, dat verstilling en rustige aandacht welhaast tot de
onmogelijkheden gaan behooren.

Een accent van ernst dragen ook de werken van den
beeldhouwer Hildo Krop, waaraan deze bladen geheel
gewijd zijn. De wezensuitdrukking van de door Krop
gehouwen koppen is steeds van dien ernst doortrokken,
weélke gemoedsbeweging overigens ook gebeeld mocht
zijn. Het meest klaar komt dit naar voren in de serie
van z.g. ,vrije'' beeldwerken, die in de volgende bladen
afgebeeld zijn. Krop moge als stadsbeeldhouwer van
Amsterdam onder de bouwbeeldhouwers een zeer bij-
zondere plaats innemen, zijn beeldhouwerswezen wordt
het sterkst gekarakteriseerd door de hier gereprodu-
ceerde ,vrije" beeldhouwwerken, waarmee niet gezegd
wil zijn, dat hij als bouwbeeldhouwer niet in dezelfde
mate, als aan de vrije werken, zijn beste krachten geeft.
Maar in het algemeen zal het wezen van een beeld-
houwer het sterkst uitkomen in zijn vrije werken: hier
kan de inspireerende gedachte zich onbelemmerd uiten
en wordt het kunstwerk geboren uit de zuivere factoren
van de beeldhouwkunst-voor-zich. Het z.g. architecturale
wordt hier tot een zuivere kwaliteit van het beeldwerk-
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zelf, geen aanpassende, gewilde verstrakking, die licht
in z.g. bouwbeeldhouwwerk tot verornamenteeren of
aanstellerij verloopen kan, doch zuivere zélf-opgelegde
beheersching, die naardes kunstenaars wil dendieperen
inhoud van de inspireerende gedachte tot uiting brengt.
Als stadsbeeldhouwer beweegt de werkzaamheid van
Krop zich het meest op het gebied van de z.g. bouw-
beeldhouwkunst of slechter gezegd: de toegepaste
beeldhouwkunst. Krop is veelzijdig in zijn vaardigheid: hij
is ceramist, meubelmaker, (hij ontwierp vele meubelen),
steenhouwer, ook metselaar, schilder en timmerman als
het moet; hij kent den arbeid van alle zijden en beleeft
aan den arbeid zijn vreugde, doch hij is voor en boven
alles: beeldhouwer!

De greep uit zijn vele werken, hier in ,Wendingen"”
gereproduceerd, moge hiervan getuigen.

Het is bij de bespreking van dezen bij uitstek als bouw-
beeldhouwer bekenden kunstenaar, die zich daaren-
boven veel op het gebied der z.g. toegepaste kunsten
beweegt, eigenaardig op te merken, hoe ergeen eigenlijk

innerlijk verschil tusschen zijn z.g. toegepaste en de
vrije beeldhouwkunst bestaat. Bij de z.g. toegepaste
beeldwerken, hetzij bouwbeeldhouwwerken of houtsnij-
werken inhetinterieur,zien we aan den bovenbeschreven
strijd tot beelding van de idee een nieuwe verzwaring
toegevoegd en in de gestelde kunstwerken op dit gebied
zien we, hoe de beeldwerken zich als het ware aan het
bouwwerk, meubel of interieur ontworstelen, om aan en
in deze objecten een eigen bewegelijk leven te gaan
voeren, een leven dat aan uitdrukking zoozeer de ob-
jecten, waaraan ze verschijnen, overstemt, dat deze er
eenigszins als met stomheid geslagen bij uitzien. Van
een de bouwkunst ,dienende” beeldhouwkunst is dan
ook nergens in waarheid sprake en zal ook nimmer
sprake kunnen zijn: zulks zou een ontwrichting van
eeuwige verhouding beteekenen. Het aan gebouwen
of elders toegepaste beeldhouwwerk is een verluchting
en verrijking van het object, waaraan het verschijnt en
harmonie wordt verkregen, wanneer (zooals vroeger)
beide kunsten een hoogere idee dienen of (zooals thans)

MANNEN- EN VROUWENKOP (ZIJ-AANZICHT) HARDSTEEN

architect en beeldhouwer samenstemmen. De theorie,
dat het ware gebouw (van uitstekende architectuur) geen
beeldhouwwerk van noode heeft, is alleen waar voor
den architect, die, wat voorkomt, aan zichzelf genoeg
heeft; het geldt echter niet voor de gemeenschap, die,
wanneer beeldhouwwerken aan gebouwen geheel ver-
dwijnen, weer een van de hoogere cultureele factoren,
die het menschelijk leven tot een hooger leven verheffen
kunnen, zal moeten missen.

Het mag dan ook in het Gemeentebestuur van Amster-
dam gewaardeerd worden, dat het voor deze cultureele
factor een open oog heeft en den beeldhouwer Hildo
Krop gelegenheid geeft de Gemeentelike gebouwen
met zijne werken te verrijken.

Gunstig steekt zulks af tegen de geste van een Rijks-
gebouwendienst, die tegen het toepassen van beeld-
houwwerken aan Rijksgebouwen een verbod uitvaar-
digt. Zulke geste's zijn doodend voor de kunstkracht
van een volk.

o o o o o o o

De beeldhouwwerken van Krop laten zich niet omschrij-
ven, wat voor deze werken een verdienste mag heeten.
Men kan, zooals veelal gebeurt, er wel langs heen
schrijven en daarmede de werken-zélf klemmen in een
weefsel van woorden en begrippen, waaruit de schou-
wer, die zelf wil zien, zich moet losmaken om weer
vrij te staan tegenover de werking, die van deze kunst-
werken uitgaat.

Het zou moeilijk zijn het karakter van deze kunst
onder te brengen onder een van de ,ismen”, waarmede
kunstwerken veelal gekatalogiseerd plegen te worden:
zoo kan dit werk, hoewel sterk aan de natuur verwant,
toch geenszins naturalistisch genoemd worden. De na-
tuur is er echter niet in verloochend, zélfs blijkt de
maker voor de natuur een groote liefde te koesteren:
mensch, dier en plant zijn in deze werken in allerlei
levensphasen met toewijding ,gezien”! Doch door deze
toewijdingsvolle natuurvisie stroomt een innerlijk leven,
dat vol van spanning uitstaart naar de onbekende verten
van den geest.
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INTRODUCTION BY H.TH. WIJDEVELD

OME FLOWERS FOR ARCHITECT FRANK LLOYD WRIGHT

Out of the distance comes that which is near, out of
rest comes that which is in motion. Trees rise up from
the field, mountains from the valley. All is a picture of
growth and unity. Elarnallr changing forms manifest the
same wonderful secret of Nature, which exists in an
interaction of all her elements. What is often taken for the
power of the individual, arises rather from the impulse
of the many, and what some few sowed does not shoot
forth at the first sunbeam of appreciation. The new
view of the world seems to enter upon a long Spring,
which cannot pass into the Summer of general accep-
tance, owing to the ravaging gusts of the culture which
is Pnssing away. Those who lead the way must inevit-
ably stand still and wait, for the masses who cannot
follow are as much the burden, ... as the support. The
solitude is too still and too barren to be traversed
alone. What is a human life in this slow and wearisome
movement, what is the labour of a single man? No-
thing,... because all is a picture of unity. All,... because
the picture is spoilt by the elimination of the smallest
detail. Who supports is fortunate, who leads is the
chosen one! Such a chosen one is the architect Frank

- Lloyd Wright.

From the silent borders of the prairies did he come
to bring us the new architectural forms. He felt be-
forehand how this work was to commence and how to
lay architecture gently in the bosom of this earth, along
the undulating lines of the sloping fields was the most
fruitful way tﬂ building, ... and fruitful it was indeed, for
out of silence it grew into life. From the cottage, from
the country-seat it was seen to proceed to the towns
... and unconsciously, as the surprising result of an
unexpected force the sphere of his inner being passed
to the factory, the school, and the commercial buil-
dings. Thus the forms of his art grew and throug his
influence, too, there came at length repose in ar-
chitecture; for all life is seeking for a stiller background
to the restless motion. Life is no longer turned inwards,
it is turned outwards. The interior forces of the home
are being aum:lan!ed by the exterior forces of the street.
The new architecture will be the blank cinematographic
screen which, quiet and tight itself, lets wild and swift life
ass. Away! — all superfluous details. The new ornament
s architecture itself, it is the shspin? of spaces, the
structure of the monolithic masses, it is the span of
the plane, the rhythm of the details, the three-dimen-
. sional of the construction.

Although at the outset Wri?hl felt unconsciously the
extent of his task, the result is sure to be surprising...
From the beginning his conscious strength lay in
simplification; — because his earliest works already
testified to a striving to ignore the dead "style"-orna-
ment and this conviction he expressed in each new
work with ever increasing seriousness. In the machine
he saw the slave; — because he led the way in indi-
cating the character of mechanical construction and
considered the mass-product and the standard-type the
reatest service of the machine. Normalization he knew
o be his horizon; — because he saw dawning from
afar the recognition of the subordination and insigni-

ficance of decorated details and regarded their arran-
gement, place and contrast only, as of value to modern
architecture. His ornament is the three-dimensional; —
because he creates architecture as a plastic whole and
perceives the new spiritual forces working in the inner
being of the masses, in the abstract form. Il

However, Wright's greatness is not his delight in the
thousand atmospheres’ pressure of the machine, nor his
acceptance of the monotony of normalisation, neither the
fact that he gives to the calculating engineer a place of
honour in the world of the new architecture. Not in con-
crete does his greatness lie, nor in iron, nor yet in glass;
not in the use of the new materials; butin the lofty attitude
of his proportions, in the severe and stately rhythm of his
walls, in the simplicity of his masses and through these
in the proof that in all this renewing of material and form
may lie a spiritual depth which promises the certain return
of Beauty. For in the machine Wright sees poetic pre-
dictions, in concrete he shapes his architectural sonnets,
his epic is the long expanse of the roof. He is like a
teacher who opens for us a new world and gazes in
admiration on the endless possibilities his "school”
reveals to himself. His hard and rugged forms conceal
a tender love of life, what he builds apparently cold and
rugged, lies hidden in dreams and mingles with the many-
hued plants and flowers with which he enriches the play
of his forms. He is one of those prophets of the comin

architecture who go forwards as it were in a trance and,
untouched by the struggle, strike their master-strokes
with never failing sureness, because they firmly believe
in the poetical ground and ideal possibilities of the new
architecture... of the civilization which is to come. .

He is not to be restrained in his 1earnin after the
realization of his dreams. Already in his drawings is
conspicuous that which lends its snugness to the home,
such a perfect command of form and colour, that for
the sake of his melody-loving mind and for the satis-
faction of his longings he runs ahead of the possibilities
of execution, iives the rein to his fancy and creates
ideal designs. And though he knows that America will
not realize these designs, he soars up into the ideal
and draws those splendid designs which need not be
carried into execution... for, in coming into being they
already give their creator such delight and offer so
much real life, that for mankind they may sink into
oblivion; to existeternally for Wright himself. His drawings
bear the mark of his love for his work and though he
himself speaks of prosaic and plain contours, they are
interwoven with mists and Rermeated with the eternal
spirit of Hokusai and of the whole people of Japan.
Yet they are never attempts to strive with Nature. No,
he works as a phantast and creates his hazy tints which
hover in horizontal bands and caress and aid and sup-
ort the atmosphere of his art. All his work is directed
o that on which his mind so fondly dwells: the reali-
zation of a new civilisation with an architecture of its
own; which makes the machine its slave, which creates
for mankind nobler longings, which brings repose from
the prairie-borders to the heart of the desert, from the
mountains down to the boundless main. .
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IN THE CAUSE OF ARCHITECTURE

0O O BY FRANK LLOYD WRIGHT OO

FIRST PAPER MARCH 1908

Radical though it be, the work here illustrated is dedi-
cated to a cause conservative in the best sense of the
word. At no point does it involve denial of the elemental
law and order inherent in great architecture. It is a
declaration of love for the spirit of that law and order,
a reverential recognition of the elements that made the
ancient letter of great architecture in its time vital and
beautiful.

Primarily, Nature furnished the materials out of which
the architectural forms we know to-day have been de-
veloped, and, although for centuries our practice has
been to turn from her, seeking inspiration in books
adhering slavishly to dead formulae, her wealth of
suggestion is inexhaustible; her riches greater than any
man's desire. | know with what suspicion the man is
regarded who refers matters of fine art back to Nature.

| know an ill-advised return is usually attempted, for
Nature in external, obvious aspect is the usually ac-
cepted sense of the term and the nature that is reached.
But given inherent vision there is no source so fertile,
so suggestive, so helpful aesthetically to the architect
as comprehension of natural forms. As Nature is never
right for a picture so is she never right for the architect-
that is, ready-made. Nevertheless, she has a practical
school beneath her obvious forms in which a sense of
proportion may be cultivated, where Vignola and Vi-
truvius fail. There he may develop the sense of reality
that translated to his field in terms of his own work
will lift him far above the realistic in his art; he will be
inspired br sentiment that will never degenerate to
sentimentality and learn to draw with surer hand the
ever-perplexing line between the curious and the
beautiful.

A sense of the organic in Nature is indispensable to
an architect; where can he develop this sense so
surely as in this school? A knowledge of the relation
of form to function is at the root of his practice; where
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can he find the pertinent object lessons Nature so
readily furnishes? Where study the differentiations of
form that go to determine character as he may study
them in the trees? Or that sense of inevitableness
characteristic of a work of art be quickened as it will
be by intercourse with Nature in this sense?
Japanese art knows this school more intimately than
any other people. In common use in their language
are many words like the word ,edaburi.” Translated
as near as may be, this means the formative arrange-
ment of the branches of a tree. We have no such word
in English. We are not civilized to think in such terms,
but the architect must not only learn to think in such
terms but to fashion his vocabulary for himself and
furnish it in a comprehensive way with useful words
as significant as this one.

For seven years it was my good fortune to be the
understudy of a great teacher and a great architect,
to my mind the greatest of his time-Mr. Louis H. Sullivan.
Principles are not invented, they are evolved by no one
man in no one age, but Mr. Sullivan's perception and

e L

practice of them amounted to a revelation at a time
when they were commercially inexpedient and all but
lost to sight in current work. The fine art sense of the
profession was at that time practically dead; only glim-
merings were perceptible in the work of Richardson
and of Root.

As Adler and Sullivan had little time to design resi-
dences, the few that were unavoidable fell to my lot
outside office hours. So largely, it remained for me to
carry into the field of domestic architecture the battle
they had be?un in commercial building. During the
early years of my own practice | found ?his lonesome
work, sympathizers few and not found among the ar-
chitects. | well remember how ,the message” burned
within me, how | longed for comradeship until | began
to know the younger men and how welcome was Robert
Spencer, and then Myron Hunt, and Dwight Perkins,
Arthur Heun, George Dean and Hugh Garden. Inspiring
days they were, | am sure, for us all. Of late we have
been too busy to see one another often, but the ,New
School of the Middle West" is beginning to be talked




about and perhaps some day it is to be. For why not
the same ,Life"” and blood in architecture that is the
essence of all true art?

In 1894, with this text from Carlyle at the top of the
page — ,The Ideal is within thyself, thy condition is but
the stuff thou art to shape that same Ideal out of" —
| formulated the following ,propositions.” They are
here set down much as they were written then, although
they might now be stated more completely and succinctly,
|.—Simplicity and Repose are gualihas that measure
the true value of any work of art.

But simplicity is not in itself an end. Strive rather for
an entity with a graceful beauty in its integrity from
which discord, andoall that is meaningless, is eliminated.
A wild flower is truly simple.

1. A building should contain as few rooms as will meet
the conditions which give it rise and under which we
live, and which the architect should strive continually
to simplify; the ensemble of the rooms should then be
carefully considered that comfort and utility may go
hand in hand with beauty. Beside the entry and ne-
cessary work rooms there need be but three rooms on
the ground floor of any house, living room, dining room
and kitchen, with the possible addition of a ,social
office;” really there need be but one room, the livin

room with requirements otherwise sequestered from it

or screened within it by means of architectural con-
trivances.

2. Openings should occur as integral features of the
structure and form, if possible, its natural ornamentation.
3. An excessive love of detail has ruined more fine
things from the standpoint of fine art or fine living than
any human shortcoming. Too many houses, when not
little stage settings or scene paintings, are mere notion
stores, bazaars or junk-shops. Decoration is dangerous
unless understood thoroughly, unless you know that it
means something good in the scheme as a whole, for
the present you are better off without it. Merely that it
.,loogs rich” is no justification for the use of ornament.
4. Appliances or fixtures as such are undesirable.
Assimilate them together with all appurtenances into
the design of the structure.

5. Pictures deface walls more often than they deco-
rate them. Pictures should be decorative, incorporated
in the general scheme as decoration.

6. The most satisfactory apartments are those in which
most or all of the furniture is built in as a part of the
original scheme considering the whole as a unit.
Il.—There should be as many kinds (styles) of houses
as there are kinds (styles) of people and as many dif-
ferentiations as there are different individuals A man
who has individuality (and what man lack: .y in some

degree has a right to its expression in his own envi-
ronment.

lll.—A building should appear to grow easily from its
site, shaped to harmonize with its surroundings if Nature
is manifest there, and if not try to make it as quiet,
substantial and organic as She would have been were
the opportunity hers. *)

We of the Middle West are living on the prairie. The
prairie has a beauty peculiarly its own and we should
recognize and accentuate this natural beauty, its quiet
level. Hence, gently sloping roofs, low proportions, quiet
sky lines, suppressed heavy-set chimneys and sheltering
overhangs, low terraces and out-reaching walls seques-
terin% private gardens.

VI.—Colors re1uire the same conventionalizing process
to make them fit to live with that natural forms do; so
go to the woods and fields for color schemes. Use the
soft, warm, optimistic tones of earths and autumn leaves
in preference to the pessimistic blues, purples or cold
greens and grays of the ribbon counter, they are more
wholesome and better adapted in most cases to good
decoration.

V.—Bring out the nature of materials, always let their
nature intimately into your scheme. Strip the wood of

“) In this | had in mind the barren town lots devoid of tree or natural incident, town
houses and board walks only in evidence.

varnish and greasy paint, let it alone or stain it. De-
velop the natural texture of the plastering and stain it.
Reveal the nature of the wood, plaster, brick or stone
in your designs; they are all by nature friendly and
beautiful. No treatment can be really a matter of fine
art when these natural characteristics are, or their
nature is, outrafed or neglected.

VI.—A house with character grows more valuable as it
grows older while a house in the prevailing mode,
whatever the mode be, is soon out of fashion, stale
and unprofitable.

Buildings like people should be quiet, sincere, true and
then withal as gracious and lovable as may be.
Above all, integrity. The machine is the normal tool of
our civilization, give it work that it can do well—nothing
is of greater importance. To do this will be to formu-
late new industrial ideals, sadly needed.

These propositions are chiefly interesting because for
some sirange reason they were novel when formulated
in the face of conditions hostile to them and because
the ideals they phrase have been practically embodied
in the buildings that were built to live up to them. The
buildings of recent years have not only been true to
them, but are in many cases a further development of
the simple propositions so positively stated then.
Happily, these ideals are more commonplace now. Then
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the sky lines of our domestic architecture were fan-
tastic abortions, tortured by features that disrupted the
distorted roof surfaces from which attenuated chimneys
like lean fingers threatened the sky; the invariably tall
interiors were cut up into box-like compartments, the
more boxes the finer the house; and ,,Architecture” chiefly
consisted in healing over the edges of the curious col-
lection of holes that had to be cut in the walls for light
and air and to permit the occupant to get in or out.
These interiors were always slaughtered with the butt
and slash of the old plinth and corner block trim, of du-
bious origin, and finally smothered with horrible milliner“.
That individuality in a building was possible to eac

home maker, or desirable, seemed at that time to rise
to the dignity of an idea. Even cultured men and women
care so little for the spiritual integrity of their environ-
ment; except in rare cases they are not touched, they
simply do not care for the matter so long as their
dwellings are fashionable or as good as those of their
neighbors and keep them dry and warm. A structure
has no more meaning to them aesthetically than has
the stable to the horse, And this came to me in the
early years as a definite discouragement. There are
exceptions, and | found them chiefly among American
men of business with unspoiled instincts and untainted
ideals. A man of this type usually has the faculty of
judging for himself. He has rather liked the ,idea™ and

much of the encouragement this work receives comes
straight from him because the ,common sense” of the
thinf appeals to him. While the ,cultured” are still
content with their small chateaux, Colonial wedding
cakes, English affectations or French millinery, he
prefers a poor thing, but his own. He errs on the side
of character, at least, and when the test of time has
tried his country's development architecturally, he will
have contributed his quota, small enough tn the final
outcome though it be; he will be regarded as a true
conservator.

| have endeavored in this work to establish a harmo-
nious relationship between ground plan and elevation
of these buildings, conaiderinﬁ the one as a solution and
the other an expression of the conditions of a problem
of which the whole is a Eroiect. | have tried to esta-
blish organic integrity to begin with, forming the basis
for the subsequent working out of si?niﬂcani gramma-
tical expression and making the whole, as nearly as |
could, consistent.

What quality of style the buildings may possess is due
to the artistry with which the conventionalization as a
solution and an artistic expression of a specific problem
within these limitations has been handled. The types
are Iargally a matter of personal taste and may have
much or little to do with the American architecture for
which we hope.

From the beginning of my practice the question upper-
most in my mind has been not ,what style” but ,what
is style?” and it is my belief that the chief value of the
work illustrated here will be found in the fact that if in
the face of our present day conditions snrh?iven type

may be treated independently and imbued with the quality
of style, then a truly noble architecture is a definite
fossi ility, so soon as Americans really demand it of
he architects of the rising generation.
| do not believe we will again have the uniformity of
gpe which has characterized the so-called great , styles”.
onditions have changed; our ideal is Democracy, the
highest possible expression of the individual as a unit
not inconsistent with a harmonious whole. The average
of human intelligence rises steadily, and as the individual
unit grows more and more to be trusted we will have
an architecture with richer variety in unity than has
arisen before; but the forms must be born out of our
changed conditions, they must be true forms, otherwise
the best that tradition has to offer is inglorious mas-
uerade, devoid of vital significance or spiritual value.
he trials of the early days were many and at this
distance picturesque. Workmen seldom like to think,
especially if there is financial risk entailed; at your peril
do you disturb their established processes mental or
technical. To do anything in an unusual, even if in a
better and simpler way, is to complicate the situation

at once. Simple things at that time in any industrial
field were nowhere at hand. A piece of wood without
a moulding was an anomaly; a plain wooden slat instead
of a turned baluster a joke; the omission of the mer-
chantable ,grille” a crime; plain fabrics for hangings
or floor covering were nowhere to be found in stock.
To become the recognized enemy of the established
industrial order was no light matter, for soon whenever
a set of my drawings was presented to a Chicago mill-
man for figures he would willingly enough unroll it,
read the architect's name, shake his head and return
it with the remark that he was ,,not hunting for trouble;"
sagacious owners and general contractors tried cutting
out the name, but in vain, the mill-man’'s perspicacity
was rat-like, he had come to know ,the look of the
thing.” So, in addition to the special preparation in any
case necessary for evarr little matter of construction
and !inlshing, special detail drawings were necessary
merely to show the things to be left off or not done,
and not only studied designs for every part had to be
made but quantity surveys and schedules of mill work
furnished the contractors beside. This, in a year or two,
brought the architect face to face with the fact that the
fee for his service ,established" by the American Insti-
tute of Architects was intended for something stock
and shop, for it would not even pay for the bare
drawings necessary for conscientious work.
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The relation of the architect to the economic and
industrial movement of his time, in any'rl fine art sense,

is still an affair so sadly out of joint that no one may
easily reconcile it. All agree that something has gone
wrong and except the architect be a plan factory mag-
nate, who has reduced his art to a philosophy of old
clothes and sells misfit or made-over-ready-to-wear
arments with commercial aplomb and social distinc-
tion, he cannot succeed on the present basis established
by common practice. In addition to a situation already
complicated for them, a necessarily increased fee stared
in the face of the clients who dared. Some did dare,
as the illustrations prove.
The struggle then was and still is to make ,,good archi-
tecture,” ,,?ood business.” It is rerhaps significant that
in the beginning it was very difficult to secure a buil-
ding loan on any terms upon one of these houses, now
it is easy to secure a better loan than ordinary; but
how far success has attended this ambition the owners
of these buildings alone can testify. Their trials have
heen many, but each, | think, feels that he has as much
house for his moner as his neighbors, with somethin
in the home intrinsically valuable besides, which wi

not be out of fashion in one lifetime, and which con-
1ri:ul:s steadily to his dignity and his pleasure as an
individual.

MAWFLOOR,

It would not be useful to dwell further upon difficulties
encountered, for it is the common stor* of simple pro-
ression everywhere in any field; | mereJ wish to trace
ere the ,motif" behind the types. A study of the illus-
trations will show that the buildings presented fall
readily into three groups having a family resemblance;
the low-pitched hip roofs, heaped together in ryramidal
fashion, or presenting quiet, unbroken sky lines; the
low roofs with simple pediments countering on long
ridges; and those topped with a simple slab. Of the
first type, the Winslow, Henderson, Willits, Thomas,
Heurtley, Heath, Cheney, Martin, Little, Gridley, Millard,
Tomek, Coonley and Westcott houses, the Hillside
Home School and the Pettit Memorial Chapel are typi-
cal. Of the second type the Bradlag. Hickox, Davenport
and Dana houses are typical. Of the third, Atelier for
Richard Bock, Unity Church, the concrete house of the
Ladies’ Home Journal and other designs in process of
execution. The Larking Building is a simple, dignified
utterance of a plain, utilitarian type with sheer brick
walls and simple stone copings. The studio is merely
an early experiment in ,articulation.”
Photographs do not adequatel“proun'l these subjects.
A buiISing has a presence as has a person that defies
the photographer, and the color so necessary to the
complete expression of the form is necessarily lacking,

o

but it will be noticed that all the structures stand upon
their foundations to the eye as well as physically. There
is good, substantial preparation at the ground for all
the buildings and it is the first grammatical expression
of all the types. This preparation, or watertable, is to
these buildings what the stylobate was to the ancient
Greek temple. To gain it, it was necessary to reverse
the established practice of setling the supports of the
building to the outside of the wall and to set them to
the inside, so as to leave the necessary support for the
outer base. This was natural enough and good enough
construction but many an owner was disturbed by pri-
vate information from the practical contractor to the
effect that he would have his whole house in the cellar
if he submitted to it. This was at the time a marked
innovation lhough the most natural thing in the world,
and to me, to this day, indispensable.

With this innovation established, one horizontal stripe
of raw material, the foundation wall above ground, was
eliminated and the complete grammar of type one made
rossiblo. A simple, unbroken wall surface from foot to
evel of second story sill was thus secured, a change
of material occurring at that point to form the simple
frieze that characterizes the earlier buildings. Even trxis
was frequently omitted as in the Francis apartments
and many other buildings and the wall was let alone

from base to cornice or eaves. ,Dress reform houses"
they were called, | remember, by the charitably disposed.
What others called them will hardly bear repetition.
As the wall surfaces were thus simplified and empha-
sized the matter of fenestration became exceedingly
difficult and more than ever important, and | gloated
over the beautiful buildings | could build if only it were
unnecessary to cut holes in them; but the holes were
managed at first frankly as in the Winslow house and
later as elementary constituents of the structure grouped
in rhythmical fashion, so that all the light and air and
prospect the most rabid client could wish would not be
too much from an artistic standpoint; and of this achie-
vement | am proud. The groups are managed, too,
whenever required, so that overhanging eaves do not
shade them, although the walls are stil?protocled from
the weather. Soon the poetry-crushing characteristics
of the guillotine window, which was then firmly rooted,
became apparent and, sinrle-handed | waged a deter-
mined battle for casements swinging out, although it
was necessary to have special hardware made for them
as there was none to be had this side of England.
Clients would come ready to accept any innovation
but ,those swinging windows,” and when told that they
were in the nature of the proposition and that they
must take them or leave the rest, they frequently em-
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ployed ,the other fellow" to give them something ,,near,"”
with the ,practical” windows dear to their hearts.
With the grammar so far established, came an expres-
sion pure and simple, even classic in atmosphere, using
that much-abused word in its best sense; implying, that
is, a certain sweet reasonableness of form and outline
naturally dignified.

| have observed that Nature usually perfects her forms;
the individuality of the attribute is seldom sacrificed;
that is, deformed or mutilated by co-operative parts.
She rarely says a thing and tries to take it back at the
same time. She would not sanction the ,classic” pro-
ceeding of, say, establishing an ,order,” a collonade,
then building walls between the columns of the order
them to pilasters, thereafter cutting holes in
and pasting on cornices with more pilasters
around them, with the result that every form is outraged,
the whole an abominable mutilation, as is most of the
architecture of the Renaissance wherein style corrodes
style and all the forms are stultified.

In laying out the ground plans for even the more in-
significant of these buildings a simple axial law and
order and the ordered spacin
structural units definitely established

and aesthetic proportion is practiced as an expedient
the technical difficulties of execution, and,
may not be obvious always the
balance is usually maintained. The plans are as a rule
much more articulate than is the school product of the
Beaux Arts. The individuality of the various functions
of the various features is more highly developed; all
the forms are complete in themselves and frequently
at the same time from within and without as
ve aftributes of the whole. This tendency to
greater individuality of the parts emphasized by more
and more complete articulation will be seen in the
plans for Unity Church, the cottage for Elizabeth Stone
at Glencoe and the Avery Coonle
of construction at Riverside, lllinois.
are merely the actual projection of a carefully consi-
dered whole. The ,architecture” is not ,thrown up" as
an artistic exercise, a matter of elevation from a pre-
conceived ground plan. The schemes are conceived in
three dimensions as organic entities, let the picturesque
perspective fall how it will. While a sense of the inci-
dental perspectives the design will develop is always
present, | have great faith that if the thing is rightly put
together in true organic sense with proportions actually
right the picturesque will take care of itself. No man

then fudged the

house in process
hese ground plans

upon a system of certain
or each struct-

ure in accord with its scheme of practical construction

"4

house at Springfield.

The windows usually are

ever built a building worthy the name of architecture
who fashioned it in perspective sketch to his taste and
lan to suit. Such methods produce
mere scene-painting. A perspective may be a proof but
it is no nurture. .
As to the mass values of the buildings the aesthetic
principles outlined in proposition Il will account in a
measure for their character.

In the matter of decoration the tendency has been to
indulge in it less and less, merel
architectural preparation for natural foliage or flowers,
as it is managed in say, the entrance to the Lawrence
his use of natural foliage and
flowers for decoration is carried to quite an extent in
all the designs and, although the buildings are complete
without this efflorescence, the
with the season. What arch
buildings carry is not only conventionalized to the point
where it is quiet and stays as a sure foil for the nature
forms from which it is derived and with which it must
intimately associate, but it is always of the surface,

i

rovided with characteristic
straight line patterns absolutely in the flat and usually
severe. The nature of the glass is taken into account

in these designs as is also the metal bar used in their
construction, and most of them are treated as met_nl
lass inserted forming a simple rhytmic
straight lines and squares as cunning
as the result is quiet. The aim is
all make the best of the technical

ngrilles” with
arrangement
as possible so lon
that the designs s
contrivances that produce them.

In the main the ornamentation is wrought in the warp
and woof of the structure. It is constitutional in the
best sense and is felt in the conception of the ground
plan. To elucidate this element in composition would
mean a long story and perhaps a tedious one though
to me it is the most fascinating phase of the work,
the true poetry of conception.

The differentiation of a sin
racterizes the expression
rent form may serve for another, but
idea all the formal elements of design are in each case
ether in scale and character.
are outward, opening flower-

providing certain

le, certain simple form cha-
Quite a diffe-

may be said to blossom :
m one basic

ectural decoration the

derived and held well to
The form chosen may f

like to the sky as in the Thomas house; another droop
to accentuate artistically the weight of the masses;
another be non-committal or abruptly emphatic, or its
be deduced from some plant form that
to me, as certain properties in line and




form of the sumach were used in the Lawrence house
at Springfield; but in every case the motif is adhered
to throughout and it is not too much to say that each
building @esthetically is ,,cut from one piece of goods"
and consistently hangs together with an integrity impos-
sible otherwise.
In a fine art sense these designs have grown as natural
plants grow, the individuality of each is integral and as
complete as skill, time, strenght and circumstances

ermitted.

he method in itself does not of necessity produce a
beautiful building, but it provides a framework as a
basis which has organic inta?rity, susceptible to the
architect's imagination and at once opening to him
Nature's wealth of artistic suggestion, ensuring him a

uiding principal within which he can never be wholly
alse, or lacking in rational motif. The subtleties, the
shifting, blending harmonies, cadences, nuances are a
matter of his own nature, his own susceptibilities and
faculties.
But self denial is imposed upon the architect to a
?regter extent than upon any member of the fine art
amily. The temptation to sweeten work, to make each
detail in itself lovable and expressive is great; but that
the whole may be truly eloquent of its ultimate func-

tion restraint is imperative. To let individual elements
shine at the expense of final repose is a betrayal of
trust, for buildings are the background or framework
for the human life within their walls and a foil for the
nature efflorescence without. Architecture is the most
complete of conventionalizations and, except music, of
all the arts the most subjective.

Music may for the architect be a sympathetic friend
whose counsels, precepts and patterns even are avai-
lable to him and from which he need not fear to draw.
But the arts are to-day cursed b' literature; artists
attempt to make literature of painting and sculpture,
even of music, and doubtless would of architecture
also, were the art not moribund. Whenever it is done
the soul of the thing dies and we have not art but
something less for which the artist can have neither
affection nor respect. . . .

Contrary to the usual supposition this manner of wor-
king out a theme is more flexible than any working
out in fixed, historic style can be, and the individuality
of those concerned may receive more adequate treat-
ment within legitimate limitations. This matter of ,indi-
viduality” puzzles many; they suspect that the individu-
ality of the owner and occupant of a building is sacri-
ficed to that of the architect who imposes his own

.

upon Jones, Brown and Smith alike. An architect worthy
o? the name has an individuality, it is true; his work
will and should reflect it, and his buildings _wll! all bear
a family resemblance one to another. The individuality
of an owner is first manifest in his choice of his archi-
tect, the individual to whom he entrusts his characte-
rization. He sympathizes with his work; its expression
suits him and this furnishes the common ground upon
which client and architect may come together. Then,
if the architect is what he ought to be, with his ready
technique he conscientiously works for the client, idea-
lizes his client's character and his client's tastes and
makes him feel that the building is his as it really is
to such an extent that he can truly say that he would
rather have his own house than any he has seen. Is a
portrait, say by Sargent, any less a revelation of the
character of the subject because it bears his stamp
and is easily recognized as a Sargent? Does one lose
individuality when interpreted s mpatheticallg by one of
his own race and time who can know him and his needs
intimately and idealize them; or does one gain it by
having adopted to his condition a ready-made historic
style which is the fruit of a seedtime other than his,
wivnatever that style may be? o

The present industrial condition is constantly studied in

the practical application of these architectural ideals
and ‘ljhe lraatmap:t simplified and arranged to fit modern
processes and to utilize to the best advantage the work
of the machine. The furniture takes the clean cut,
straight-line forms that the machine can render far
better than would be possible by hand. Certain facilities,
too, of the machine, which it would be interesting to
enlarge upon, are taken advantage of and the nature
of the materials is usually revealed in the process.
Nor is the atmosphere of the result in its completeness
new and hard. In most of the interiors there will be
found a quiet, a simple dignity that we imagine is only
to be found in the ,old" and it is due to the under-
lying organic harmony, to the each in all and the all
in each throughout. vaﬁs is the modern opportuniy — to
make of a buﬁding, together with its equipment, appur-
tenances and environment, an entity which shall con-
stitute a complete work of art, and a work of art more
valuable to society as a whole than has before existed
because discordant conditions endured for centuries
are smoothed away; every-day life here finds an ex-
pression germane to its daily existence; an idealization
of the common need sure to be uplifting and helpful
in the same sense that pure air to breathe is better
than air poisoned with noxious gases...




An artist's limitations are his best friends. The machine
is here to stay. It is the forerunner of the real demo-
cracy that is our dearest hope. There is no more im-
portant work before the architect now than to use this
normal tool of civilization to the best advantage instead
of prostituting it as he has hitherto done in reproducing
with murderous ubiquity forms born of other times and
other conditions and which it can only serve to destroy.

o [}
The exteriors of these structures will receive less ready
recognition perhaps than the interiors and because they
are the result of a radically different conception as
to what should constitute a building. We have formed
a habit of mind concerning architecture to which the
expression of most of these exteriors is a shock, at
first disagreeable, and the more so as the habit of mind
is more narrowly fixed by so called classic training.
Our aesthetics are dyspeptic fromincontinentindulgence
in ,Frenchite” pastry. We crave ornament for the sake
of ornament; cover up our faults of design with orna-
mental sensualities that were a IonF time ago sensuous
ornament. | distrust this unwholesome and unholy
cravin? and look to the simple line; to the clean though
Iiving orm and quiet color for a time, until the true
significance of these things has dawned for us once
more. The old structural forms which up to the present
time, have spelled ,architecture” are decayed. Their
life went from them long ago and new conditions in-
dustrially, steel and concrete and terra cotta in parti-
cular, are prophesying a more plastic art wherein as
the flesh is to our bones so will the covering be to the
structure, but more truly and beautifully expressive than
ever. But that too is a long story. Reticence in the

matier of ornamentation is characteristic of these struc-
tures and for at least two obvious reasons; first, they
are the expression of an idea that ornamentation should
be constitutional, a matter of the nature of the structure
beginning with the ground plan. In the buildings them-
selves, in the sense of the whole, there is lacking neither
richness nor incident but these qualities are secured
not by applied decoration, they are found in the fashio-
ning of the whole, in which color, too, plays as signi-
ficant a part as it does in an old Japanese wood block
print. Second; because, as before stated, buildings
perform their highest function in relation to human life
within and the natural efflorescence without; and to
develop and maintain the harmony of a true chord be-
tween them making of the building in this sense a sure
foil for life, broad, simple surfaces and highly conven-
tionalized forms are inevitable. These ideals take the
buildings out of school and marry them to the ground;
make them intimate expressions or revelations of the
interiors; individualize them redgardless of preconceived
notions of style. | have tried to make their grammar
perfect in its way and to give the forms and propor-
tions an integrity that will bear study, although few of
them can be intelligently studied apart from their en-
vironment. So, what might be termed the democratic
character of the exteriors is their firstundefined offence—
the lack, wholly, of what the professional critic would
deem architecture; in fact, most of the critic's archi-
tecture has been left out.

There is a synthetic basis for the features of the various
structures, and consequently a constantly accumulating
residue of formulae, which becomes more and more
useful; but | do not pretend to say that perception or

conception was not at first intuitive, or that what lies
yet beyond will not be grasped in the same intuitive
way; but, after all, architecture is a scientific art, and
the thinkinq basis will ever be for the architect his
sureity, the final court in which his imagination sifts his
feelings...
The fgw drauihtsmen so far associated with this work
have been taken into the draughting room, in every
case almost wholly unformed, many of them with no
particular previous training, and patiently nursed for
years in the atmosphere of the work itself, until, satu-
rated by intimate association, at an impressionable a? .
with its motifs and phases, they have become helpful.
To develop the sympathetic grasp of detail that is ne-
cessary before this point is reached has proved usually
a matter of years, with little advantage on the side of
the college-trained understudy. These young people
have found their way to me through natural sympathy
with the work, and have become loyal assistants. The
members, so far, all told here and elsewhere, of our
little university of fourteen year's standing are: Marion
Mahony, a capable assistant for eleven years; William
Drummond, for seven years; Francis Byrne, five years;
Isabel Roberts, five years; George Willis, four years;
Walter Griffin, four years; Andrew Willatzen, three years;
Harry Robinson, two years; Charles E. White, Jr., one
year; Erwin Barglebaugh and Robert Hardin, each one
ear; Albert McArthur, entering.

thers have been attracted by what seemed to them
to be the novelty of the work, staying only long enough
to acquire a smattering of form, then departing to sell
a superficial proficiency elsewhere. Still others shortly
develop a mastery of the subject, discovering that it

is all just as they would have done it, anyway, and,
chafing at the unkind fate that forestalled them in its
ractice, resolve to blaze a trail for themselves without
urther loss of time. It is urged against the more loyal
that they are sacrificing their individuality to that which
has dominated this work; but it is too soon to impeach
a single understudy on this basis, for, although they
will inevitably repeat for years the methods, forms and
habit of thought, even the mannerisms of the present
work, if there is virtue in the principles behind it that
virtue will stay with them through the preliminary stages
of their own practice until their own individualities truly
develop independent|¥. I have noticed that those who
have made the most fuss about their ,individuality” in
early stages, those who took themselves most seriously
in that regard, were inevitably those who had least.
Many elements of Mr. Sullivan's personality in his art—
what might be called his mannerisms—naturally enough
clung to my work in the early years, and may be rea-
dily ?raced by the casual observer; but for me one real
proof of the virtue inherent in this work will lie in the
fact that some of the young men and women who have
given themselves up to me so faithfully these past years
will some day contribute rounded individualities of their
own, and forms of their own devising to the new school.
This year | assign to each a project that has been
carefully conceived in my own mind, which he accepts
as a specific work. He follows its subsequent develop-
ment through all its phases in drawing room and field,
meeting with the client himself on occasion, gaining
an allround development impossible otherwise, and
insuring an enthusiasm and a grasp of detail decidedly
to the best interest of the client. These privileges in




the hands of selfishly ambitious or over-confident assis-
tants would soon wreck such a system; but | can say
that among my own boys it has so far proved a mode-
rate success, with prospect of being continued as a
settled policy in future.

Nevertheless, | believe that only when one individual
forms the concept of the various projects and also
determines the character of every detail in the sum total,
even to the size and shape of the pieces of glass in
the windows, the arrangement and profile of the most
insignificant of the architectural members, will that
unity be secured which is the soul of the individual
work of art. This means that fewer buildings should be
entrusted to one architect. His output will of necessity
be relatively small-small, that is, as compared to the
volume of work turned out in any one of fifty ,,success-
ful” offices in America. | believe there is no middle
course worth considering in the light of the best future
of American architecture. With no more propriety can
an architect leave the details touchin% the handling of
his conception to assistants, no matter how sympa-
thetic and capable they may be, than can a painter
entrust the painting in of the details of his picture to
a pupil; for an architect who would do individual work

must have a technique well developed and peculiar to
himself, which, if he is fertile, is still growing with his
growth. To keep everyting ,in place” requires constant
care and study in matters that the old-school practitioner
would scorn to touch. . ..
As for the future-the work shall grow more truly simple;
more expressive with fewer lines, fewer forms; more
articulate with less labor; more plastic; more fluent,
although more coherent; more organic. It shall grow
not only to fit more perfectly the methods and processes
that are called upon to produce it, but shall further
find whatever is lovely or of good repute in method or
process, and idealize it with the cleanest, most virile
stroke | can imagine. As understanding and apprecia-
tion of life matures and deepens, this work shall pro-
hesy and idealize the character of the individual itis
ashioned to serve more intimately, no matter how
inexpensive the result must finally be. It shall become
in its atmosphere as pure and elevating in its humble
way as the trees and flowers are in their perfectly
appointed way, for only so can architecture be worthy
its high rank as a fine art, or the architect discharge
the obligation he assumes to the rubllc-lmpoud upon
him by the nature of his own profession.
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SECOND PAPER MAY 1914

“Nature has made creatures only; Art has made men.”
Nevertheless, or perhaps for that very reason, every
struggle for truth in the arts and for the freedom that
should so with the truth has always had its own pecu-
liar load of disciples, neophytes and quacks. The young
work in architecture here in the Middle West, owing to
a measure of premature success, has for some time
past been daily rediscovered, heralded and drowned in
noise by this now characteristic feature of its struggle.
The so-called “movement” threatens to explode soon
in foolish exploitation of unripe performances or topple
over in pretentious attempts to “speak the language.”
The broker, too, has made his appearance to deal in
its slender stock in trade, not a wholly new form of
artistic activity certainly, but one serving to indicate
how profitable this intensive rush for a place in the
“new school"” has become.

Just at this time it may be well to remember that “every
form of artistic acﬂuil' is not Art."

Obviously this stage of development was to be expected
and has its humorous side. It has also unexpected and
dangerous effects, astonishingly in line with certain
rrophcﬁc letters written by honest “conservatives” upon
he publication of the former paper of 1908.

Although an utterance from me of a critical nature is
painful, because it must be a personal matter, perhaps
a seeming retraction on my part, still all that ever really

happens is “personal matter” and the time has come
when forbearance ceases to be either virtue or con-
venience. A promising garden seems to be rapidly
overgrown with weeds notwithstanding the fact that

“all may raise the flowers now, for all have ;'ot the
seed." But the seed has not been planted — transplanting
is preferred, but it cannot raise the needed flowers.
To stultify or corrupt our architectural possibilities is
to corrupt our @esthetic life at the fountain head.
Her Architecture is the most precious of the susceptibili-
ties of a young, constructive country in this constructive
stage of development and maintaining its integrity in
this respect therefore, distinctly a cause.
When, twenty-one years ago, | took my stand, alone in
my field, the cause was unprofitable, seemingly impos-
sible, almost unknown, or, if known, was, as a rule, unho-
nored and ridiculed —Moanemery Schuyler was the one
notable exception to the rule. So swiftly do things “come
on" in this vigorous and invigorating age that although
the cause itself has had little or no recognition, the
work has more than its share of attention and has
attracted toitself abuses seldom described —never openly
attacked — but which a perspective of the past six years
will enable me to describe, as | feel lhen must render
the finer values in this work abortive for the time being,
if lha¥ do not wholly defeat its aim. Many a similar
work in the past has gone prematurely to ruin owl:g
to similar abuses — to rise again, it is true, but retard

enerations in time.

still believe that the ideal of an organic *) architecture
‘)

By organic_architecture | mean an architecture that develops from within outward
in umn.{"ulh the conditions of its being as distinguished from one that is applied
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forms the origin and source, the strength and, funda-
mentally, the significance of everything ever worthy the
name of architecture.

And | know that the sense of an organic architecture,
once grasped, carries with it in its very nature the dis-
cipline of an ideal and at whatever cost to self interest
or the established order.

It is itself a standard and an ideal.

And | maintain that only earnest artist integrity, both
of instinct and of intelligence, can make any forward
movement of this nature in architecture of lasting value.
The ideal of an organic architecture for America is no
mere license for doing the thing that you please to do
as you please to do it in order to hold up the strange
thng when done with the “see-what-I-have-made” of
childish pride. Nor is it achieved by speaking the fan-
cied language of “form and function” — cant terms lear-
ned by rote — or prating foolishly of “Progress before
Precedent” — that unthinking, unthinkable thing! In fact,
it is precisely the total absence of any conception of
this ideal standard that is made conspicuous by this
folly and the practices that go with it.

To reiterate the statement made in 1908: This ideal
of an organic architecture for America was touched
by Richardson and Root, and perhaps other men, but
was developing consciously twenty-eight years ago in
the practice of Adler & Sullivan, when | went to work
in their office. This ideal combination of Adler & Sullivan
was then working to produce what no other combina-
tion of architects nor any individual architect at that
time dared even preach — a sentient, rational buildin
that would owe its “style” to the integrity with whic
it was individually fashioned to serve its particular
purpose — a “thinking” as well as “feeling” process,
requiring the independent work of true artistimagination —
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an ideal that is dynamite, cap and fuse, in selfish,
insensible hands — personal ambition, the lighted match.
At the expiration of a six year apprenticeship, during
which time Louis Sullivan was my master and inspira-
tion, twenty-one years ago, | entered a field he had
not, in any new spirit, touched — the field of domestic
architecture — and began to break ground and make the
forms | needed, alone—absolutely alone. These forms
were the result of a conscientious study of materials
and of the machine which is the real tool, whether we
like it or not, that we must use to c?ive shape to our
ideals — a tool which at that time had received no such
artistic consideration from artist or architect. And that
my work now has individuality, the strength to stand
by itself, honors Mr. Sullivan the more. The principles,
however, underlying the fundamental ideal of an organic
architecture, common to his work and to mine, are
common to all work that ever rang true in the archi-
tecture of the world, and free as air to any pair of
honest young lungs that will breathe deenly enough.
But | have occasion to refer here only to that element
in this so-called “new movement” which | have charac-
terized by my own work and which should and, in a
more advanced stage of culture, would be responsible
to me for use or abuse of the forms and grivulegos of
that work. Specifically, | speak only to that element
within this element, now beyond private reach or control,
ruthlessly characterizing and publicly exploiting the cause
it does not comprehend or else that it cannot serve.

Some one for the sake of that cause must have some
conscience in the matter and tell the truth. Since dis-
ciples, neophytes and brokers will not, critics do not,
and the public cannot — | will. | will be suspected of the
unbecomin? motives usually ascribed to any man who
comes to the front in behalf of an ideal or his own;
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nevertheless, somehow, this incipient movement, which
it has been my life work to help outfit and launch,
must be protected or directed in its course. An enligh-
tened public opinion would take care of this, but there
is no such opinion. In time there will be; meantime good
work is bemF wasted, opportunities destroyed or worse,

architectural mortgages on future generations forged
whol_esale_: and in architecture they must be paid with
usurious interest.

The sins of the Architect are permanent sins.

To promote good work it is necessary to characterize
bad work as bad.

Half-ba_ked, imitative designs — fictitious semblances —
pretentiously put forward in the name of a movement
or a cause, particularly while novelty is the chief po-
pular standard, endanger the cause, weaken the efficacy
of genuine work, for the time being at least, lower the
standard of artistic inte ritr permanently, demoralize all
values artistically, until utter prostitution results. This
prostitution has resulted in the new work partly, | have
now to confess, as a by-product of an intimate, per-
sonal touch with the work, hitherto untried in the office
of an American architect; and partly, too, perhaps, as
one result of an ideal of individuality in architecture,
administered in doses too strong, too soon, for archi-
tectural babes and sucklings; but chiefly, | believe,
owing to almost total lack of any standard of artist
intogrig among architects, as a class, in this region at
least. Of ethics we hear something occasionally, but
only in regard to the relation of architects to each other
when a client is in question—never in relation to sources
of inspiration, the finer material the architect uses in
shaping the thing he gives to his client. Ethics that
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promote integrity in this respect are as yet unform

and the young man in architecture is adri1¥ in the moes‘{
vitally important of his experiences, he cannot know
where he stands in the absence of any well-defined
rrlnclples on the part of his conferers or his elders.
f | had a right to project myself in the direction of an
or.?anlc architecture twenty-one years ago, then it en-
tailed the right to my work and so far as | am able, a
right to defend my aim. Also—yet not so clearly— | am
bound to do what | can to save the public from unto-
ward effects that follow in the wake of my own break
with traditions. | deliberately chose to break with tradi-
tions in order to be more true to Tradition than current
conventions and ideals in architecture would permit.
The more vital course is usually the rougher one and
lies through conventions oftentimes settled into laws
that must be broken, with consequent liberation of other
forces that cannot stand freedom. So a break of this’
nature is a thing dangerous nevertheless indispensable
to socletl. Society recognizes the danger and makes
the break usually fatal to the man who makes it. It
should not be made without reckoning the danger and
sacrifice, without ability to stand severe punishment, nor
without sincere faith that the end will justify the means;
nor do | believe it can be effectively made without all
these. But who can reckon with the folly bred by tem-
poral success in a country that has as yet no artistic
standards, no other god so potent as that same Success?
For every thousand men nature enables to stand ad-
versity, she, perhaps, makes one man capable of sur-
viving success. An unenlightened public is at its mercy
always—the ,success” of the one thousand as well as
of the one in a thousand; were it not for the resistance
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of honest enmity, society, nature herself even, would
soon cycle madly to disaster. So reaction is essential
to progress, and enemies as valuable an asset in any
forward movement as friends, grovidad only they be
honest; if intelligent as well as honest, they are inval-
uable. Some time ago this work reached the stage
where it sorely needed honest enemies if it was 10
survive. It has had some honest enemies whose honest
fears were expressed in the prophetic letters | have
mentioned.

But the enemies of this work, with an exception or two,
have not served it well. They have been either unintel-
ligent or careless of the gist of the whole matter. In fact,
its avowed enemies have generally been of the same
superficial, time serving spirit as many of its present
load of disciples and neophytes. Nowhere even now,
save in Europe, with some few notable exceptions in
this country, has the organic character of the work been
fairly recognized and valued—the character that is
perhaps the only feature of lasting vital consequence.
As for its peculiarities—if my own share in this work has
a distinguished trait, it has individuality undefiled. It
has gone forward unswerving from the beginning, un-
changing, yet developing, in this quality of individuality,

and stands, as it has stood for nineteen years at least,
an individual entity, clearly defined. Such as it is, its
“individuality” is as irrevocably mine as the work of any
ainter, sculptor or poet who ever lived was irrevocably
is. The form of a work that has this quality of indivi-
duality is never the product of a composite. An artist
knows this; but the general public, near artist, and
erhaps “critic", too, may have to be reminded or
nformed. To grant a work this quality is to absolve it
without further argument from anything like composite
origin, and to fix its limitations.
There are enough types and forms in my work to
characterize the work of an architect, but certainly not
enough to characterize an architecture. Nothing to my
mind could be worse imposition than to have some
individual, even temporarily, deliberately fix the outward
forms of his concept of beauty upon the future of a free
people or even of a growing city. A tentative, advanta-
geous forecast of probable future utilitarian develop-
ment goes far enough in this direction. Any individual
willing to undertake more would thereby onry prove his
unfitness for the task, assuming the task possible or
desirable. A socialist might shut out the sunlight from
a free and developing people with his own shadow, in

this way. An artist is too true an individualist to suffer
such an imposition, much less perpetrate it: his problems
are quite other. The manner of any work (and all work
of any quality has its manner) may be for the time
being a strength, but finally it is a weakness; and as
the returns come in, it seems as though not only the
manner of this work or its “clothes,” but also its
strength in this very quality of individuality, which is a
matter of its soul as well as of its forms, would soon
rove its undoing, to be worn to shreds and tatters by
roolish. conscienceless imitation. As for the vital prin-
ciple of the work—the quality of an organic architec-
ture—that has been lost to sight, even by pupils. But |
still believe as firmly as ever that without artist inte-
rity and this consequent individuality manifesting itself
Pn multifarious forms, there can be no great architecture,
no great artists, no great civilization, no worthy life. Is,
then, the very strength of such a work as this is its
weakness? Is it so because of a false democratic system
naturally inimical to art? or is it so because the com-
mercialization of art leaves no noble standards? Is it be-
cause architects have less personal honorthan sculptors,
ainters, or poets? Or is it because fine buildings are
ess important now than fine pictures and good books?

In any case, ;udging from what is exploited as such,
most of what is beginning to be called the “New School
of the Middle West", is not only far from the ideal of
an organic architecture, but getting farther away from
it every day. )
A study of similar situations in the past will show that
any departure from beaten paths must stand and grow
in organic character or soon fall, leaving permanent
waste and desolation in final ruin: it dare not trade
long on mere forms, no matter how inevitable they seem.
Trading in the letter has cursed art for centuries past,
but in architecture it has usually been rather an im-
ersonal letter, of those decently cold in their graves
or some time.
One may submit to the flattery of imitation or to cari-
cature personally; every one who marches or strays
from beaten paths must submit to one or to both, but
never will he submit tamely to caricature of that which
he loves. Personally, |, too, am heartily sick of bein
commercialized and traded in and upon; but most o
all | dread to see the types | have worked with so long
and patiently drifting toward speculative builders, chea-
pened or befooled by senseless changes, robbed of
quality and distinction, dead forms or grinning origina-




lities for the sake of originality, an endless string of
hacked carcasses, to encumber democratic front yards
for five decades or more. | now often turn with a feeling
of disgust from my work; but | can give it up no more
than | can stop breathing—1| can only do both at the
same time.

It would require a superhuman effort on my part to lay
these types aside, let them go to the destitute and
pros‘iiute, and undertake to invest new ones necessary
io prolong the life of a “Movement”’ for any length of
time. Grammar and all—they represent my own feeling,
thought and experience. It would be like sloughing my
skin and at the age of forty-six starting to grow a new
one. And why should I? This, however, is only the per-
sonal side of the matter and to be endured in silence
were there any profit in it to come to the future archi-
tecture of the “melting pot.”

The more serious side and the occasion for this second
paper is the fact that emboldened or befooled by its
measure of “Success”, the new work has been showing

weaknesses instead of the character it might have shown
some years hence were it more enlightened and dis-
creet, more sincere and modest, prepared to wait, to
wait to prepare.

The average American man or woman who wants to
build a house wants something different—“something
different” is what they say they want and most of them
want it in a hurry. That this is the fertile soil upon which
an undisciplined “language speaking” neophyte may
grow his crop to the top of his ambition is deplorable
in one sense, but none the less hopeful in another and
more vital sense. The average man of business in
America has truer intuition and so a more nearly just
estimate of artistic values, when he has a chance to
judge between good and bad, than a man of similar
class in any other country. But he is prone to take that
“something different” anyhow; if not good, then bad.
He is rapidly outgrowing the provincialism that needs
a foreign-made label upon “Art’, and so, at the present
moment, not only is he in danger of being swindled,

but likely to find something peculiarlz his own, in time,

and valuable to him, if he can last. | hope and believe
he can last. At any rate, there is no way of preventing
him from getting either swindled or something merely
“different”’; nor do | believe it would be desirable if he
could be, until the inorganic thing he usually gets in
the form of this “something different” is put forward
and publicly advertised as of that character of the young
work for which | must feel myself responsible.

| do not admit that my disciples or pupils, be they
artists, neophytes, or brokers, are responsible for worse
buildings than nine-tenths of the work done by average
architects who are “good school’—in fact, | think the
worst of them do better—although they sometimes justify
themselves in equivocal positions by reference to this
fact. Were no more to come of my work than is evident
at present, the architecture of the countr{ would have
received an impetus that will finallr resolve itself into
good. But to me the exasperating fact is that it might
aid vitally the great thing we all desire, if it were treated

on its merits, used, and not abused. Selling even good
versions of an original, at second-hand, is in the cir-
cumstances not good enough. It is cheap and bad—
demoralizing in every sense. But, unhappily, | have to
confess that the situation seems worse where origina-
lity, as such, has thus far been attempted, because it
seems to have been attempted chiefly for its own sake,
and the results bear about the same resemblance to
an organic architecture as might be shown were one
to take a classic column and, breaking it, let the upper
half lie carelessly at the foot of the lower, then setting
the capital picturesquely askew against the half thus
prostrate, one were to settle the whole arrangement as
some structural feature of street or garden.

For worker or broker to exhibit such ‘“designs” as
efforts of creative architects, before the ink is yet dry
on either work or worker, is easily done under present
standards with “success,” but the exploit finally reflects
a poor sort of credit upon the exploited architect and
the cause. As for the cause, any growth that comes to
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it in a “spread” of this kind is unwholesome. | insist
that this sort of thing is not “new school”, nor this the
way to develop one. This is piracY, lunacy, plunder,
imitation, adulation, or what you will; it is not a deve-
loping architecture when worked in this fashion, nor
will it ever become one until purged of this spirit; least
of all is it an organic architecture. Its practices belie
any such character.
“Disciples” aside, some fifteen young people, all entirely
inexperienced and unformed—but few had even college
educations—attracted by the character of my work,
sought me as their employer. | am no teacher; | am a
worker—but | gave to all, impartially, the freedom of my
work room, my work and myself, to imbue them with
the spirit of the performances for their own sakes, and
with the letter for my sake, so that they might become
useful to me, because the nature of my endeavor was
such that | had to train my own help and pay current
wages while | trained them. In a former paper, bearing
the same caption as this one, | referred to the work as
a small university and latterly in that spirit it was carried
on for a time. It seemed to me that | could best serve
the future of a developin? architecture by developing
my assistants in that spirit.
The nature of the profession these young people were
to make when they assumed to practice architecture,
entails much more careful preparation than that of the
“good school” architect; theirs is a far more difficult
thing to do technically and artistically, if they would do
something of their own. To my chagrin, too many are
content to take it “ready made” and with no further
R'reparation hasten to compete for clients of their own.
ow fifteen good, bad and indifferent are practicing

architecture in the Middle West, South and far West,
and with considerable “success”. In common with the
work of numerous disciples, (judging from such work
as has been put forward publiclﬁ, there is a restless
jockeying with members, one left off here, another added
there, with varying intent—in some, a vain endeavor to
re-individualize the old types; in others, an attempt to
conceal their origin, but always—ad nauseam—the inevi-
table reiteration of the features that gave the original
work its style and individuality. To find fault with this
were unfair. It is not unexpected nor unrromising except
in those unbearable cases where badly modified inor-
ganic results seem to satisfy their authors’ conception
of originality; and banalities of form and proportion are
accordingly advertised in haste as work of creative
architects of a “new school.” That some uniformity in
performance should have obtained for some years is
natural; it could not be otherwise, unless unaware | had
harbored marked genuises. But when the genius arrives,
nobody will take his work for mine—least of all will he
mistake my work for his.

“The letter killeth.” In this young work at this time, still
it is the letter that killeth, and emulation of the “letter"”
that gives the illusion or delusion of “movement”. There
is no doubt, however, but that the sentiment is awakened
which will mean progressive movement in time. And
there are many working quietly, who, | am sure, will give
a good account of themselves.

Meanwhile, the spirit in which this use of the letter has
its rise is important to any noble future still left to the
cause. If the practices that disgrace and demoralize the
soul of the young man in architecture could be made
plain to him; if he could be shown that inevitably equi-

RESIDENCE FOR
HENRI J. ALLEN
OPERSPECTIVED

RESIDENCE FOR
HENRI J. ALLEN
PLAN 1ST FLOOR

OHENRY +J -

vocation dwarfs and eventually destroys what creative
faculty he may possess—that designing lies in design
to deceive one's self or others,—one by one shut him
out absolutely from realizing upon his own gifts—no
matter how flattering his opportunities may be—if he
could realize that the artist heart is one uncompro-
mising core of truth in seeking, in giving. or in taking—a
precious service could be rendered him. The young
architect who is artist enough to know where he stands
and man enough to use honestly his parent forms as

such, conservatively, until he feels his own strength
within him, is only exercising an artistic birthright in the
interest of a good cause—he has the character at least
from which great things may come. But the boy who
steals his forms—“steals” them because he sells them
as his own for the moment of superficial distinction he
gains by trading on the results—is no artist, has not the
sense of the first principles of the ideal that he poses
and the forms that he abuses. He denies his birthright,
an act characteristic and unimportant; but for a mess
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of pottage, he endangers the chances of a genuine
forward movement, insults both cause and precedent
with an astounding insolence quite peculiar to these
matters in the United States, ruthlessly sucks what blood
may be left in the tortured and abused forms he cari-
catures and exploits—like the parasite he is.

A condition as far removed from creative work is the
state of mind of those who, having in the course of their
day's labor put some stitches into the “clothes” of the
work, assume, therefore, that style and pattern are

righﬁuny theirs and wear them defiantly unregenerate.
The gist of the whole matter artistically has entirely
eluded them. This may be the so-called “democratic”
roinl of view; at any rate, it is the immemorial error of
he rabble. No great artist nor work of art ever pro-
ceeded from that conception, nor ever will.

Then there is the soiled and soiling fringe of all creative
effort, a tycre common to all work everywhere that meets
with any degree of success, although it may be more
virulent here because of low standards; those who

benefit by the use of another's work and to justify
themselves depreciate both the work and worker they
took it from—the type that will declare, ,In the first place,
| never had your shovel; in the second place, | never
broke your shovel; and in the third place, it was broken
when | got it, anyway"—the type that with more crafty
intelligence develops into the “coffin worm.” One of
Whistler's ,coffin worms" has just wriggled in and out.
But underneath all, | am constrained to believe, lies the
feverish ambition to get fame or fortune “quick,” cha-

racteristic of the rush of commercial standards that rule
in place of artist standards and consequent unwilling-
ness to wait to prepare thoroughly.

“Art to one is high as a heaunln goddess; to another
only the thrifty cow that gives him his butter,” said
Schiller; and who will deny that our profession is pros-
titute to the cow, meager in ideals, cheap in perfor-
mance, commercial in spirit; demoralized by ignoble
ambition! A foolish optimism regarding this only serves
to perpetuate it. Foolish optimism and the vanity of fear
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of ridicule or “failure” are both friends of ignorance.
In no country in the world do disciples, neophytes, or
brokers pass artist counterfeit so easily as in these
United States. Art is commercialized here rather more
than anything else, although the arts should be as free
from this taint as religion. But has religion escaped?
So the standard of criticism is not only low—it is often
dishonest or faked somewhere between the two, largely
manufactured to order for profit or bias. Criticism is
worked as an advertising game, traders’ instincts sub-
ject to the prevailing commercial taint. Therein lies a
radically evil imposition that harms the public; that also
further distorts, confuses, and injures values and pro-
motes bad work; that tends to render the integrity of
artist and commerce alike a stale and unprofitab?e joke,
and to make honest enemies even harder to find than
honest friends. The spirit of fair play, the endeavor to
preserve the integrity of values, intelligently, on a high
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plane in order to help in raising the level of the stan-

dard of achievement in the country, and to refrain from

throwing the senseless weight of the mediocre and bad
upon it—all this is unhappily too rare among editors.

The average editor has a “constituency,” not a standard.

This constituency is Iargely the average architect who

has bought the “artistic” in his architecture as one of

its dubious and minor aspects, or the sophisticated
neophyte, the broker and the quack to whom printers’
ink is ego-balm and fortune.

So until the standard is raised any 'glea for artist inte-
rity is like a cry for water in the Painted Desert. As
or competent, criticism, the honest word of illumina-

ting insight, where is it? Nothin? is more precious or

essential to progress. Where is the editor or critic not
narrow or provincial ? Or loose and ignorant? Or cleverly
or superficially, or cowardly commercial ? Lef him raise
his standard! Friend or foe, there is still a demand for
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him even here; but if he did, he would fail—gloriously
fail—of “success.”

Is architecture, then, no longer to be practiced as an
art? Has its practice permanently descended to a form
of mere “artistic activity” ?

The art of architecture has fallen from a high estate—
lower steadily since the Men of Florence patched toge-
ther fragments of the art of Greece and Rome and in
vain endeavor to re-establish its eminence manufactured
the Renaissance. It has fallen—from the heavenly God-
dess of Antiquity and the Middle Ages to the thrifty cow
of the present day. To touch upon these matters in this
country is doubly unkind, for it is to touch upon the ques-
tion of “bread and butter” chiefly. Aside from the con-
scienceless ambition of the near artist—more sordid than
any greed of gold—and beneath this thin pretense of the
ideal that veneers the curious compound of broker and
neophyte, there lurks, | know, for any young architect

an ever present dread of the kind of “failure’” that is
the obverse of the kind of “success’ that commercia-
lized standards demand of him if he is to survive. Who-
soever would worship his heavenly goddess has small
choice—he must keep his eye on the thrifty cow or give
up his dream of “success;" and the power of discrimi-
nation possessed by the cow promises ill for the future
integrity of an organic architecture. The net result of
present standards is likely to be a poor wretch, a coward
who aspires pretentiously or theoretically, advertises
cleverly and milks surreptitiously. There is no real con-
nection between aspiration and practice except a tissue
of lies and deceit; there never can be. The young archi-
tect before he ventures to practice architecture with an
ideal, to-day, should first be sure of his goddess and
then, somehow, be connected with a base of supplies
from which he cannot be cut off, or else fall in with
the rank and file of the “good school" of the hour. Any
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one who has tried it knows this; that is, if he is honest
and is going to use his own material as soon as he is
able. So the ever present economic question underlies
this question of artist integriiy. at this stage of our
development, like quicksand beneath the footing of a
needed foundation, and the structure itself seems doo-
med to shreds and cracks and shores and patches, the
deadening compromises, and pitiful makeshifts of the
struggle to succeed! Even the cry for this integrity will
bind the legion together, as one man, against the crier
and the cry.

This is Art, then, is a sentimental Democracy, which
seems to be only another form of self same hypocrisy?
Show me a man who prates of such “Democracy"” as
a basis for artist endeavor, and | will show you an
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inordinately foolish egotist or a quack. The “Democracy”
of the man in the American street is no more than the
Gospel of Mediocrity. When it is understood that a great
Democracy is the highest form of Aristocracy concei-
vable, not of birth or place or wealth, but of those

ualities that give distinction to the man as a man, and
that as a social state it must be characterized by the
honesty and responsibility of the absolute individualist
as the unit of its structure, then only can we have an
Art worthy the name. The rule of mankind by mankind
is one thing; but false “Democracy"~the hypocritical
sentimentality, politically practiced and preached here,
usually the sheep's clothing of the proverbial wolf, or the
egotistic dream of self-constitued patron saints—is quite
another thing. “The letter killeth;"” yes, but more deadly
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still is the undertow of false democracy, that poses the
man as a creative artist and starves him to death unless
he fakes his goddess or persuades himself, with “lan-
guage,” that the cow is really she. Is the lack of an
artist-conscience, then, simply the helpless surrender
of the would-be artist to this where-withal Democracy
with which a notion soothes itself into subjection? Is
the integrity for which | plead here no part of this time
and place? And is no youn? aspirant or hardened sinner
to blame for lacking it? It may be so. If it is, we can
at least be honest about that, too. But what aspiring
artist could knowingly face such a condition? He would
choose to dig in the ditch and trace his dreams by
lamplight, on scrap paper, for the good of his own soul—-a
sweet and honorable, if commercially futile, occupation.
It has been my hope to have inspired among my pupils

a personality or two to conftribute to this work, some
day, forms of their own devising, with an artistic inte-
grity that will help to establish upon a firmer basis the
efforts that have gone before them and enable them in
more propitious times to carry on their practice with a
personal gentleness, wisdom, and reverence denied to
the pioneers who broke rough ground for them, with a
wistful eye to better conditions for their future.

And | believe that, cleared of the superficial pose and
push that is the inevitable abuse of its opportunity and
its nature, and against which | ungraciously urge myself
here, there will be found good work in a cause that
deserves honest friends and honest enemies among
the better architects of the country. Let us have done
with “language” and unfair; use of borrowed forms
understand that such practices or products are not of






the character of this young work. This work is a sincere
endeavor to establish the ideal of an organic architecture
in a new country; a type of endeavor that alone can give
lasting value to any architecture and that is in line with
the spirit of every great and noble precedent in the
world of forms that has come to us as the heritage of
the ?‘reat life that has been lived, and in the spirit of
which all great life to be will still be lived.

And this thing that eludes the disciple, remains in hiding
from the neophyte, and in the name of which the broker
seduces his client—what is it? This mystery requiring
the catch phrases of a new language to abate the ago-
nies of the convert and in the name of which ubiquitous
atrocities have been and will continue to be committed,
with the deadly enthusiasm of the ego-mania that is its

plague? First, a study of the nature of materials you
elect to use and the tools you must use them with,
searching to find the characteristic qualities in both
that are suited to your purpose. Second, with an ideal
of organic nature as a guide, so to unite these qualities
to serve that purpose, that the fashion of what you do
has integrity or is natively fit, regardless of precon-
ceived notions of style. Style is a by-product of the
process and comes of the man or the mind in the pro-
cess. The style of the thing, therefore, will be the man—it
is his. Let his forms alone.

To adopt a “style” as a motive is to put the cart before
the horse and get nowhere beyond the “Styles"—never
to reach Style.

It is obvious that this is neither ideal nor work for fakers

7

or tyros; for unless this process is finally so imbued,
informed, with a feeling for the beautiful that grace and
proportion are inevitable, the result cannot get beyond
good engineering. )

light matter, this, altogether? And yet an organic archi-
tecture must take this course and belie nothing, shirk
nothing. Discipline! The architect who undertakes his
work seriously on these lines is emancipated and impri-
soned at the same time. His work may be severe, it

" cannot be foolish. It may lack grace; it cannot lack

fitness altogether. It may seem ugly; it will not be false.
No wonder, however, that the practice of architecture
in this sense is the height of ambition and the depth of

overty!

othinyg is more difficult to achieve than the integral
simplicity of organic nature, amid the tangled confusions
of the innumerable relics of form that encumber life for
us. To achieve it in any degree means a serious devo-
tion to the “underneath” in an attempt to grasp the nature
of building a beautiful building beautifully, as organically
true in itself, and to its purpose, as any tree or flower.
That is the need, and the need is demoralized, not
served, by the same superficial emulation of the letter
in the new work that has heretofore characterized the
performances of those who start out to practice archi-
tecture by selecting to work in a readymade “style”.




IN THE CAUSE OF ARCHITECTURE
00 BY FRANK LLOYD WRICHT OO

THE THIRD DIMENSION. 1925
Twenty-seven years ago a Society of arts and Crafts
was projected at Hull House in Chicago. The usual
artist disciples of Morris and Ruskin, devoted to making
things by hand, and a professorial element from the
University were assembled. Miss Jane Adams, the foun-
der of Hull House, had invited me to be present and
toward the end of the enthusiastic meeting asked me
to contribute to the discussion. | had then been prac-
ticing Architecture for some years and | knew what |
had to say would be unwelcome: — so begged leave to
present my project in writing at the next meeting. | pre-
pared the “Art and Craft of the Machine” which I then
delivered, advocating the patient study of the Machine
at work as the first duty of the modern artist. | had

invited to be present at the meeting, sheet metal wor-
kers, terra-cotta manufactures, tile and marble workers,
iron workers, wood workers, who were actualln turning
out the work that was architectural Chicago, therefore
the architectural heart of America. The thesis | presen-
ted, simply stated, was — that the old ideals that had
well served the handicraft of old were now prostituted
to the machine — which could only abuse and wreck
them, that the world needed a new ideal recognizin

the nature and capability of the machine as a tool an

one that would give it work to do that it could do well, —
before any integrity could characterize our Art. | named
many things which | had found the machines then in
use in the trades could already do better than it had
ever been possible to do them by hand, — instancing
the emancipation from the old structural necessities
that the machine, as an artist's tool, had already brought
about. Finally | proposed that the sociely be formed to
intimately study the Machine's possibilities as a tool in
the hand of the artist, to bring it into the service of the
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Beautiful — instead of serving as then and now — to
destroy it.

Several brilliant disciples of Ruskin and Morris from the
University of Chica?o swept my propositions aside in
a flood of sentimental eloquence: — | was voted down
and out by the enthusiastic disciples of Ruskin and
Morris, (whose sacred memory, it seems, | had profaned),
and the Society was formed upon the same old basis
of pounding ones iin?ers making useless things, that
had been the basis of countless other “Art Societies”
that had come to nothing in the end. So, together with
my small band of modern industrials, | withdrew.

The Society as it was formed was a two-dimension
affair that might foster Art as a pleasant amateur accom-
plishment, a superficial matter. It had rejected the third
dimension, — the integral element, — on suspicion.
The machine as an Artist's tool — as a means to a great
end in Art — did not exist for Ruskin and Morris, nor
for the academic thought of that day.

Nor did the disciples of Ruskin and Morris, nor the
architects and artists present at that much later date,

see it then. The

do not see it yet and that is, very
largely, what is the matter with Artist and with the Art,

that is also craft, today.
The old structural necessity in Archictecture is dead.
The Machine has taken it upon itself and “the raison
d'etre” of the forms that were Architecture has there-
fore been taken away from them.
As the skeleton of the human figure is clothed with
tissue in plastic sense to give us the human form, so
the machine has made possible expressive effects as
lastic in the whole — as is the human figure as an
idea of form.
In all the crafts the nature of materials is emancipated
by the Machine and the artist is freed from bondage to
the old post-and-lintel form, the pilaster and architrave
are senseless and Architecture in superimposed layers
is now an “imposition” in every sense.
A modern building may reasonably be a plastic whole —
an integral matter of three dimensions: a child of the
imagination more free than of yore, owing nothing to
“orders" or “styles'.




Long ago both “orders” and “styles” became empty
rituals — they were never Architecture — they
were merely forms cast upon the shores of time by the
Spirit of Architecture in passingb. Architecture is the
living-spirit of building truly and beautifully.

So the ground for a new life of Architecture of the third
dimension, — an integral Architecture, — is furrowed
thus by the machine and still fallow awaits the seed of
common sense to germinate and grow in it, great true
forms, — a vital living Architecture.

But like all simple things — too common to be interes-
ting, too hard work to be attractive, the mastery of the
machine is still to come, and a harsh ugliness, in relent-
less cruelty, obscures the common good.

The principle of the machine is the very principle of
Civilization itself now focused in mechanical forms. Ser-
vants of brass and steel, and mechanical systems con-
struct Civilization's very form today!

We have, whether we like it or not, here introduced an
element into human life that is mastering the drudgery
of the world, widening the margin of humain leisure. If

dominated by human greed it is an engine of enslave-
ment; — if mastered by the artist it is an emancipator
of human possibilities in creating the Beautiful.

Yet the Machine is forced to mutilate and destroy old
ideals instead of serving new ones suited to its nature —
and because artists are become mere fashionable acci-
dents or social indiscretions instead of masters, civili-
zation is forced to masquerade in forms of “Art” false
a century ago; the architectural “Renaissance” a sun
still setting, — mistaken still for sun-rise.

To face simple truth seems too fearful a thing for those
now claiming the title and place of the “artist.” The
simpletons hug their fond prejudices and predilections
in foolish attempts to make them by book or hook or
crookinto gueer little fashionable lies or gorgeous shams,
so satisfied with results that any sane and sensible treat-
ment of a project according to its nature is laughed at
by and large — dubbed a freak and shown the door.
Architecture in the hands of “Architects” has become a
meaninfless imitation of the less important aspect of
the real thing: a mean form of bad surface decoration.
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It is Engineering that now builds.

Until the spirit of this modern Engineering finds expres-
sion as integral decoration, which is the third dimension
coming into play, Architecture does not live at all.
The tools that produce work — (and by tools industrial
systems and elements are also meant) — are now asked
to do work to which they are wholly unsuited — “Styles”
of work that were originated by hand when stone was
piled on stone, and ornament was skillfully wrought upon
it with clever human fingers: forms that were pruduced
by a sensate power. Much as we may love the quali-
ties of beauty then natural to such use and wont — we
must go forward to the larger unity, the plastic sense of
the “altogether” that must now be knowledge where
then it was but instinct. The haphazard and picturesque
must give way to ordered beauty emancipated from
human fingers — living solely by human imagination
controlm? directing great co-ordinations of insensate
power into a sentient whole. Standardization and repe-
tition realized and beautified as a service rendered by

the Machine, and not as a curse upon the civilization that
is irretrievably committed to it.

| am not sure that the Artist in this modern sense will be
much like the picturesque personality of yore —in love
with himself. Perha s the quality in this modern will take
off the curls and pgmg hat of that love and show
himself as sterner stuff in most umpopular guise. Nor
will he be a “business man”. The reward of exploitation
he will not have. His task will be otherwise and else-
where, —in the shops, —in the factories, with the indus-
trial elements of his age, — as William Morris tried to
be with them and for them; hot with face turned back-
ward to the Medieval world, as his was, but forward to
a new one —yet unseen.

In that new world —all the resources that have accu-
mulated to man’s credit as the Beautiful will only be
useful in the Spirit in which they were created and as
they stood when they were original and true forms. The
Renaissance in Architecture was always false exceptthat
the admixture of ideals and races necessarily confused
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origins and so stultified them.

And finally there is seen in America the logical con-
clusion of the ideal of “re-hash” underlying the Euro-
pean Renaissance, a mongrel admixture of all the styles
of all the world. Here in the United States may be seen
the final Usonian de?ndltlon of that ideal — ripening
bn means of the Machine for destruction by the Machine.
The very facility with which the “old orders of Beauty"
are now become ubiquitous hastens the end. Academic
thought and educational practices in America, seemingly,
do not realize that the qrontost of modern opportunities
is botnF laid waste for the lack of that inner-experience
which is revelation in the Soul of the Artist-mind; that
sense of the third dimension as an essential factor to
direct and shape the vital energy of these vast resour-
ces with integral forms if they are ever to have any

spiritual significance at all: — if America is ever to
rull* live.
And | know that America is a state of mind not confined

to this continent — but awakening over the whole civi-
lized world.

—

America by virtue of her youth and ogpeﬂunliy is
logical leader — were she not swamped by European
back-wash, — sunk in the “get culture quick” endeavor
of a thoughtless, too-well-to-do new country like this, —
buying its culture ready-made, wearing it like so much
fashionable clothing, never troubled by incongruity or
ever seeking inner significance.

A questionable bargain in the Antique, this culture, —
knocked down to the highest bidder, for cash.
Through this self-satisfied, up-start masquerade — with
its smart attitude and smug sensibilities, — this facetious
parasite, skeptical of all save Fashion, this custom-
monger whose very “life", as it sees it, would be taken
by Truth — the new ideal must little by little work its
way upward.

Among every hundred thousand opportunities, in the
commercial sense, sacrificed to Fashion and Sham, —
we may hope for one, sincerely groping for reality, one
willing to run the gauntlet of ridicule in a great cause;
one to risk the next “job" in single minded devotion to
the one in hand, — or for that matter all that might come
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after, — for the precious sense of devotion to the free-
dom of Truth in creative work.

All that the new order signifies will not yet be found
perfectly demonstrated in any one building. Each of the
more sentient efforts will have a su gestion of it— a
rare one may prophecy certain quaﬂtles to come in
attributes already manifest: —the seed time is now but
the harvest shall not be yet.

First, we shall see a process of simplification — a rejec-
tion of the old meaningless forms —an erasure of the
laborious mess of detail now striving, sweating for
“effect”. We will have a clean line, a flat surface, a
simply defined mass — to begin with. What a rubbish
heap will be behind this effort when it is got well
under way!

Again to life will be called a sense of materials used
for their own sake:—their properties of line, form and
color revealed in treatments that aim to bring them out
in designs that employ their beauty as a fair means,
truthful in a consistent whole. Columns, lintels, vous-
souirs, pilaster, architrave, capital and cornices — the
whole grammer of the Art of building fashioned when
the handicraft that imposed layer on layer in the old
structural sense made it a fine thing — now false — inu-
tile: the spirit of the old gone forward, — made free.
Form, in the new plastic sense, is now infinitely more
elastic. The third dimension enters with the “plastic”
ideal as the very condition of its existence. Realizism,
as the outside aspect, is inutile. The abstraction that
is the “within"” is now reached.

e
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Steel framing contributes a skeleton to be clothed with
living flesh; reinforced concrete contributes the splay
and cantilever and the continuous slab. These are
several of the new elements in building which afford
boundless new expressions in Architecture, as free,
compared with post and lintel, as a winged bird com-
parekd to a tortoise, or an aeroplane compared with a
truck.

The plastic order brings a sense of a larger unity in
the whole, — and fewer parts —; monoliths where once
we were content with patched and petty aggregates;
soaring heights and sweeping breadths of line and mass
uninterupted by niggling handicraft units, as the labor-
iously made aggregation in two dimensions gives way
to the unity born of conditions — plastic now — the third
dimension essential to its realitY.

The Larkin Building, like all the work | have done,
is an essay in the third dimension, a conservative recog-
nition of the element of the Machine in modern life.
In it the old order has been rejected that the Principle
of Architecture may live anew. The building expresses
the interieur as a singlé great vorm.

Unity Temple asserts again the quality and value of
the third dimension in asserting the vorm within to be
the essential to find expression. The reinforced con-
crete slab as a new architectural expression, is here
used for its own sake as “Architecture”. This building
is a cast monolith. A transition building it is, wherein
the character of the wooden forms or boxes, necessary
at this time in casting concrete construction are made

T

a virtue of the whole in “style”: that process of con-
struction made a conscious aesthetic feature of the
whole. Its “style” is due to the way it was “made”.
A sense of the third dimension in the use of the “box”
and the “slab” — and a sense of the room within as
the thing to be expressed in arranging them are what
made Unity Temple; instead of the two-dimension-sense
of the traditional block mass sculptured into architec-
tural form from without.

The Coonley House at Riverside is of a type employing
simple individual units, adaﬂied each to its separate pur-
pose, finally grouped together in a harmonious whole —
simple materials revealed in its construction. The style
of the Coonley Home is due to this simple use of
materials with a sense of the human figure in scale,
the prairie as an influence, — and a sense of the
horizontal line as the line of domesticity: This home
and all its relatives grows as a part of its site. It grows
from it and is incorporated with it, not planted on it.
And this sense of the indigenous thing, — a matter of
the third-dimension, is a first condition of any successful
treatment of any problem in the modern sense — as it
was the secret of success in all great old work
whereever it may be found, sub-concious then. But it
must be used conciously now as a well defined principle.
Any building should arise from its site as an expressive
feature of that site and not appear to have descended
upon it — or seem to be a “deciduous” feature of it.
This “third-dimension” element in architecture made
more concrete when the work of Art is regarded as

a plastic thing modeled as a fluid flowing, whole, as
contrasted with the ideal of superimposition or aggre-
gation or composition in the old structural sense,
which was largely a two dimension affair. Nolonger may
we speak of “composition”.

Plastic treatments are always out of the thing, never
something put on it. The quality of the third-dimension
is found in this sense of depth that enters into the thing
to develop it into an expression of it's nature.

In this architecture of the third-dimension “plastic”
effects are usually produced from this sense of the
within. The process of expression is development,
proceeding from generals to particulars. The process
never begins with a particular preconceived detail or
silhouette to secure which the whole is subsequently
built up. In such two-dimensional mental processes the
sense of third dimension is wholly absent and not a
natu:‘nl thing but an applied thing is the inevitable
result.

All the buildings | have built — large and small — are
fabricated upon a unit system — as the pile of arugis
stitched into the warp. Thus each structure is an ordered
fabric; — Rythm and consistent scale of parts and eco-
nomy of construction are qreatly facilitated by this simple
expedient: — a mechanical one, absorbed in a final result
to which it has given more consistent texture, a more
tenuous quality as a whole.

| have wanted to build industrial Buildings in America
but unfortunately, though trained as an engineer and in
commercial building, | have become known as an artist-
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resembled it is a mere coincidence of notimportance whole a thing adaptable to California conditions. His
enough to be avoided. type may be made from the gravel of decayed granite
The Olive Hill work in Los Angelos is a new type in of the hills easily obtained there and mixed with cement
California, a land of romance, — a land that, as yet and castin molds or forms to make a fairly solid mass
has no characteristic building material and no type of either used as blocks to compose a “unit-slab” sytem
building except one carried there by Spanish mis- or monolithic in construction. This is the beginning of a
sionaries in early days, a version of the Italian church constructive etfort to produce a type that would fully
and convent,—now foolishly regarded as an architectural utilize standardization and the repetition of easily man-
“Tradition”. | feel in the silhouette of the Olive Hill handled units. One of the essential values of the service
house a sense of the romance of the region when sens rendered by the Machine, as elements in an architecture
associated with its background and in the type as a modeled by the “third-dimension” is this standardizing

Architect, the term Artist being one of reproach in my monolithic building that would help Japan to create the
country, and therefore for the moment shunned in the necessary new forms for the new life that is her choice
commercial field. and inevitable to her now. | felt it desirable to do this
While | should have preferred to be employed in this without out—raging all the noble Traditions which made
field at home | have been, for five years, constructing that civilization a remarkable and precious thing in its
in a foreign country a romantic epic buildin?. an archi- own time.

tect's tribute to a uniqe nation he has much loved. This But as a concession to the new spirit, the lava in this
structure is not a Japanese building — nor an American building and the brick are not used as structural mate-
building in Tokio. It is simply a free interpretation of rials. They are used as plastic covering “forms” cast
the Oriental spirit, once more employing the old han- in with the whole structure in decorative masses for
dicraft system and materials to create a rugged vital their own sake. Where post and lintel construction is
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of a convenient unit for structural purposes. | am still
engaged in this effort.

Itis a mistaken notion that the legitimate use
of the Machine precludes ornamentation. The
contrary is the case. Pattern, — the impress of the imagi-
nation, — is more vital than it ever was in the use of
any other system or “tool” in any other age. But before

TR Rty LS - = s b e,
et e P R —_— —

we can find the significant expressions that give poetry
and endless variety to this new architecture in any
integral sense we shall first have protested the old
“ornamentation” by reverting to clean forms expres-
sive as such in themselves. Little by little, the use of
significant virile pattern will creep in to differentiate,
explain and qualify as a property of the third dimension

as poetry. And the materials and structural enclosures
will ever be increasing thereby in significance and what
we call beauty. Imagination will vivify the background
and expression of modern life, as truly and more uni-
versally and richly than was ever before seen in the
world, — even in the aesthetic background of the Moors

or the Chinese.

The sneer of “factory aesthetics” goes by its mark.

It is the Imagination that is new challenged, not the
Memory.

When the industrial building of a country are natural
buildings, and vital expressions of the conditions under-




1
==

'I"'._?_?‘”EF_““IY“TT“T:"I‘-."{!'TT{.':i"u'»’i‘. gk

i 5 i

| i
Cif

| “ .J!m'-'.l.h:.:.!.-‘_'l.j.r'..'" - ‘l .

. |
3Ty e

: }12;,? A?F‘.Tr : _Tu - _E""""'_‘""H‘
Kok Momos MR Lo it o ST S
Wb . . | a0 A A INE e %

e

lying their existence — the domestic architecture of that
country will be likewise true; a natural, indigenous
expression of modern life in its broader aspects and
finer opportunities. This natural expression must be
conditioned upon service rendered by the Machine, —
the Machine bringing man the fruits, that in olden times
belonged only to the mastering few —to belong now to
the many. In this we see the Machine the forerunner
of Democracy.

Buth then the machine will not be, as now, engaged
in impartially distributing meretricious finery of a bygone
age, senselessly, from avenue to alley, — but, as that
“finery” was once really fine, — so again fullness and
richness of life fitted to purpose in infinite poetic variety
shall come to us.

Beauty may come abide with us in more intimate spirit
than ever graced and enriched the lives of the mas-

terful-few in the ancient “Glory that was Greece” or the
“Grandeur that was Rome" if we master the Machine
in this integral sense. It is time we realized that Grecian
buildin%s have been universally overrated as Architec-
ture: They are full of lies, pretence and stupidity. And
the Roman architecture, but for the nobility of the
structural arch, a thing now dead, — was a wholly de-
based version of the better Greek elements thatpreceded
it. Both civilizations have been saddled upon us as the
very ideal so long that our capacity to think for our-
selves is atrophied. Yet, we may now, from the vision
opened by the ideal of a plastic architecture, look down
upon the limitations of this antique world with less
respect and no regret. We have wings where they had
only feet, usually in leaden shoes. We may soar in
individual freedom of expression where they were wont
to crawl — and we are the many where they were the
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few. A superior breath and beauty in unity and variety
is a universal possibility to us — if we master the Machine
and are not, as now, mastered by it.

In the modern Machine we have built up a monster
image of ourselves that will eventually destroy us unless
we conquer it — and turn it from its work of enslave-
ment to its proper and ordained work of emancipation.
Then, in its proper place, — the margin of human leisure
inmeasurably widened, — the rln!e in Art become a
free flowing channel for Imaﬂ native creative effort, we
will have a background for life that is integral — a set-
ﬂnq incomparably more organic and expressively beau-
tiful as a whole than has ever been known before in
the world — and more than that, an expression in itself
of the best ideals, the purest sentiment for the beauty
of Truth in all forms of life — ever yet realized by Man.
o o o o

THE SOCIAL BACK GROUND
FRANK LLOYD WRIG
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The art of our time differs from that of earlier
produced without a
artist is no longer in
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rity; and in order to assure this we have created the
anomalous esthetic temple called the museum. What is

true of sculpture and
tecture;

aintin

is likewise true of archi-
with this unfortunate difference — that the

museum is of no use to the architect, and that the needs

and ideals of ronari!
an extent that

will doubtless change to such
he best modern buildings, lucky enough




to survive the depredations of the ground-landlord and
the financier, will have only an historical interest; they
will serve, in other words, as models for the kind of
revivalist who now goes back to Le Notre or Adam or
the medieval builders:

| have stated the bare paradox; let me now correct it.
The architect of the last fifty years has been faced with
a .host of new problems, anyone of which — the use
of steel and glass, for example — was sufficiently big
to have exhausted the efforts of a whole generation.
He faced these problems in a period that had ceased
to be unified in its ideas or direct and simple in its
technical methods; and except for certain regions where
the Renaissance tradition maintained a sort of fossilized
strength, the architect’s technical solutions were baffled
and obscured by waves of “style,”” on which one or
another revival would ride. For the great body of archi-
tects only two paths lay open: they could concentrate
upon “style,” upon the expressional elements of building,
and associate their names with the manipulation and
restatement of some established mode; or they could
put questions of esthetic expression into a minor Ellce.
and expend all their skill in dealing with the technical
processes. :

In America, these alternatives were carried to their
resﬁective extremes. On one hand, a group of cultivated
architects, headed by Messrs. White and McKim, turned
their backs on the vulgarities of construction and con-
sented to use their talents only on buildings where they
had a free hand with the program. Their attitude turned
them naturally to mansions, clubs, churches, and public
institutes, where the historic connection with the past
was obvious, where the utilitarian requirements had been
pretty well explored, where, in short, the technical means
could be subordinated, even at some slight inconve-
nience to the occupants, to pure form. Whether this
group of architects conceived their forms as classic,
as gothic, or as renaissance, they did little to expand
the meanings of these terms; they refined, they simpli-
fied, they became infinitely exact in syntax and gramma
tical construction; worst of all, they committed no mis-
takes! Their esthetic solutions were as impeccable as
the morals of an Egyptian mummy; and for the same
reason: they were dead!

What happened to the other architects? Well, they turned
to the difficult problems of engineering: they created
hospitals in which every sur?icll and medical requi-
rement had been planned with exactitude, schools in

which the rooms never became stuffy or dank towards
the end of the day, hotels in which food could be served,
hot, in half a dozen great rooms to unexpected numbers
of guests, and homes in which the drudgeries of menial
service were reduced to a minimum. Perhaps the best
American architects, particularly during the last twenty
ears, have belonged to this second school: they have

een primarily technicians and engineers, and although
they have paid a respectful homage to Art, they have
never let it stand in the way of what they and their clients
look upon as more practical and important matters.
“Style” in the sense that the first group used the term
did indeed too often remain as an esthetic appenda?e
upon their rigorous and logical work: but it was usually
the insincere tribute of men not sufficiently confident in
their powers, and not sufficiently awakened to modern
art, to realize that the design and ornament of the
present age can necessarily have nothing to do with
the eggs and darts, the gargoyles and ribbed vaulting, in
short, with the icecream forms and the pastrycook
esthetics which symbolize the “style” of the stylicists.
Outside these two schools in America have stood a
handful of men. After the Civil war, the great figure of
H. H. Richardson bestrode our buildings, and for a while

it seemed as if he might give a complete solution to the
double problem of function and expression. It was his
misfortune, however, to base his architecture upon
masonry forms, the bulkiest and sturdiest masonry that
has ever appeared in America; and so, though he de-
signed railway stations and office buildings, and made
sketches of grain elevators and ice-houses, he was
eclipsed in the decade that followed through the rise
of new modes of construction and only a few young
men remained to carry on, in the spirit, the Richardson
tradition. One of these men was the late Louis Sullivan,
who was perhaps the first to find the logical form for
steel cage construction; another was Mr. Frank Lloyd
Wright. With all the differences that characterize the
work of the two older men, they were in search, as
Louis Sullivan said in The Autobiography of an Idea,
of a rule so broad as to admit no exceptions; and it
is in this sense that Mr. Wright, | believe, carries on
and pushes further the work of his forerunners.

With the immense amount of construction that goes
on in our community, how is it that these initiatives
seem as solitary as they are significant? In order to
understand this, we must go back a generation in Ame-
rican life.
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d Wright is an original artist; and roughly,
the American business man, the Lorenzos
and Fuggers and Louis's of our imperial and financial
order, became afraid of original art. | hasten to explain
that this had not always been the case. Between 1840
and 1880 was the halcyon period of originality in
reatest praise that could be applied to a
he assertion that it was unique. During
that period the American was completely contemptuous
of European art: the contempt, unhappily, was based
upon ignorance, upon a belief in industrial ugliness for
its own sake, and upon a conviction that high art and
republican institutions automatically flourished together.
It followed that the past in Europe had nothing to offer
which the present in America could not produce — and
vickly: The cultural chur-
period is best expressed,
perhaps, in Mark Twain's Innocents Abroad: it had its
counterpart in an architecture which, though full of
unconscious tags from the past, was like nothing the
world had ever seen before. It was modern; it used
machine-carved ornament and metallic constructions;
and, incidentally, it was uniquely hideous. Such archi-

tecture was not altogether unknown in Europe, perhaps,
this period; but intelligent people were not in-
to boast about it.

Sometime in the nineties, it would seem, the American
replaced his complacent ignorance of historic art with
g absurd and servile respect. The cultural
humility which Henry James pictured in The Americans
broke out into an ostentatious effort to appear at home
and at ease amid the great art and culture of the past;
the architect's patron became conscious of the fact that
the creations of an earlier age not merely proclaimed
his bad taste but the newness of his suddenly-arrived
riches. So he patronized the architect who followed
precedent, and who thus threw a veil of decent anti-
quity around a social position achieved only yesterday.
“Safety first" is an American
became the rulin

America: the
building was

ger, better, more

hrase; an
he American of tha d safety first

word in architecture. A
became one which in almost every particular was base
upon some acknowledged old buildin
ossess “old masters"”
or the pictures needed a frame, and it remained for
the architect to supp
security extended itse

The desire to
id not confine itself to pictures
anic for esthetic

even to buildings which were
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cesses to their inevitable conclusions; they are equally
removed from the notions advocated by architects like
Le Corbusier who are not essentiall
humane building, and would be quite pleased to remodel
our whole environment in accordance with the narrow
physical processes that are served in the factory. That
the old principles of masonry construction are not
sufficient in an age that uses steel and so can, within
limits, prolong its horizontals, is of course plain; that
the old systems of decoration and ornament should no
more survive in buildings than the false classicism of
the academies should survive in the studios, is likewise
plain: at any rate these things are plain to those who
to bolster up some special interest in the
nce these things are granted, however,
the lines of departure are many; and although the igno-
rant like to lump the modernists in a single group, we
shall presently realize, | trust, that the modernism of
Mr. Frank Lloyd Wright places him among the new poets
and artists, whereas the modernism of I'Esprit Nouveau
is but a continuation of an acerbic puritan philosophy
that has degraded life and art throughout the whole
period of the industrial transition. In short, among the
modernists we have the school which would make the

bly designed for use; hence early skyscrapers
Renaissance facades, like the universally known
Flatiron building; hence later ones with putative medieval
ornament like the Woolworth Tower and the Bush
Tower — the Bush Tower which but for a perverse
stylicism might indeed have been a beautiful building.
hat was the original architect to do in such a situa-
tion? Fortunately, there is never a large supply of original
artists; so the great mass of the profession compla-
followed one of the two paths | have indicated;
preserved their integrity and
individuality only by forfeting a large part of the oppor-
tunities that their talents would normall
been more amenable to popular needs and
desires. The center of American architecture
the able technicians: the peri-
between the cultivated stylicists
e outcaste, who were neither fashionable, nor in
a narrow sense “practical”. In a sense, Mr. Wright is our
most distinguished outcast. It is no little honor.
Wright's work, as | see it, is an attempt to
the logic of the machine to humane building. His
conceptions are far removed from the
conservative architects who will not carry modern pro-
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machine and machine-principles dominant; and the
school which would take possession of the machine,
modify it, renold it, humanize it, restoring man to the
central position which the “advance’” of the last two
hundred years has undermined. Am | wrong in holdin
that Mr. \xlright's work stands for this second tendency
If so, it is not merely an accomplishment: it is also a
prophecy, or at least an hypothesis; and to the extent
that we transform and humanize our current institutions,
we may expect to see more or less of Mr. Wright's kind
of architecture.

Esthetically speaking, what has been Mr. Wright's
achievement? He has taken advantage of the wide
freedom offered by modern constructional forms, and of
the great range of suggestions offered by engineering, to
alter the conventional line, accent, and interval of our
houses and buildings. Like every true architect he is a

PEETRGINOR . -GN N RN PR =S T T S e T T R e T
T TR T o 8 A == il DOk i 5

poet in space; and he cannot express what belongs
peculiarly to our own generation in art without altering the
windowheights, the openings, the depths that have be-
come fixed in traditional architecture. There is a parallel
between Mr. Frank Lloyd Wright's work and that of some
of our modern poets in America: such a man, for
example, is Carl Sandburg, Mr. Wright's fellow townsman
in Chicago. Both of them have faced our age, have
absorbed the broken rhythm of the machine, feel the
jagged geometry of our new adventures in space: they

ave something to express in plastic or literary form
that an earlier age was not aware of. Were they less
sensitive to form, were they less deeply poetic, they
would have nothing to say at all; they would become
merely reporters or engineers. The point is that they
have interposed themselves between our material acti-
vities and their own works, and in so doing have begun

-

to react upon their environment: so the cacophony of
Chicago becomes a poem: so the relenless vigor of
the machines becomes an expression of the human
spirit,and Mr. Wright's houses become things with human
associations, memories, prospects; in short, they are
not merely endurable, as a sanitary tenement may be,
but liveable, as someday the whole human hive may
again become.

It is just because the best of Mr. Wright's work is
prophetic that it necessarily stands outside our age; and
seems foreign both to those who glory in machinery and
those who cling pathetically to the cultural tags of other
ages. Mr. Wright has had the great intuition to see that
modern science and technology can be used and ex-
pressed without reducing every building to the common
mathematical denominator of the factory; indeed, is not
the persistent use of gardens, aquaria, and great pots

of plants in Mr. Wright's designs an emblem of the
fact that, unlike the mere mechanists, he recognizes
the value of living processes, and places at the core of
his architectural conception, not a machine, but that
which lives and grows and reproduces and renews and
makes the worl ?ay? The world of current industry
and business is not yet quite prepared to receive this
revelation: it would be a disturbing, or rather, a devas-
tating one; for, as Mr. G. K. Chesterton has well said,
“there are financial combinations and imperial conquests
and commercial cooperations on a huge scale that are
every bit as barren and useless and unproductive as
throwing a pebble into the sea;" and the architecture
that exists merely to glorify these things is, as we say
vulgarly in America, “off its base.” For this reason,
perhaps, Mr. Wright's work has mainly been confined
to houses, hotels, amusements parks; in short to the
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kind of building that functionally embodies the ideas
for which Mr. Wright stands.

Finally, to what extent is Mr. Wriaht's architecture
“American”? Those in Europe who admire Mr. Wright's
work are particularly distressed by the fact that it has
scarcely achieved a wide recognition in our own country.
The explanation for this relative lack of influence lies
partly in the conditions that | have been describing,
partly in the fact that these new poetic forms demand
a certain alteration of old habits and associations; partly
also, no doubt, it is due to the fact that in working out
his new rhythms Mr. Wright has refused to be confined
to the ship-shape utilitarian demands of the ordinary
house; hence the small builder, with limited means, does
not find Mr. Wright's experiments easy models to follow.
There is still another explanation; namely, that Mr.
Wright's low-lying houses, with their flat roofs, which
seem about to dissolve into the landscape, are an ex-
ﬂresainn of the prairie: it is no accident that these forms
ave been so readily appreciated in the Netherlands
and on the plains of Prussia. In other words, Mr. Wright
has created a true regional form; and it is inevitable
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that this form should awaken deeper feelings of appre-
ciation in similar regions than in parts of the same
political unit that have a different reaction to the lands-
cape. As a New Yorker, with a perpetual sense of the
upward thrust of the Palisades, of the Westchester
ills, of the skyscraper, | feel a foreign element in Mr.
Wright's work; for there are many Americas, and as
we begin to settle down in our country we become
conscious of subtleties and differences which, in the
mere march across the continent, we neglected and
ignored. Mid-American, and perhaps Mediterranean
(Californian) Mr. Wright's architecture is: it is as mid-
American as Sherwood Anderson’s novels or Carl
Sandburg's poems.
In conclusion. Science and poetry, knowledge and the
humane arts, are divided in our own time as they were
perhaps never divided before. To remedy this division,
various people have suggested that we let science and
technology take the place of all that our life now lacks,
that we look to science and technolo“, not merely
for means, but for values and norms. Most of those
who hold out against this conception have an equally

sterile alternative: they think that we can continue to
live by the fossilized values brought over from other
ages. The task of the original artist today, and in
essence it is the same in literature, in philosophy and
in architecture, is to bring “science” and “poetry”
together again, for the knowledge which brings only
ower is brutal, and the culture which isolates itself
rom the sources of power is futile. Mr. Wright's buil-
dings, it seems to me, are essays towards this sTnthesis:
if they are not completely successful, that merely shows
that the difficulty which confronts us will require the
work of a hundred Wright's. A logical architecture, skilled
in the use of new processes and materials, expressive
of new relationships in space, mass, line; capable of
giving coherent form to every need and capability for
which we need a physical shell, unified in conception,
no matter what the particular plan or program — this
is what our age needs. The architecture of Frank Lloyd
Wright is inevitably only a beginning; but if | am not
mistaken, it points in the right direction.
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A period of quickly changing tendencies in art indicates
a tottering principle of construction. Thus the strength
of the individual who, as soon as he creates an inde-
pendent form, is in the way of creating a school; which
means that a strong personality obtains not only super-
ficial followers —the admirers of the exterior revelation
only — but also they who, in virtue of their talent, probe
to the essence of the new form from the very start.
It is the fascination of the “new gift" which attracts,
which, with one stroke stimulates chan?e and propa-
gates itself with inconceivable rapidity. It has the same
effect as that of a stone thrown into a pond. A rapid
transition of this kind is impossible where the changed
view of art is of more general import, that is, when it is
not the actual art-form that undergoes the change but
when it is a question of a systematical change of prin-
ciple; briefly, when personal originality makes room for
collective universality.
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When some years ago, in my memoirs of my American the primary question as to whether his work represents
travels, | gave my impression of Frank Lloyd Wright's a general rather than a particular value. And then | be-
work and, during a lecture, ventured to suggest that lieve | must regard Wright's as typical of the latter and
“peaceful American penetration” might one day occur to honour him most as the endowed artist whose influ-
as a reciprocal action to the ﬁracading European move- ence ought to be assured as a matter of course through

ment, all | meant was that t

e work of that great archi- his really “enchanting” gift. Now “to reveal the univer-

tect would certainly not remain unnoticed in Europe; sal in the particular” is certainly the attribute of genius
unless, by any chance, his work should be representa- but the “universal” in question here has scarcely made
tive of general American architecture. And this especially a start on even the construction of the very latest sky-
as Wright, after Sullivan, his master, has entirely freed scraper. For, allhou?h Wright has certainly created a

himself from European architecture. centre of art of firs

importance for his country, yet

When producing his work, Wright wrote an important the character of his art cannot be termed typically
study on style-copying, (so especially fatal for Arnerica(} American. In that case, its character would bear a more

as a result of a revision of the great periods of art an

mechanical stamp; a building by Wright would then

the value of the various styles, which culminates in a have to be constructed with the inexorable rationalism

hatred of Renaissance.

of the machine, of which no single part is unaccounted

Now it is in this connection that | feel the great diffi- for. And this “a priori”, not meaning that the artist must
culty of determining the “cultural” significance of an necessarily degenerate into a mere machine but that he

artist in a time like the present, for one cannot escape

inany casebecomesproofagainst romantic susceptibility.

o )

In any case, | find it difficult to see Wright otherwise
than as a romanticist and to see him as his very anti-
pode, that is, as an “industrial architect”, as many like
to see him—as he likes to see himself — witness a mo-
nograph from his pen “In the Cause of Architecture”,
in which he writes:

“| desire from a building the same as that which | de-
mand of a human being, viz., that it be sincere and in-
trinsically true, to which principal virtue | wish to see
added as much charm and lovableness as is conceiv-
able. But intrinsic integrity is the essential. The machine
is the tool peculiar to our age and it is therefore an
important task to furnish this machine with work to
which it is suited.”

“The adaptation of work to its possibilities is the essence
of the modern industrial ideal, which we shall have to
build upif architectureis notto lose itsleadingplaceinart.”
This is where Wright proves that America’s soil is most
certainly expected to cradle true modern architecture —
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which was held in contempt by the great pioneers of
the English movement.

Further: “The constructive limitations are the artist's
best friends. The machine will never more be banished
from the world; it is and remains the pioneer of demo-
cracr. the ultimate aim of our hopes and wishes. The
architect of our day should recognise no task more
important than that of adaplin%this modern instrument,
as far as such be at all possible. What does he do in-
stead, however? He misuses this instrument in order
to create forms which originated in a different time
and under a different sky, forms which to day have a
plralnsing effect because there is no escape from them
anywhere; and all this happens with the aid of the machine
whose task it is, on the contrary, to destroy these forms."”
Wright wrote that in 1908, since when the old forms
have not yet been completely abolished, at least cer-
tainly not in America. For even there, an art with a style
borrowed from the machine (the which is different from
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a mechanical manufacture of parts and no more) has
as yet to be as good as entirely built up.

Now, does Wright's work answer to this ideal, formula-
ted so precisely by himself? | hope | do the great Ame-
rican no injustice in denying it. Nor, when | saw the
achieved work with my own eyes, did | receive the im-
pression of an “universal art”" of this kind but rather of
a “personal”, charminq and lovable art, at the root of
which the mechanical lies only apparentlr

And how does this “personal” art reveal itself, at least
in the country house, to which for the present Wright's
rincipal activity has been mainly restricted ?

n severe horizontalism, with a gabled ending to a clo-
sed row of small windows and which is characterised
by an immensely projecting, slightly slopinP roof.

For horizontalism, as such, is not proper only to Wright.
This seems to be generally modern, probably explain-

able as a reaction upon the after-effects of the verti-
calism of the neo-Gothic movement. It is also very
distinctly discernible in the latest architecture of Amster-
dam, pursued even in the arrangement of the window-
panes. But that leap of the roof, with its tremendous
shade effect, through which its protective function
’naur so prominent as with erghty found expression,
s and remains the find, the fascinatin pit‘t‘uncy of the
“tridimensional”, as a pupil of Wright's characterised
his work. That is why he, himself, becomes a slave to
this motif, which becomes objectionable when used
superfluously and especially in asymmetrical applica-
tion. And this happens pretty frequently because the
lans of those houses are adapted with marvellous per-
ection (to which symmetrical construction does not
usually lend itself) to the most complete effect of the
rooms in their relation to each other and in their con-
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nectionf with the[site.
In this arrangement of room, Wright is at his highest
owers and, moreover, as a worshy:rer of Nature, calls
n solely the living flower to his aid in his decorations.
In their honour he constructs the long stone bowls
under the windows, and round ones for gate-piers at
the entrances or on the terraces. Inside, moreover, the
consistent strength of his style, with its IonF. straight
lines, especially in heavy ceiling construction, is in great-
est evidence. For Wright refuses to recognise almost
every curve, in spite of the fact that he occasionally
makes use of the manifold recessed, half-circle arch for
his entrances and, for his ceillings (and this | regard as
a weakness), round-vaulting, as in his “Dana-Hause" at
Spring-field. Moreover, the rooms are low and the wide-
stretched,huge,brickfireplace accentuatesthischaracter.
Suitable boarding and the furniture, heavily and ration-

ally constructed, is like the European furniture of the
beginning of the modern movement. Indeed, surprise
upon surprise is met with in these rooms; when looking
outside over the brightly coloured flower basement to-
wards the landscape, as also when lookinginside through
the many, often doorless apertures (an American custom)
to the adjoining corridors or rooms. And while looking,
admiration increase sfor the poet of this poem of space
because he has, moreover, exquisitely sensitive taste for
rlacin all the objects of art, made for the pur pose, in
he right place.

Although Wright's talent developed in building houses,
the opportunity was given him to reveal his extraordi-
nary art in the building of a church (Unity Church near
Chicago) and an official building (the offices of the
Larkin factories in Buffalo). For in that church — a rect-
angular building — something of the classical temple is
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other. Even o:r ownrcourl'ltry #-:ollrnd] where, at Lhis THE INFLUENCE OF FRANK LLOYD WRIGHT
moment, a modern national architecture is growing, has
geze :ndl:here been t:’nnbl?‘lo escape this “l'%reignglur". ON THE ARCHITECTURE OF EUROPE

ut should one regard such a leader with a jealous eye? J. # i
At all times and qln every art de\relopmenl ou!sideyin- o O BY W oew g9 o a
fluences have been at work, according to circumstances Although | am deeply convinced of the relativity of all
of general as well as of a passing nature. In most cases appreciation in art, where contemporaries or persons very
it will probably be the latter because the actual art near to us are concerned, yet in my opinion the figure
form changes more easily and, therefore, is more easily of Frank Lloyd Wright towers so assuredly above the sur-
superseded. i ] rounding world, that | make bold to call him one of
Historically, the most striking example of this develop- the very greatest of this time without fearing that a
ment, that of the Renaissance — be it moreover only the later generation will have to reject this verdict.
decorative character of this art—is explained. Of such flawless work as his, appearing amidst architec-
The ultra Indlwdual‘ls‘n‘! of the present times naturally tural products which, in their lack of style, will have to
increases this possibility considerably. But in any case, be designated “nineteenth century style"; of such unity of
an influence of this kind proceeds from the very fore- conception in the whole and in details; of such a definite
most only, and if it had not already been an established expression and straight line of development another
fact that Wright holds a ﬂlaca among the greatest ar- example can hardly be given.
chitects of these times, then it could certainly be'con- Whereas it is a peculiarity of our day, that even the
cluded from the influence he exercises. work of the cleverest nearly always betrays how it grew
o o o O to be such as it is, with Wright everything is, without

revived and the offices — in their brutal mass —display chance for aprl ing his characteristic motifs.

the unflinching strength of industrial life in these times. As a matter of fact, Wright's talent is extremely many-
For the church he used the same motif as for the coun- sided. He has made “ideal projects”, such as architects
try houses — the high-placed row of windows with the term those designs which are pre-destined never to be
projecting, but in this case flat roof. In the offices he executed. | refer to a theatre in California of more clas-
departed from the motif, possibly considering it unsuited sical conception with surroundings which were created
to the materialism of this factory office; for the character for an architectural Eden. Then to “Olive Hill", a country
of this building, undoubtedly borrowed from his own, house inthatsame wonderful country, this time executed,
is more consistent than any other with that which in which Eastern influences have been at work. Would
Wright developed in his “programme of principles”. not his stay in Japan be responsible for this? In my
The businesslike character is especially expressed in opinion, the architecture of a summer garden with an
the tremendous interior space, formed into a working open-air theatre witnesses to it most pointedly. For in
hall, where one greatly appreciates the fact that he de- this garden, fantastic pales rise up, angularly grooved,
corated the upper gallary—ihe gallery of repose — with and similar beams and chassis project, everything for
flowers and plants. For this reason it is to be hoped that the sake of effect thatis certainly Japanese in character.
Wright's field of activity will stretch still further in that And then there are all manner of figurative finishes which
direction; for in one of his last works —an hotel at Tokio— peculiarise the character. But does not the awning-
he evidently completes the apotheosis of whatherealised shaped roof, itself, come from that same East?

in the country-house “Coonley". This hotel gave him an Admiration for Wright. therefore, is comprehensible and,
opportunity—partly because of its exceptional dimensions  in congruity with the fate of the prophets, | suppose, is
— to stretch his imagination to the utmost with this great more in evidence on this side of the Ocean than on the
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had achieved what Wright, the prophet, had professed, Meanwhile it is a mistake which is continually made by
that now the example —the long sought for —had been critics and to which attention cannot too emphatically
found, in which universal meaning and individual result be drawn, because in this very misconception lies the
were absolutely one, in short, that, in this case per- reason why Wright's influence on European architecture
sonality was universality again. In addition to which— must be considered a less happ'y one, — it is a mistake
and to this many were certainly not indifferent —the to ascribe the arising of these features exclusively to
application of Wright's means, even where they were Wright. For at the time when the adoration of Wright's
applied less faultlessly, with less virtuosity than by the work by his colleagues on this side the Atlantic had
master, appeared as a rule to warrant a tolerable even reached its culminating point, European architecture
a piquant effect! itself was in a state of ferment, and cubism was born.
Thus did the architecture of Holland, Germany, Czecho- Like the influence of Wright, cubism plays an important
Slovakia, France, Belgium, Poland, Roumania etc. in its part in producing the characteristic forms which found
“avant-garde” and all those who, if things are not going expression in the above-meant current of European
too far, like to consider themselves as belonging to architecture. This current itself — as may be apparent —
this, willingly undergo the influence of this admirable is the result of a blending of two influences: a blending
talent.The shifting of the planes, the projecting penthouse- which is not only disappointing, because on either side
roofs, the repaaledly interrupted and again continued it points once again to a cult of forms instead of an
masses, the predominantly horizontal development, all orientation towards the inner nature, but also because
typical of Wright's art appear at the time when the it weakened a tendency — the cubistic one — which bids
spirit of Wright's works began to influence our part of fair to become of the highest importance for the future
the world, as characteristic features of a considerable of architecture. A tendency moreover which must after
portion of modern architectural products in Europe. all be nearer to Wright himself than the cult of externals

being at all perceptible any mental exertion to produce. tive influence which the rare giftedness of Wright has
Where others are admired for the talent with which we exerted on the architecture this side the Atlantic. In the
see them master their material, | revere Wright because confusion of orinions which in the European architec-
the process by which his work came into being, remains ture of the last decades — after the too great unanimity
for me a perfect mystery. and certainty of former generations — raised each sug-
It is no detraction from this reverence, which retained gestion which was not too absurd all at once to an
its high degree through the varying phases of my own almost nerve-exhausting problem, the oeuvre of Wriqht.
development, when, asked to give my views on the when it became more thoroughly known, could not fail
important, even great influence of Wright on European to work as a revelation. Free from all finical detail-work,
architecture, | do not call this influence a happy one which undermined the architecture of the ancient world,
in all respects. self-evident notwithstanding exotic peculiarities, fascin-
What happened to that influence might be compared ating for all the simplicity of the motifs, Wright's work
to what occurred with the rise of a “Wright-school" in convinced at once. So firm of structure for all their
the West of America. Concerning the latter Wright once movability were the piled up masses growing as it were
wrote in a pessimistic mood, that he grieved to see that out of the soil, so natural was the interlacing of the
the form in which he had expressed his ideas in his elements shifting as on a cinematographic screen, so
works, appeared fo have a greater attraction than those reasonable was the arrangement of the spaces, that
ideas themselves. Since those ideas aimed at starting nobody doubted the inevitable necessity of this form-
from the function and not from the form, he believed language for ourselves too, since it was assumed as a
this to be “pernicious” to the development of architec- matter of course that practicalness and comfort had
ture in general. here been combined into a beautiful synthesis in the
Pernicious in that sense | would also call the sugges- only manner possible in our day, that Wright, the artist,
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with which he was glorified unintentionally through
imitation of his work.

If, in determining the factors which stimulated the rise
of the aforesaid phenomena in European architecture,
we put cubism next to the influence of Wright, it remains
notwithstanding an unquestionable fact, that the fascin-
ation of Wright's work smoothed to a great extent the
way for cubism itself; and the irony of fate has willed —
as was suggested above — that the lyric charm of this
architectonic piper of Hammeln at the same time im-
paired the purity of the sound which began to be heard
in the architecture of Europe, in consequence of inten-
tions which must be identical with Wright's, though his
works often revealed them in a different manner than
his aims (as expressed in his writings).

That which Wright desired, viz., an architecture based
on the needs and the possibilities of our own time, satis-
fying its requirements of general economic feasibility,
universal social attainableness, in general of social-
aesthetic necessity, and resulting in compactness, aus-
terity and exactness of form, in simplicity and regularity;
that which he desired, but from which he continually
escaped on the wings of his great visionary faculty, was
tried in more actual consistency in cubism.

Cubism in architecture —this should be grasped clearly —
arose in complete independence of Wright, just like in
free art and suggested by it, from within. Besides super-
ficial external resemblance there was undoubtedly inner
affinity with Wright's work —it may be worth while to
trace this affinity and with a view to it one should also
glance at some of Wright's reliefs — whereas in reality

the two were wholly different, nay rather opposed to
one another.

They seem to agree in the preference for the right angle,
in the three-dimensional tendency, in the breaking up
of bodies and again combining their parts, in general
in the striving to gather into one whole many small
parts — Ereviously obtained through analysis — into a
whole which in its appearance still betrays the elements
of the original dissection; they have also in common:
the application of new materials, new methods, new
constructions, the conforming to new demands.

What was with Wright, however, plastic exuberance,
sensuous abundance, was in the case of cubism —it
could not for the present be otherwise — puritanic
asceticism, mental abstinence. What with Wright out of
the very fulness of life developed into a luxurious growth
which could only suit American “high-life”, compelled
itself in Europe to the humble level of an abstraction
which had its origin in other wants and embraced all:
men and things.

Whereas Wright proved to be an artist rather than a
prophet, cubism *) paved the way for the more actual
execution of that which was his theory too. Since the
days of the Renaissance in cubism spoke — after a thirty
years’ incitement — for the first time again the conscience
of architecture: painfulli scrupulous as inherent to the
ears of puberty, but likewise equally strong!

n architecture as in free art cubism was a period of
transition; a phase of dissolving the old system and

‘) Cubism, viz., as it was originally; not what people were pleased to make of it here
and there — especially with us (in Holland!).
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building up the new order. The idea of construction
and the value of proportions were regained and trans-
ferred to another plane; the essential importance of the
line and the almost oppressive ‘gravity of the form were
recognized anew and sounded to the depth; the insight
into the importance of the mass and its complement,
space, was recovered again and deepened. But above
all in cubism —as the logical continuation of former
attemps at renovation — was expressed directly and
clearly the tension of a greater, a truer vitality than that
which was apparent from the architecture of many pre-
vious periods whose independent life was until within
recent days confined at best to the sweetly-affecting
fitness of a talented, highly cultivated taste.
Thus cubism was an introspection and a beginning as
well: it imposed tasks relying on the future, where former
enerations had laid claims parasitizing on the past.
n the involuntary romanticism of its vehement craving
after complexity, it was the beginning of a new form-
s‘nthesis. of a new — an unhistorical! — classicism.
The need of number and measure, of purity and order,
of regularity and repetition, of completeness and finish,
properties of the organs of modern life, of our technique,
our traffic, our hygiene: inherent also in the state of
society, the economic conditions, the mass production,
find their precursors in cubism.
There is something tragic in the fact that to the dev-
elopment of things which Wright has advocated so long
and so ener%'etically, harm has been and is still being
done, through misconception of his work, by the dilet-
tantism of his own followers. It may be a matter of

indifference to us that with Wright himself the conception
of the architect outgrew the consciousness of the
preacher: because of the beautiful result, because the
basic idea of his work is a reasonable one, not confused
by aesthetic premisses, because, lastly, life, which has
not become rigid and fixed, continually escapes from
the dogma of theory. Theory, however, be this empha-
sized, is valuable as a basis in life. Valuable always,
but altogether indispensable now-a-days, when every
aesthetic guidance, each traditional hold is wanting.
The new architecture can hardly be too consistent in its
aims, and we shall be willing to take into the bargain
the inevitable inconsistencies of its results, should they
be worthy.

We cannot insist too much with the disciples of Wright
— as he used to do himself —, that carrying on the good
work Wright began is a different thing from what they
call “to be inspired” by his work. It is no less wrong
to imitate what a great contemporary has built than to
copy a Greek column: on the contrary. More harmful,
indeed, than the impediments which an academic ar-
chitecture puts in the way of a rising functional art of
building, are the works of those who imitate modern
masters, because the second-hand appearance in which
the latter clothe their products, shirks the struggle for
pure building, owing to its actual form and its pretence
of organic growth, whereas the Academics honestly
expose their front to the attack. And if anything is
“pernicious” for the future of the new architecture, it
is this half-heartedness, which is worse than frankly
plagiarism, which is lack of character.
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0 FRANK LLOYD WRIGHT &
ET LARCHITECTURE NOUVELLE
PAR ROB. MALLET-STEVENS G 1925

L'architecture moderne n'est pas une mode, elle est un
besoin. L'architecture moderne n'est pas décorative, elle
est utile et normale. Il y a entre I'architecture rococo de
I'époque de Louis XV et I'architecture moderne, la méme
différence qu'entre un carrosse peinturluré, chargé d’or-
nements et de rocailles de la ,guerre en dentelles’ et
une voiture automobile toute unie aux éléments profilés.
Pendant des siécles on s'est servi de la pierre pour
construire. Chaque époque a marqué son empreinte sur
la pierre, I'ornement seul définissant un style, sans
toutefois le style ogival ou le mode de construction a
modifié I'esthetique. Si nous reprenons I'exemple du
véhicule, il en est de méme: un cheval, des brancards,
une caisse, des roues; et ces organes indispensables
décorés suivant le gout et la mode du moment. Brus-
quement, tout change: le béton armé apparait boule-
versant les procédés de construction, le moteur a ex-
plosion remplace le cheval. La science crée une esthé-
tique nouvelle. Les formes sont profondément modifiées,
la maison ou la voiture étant intégralement différentes.
Les baies étroites et hautes s'expliquaient: la pierre
n'autorise pas des linteaux de grande portée, de grandes
baies représentent des surfaces de refroidissement
dangereuses. Avec le béton armé et le chauffage central,
I'architecte peut distribuer I'air et la lumiére par des
fenétres d'énormes dimensions, les linteaux peuvent
s'allonger en lar?e. L'aspect extérieur de la maison se
trouve totalement autre.

Les porte a faux, les poteaux de sections réduites, les
points d'appui rares donnent de suite une autre allure
au batiment.

Les architectes qui ont compris les ressources formi-
dables du béton armé sont rares. S'il est vrai qu'actu-

ellement tous les constructeurs font appel au béton
armé, les artistes craignent encore I'emploi de formes
nouvelles et leur imagination paresseuse préfere les
styles passés.
Frank Lloyd Wright fut un des premiers a oser, a rompre
avec une tradition trés voisine de la routine, pour creer.
Et son oeuvre est grande, riche, logique.
L'Amérique sans passé, il faut bien le dire, avait le
droit de choisir entre tous les styles celui qui convenait
le mieux a ses besoins, a ses golts et a ses habitudes.
En effet, il y a seulement cinquante ans, un palais, un
immeuble ou une villa pouvait en Ameérique étre de
style ogival, Louis XVI ou Empire sans inconvénient.
S’inspirant des styles ,passés” des autres pays plus
agés, rien ne plaidait plus en faveur d’un style que d'un
autre. Et j'avoue qu'un gratte-ciel américain traité dans
le gout de I'architecture monastique médiévale n'était
as beaucoup plus ridicule qu'une gare de chemin de
rer européenne batie en style Louis XVI.
Survint le béton armé. Les américains furent assez
longtemps réfractaires a ce mode de construction; le
fer régnait en maitre dans I'art de batir. Cependant les
ingénieurs américains édifiaient de splendides usines.
Certaines constructions industrielles sont d’'une grande
beauté; on sent un programme net et clair, une con-
ception saine et économique, une logique qui s'impose;
il s'en suit une esthétique extremement agréable. C'est
une architecture vraie et sincére.
Wright, sans s'en inspirer en quoique ce soit, a connu,
a vu ces constructions aux lignes originales (non pas
de cette originalité qui consiste a exécuter systéma-
tiquement le contraire de ce que I'on voit d’habitude,
mais cette originalité faite d'un probléme a résoudre
différent de ceux posés jusqu'alors), Wright a vécu
dans cette ambiance de constructions saines. Nous
pourrions dire, nous autres européens sevrés de toute
recherche depuis un siécle (sans la Tour Eiﬂell‘que sa
tache était plus aisée que la nétre! Nous, architectes

du vieux monde, avions a démolir le fatras décoratif
du XIXe siecle dans une atmosphére hostile; avant de
songer a créer, il fallait mettre a bas I'ornementation
excessive et arbitraire de toute I'époque de plagiat,
d'indifférence et de paresse.
Mais quelle plus belle réecompense que de voir s'élever
sur tous les points du monde des oeuvres d’hommes
ayant la méme pensée, le méme idéal. Car, fait unique
dans I'histoire de I'art, malgré I'imprimerie, la photo-
graphie, les expositions, les communications rapides,
les revues de propagande, les congres, les sociétés,
le cinématographe, tous ces architectes se sontignorés
les uns les autres, ils n'ont rien su de leurs recherches
personnelles et tout d'un coup un style est né, sponta-
nément, universel.
Wright inconnu, méme des professionnels, hier encore,
prendra rang bientét dans le phalange des grands
créateurs. Et son oeuvre aura une énorme influence,
comme celle d'ailleurs de ses confréres qui ,voient”
comme lui. L'architecture de Wright est humaine, elle
est vraie et sera comprise et aimée partout. Le régio-
nalisme est mort, la maison de 'homme, a peu de chose
prés, est la méme sur tous les points du globe civilisé,
sa beauté doit étre la méme.
La mode bientdt entrera en jeu. C'est fatal. On sent
déja dés maintenant certaines tendances, je n'ose dire
certaines formules, le mot est trop sévére, qui prennent
corps. On a cité le mot: architecture horizontale. En
soi, la chose est bonne pour des habitations de peu
d’étages; les baies étirées en large aménent fatalement
des paralléles horizontales, il y aurait a craindre que
les architectes sans idée, sans talent, ceux qui ont
toujours copié le passé (et quelle copie!) ne se hatent
en présence de la faveur de ces lignes nouvelles, de
copier comme toujours, sans esprit et sans logique.
Ces artistes sans conscience s'emparent d'une idée
gul est belle, la déforment et la ridiculisent au point
'amener la masse a aspirer vers autre chose. Des

oeuvres de la force de celles de Wright sont impossibles
a plagier, mais on sent déja avec terreur, les efforts
faits par ces architectes opportunistes pour s'en em-

arer et exploiter ce vol.

ous mes confréres savent le respect et I'admiration
trés sincéres que j'ai pour l'oeuvre de Wright, et cela
depuis des années, je puis donc me permettre certaines
F‘etites critiques.

ous avons |3, sous les yeux quelques compositions du
maitre, d'une valeur architectonique incontestable, mais
certains toits me paraissent inutiles. On nous a souvent
reproché de supprimer systématiquement les toitures
»ces chapeaux des maisons”. D'abord, une maison ne
s’'habille pas et peut étre trés belle sans chapeau,
témoins les admirables constructions couvertes en
terrasses de I'ltalie et du XVllle siecle frangais. Ensuite
le toit onéreux (charpente, couverture) n'est pas ac-
cessible, et sans vouloir vivre sur sa maison, il est
bien agréable de pouvoir profiter de cet espace libre
dominant alentour. D’autre part, la construction en
béton armé, (a I'heure actuelle) n’appelle pas de toiture.
Pour franchir I'espace a couvrir, la charpente est
inutile. Et combien est plus belle la ligne nette qui finit
la maison.
Ceci dit, les compositions de Wright comme plans et
comme élévations sont comparables aux grands clas-
siques. Wright fait jouer ses volumes dans I'espace
avec maitrise, sans tomber dans la recherche piteuse
du pittoresque, ses compositions ont une fantaisie
ordonnée, un rythme attrayant qui dégagent une im-
Bression de gaieté et de bien-étre.

ormulons un voeu: sans le copier, que ses confréres
américains s'imprégnent de son oeuvre, I'aiment comme
nous l'aimons. Si certains architectes des Etats Unis
ont congus de belles constructions, Wright est avec
eux et il est a la meilleure place.

u] o =] o




MELD IFIEK Ny,

ELFR
18 SERAVENHAGE

ROTTERDAM ‘

PERZISCHE TAPIJTEN
FIRMA BENEZRA

's-GRAVENHAGE
NOORDEINDE 140

(TEGENOVER ORANJESTRAAT)

ROTTERDAM
FILIAAL ,PERZITA"

GROOTE MARKT 12

GROOTSTE VOORRAAD
LAAGSTE PRIJZEN

ZICHTZENDINGEN DOOR

HET GEHEELE LAND
REPARATIE-INRICHTING VOOR ALLE

SOORTEN TAPIJTEN

NAADL. SANITAIRE
COMPO - ASBEST VLOEREN

IN GEWONE TOT DE FIJNSTE UITVOERINGEN

» 1 RIOLIN"

WORDT ALS LINOLEUM GELEGD,
BACTERIENVRIJ, STOFVRIJ, BESTAND TEGEN
WATER EN ZUREN - ONVERSLIJTBAAR

,2AUBBOLEUM”

IMITATIE RUBBER
IN DIVERSE DESSINS EN KLEUREN TE
LEVEREN

VRAAGT PRIJS EN MONSTERS

GEBR. VAN WOERKOM
SCHIEDAM




g/l =vuLcANUS-—
il ROOSTERIJZERS
I — ZIJN VEEL ECONOMISCHER ==

NEEMT EENS EEN PROEF MET DE ROOSTERS
VAN DE CENTRALE VERWARMING

N.V. NEDERLANDSCHE WZERGIETERW ,VULCANUS"
FABRIEKEN TE VAASSEN (GELDERLAND) TELEFOON 17
VERKOOPKANTOOR: AMSTERDAM, HEERENGRACHT 12 - TELEFOON 43067

é';C/? nleuw 51/’5{(-’57?1 .
“Centrale |l & KOLLSESIEE=N

\,f(,},,”_a,,}nmy ELECTRISCHOF HYDRAULISCH
r

DE ZEKERSTE IN BEDRWF
DE AANGENAAMSTE IN WERKING

DE ZUINIGSTE IN STROOM.
VERBRUIK EN ONDERHOUD

Een niesuw systeem maakt

ook voor bescheaiden

1, mogelijk ‘s winters

3an aanganame, regaeimatige

WERELD MEER DAN
151000 LIFTEN
IN EUROPA MEER DAN

31000 LIFTEN
(HIERONDER ZIJN NIET GEREXKEND DE SPIJSLIFTEN!
aangelegd i A O A N i vyt

TR M (MM ~RED. STIELTUES EN CO

KEIZERSGRACHT 745-7. TEL 237 N.

Kon.fabriek = AMSTERDAM

REEDS ZIJN IN WERKING OVER DE GEHEELE

W.BOGTMAN
HAARLEM

EMMAKADE
45 45

‘Gt e bas Laveadilal!
o

~ - | DI, !’frwm.;

‘
— GEBRAND —
GESCHILDERD
GLAS

GLAS IN LOOD

IN VOLKSWONINGEN

zyn SCHOORSTEENMANTELS van
VERGLAASDE WAALKLINKERS
EEN IDEAAL TR G) DUURZAAM
SRR A SSIEF EN

GEEN HTG:EHIS\;H

BEKLEEDINGS| s

MATERIAAL §Ess G FEN
NGDDIG sanl AANZET -

KOSTEN

MGDIE
MATTE Sosy G N
TINTEN : HDE_QHJUO

R e e 9}

HET BINNENPAPIER VOOR
DIT TIUDSCHRIFT
WORDT GELEVERD DOOR DE
PAPIERGROOTHANDEL

H.J.VETTEWINKEL

— AMSTERDAM T

DE RUYTERKADE 107—108 - TELEF. 40942




AU sT.LAURENS"|

KNIMHEL
SCHEEPS--HAMER

BETIMMERIMGEN
LUITMUMNTEMND

ET'_ILEHTI:II:IH

oiR. C.BEBFREEDWVZwELD

ROCHUSSEMSTR._TEL.4&81

*SHOWROOM
LEIDSCHESTRAAT

WONING INRICHTING
TeLzoor6 BETIMMERIN GTEL‘-rS)BTO
[FABRIEK BLOEMGR 129-141]]

NEUBILEERINLEN

STOOHHEUBELFIBRIEK

AMSTERDAM

VHICLER: 28

BETIHH[RlHEEH

LERLERS

ELEFIDNNG |
ERDF\F\
TRARTI

N.V.GOGARN'S
MEUBILEERING MIJ.

COMPLETE
MEUBILEERING
BETIMMERINGEN
NAAR ONTWERPEN

VAN BEKENDE
== ARCHITECTEN =

TOURNIQUETS
LIFTCABINES

ROTTERDAM
WESTNIEUWLAND 13

LINOLEUM
KROMMENIE

MEUBELFABRIEK
F. GEERLING

BETIMMERINGEN ===

VYOLEGENS ELK ONITWERP

e MEUBELEN

ARTISTIEKE
UITVOERING

's-GRAVENHAGE: BAGIJNESTRAAT 4-8
TEL. 12660

SANITAIR TECHNISCH BUREAU

vi PAFF'S PATENTEN

AMSTERDAM, KEIZERSGR. 293 - TEL. 35380

WENDIN G EN 1's.<:m.l-?MJ!E:"""‘

s HNISCH GEBIEL
HANDWASCHBAKJES ZONDER PLUG IN DEN
BODEM EN MET INGEBOUWDE STANKAFSLUITING




N.V. FABRIEK VAN

SANITAIRE
VLOEREN

IR. W. L. EERKES

CIVIEL INGENIEUR
TECHNISCH-BUREAU

KANTOORGEBOUW DER KONINKLIJKE
LUCHTVAART MAATSCHAPPWN TE

ROTTERDAM-WAALHAVEN ] ] t

AMSTERDAM VOLKING & Co. % |
KANTOODOR MAGAZIUN EN TOONKAMER ]
DE RUYTERKADE 46 - TELEF. 48269 ELEARABHT 30 - AMSTERDAM e

TELEFOON 48183 GEVESTIGD SEDERT 1902

IJZERCONSTRUCTIES
GEWAPEND BETON

VLOEREN

ALLES DOOR EIGEN VAKKUNDIGE WERKLIEDEN GELE

SUBERLINO ALS ONDERLAAG VAN LINOLEUM

BE KT

GROOTE HANGAR DER KONINKLIJKE
LUCHTVAART MAATSCHAPPIJ TE
ROTTERDAM -WAALHAVEN

-

OPMETINGEN - ADVIEZEN

INZE TOONKAMER EN VRAAGT PRIWZEN

! . -..i ¥

'ﬂ il ||NMML, VENN“
--_'._~ AN. DELINTs»-e.,e.--
| INDUSTRIEHANDEL MALT; |

--‘ .1 M.-lNl JURT

BOVENSTAANDE GEBOUWEN, ZOOMEDE DE KLEINE HANGAR, HET MAGAZIJN. DE GARAGE EN DE RIJWIELBERG-

Bm VOOR BN PLAATS OF HET GEMEENTELIJK VLIEGTERREIN AAN DE WAALHAVEN TE ROTTERDAM ZiJN AFGEDEKT MET
MLV%IE_N% +wRU-BER-OID"-DAKBEDEKKING

TOT EEN GEZAMENLIJKE OPPERVLAKTE VAN 2500 M-

MDEKLEE DINGH

AMERIKAANSCHE ,RU-BER-0ID" RU-BER-OID-CEMENT"
DAKBEDEKKING DAKBEDEKKING
HIKTVOoR MOZAL i VYOOR AFDEKKING VAN STEILE EN HELLENDE DAKEN ” VOOR AFDEKKING VAN GEHEEL VLAKKE DAKEN
ﬁ-;r"‘r-\""—'ﬂ'l't}_ 1 RUIM 2.000.000 M= IN NEDERLAND GEDEKT TEERVRIJ - ELASTISCH - |ISOLEEREND
e —— LANGDURIGE GARANTIE - PRIJSOPGAVE EN INLICHTINGEN KOSTELOOS

+RU-BER-OID"” LEIEN IN KLEUREN - GERING GEWICHT - ONBREEKBAAR - KLEURHOUDEND
— VRAAGT MONSTERS EN INLICHTINGEN BIJ = -

GEBRS KRAMER - ROTTERDAM

TELEFOON INTERC. 11257 -11258B-11259-11260 . TELEGRAM-ADRES: _RUBEROID

IERRTELLEERDAMEANRE




—Q© _ZM HO_ZOO M- m-

STA MEN
DEVRIES-ROBBESCO
" GORINCHEM ..

#ITUYNENBURG MUYS

GLASIN LOOD

BESCHILDERD EN EENVOUDIG

FIRMA J.W.GIPS

I AESTHETISCH LEIDER I

RIEN HACK

2t SWEELINCKSTRAAT 171
O DEN HAAG O

EXPOSITIE ,,DE VUURSLAG"

DECORATIEF &
SCHILDERWERK &

GLAS IN LOOD

GEBRAND GLAS §

SCHILDERS ||
S

<P>OO0NMN—H-H0

GLAS IN LOOD

A.J. A HEETMAN

PIETER DE RAADTSTRAAT 49

||| ROTTERDAM |||

Fa.]. VANDER WAL & ZOON

VALKENBOSCHLAAN 144

DENHAAG

AANNEMER VAN HET KANTOORGEBOUW
DER BATAAFSCHE PETROLEUM-MAAT-
SCHAPPIJ — DE GEBOUWEN VAN DE
TOPOGRAFISCHE INRICHTINGEN EN DE
NUTSSPAARBANK — HET KANTOORGE-
BOUW VAN DE NEDERLANDSCHE
HANDEL-MAATSCHAPPIJ (AGENTSCHAP
'S-GRAVENHAGE) EN DIVERSE ANDERE
0 o oo BELANGRIJKE WERKEN o o o o

BELAST ZICH OOK MET HET CONSTRUEEREN
EN UITVOEREN VAN ALLE WERKEN IN

GEWAPEND BETON

PALLOHRER

o
STATTONSPLERY

OPG:1882-

GIASINLCON

QLA OOCH ILDERWERK - STRALLOL

(A [FRED DT
ALBETAM
NVALGEMERNE DCTON- £ AANNEMING-NEARTSCHADYT]

VoW IpE
L, aro

BAGGER-EN HEIWERKEN
BETON KAAIMUREN
FUNDEERINGENH

FILIAAL TE AMSTERDAM
GRASWEG 41 TEL: 60352
OPSLAGPLAATSEN TE I
AMSTERDAM EN VIAARDINGEN

C. A. JONGENEEL

ATELIER GLAS IN LOOD
EN GEBRAND GLAS

GEGARANDEERD
EERSTE-KLAS WERK

1T DELFT [

KANTOOR: VAN DER MADESTRAAT 22
ATELIER: RIETVELD 196




DAKLEIEN
RANDOMS

“"1 ;M% 1\

B

TEN DAKLE

!DOMﬁ

EIEN

CHBENZIEN

== ISPECIAEITEIT N
TEN VOOR
GOEDEREN

DSL

S P INZ

AN

AN
KAN
WK AN
NAI

W O

ONS

OFP A

ROTTER

ONZE NIEUWE MUUR- EN
PLAFONDBEKLEEDING
E;M’Ei

N D

RDT

BOEKJE OVER MURIT
ANVRAGE GAARNE
\

N

DAM, GE

RAADPLEEG

BlIJ HET PLAATSEN VAN

Ecectr LIFTEN

HET ADVIES-BUREAU
ZAANDAM - TEL. 340
RUSTENBURG 100

s



ONZE NIEUWE MUUR- EN
PLAFONDBEKLEEDING

DAKLEIEN

J. F. SEMEIJ[weeFscHooL |

RUSTIC RANDOMS § > : e
e THASL LA M U R I T E ATELIERS VOOR S M E D A”
GREEN RANDOMS o MODERNE T
WEErSELS |MARG. VERWEY
R ZE6 HARR Al 7 GOBELINS, B \MSTERDAM - DEN HAAG
[ 1 | IS AFWASCHBA?Z | | l l KUNSTWEEFSELS TAPIJTEN B BLARICUM

IS ZEER GOEDKC

UITVOERING NAAR EIGEN EN GEGEVEN
ONTWERPEN

CORRESPONDENTIE-ADRES:
SLEEDOORNSTRAAT 64

VANAF HEDEN INSCHRIJVING VOOR DE WIN-
TERCURSUS (DAG- EN AVONDLESSEN] IN:

ONS BOEKJE OVER MURITE WORDT U
OFP AANVRAGE GAARNE TOEGEZONDEN

™~ >IN
EN PRIJS WORDEN GAARNE VERSTREKT

ROTTERDAM,GED. BOTERSLOOT 119, TEL. 3186

D 7|EKM;&N OVERVEEN ' WEVEN | KANTKLOSSEN
| FIRMA J.MASSEUS W2" S-GRAVENHAGE EGYPTISCH S BREUREN
' IMPORTEUR VAN ALLE SOCRTEN DAKLEIEN ATELIERS: VLECHTEN '

RAFFIAWERK BATIKKEN

ANEMOONSTRAAT 128—143

CHBENZIEN]

KONINKLIJKE VEREENIGDE
TAPUTFABRIEKEN

HOOFDKANTOOR ROTTERDAM

RAADPLEEG

BlJ HET PLAATSEN VAN

ELecTr. LIFTE

HET ADVIES-BUREAU
ZAANDAM - TEL. 340
RUSTENBURG 100

— SPECIALITEIT IN ——
VEILIGHEIDSLIFTEN VOOR
PERSONEN, GOEDEREN
= EN SEPRIZEN ==

SPECIALITEIT OP HET GEBIED VAN

—_— SMYRNA EN =— E
MOQUETTE TAPIJTEN |

IN ALLE VORMEN, MATEN,

STIWLEN
—— EN KLEURSTELLINGEN =——

LELOIUGERL

I VIERWINDENSTRAAT 3 - TEL. 40792

EHIAMSTEHDAMIH

e




- i

TS , T e Ve

IIIII lll

\ Ililllll




E E

AL

N.V.NEDERLANDSCHE
AANNEMING MAATSCHAPPUJ

VOORHEEN FIRMA H. F. BOERSMA

DIRECTEUREN: J. HORNSTRA EN IR. H. G. A. TREEP C. I

’
HOOFDKANTOOR: 'S-GRAVENHAGE, MUZENSTRAAT 33
TELEGR.-ADR. ,NEDAM" N T ELEFOON 12153

BIUKANTOREN 1E SOERABAYA EN WELTEVREDEN

nv P RERE L5
MEUVBILEERING MY:
AMOTEADAM
— 128 — RAKIN — 128 —

E

I.'.

KANTOORGEBOUWEN, VILLA'S, WONINGEN,
GEWAPEND BETON-, UTILITEITS- EN WATER-
BOUWKUNDIGE WERKEN

chelpkalko

en hare voordeelen

SCHELPKALK
kan zonder toevoeging
van Cement voor deug-
delijk werk worden toe-
gepast, Vette Steenkalk

kan dit niet

Vereenigin
mvan Nederlan schem
Schelpkalkfabrikanten
Leiden

UITGEVER

C. A MEES

SANTPOORT
COPYRIGHT

THE LIFE-WORK OF THE AMERICAN ARCHITECT
FRANK LLOYD WRIGHT, WITH CONTRIBUTIONS BY
FRANK LLOYD WRIGHT — AN INTRODUCTION BY
ARCHITECT H. TH. WIUDEVELD AND MANY ARTICLES
BY FAMOUS EUROPEAN ARCHITECTS AND AMERICAN
WRITERS. HOLLAND 1925 A O
DIT BOEK VERSCHIUNT IN 7 WENDINGEN-NUMMERS,
IEDER NUMMER ZAL 24 PAGINA'S GROOT ZIJN, TERWIJL
HET GEHEELE BOEK MEER DAN 200 ILLUSTRATIES ZAL
BEVATTEN. DE BEGELEIDENDE TEKSTEN ZIJN VAN
WRIGHT ZELF EN VAN BEKENDE EUROPEESCHE EN
AMERIKAANSCHE KUNSTENAARS. DE ALGEHEELE VER-
ZORGING EN INEENZETTING IS VAN H. TH. WIJDEVELD.
DE LINNEN BAND VOOR HET BOEK EN DE OPENINGS-
PAGINA IS ONTWORPEN DOOR FRANK LLOYD WRIGHT.
DE BAND WORDT NA HET VERSCHIJNEN VAN HET 7DE
NUMMER VOOR DE LEDEN VAN ARCHITECTURA EN
ABONNE'S OP WENDINGEN TEGEN BIJ-BETALING VAN
FL.3.50 DOOR DE UITGEVER BESCHIKBAAR GESTELD, BIJ
OPGAVE VOOR 1 MAART 1926, DE PRIJS VAN HET COM-
PLETE WERK IS FL. 30.00 GEBONDEN IN LINNEN BAND.
DEGENUMMERDE LUXEUITGAVEINHALFLEDERFL.45.00
DIT IS DE VIUFDE AFLEVERING VAN HET WRIGHT-BOEK




E E

AL

N.V.NEDERLANDSCHE
AANNEMING MAATSCHAPPUJ

VOORHEEN FIRMA H. F. BOERSMA

DIRECTEUREN: J. HORNSTRA EN IR. H. G. A. TREEP C. I

’
HOOFDKANTOOR: 'S-GRAVENHAGE, MUZENSTRAAT 33
TELEGR.-ADR. ,NEDAM" N T ELEFOON 12153

BIUKANTOREN 1E SOERABAYA EN WELTEVREDEN

nv P RERE L5
MEUVBILEERING MY:
AMOTEADAM
— 128 — RAKIN — 128 —

E

I.'.

KANTOORGEBOUWEN, VILLA'S, WONINGEN,
GEWAPEND BETON-, UTILITEITS- EN WATER-
BOUWKUNDIGE WERKEN

chelpkalko

en hare voordeelen

SCHELPKALK
kan zonder toevoeging
van Cement voor deug-
delijk werk worden toe-
gepast, Vette Steenkalk

kan dit niet

Vereenigin
mvan Nederlan schem
Schelpkalkfabrikanten
Leiden

UITGEVER

C. A MEES

SANTPOORT
COPYRIGHT

THE LIFE-WORK OF THE AMERICAN ARCHITECT
FRANK LLOYD WRIGHT, WITH CONTRIBUTIONS BY
FRANK LLOYD WRIGHT — AN INTRODUCTION BY
ARCHITECT H. TH. WIUDEVELD AND MANY ARTICLES
BY FAMOUS EUROPEAN ARCHITECTS AND AMERICAN
WRITERS. HOLLAND 1925 A O
DIT BOEK VERSCHIUNT IN 7 WENDINGEN-NUMMERS,
IEDER NUMMER ZAL 24 PAGINA'S GROOT ZIJN, TERWIJL
HET GEHEELE BOEK MEER DAN 200 ILLUSTRATIES ZAL
BEVATTEN. DE BEGELEIDENDE TEKSTEN ZIJN VAN
WRIGHT ZELF EN VAN BEKENDE EUROPEESCHE EN
AMERIKAANSCHE KUNSTENAARS. DE ALGEHEELE VER-
ZORGING EN INEENZETTING IS VAN H. TH. WIJDEVELD.
DE LINNEN BAND VOOR HET BOEK EN DE OPENINGS-
PAGINA IS ONTWORPEN DOOR FRANK LLOYD WRIGHT.
DE BAND WORDT NA HET VERSCHIJNEN VAN HET 7DE
NUMMER VOOR DE LEDEN VAN ARCHITECTURA EN
ABONNE'S OP WENDINGEN TEGEN BIJ-BETALING VAN
FL.3.50 DOOR DE UITGEVER BESCHIKBAAR GESTELD, BIJ
OPGAVE VOOR 1 MAART 1926, DE PRIJS VAN HET COM-
PLETE WERK IS FL. 30.00 GEBONDEN IN LINNEN BAND.
DEGENUMMERDE LUXEUITGAVEINHALFLEDERFL.45.00
DIT IS DE VIUFDE AFLEVERING VAN HET WRIGHT-BOEK




DIT IS HET 7DE NUMMER
VAN DE 7DE SERIE (1926)

COMMISSIE VAN REDACTIE: H. VAN ANROOY - J.G. BOTERENBROOD - H. A. VAN DEN
EIJNDE - P.L. KRAMER - E KUIPERS - J.L.M. LAUWERIKS - J. B. VAN LOGHEM -
R. N. ROLAND HOLST - J. F. STAAL EN H. TH. WIJDEVELD - WENDINGEN, ORGAAN
VAN HET GENOOTSCHAP ARCHITECTURA ET AMICITIA TE AMSTERDAM, |
VERSCHIJNT IN DE NEDERLANDSCHE TAAL EN SOMS IN HET FRANSCH, DUITSCH §
OF ENGELSCH - WENDINGEN WORDT UITGEGEVEN DOOR C. A. MEES BB
TE SANTPOORT, TELEFOON NR. 22220 - WENDINGEN WORDT GEDRUKT BIJ DE §

FIRMA JOH. ENSCHEDE EN ZONEN TE HAARLEM - ABONNEMENT BlJ DE
UITGEVERS OF BIJ DEN BOEKHANDEL. VOOR BELGIE _DE SIKKEL" ANTWERPEN

s

i

200

- e

V_\'ELLIF‘IC—‘;-. I
7 S

%

AL

S OV RSNCEHTTT

MADIV/ O sno

Tt A

ErdA e CALIFOERMIA (w1 « FO

MILLAFI T aany

L ATHC-ESLE= b o




R

FRANK LLOYD WRIGHT
O O VON ERICH MENDELSOHN O O

DAS NACHTSTEHENDE ENTSPRINGT EINER DISKUSSION MIT
MR. FISKE KIMBAL|L — PHILADELPHIA, DER IN WASMUTH-
MONATSHEFTEN HEFT 6/1925 UBER DEN ,SIEG DES JUNGEN
KLASSIZISMUS UBER DEN FUNKTIONALISMUS DER 90ER
JAHRE" SCHRIEB. 0 0 0O 0O O O O O O DO O

Frank Lloyd Wright's Werk ist umkampft.

Die auf die Immergultigkeit der historischen Formen
eingeschworene Partei lehnt sein Werk ab.

Die den Angstblick auf die Historie ablehnende Partei
schwort auf sein Werk.

Ueber Frank Lloyd Wright schreiben, heisst deshalb,
sich mit beiden Parteien auseinandersetzen.

Sein Werk als notwendig betrachten, heisst sich objektiv
beiden Lagern gegeniber verhalten.

Frank Lloyd Wright lieben, heisst, sich fir das eine
Lager entschieden haben: fir das frische Wagnis, unsere
eigene Zeit zu gestalten.

Gelingt der Versuch, diese Voraussetzung in Beweis
und gegenbeweis logisch durchzufiihren, so fallt der
Vorwurf der Voreingenommenbheit, der Selbstverteidi-
gung oder der Selbstliebe.

Unwissende oder Schulmeister, die beide vor der Wahr-
heit unsicher werden, haben also nichts zu befiirchten.
Denn alsdann werden Wortgefechte keine Entscheidung
herbeifihren, Luftspiegelungen keine Klarheit bringen.
Vielmehr ist an einen Weg zu denken, der beiden Par-
teien ein gemeinsames Ziel verspricht. o
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Die Gegenpartei nennt Sullivan und seine Schule
einen Impressionisten. .
Sie meint das im Sinne der impressionistischen Malerei
der Mitte des vergangenen Jahrhunderts. Diese bildet,
auf dem Tiefstand ihrer Entwicklung, die Natur nach,
indem sie, ganz gleich durch welche malerischen Mittel,
den momentanen Eindruck auf den Vermittler wieder-
ibt und von dem Grad der erreichten Naturtreue den
chonheitswert des Bildes abhangig macht.
Dieser Vorwurf trifft den Sullivan der Weltausstellung
Chicago 1893. Denn sein ,Verkehrsgebaude” ist nur
ausserlich neu, im Ornament und im Detail.
Wahrend namlich die naturalistische Nachahmung in
der impressionistischen Malerei das entscheidende
Moment ist fiir die Struktur des ganzen Bildes, bleibt
sie, als Ornament oder Bauform, in der Architektur nur
eine Zutat der zweiten Dimension und hat nichts zu tun
mit dem eigentlichen architektonischen Element, der
Dreidimensionalitdt des Raumes.
Deshalb besteht zwischen Attwoods , Kunstpalast” der-
selben Ausstellung und Sullivan’s ,Verkehrsgebaude”,
trotz der grundverschiedenen Zweckbestimmung, kein
Unterschied im struktiven Aufbau, sondern nur in der
Anwendung des ornamentalen ldioms.
Gedanke und HandlunE sind die gleichen, beides sind
rein reprasentative Dekorationen, nur Wort und Geste
sind verschieden.
Saule bleibt Saule, ganz gleich, ob sie mit grazisie-
rendem oder romanisierendem Blattwerk geschmiickt
ist, ob sie als Saule den Architrav tragt, oder als Pfeiler
den Rundbogen. Theater bleibt Theater, auch wenn es
sich als lebendiges Sein auffihrt.
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Nur in diesem Sinn also hat die Unterscheidung: Sullivan
sei naturalistisch, Attwood abstraktschon: Berechtigung.
Aber sie beriihrt nicht das Wesen der Architektur.
Weit eher ist Sullivan's ,Verkehrsgebaude” als eine
erste Stufe seiner Entwicklung, vielleicht jeder neuen
Einsicht, aufzufassen.

Denn den Schwaéchling verfiihrt die Unzufriedenheit mit
der alltaglichen, briichig gewordenen Form zur Flucht,
den Mutigen aber treibt sie zum Experiment. Unzufrie-
denheit allein hat aber nie die Kraft, neue Fundamente
zu schaffen. Sie fithrt hochstens, wie spaeter in Wien, zu
einer Secession.

Also war der Weg des Impressionismus falsch. Aber
er hatte seiner Natur nach nicht unbedingt falsch zu
sein brauchen.

Denn bei vertiefter Einstellung hétte gerade die Er-
kenntnis der Naturvorgange anstatt zur Naturnachah-
mung zur Abstrahierung fuhren missen, das heisst, die
Kenntnis der or%anischen und funktionsgemassen Natur-
gesetze zur Erkenntnis der Elemente im Kunstwerk —
in der Malerei: der Farbharmonie und Proportion, in
der Architektur: der Konstruktion und des Aufbaues.
Gegen diesen falschen Weg der Naturnachahmung oder
der rein formalen, der ,secessionistischen” Neuerung
wendet sich die zweite Stufe in Sullivan’s Leben.
Hier nennt die Gegenpartei Sullivan gleichzeitig einen
Realisten, indem sie seinen Realismus, ebenfalls noch
auf der Basis des Impressionismus, als Imitation des
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Naturvorbildes auslegen will.

Aber die Theorie, dass auch die Architektur, dieses durch
das Hirn des Menschen erzeugte — gedachte und ge-
schaute — Produkt, von den Erscheinungsformen der
organischen Natur auf ihr eigenes Wesen schliessen
dirfe, verfilhrt dazu, ganz &usserlich und spieltrieb-
massig den konstruktiven Bedingungen der Organismen
nur Linien, also nur Formen zu entlehnen.

Und wahrend Europa sich blindlings auf diesen Irrweg
stiirzt, aus Ueberdruss am iberkommenen Formalismus
und nicht aus Mangel an neuen Bauaufgaben, im Ju-
gendstil aufrauscht und sich im Linienspiel schnell
zerreibt, bewundert viele Jahre schon zuvor Sullivan
das Organisationsvorbild der Natur. Bewundert ihre
Folgerichtigkeit, die Ordination und Subordination aller
"Organismen”, das Ineinandergreifen der einzelnen Teile,
also das Absolute ihrer Gesetzmassigkeit, nicht die
zufélligen Erscheinungen ihrer "Organe”.

Und so widerlegt Sullivan’s "Guaranty Gebaude" Buffalo
1896 die Gegenpartei, wenn sie ihre impressionistische
"organische Theorie" verallgemeinert und auf sein Werk
bezieht. Das ""Guaranty-Gebaude" ist, wie Kimball selbst
zugibt, "einfach, kristallinisch, aus einem Guss"”, das
heisst, es ist absolut, organisch und also frei von jeder
Zuféalligkeit. Im Gefiihl freilich ist es noch lbersteigert.
Der neugefundene Baustoff, das Eisen, dessen wirkliche
Beanspruchungsméglichkeiten damals noch nicht zu
Ende gedacht sind, ubersteigert seine Phantasie.
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Die gréssere Leistungsfahigkeit des Materials erlaubt
ein bisher unbekanntes Anwachsen der Dimension.
Beide, Material und Dimension, verleiten ihn zum Dithy-
rambus der Vertikalen.
Aber Eisenkonstruktion und Vertikalismus sind durchaus
keine Bedingung auf Gegenseitigkeit. Das Konstruk-
tions-Schema des Wolkenkratzers ist bis auf die heutige
Zeit das Fachwerk. Dieses bleibt Fachwerk, also ein
Gitter, ob es in Holz wie ehedem, oder wie heute in
Eisen gebaut wird. Das bedeutet die fast vollige Gleich-
wertigkeit der Vertikalen und der Horizontalen.
Aber diese Uebersteigerung der Vertikalen erscheint
ebonao'wne die Binderahnungen in den besten Werken
Olbrich’s und van de Velde's hier als Gesicht der kom-
menden funktionsgeméssen Maoglichkeiten. Sie ist also
mehr Vorausfilhlung als tatsachliche Neugeburt.
Was bei Sullivan noch als Reaktion der Vernunft gegen
gle Unvernunft der formalen Dekoration auftritt, ist keine
funktionelle Mode”, sondern logisches Ergebnis der
esamten Lebenserscheinungen.

enn einst war — im Entstehen — auch das griechische
Schema funktionell, das heisst in diesem Sinn durchaus
rDe‘alistis.lt_:h.

ese Tatsache negieren, heisst die Entstehungsge-
schichte der geschlossenen Kulturen — der St?leg—
uberhaupt Ietwl_\en. Leugnen, das Aegyptens Saiulen-
massen der Wiiste und dem Granit, dass die Saulen-
hallen Griechenlands dem Mittelmeerduft und dem

Marmor, dass die Pfeilersynkopen des Nordens de
Wetterwechsel und dem Backstgin mit ihren Ursprunr;
So stoht iso der Sul

o steht also der Sullivan der zweiten Stufe, wie je
Mensch des Uebergangs, zwischen den Dingen. i
In der Uebersteigerung seines Realismus kann er den
Vorwurf der Gegenpartei, den sie aus ihrer impressionis-
tischen Einstellung heraus erhebt, nicht véllig entkraften.
Aber nur in dieser romantischen Uebersteigerung.
Im Wesentlichen hat sein Realismus den gchrit zum
Konstruktivismus schon getan, das heisst begonnen, die
konstruktiven, die Wachstumsbedingungen der Orga-
nismen sinngemass in die konstruktiven Elemente der
Architektur zu dbertragen und anstatt eines sichtbaren
Linienspiels das Skelett des Baues fiihlbar gemacht.
Damit volizieht sich in Sullivan der historische Sprung
von der impressionistischen Destruktion zur Neustabi-
lisierung des konstruktiven Gesetzes.
Also ist Sullivan der "letzte grosse Fiihrer des Alten”
aber zugleich Vorlaufer des Neuen. '
‘I’);zs;sen eue ;chtl:;\ jetzt s:(cher zu fixieren, zumindest

auen Punkt seiner kritisc

gl vy hen Kurve anzugeben,
Wir kennen noch nicht die letzte Schnelligkeit.
Aber das revolutionare Spiel der Zug- und Druckkrifte
in Eisen und Eisenbeton, die jeder kilhnen Konstruktion
folgende Geschmeidigkeit der Hilfsbaustoffe haben dem
Bau die bisherige Gebundenheit und Schwere ge-
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nommen. Jedenfalls beweist die Leidenschaftlichkeit,
mit der sich die beiden Parteien bekampfen, dass es
bei diesem Kampf um mehr geht als um eine Mode.
Beide kampfen um die Elemente, ohne die sie nicht
leben konnen.

Das Elementare ist aber das Gemeinsame.

Hier wird das Ziel sichtbar, nur der Standpunkt ist
verschieden.

Augen rickwarts, Geist gebunden und verzagt.

Augen vorwarts, Geist frei und hoffend.

Die Klassizisten suchen die Form als das Primére. Das
bedeutet auf dem Wege zum Element einen Umweg.
Denn das Suchen der Formelemente ist gewissermassen
eine Aufgabe der intellektuellen Rechnung, als Schluss-
ergebnis einer Reihe von Formeln, das richtig sein
wird, wenn die Voraussetzungen stimmen.

Ein bequemer Weg, unkiihn und hinter der Zeit herlaufend.
Wir aber, suchen die Elemente an sich, die Form erst
als logisches Ergebnis.

Das ist der Weg der Intuition, des kiihnen Gesichtes, des
freien Denkens oder, wenn man will, des Experimentes.
Als solcher nicht ohne Gefahr. Denn er ist schwer
kontrollierbar und oft verbaut durch das Nachhinken
der technischen Moglichkeiten. Oft auch irrend in den
Mitteln, weil er nur das Ziel sieht, ohne den Weg zu
errechnen.

Beide Wege sind ohne Tradition nicht denkbar.
Tradition reisst nie ab. Jedes Werk ist zeitgeboren,
zeitbedingt.

Zeit folgt auf Zeit.
Aber es ?ibt Hindernisse, welche die gewohnte Ent-
wicklungsfolge storen.

— Sl
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Dann ist es richtig, einen neuen Weg zu suchen.
So gesehen, haben beide Wege ihre Berechtigung.
Aber der erste kann sich auf die Dauer nicht der hin-
reissenden Kraft des neuen entziehen, der trotz unsag-
licher Mihen, ofteren Niederlagen in immer wieder
Blgendlichem Aufstieg sein Ziel erreicht.

er zweite kann nicht standig im Versuch leben, sondern
muss letzen Endes sich bereitfinden zur Ruhe der Be-
friedigung, um das Gefundene auszuwerten und zu ge-
niessen.
Der erste also wird gezwungen, sich seiner historischen
Form zu entkleiden — zur Nacktheit des Neuen, der
zweite wird nackt geboren.
Dann erkennen beide sich als gleicher Art. Unter dem
Zwang unseres Lebens, unserer Zeit wird zeitgeboren,
aus Material und Konstruktion, die Form, der Stil. O
Allein von solchem Standort kann Frank Lloyd Wright
betrachtet werden.
Sein Werk steht mitten in unserer Zeit.
Somit ist seine Negierung des Ueberlieferten durchaus

ositiv.

eine Entwicklung aus diesem Gedanken vollzieht sich
logisch nach organischem Gesetz, wenn auch natur-
gemass noch ohne inneren Zwang, den neuen kon-
struktiven Baustoff im Sinne des Monumentalen restlos
durchzubilden.
Vorbildlich die Organisation seiner Bauten, sachlich,
frei, gedfinet, bewegt.
Unerschépflich der Reichtum seiner formbildenden
Ideen, bezaubernd die Harmonie seiner Farben.
Ein grosser Kinstler, den wir verehren.

AREHOUSE O
D.GERMAN O

Ein grosser Mensch, den wir lieben. s]

CONCERNING THE IMPERIAL
O O HOTEL TOKYO, JAPAN O O
BY LOUIS H. SULLIVAN O 1923

On the vast stage of the world drama, two ideas both

of them immense in power, confront each other in spec-

tacular appeal to the fears and the courage of mankind.

And it is preciseir this condition that gives animus and
s

validity to what to follow in contemplation of the
Imperial Hotel, of Tokyo, Japan, as a high act of
courage — an utterance of man's free spirit, a personal
message to every soul that falters, and to every heart
that hopes.
It is becoming clear that a new thought is arising in
the world which is destined to dinp!aceghe old thought.
The new thought partakes of the nature of that freedom
of which men long have dreamed. It is now breaking
through the crust of the old thought which thus far in
history has dominated the world of men and which
embodies the idea of dominion and of submissive
acquiescence.
The old idea, or fetish, is dying because it no longer
satisfies the expansion of thought and feeling of which
the impressive revelation of modern science are a
primary factor; and especially because it is no longer
at one with those instincts we call human; it does not
recognize the heart as a motive power.
Yet is the old idea tenaciously fixed in the minds of
a majority of those engaged in commerce, the industries,
the law, the courts of justice, and especially among
arasites of all kinds and degrees.

he old idea reaches from top to bottom of the social

strata, and also from bottom to top. It is an age-old
fixed idea, based upon a concept of self preservation,
which once may have had an outward semblance of
validity even though its stability of superstructure rested
upon a foundation of human slavery, ignorance and
suppression.
While in modern times bodil slavery as such has been
done away with in theory, the old idea has persisted,
curiously transformed into a slavery of the mind, which
also ranges lhrou?h all the social strata, even as men
appear to be bodily free.

is new slavery of mind is manifest in a strange, ever-
present dislurbln? fear, anxiety, and incertitude, which
permeates socieI and which leads the individual to
cling for safety to the old ideas, superstitions, and
taboos, in order that he may conform and not appear
too obvious as an individual, a target; that he may,
above all, escape the fashionable epithets, “crank”,
“visionary”, “dreamer”, “freak”. Hence comes about a
new economic slavery causing the man, high or low,
to fear for his job, and live in a nightmare so terrifyin
that he dare not say one word !ha?migh! be construe
as disturbing. Such minds in their nature are asleep to
the significance of great world movements in thought.
But the idea of freedom is also old; older indeed than
the slave-idea. For it is of the nature of any organism
that it wishes to be free to grow and expand. This
instinctive desire for freedom has been held in check
and dominated bn the intellectual idea of fear, resulting
in unnumbered inhibitions and suppressions, which have
led to an obscuration of the minds of men of the two
ideas of slavery and freedom.
But the idea of freedom als o is beginning to permeate



the thoughts of men, with a new urge, also through
all the strata of society, and is massively defining, taking
form, and becoming energized, through an ever-growing
knowledge and ever-increasing understanding of the
true nature, the true status of man not as creature but
creator; an enlarging view of man's inherent powers and
a growing consciousness that his slavery has been self-
imposed. It was in this sense that | have had occasion
recently to comment upon the splendid interpretation of
the spirit of the Amerian people manifest in the design
submitted in the competition for the Tribune Building in
Chicago — by a Finlander — Eliel Saarinen.
It is in this sense that we are now about to contem-
late the new Imperial Hotel in Tokyo, Japan.
ghis reat work is the masterpiece of Frank Lloyd
Wright, a great free spirit, whose fame as a master
of igeas is an accomplished world-wide fact.
Through prior visits he had discerned, and added to

the wealth of his own rich nature, the spirit, as evidenced
in forms of the ideals of Old Japan, which still persist,
in slumber, among its living people, needing but the
awakening touch. _
It is a high faculty of what we call genius to penetrate
and temporarily to reside within the genius of another
people foreign to our own local ways. And it is this
uality of vision, this receptivity, this openness of mind,
that especially signalizes the free spirit—the mind free
from provincialism and the fear of life.
Next in order to the power of vision comes the power
to interpret in thought; and, next to this, the power to
express the thought, the state of feeling, in concrete
terms.
In this structure is not to be found a single form dis-
tinctly Japanese; nor that of any other country; yetin
its own individual form, its mass, and subsidiaries, its
evolution of plan and development of thesis; in its

sedulous care for niceties of administration, and for the
human sense of joy, it has expressed, in inspiring form
as an epic poem, addressed to the Japanese people,
their inmost thought. It is characterized by the quality,
Shibui, a Japanese word, signifying the reward of earnest
comtemplation. In studying the concrete expression, the
embodiment of idea in solid form, the magnitude of
this structure should always be borne in mind. It is
300 X 500 feet on the ground, the area thus equaling
150.000 square feet, or nearly two and one-half times
the area covered by the great Auditorium Building in
Chicago. The structure is three stories high in the
main, with special masses equivalent in height to seven
stories.

In a sense it is a huge association of structures, a
gaiherinf of the clans, so to speak; it is a seeming
aggregate of huildlnf: ahieldin? beauteous gardens,
sequestered among h

hem. Yet there hovers over all,
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and as an atmosphere everywhere, a sense of primal
Eower in singleness of purpose; a convincing quiet that
espeaks a master hand, guiding and governing.

Upon further analysis, aided by reference to the floor
plans, it is disclosed that the structure is not a group,
but a single mass; spontaneously subdividing into sub-
sidiary forms in groups or single, as the main function
itself flows into varied phases, each seeking expression
in appropriate correlated forms, each and all bearin
evidence of one controlling mind, of one hand moul-
ding materials like a master craftsman.

It is this coming to grips with realities that infiltrates
the mind of the observer, until he feels the reward of
earnest contemplation in the sense that what at first
he had regarded as a material structure is sending forth
to him an emanation of beauty, the presence of a living
thing, a wondrous contribution to the architecture of the
world, an exposition of the virile thought of modern man.
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So much for the ever-growing fascination of external
forms, which appear as eloquent expressions of a some-
thing that must reside within them and justify them,
upf:on logical grounds, as forms developed from functions
of utility.

In considerations both of analysis and synthesis one
must regard the plan as the mainspring of the work;
and this plan in turn as but the organization of the pri-
mal purposes of utility, manifold in their nature, of ser-
vice to be rendered.

Now, in examining the plans at the various floor levels,
one discovers that the big idea of service divides into
two specialized forms: the first constitutin? as a com-
plex group a hotel complete in all details for the com-
fort and entertainment of the traveling public, or resi-
dentials; the second, more formal and sumptuous part,
is discernible as a group embodiment of the necessity
for a clearing-house not only for the social obligations
incurred by Japanese official life in its contacts with
representatives of other lands, but also for the great
social functions now inevitable in the high life of the
Capital.

Consequent upon the relation of these two groups there
exists a most felicitous system of interpenetrations, and
communications, with a circulatory system, all worked
out in a manner signifying not only mental grasp but
creative imagination, based on the human being as a
unit and a motive.

The dispositions throughout the entire building are so
dexterously interwoven that the structure as a whole
becomes a humanized fabric, in any part of which one
feels the all-pervading sense of continuity, and of intimate
relationships near and far. In this especial sense the
structure. carrying the thought, is unique among hotel
buildings throughout the world. Japan is to be felici-
tated that its superior iudﬂment in the selection of an
architect of masterly qualifications, of such nature as
to welcome new problems of time and place, has been
justified. The longer the contemplation of this work is
continued, the more intense becomes the conviction
that this Master of Ideas has not only performed a ser-
vice of distinction, but, far and above this, has presen-
ted to the people of Japan, as a free-will offering, a
great gift which shall endure for all generations to come

00w

as a world exemplar, most beautiful and inspiring, of
which Japan may well be proud among the nations as
treasuring it in sole possession.

In further study of the ﬂlans in their aspect of econo-

mics, one should carefully note the differences of levels,
shown thereon but more clearly set forth in the longi-
tudinal section. These differences of level are, in one
aspect, a part of the charm of the work considered

from the human point of view, and, technically, as a
skillful method of deployment. They favor also the inter-
penetrations and the easy accessibility of the larger
units and, thus, the compactness of arrangement and
economy of space. A notable feature in this regard is
the location of a single great kitchen, centrally placed
in such wise as to serve the cabaret directly, the main
restaurant directly, the private dining rooms by stair-




ways and capacious electric service elevators, and

likewise the banquet hall and ballroom above.

Beneath the banquet hall is a theatre seating 1.000,

and at the level of the main floor of the theatre the

entire structure is traversed and in a manner bisected

by a grand promenade twenl!’ feet in width and 300
r

feet in length. This promenade brings the two long wings
of guest rooms in touch with the central group and
acts as a foyer from which are entered the theatre,
four groups of private dining rooms, and opposite the
theatre a large parlor, the projecting balcony of which
overlooks the restaurant. The floor of the promenade
is sixteen feet above sidewalk level. Beneath the pro-
menade at the north end is situated the formal social
entrance with attendant service rooms and hallway
leading to passenger elevators. Spaciously around the
intersection point of the axis of the promenade with the
central axis of the grand-plan are grouped stairways,
passenger elevators, service elevators, service stairs,
and other utilities. Within this group the service element
ntis Io?‘ically vertical. Elsewhere the circulation is mainly
in the horizontal sense, as there are but three tiers of

uest rooms.

he two great wings, each 500 feet in length, contain
the guest rooms, 285 in number, to be hereinafter des-
cribed. These two huge parallel masses act as guar-
dians of the inner courts, the gardens, and the more

open structural effects, protecting them against the
heavy prevailing winds and insuring a large measure
of quiet, a sense of retirement and relief from a busy
and noisy world without.

There remains to be considered an introductory group,
placed within the open space bounded by the main guest
wings and the formal social group, and lying symme-
trically along the main axis of the grand-plan. It is
connected to the wings by means of open bridges over
terraces, leading to elevators and stairways. This group
constitutes the welcoming feature of a grandiose and
most hospitable plan — a plan based upon a rare sense
of human nature, everywhere discernible throughout the
structure.

At the western, or initial, beginning of the grand-plan,
the parallel wings throw out minor wings of an enfoldin

character. Between these two wings lies a large forma
pool, on each side of which are the driveways for auto-
mobiles. For jinrikishas separate entrances and runs
are provided through the main wings. The entrance
feature of the central group stands well back from the
pool. One ascends a few steps and enters a spacious
vestibule, from which lead up and down special stair-
ways. A broad flight carries one to the main lobby
from which one may enter the lounges, the side wings,
or directly ahead, the main restaurant. At higher levels
the group contains tea rooms, library, roof garden; and
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below, the executive offices, the bazaar, and the swim-
ming pool. Beautiful form combinations and vistas make
the interior treatment highly interesting and inviting.
The level of the restaurant floor is seven feet above
the sidewalk grade and nine feet below the grand pro-
menade. The latter is reached from it by means of
stairways, upper-level terraces or by elevators.

It cannot too often be reiterated that the terrace idea
is the key to the development of the plan in its entirety
and that this idea, seized upon by the constructive crea-
tive imagination, and carried into logical and beautiful
extension, reveals the secret of the serenity and joy of
this edifice. Nowhere is the sense of size oppressive,
for the eye finds interest everywhere. Thus the struc-
ture may truly be called epic, as one views its large
simplicity of utterance and richness of well ordered
detail. Peculiarly entrancing in this latter regard is the
treatment of the lava within and without the structure.
Everywhere its surface is wrought in intricate pattern.
Constantly varying in expression in accord with loca-
tion, and so beautifully conceived and cut as to appear
of it, integral with it, not applied. The effect is of a
continuous, velvety shimmer of lava surface.

Among functional details are to be noted the system of
external night-lightin?, organically incorporated in large
perforated units within the masonry at carefully consi-
dered strategic points; the terraced bridges which seem

to float; the sumptuous treatment of the entrance to
the social group; the recognition of the terminals of
elevator shafts and of dumbwaiters. These latter utilita-
rian things are not hidden or denied, they are affirmed,
as they should be, and add to the fuliness and fidelity
of expression. Indeed, it seems to be but little under-
stood that fidelity to the finer truths inhering in material
things is of the essence of romance. And this is a
romantic edifice, heroic, dramatic and lyric in expression
of function and of form.
A notable selection of local materials has been adopted
for the external effects: hand-made brick and hewn lava
are chiefly used with a most interesting interspersion
of copper for the cornices and delicately worked copper
roofs. All flat roofs are of concrete and are treated as

ardens.

he color effect is quiet, yet piquant. The bricks are
buff, the lava greenish yallow with deep brown spots,
the copper turquoise. Minor color effects are secured
in various materials, while to all of these effects apper-
tains the added charm of gardens, and distributed shrubs
and flowers — all of which are daily cared for; and
potted and vased effects are renewed as occasion
requires and the changing seasons suggest.
The general construction of the building is definitely
based upon the reinforced-concrete-slab idea, carried
out by the architect theoretically and practically to its
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into which the floor slabs are so solidly tied as to take practically to withstand distortion or fracture by earth-
on the character of cantilevers, as conditions of distur- quake, was put to the test while nearing completion
bance might demand. ) in April, 1922, in broad daylight, during the heaviest
Thus we have a structure almost literally hand made — temblor in point of severity Japan has known in fifty
the use of machinery having proved relatively ineffi- years. Wide destruction was wrought in the city of
cient — a structure so solidlr built of materials insepa- Tokyo. The shock was terrific. The Imperial was vio-
rably united as to possess all the virtues of a monolith, lently jolted. It visibly trembled, swayed and rocked in the
and yet so completely threaded through with steel fibres upheaval, and at its ending quietly steadied to position,
as to add the virtues of elasticity and resilience. free of distortion, rents or damage of any kind.

The policy of administration of actual construction work So much for a system of construction altogether novel
was based upon the traditional habits of the Japanese in conception and execution, carried out by a strong,
skilled laborer and craftsman. These active and tireless persistent mind, as imaginative in its insight into fun-
little men are so deft and nimble that results were most damental principles of engineering as in its profound
thorough, even though at first they required instruction insight into the romance of breathing life and beauty,
in the use of materials with which they were not humanity and spirit, into forms and materials otherwise
familiar. . helplessly inert.

This structure, designed theoretically and worked out It is thus that the master mind works, to bring forth, out

limits, in a manner so novel, so logical, so convincing, in such wise as to render it yielding but resilient, hence
as to be of the highest technical interest to those fa- secure against fracture or distortion. The slabs are as
miliar with the general slab idea. The specific applica- tenaciously yet flexibly adjusted to the vertical supports,
tion here has to do directly with a flexible resistance and, where occasion requires, the slab system merges
to earth-quakes — developing shocks, undulations, os- from the concept of lintel into that of cantilever. There
cillations, and twists, in action. is here so general a use of this latter method, on
The entire structure rests upon a layer of spongy soil, account of its adaptability to projecting horizontal slabs
beneath which is found mud of undetermined depth. otherwise unsupported and the resulting ease of crea-
Short concrete piles are inserted in the upper layer, ting unobstructed areas, that it may perhaps be des-
where required and as numerous as required, capped cribed as in essence a reinforced-cantilever-siab-
by reinforced concrete slabs which receive their direct system.

loads at calculated points. The entire structure thus In the construction of all outer walls wooden forms
rests upon a flexible foundation which is free to yield were dispensed with; the outer layer of specially notched
to the mutations of earthquake disturbance and come bricks, and the inside layer of hollow bricks, serving
back to place again. as such. In the cavity between, rods, vertical and ho-
By a system of distribution of steel rods everywhere the rizontal, were placed, and then the concrete filler, the
masonry superstructure is knitted thoroughly together wall thus becoming a solid mass of varied materials,
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of the fabric of a dream, a fabric of enduring reality.
As to the interior, a noteworthy feature is the use of
lava and brick in the grand promenade, the theatre, the
restaurant and the banquet hall. It was a happy thought
to penetrate the interior with materials of the exterior,
thus giving a sense of enduring construction.

The equipment inthnrou?h and complete; electric heating,
light and motive power, the usual telephone service, and
a system of mechanical ventilation constantly in use
and so arranged as to deliver cooler air in summer.
All furniture, rugs and hangings of the public rooms
are of special design, simple, strong and rich, partaking
of the character and specifically related to the forms
of the structure in a fine play of polychrome.

The guest room arrangement of the wings has been
worked out to conserve space, concentrate conve-
niences and preserve a quiet effect. The rooms are not
large, but are arranged and furnished to become sit-
ting rooms; the beds are in evidence more as couches
than as beds. The typical small room is 15 by 18, with

a 6 by 10 bathroom deducted. The typical large room
is 15 by 22, bathroom similarly deducted. Average
ceiling height © feet 4 inches. The electric heating and
indirect lighting are combined in a standard attached
to twin tables in the center of each room. These tables
have a small writing table and a small tea table beneath
them which may be removed to any part of the room,
and, when not in use, may be returned to their places
as part of the central group. The electric heat is thus
at the center of the room.
For the rooms, see illustrations on rlgo: 127,128, 129).
he wardrobe is a built-in feature of each bedroom, and
is designed to accomodate a steamer trunk, a wardrobe
trunk and two suit cases.
It has ample hanging space for clothes and the drawers
of the old-fashioned dresser have been worked into
this feature. There is storage space above it for pur-
chases. A feature of this wardrobe is a guest-box ac-
cessible from the corridor or the bedroom at the will
of the guest. This guest-box also contains the telephone.
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A full length mirror is placed against the side wall, and
a small dressing table placed beside it. The central
group of tables and this dressing table, together with
an overstuffed easy chair or two, a light, wooden chair
or two, and a hassock, are all the furniture of the room,
except the couch-beds. It will be seen in this arrange-
ment that great simplicity has been arrived at. An
individual color scheme characterizes each room. A
s'?eclllly designed rug to correspond is upon the floor.
[ror this Rug, see reproduction on page 105.;I

he furniture covering, bed covers and window hangings
are of the same stuff and color, and correspond in each
case with the color note of the room. The color scheme
ranges through the whole gamut of color from quiet

rays to bright rose and old blue or gold.

he effect the whole is quiet and complete. Every-
where there is ample light. Privacy is insured by the
omission of the transom and the device of the guest-
box. Cross-ventilation is secured in every room and
bathroom by means of forced draught acting through
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ducts and a series of square ventilators set in the
corridor partition above the picture rail. These are
easily adjusted for summer or winter use.

The corridor ceilings are all dropped beneath the con-
crete slabs to make continuous ducts, to which are
connected the vertical vent shafts between every pair of
rooms. These vertical shafts extend from basement to
attic space and contain pipes and wiring, which are
accessible and free of the construction everywhere.
The bathroom is an adjunct of the bedroom; in every
case treated as a part of it. It is lined with ivory colored
mosaic tiles, all external and internal corners curved.
The bathtub is a sunken pool in the floor of the room,
formed, with curved corners, of the same mosaic tile
as the floor and the walls. The room has a vaulted
ceiling, and screened windows in the outer wall. The
whole is drained and imﬁervious to water in every part.
The floor is electrically heated from below.

The main corridors of the guest wings are six feet wide,
exposing the brick-faced concrete piers that support
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the floor, giving to the whole the effect of a cloistered
promenade. The corridors are artificially lighted through

erforated metal screens set into the ceiling.

he corridor floors are cork-tiled. The threshold has
everywhere been eliminated. Where plaster has been
used the walls are treated with ground pearl shell
splashed on to a heavy coat of paint in the Japanese
manner. All the windows in the building are screened,
shaded and curtained. The wood, where used in the
trimming, is throughout of Hokkaido oak, waxed. Outside
each large room is a tiled balcony or terrace reached
by low windows opening upon it. Baggage rooms, in
each wing, for the storage of guests’ luggage, easily
accessible at any time, are located next to the elevators
on the general level.

Thus an attempt has been made by this writer to set
forth as clearly as may be the nature of a great work
of architectural art founded in this particular case upon
the utilities associated with human needs, in its aspects
of hotel life and administration; or, in another sense,
the forms that have been caused by a luminous thought
to arise in sublimated expression of these needs in
visible forms of beauty.

The true meaning of the word practical is completely
elucidated in this structure. For “practical” signifies
explicit and implicit human needs. Such needs run a
wide gamut of desire, ranging from the immediatelg
physical and material, gradually upward in series throug
:he idcasires of emotional, intellectual and spiritual satis-
actions.

BANQUET HALL
IMPERIAL HOTEL
IN TOKIO (JAPAN)
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Thus we can understand how important is the play of
imagination; for imagination is distinct from intellect.
It lies deeper in life, and uses intellect as a critical
executive instrument wherewith to carry its visions of
reality into reality itself, while determining its quality of
procedure, at every stage. Otherwise intellect would
dominate imagination, and pervert its ends.

Thus what we call art and what we call science are
indissoluble within a masterful imagination. But imagi-
nation must be free to act in true accord with need
and with desire as fundamental human traits; and in-
tellect must be disciplined by the will to act in accord
with imagination’s fine desires. But for this initiative,
and to this end, man’'s spirit must be free: unimpeded
by irrelevant inhibitions. The vision of the free spirit

ever seeks to clarify, to amplify what we call the com-
monplace. It sees within the so-called commonplace
the elements of sublimity. Thus the architect who com-
bines in his being the powers of vision, of imagination,
of intellect, of sympathy with human need and the power
to interpret them in a language vernacular and true —
is he who shall create poems in stone, consonant with
the finer clearing thought of our day, and the days of
our expectancy.

In this regard the Imperial Hotel stands unique as the
high water mark thus far attained by any modern archi-
tect. Superbly beautiful it stands — a noble prophecy.

a u] a




REFLECTIONS ON THE TOKYO
(m ) (m) DISASTER O (m)
BY LOUIS H. SULLIVAN O 1924

In my preceding article on the Imperial Hotel in Tokyo
I prefaced by saying:

“On the vast stage of the world drama, two ideas. both
of them immense in power, confront each other in spec-
tacular appeal to the fears and the courage of mankind.”
The casual reader, as a rule, is not accustomed to those
generalizations which go under the — to him — somewhat
repellent name of philosophy, and in so far as philo-
sophy has dealt and deals solely with abstractions and
nonentities, he is right in his disdain — which | share.
Such philosophies as have gone by the names Platonic,
Neo-Platonic, and German Transcendentalism, have

done their huge share to fill the world with sorrow,
for they and their kind are the intellectual basis of
tyranny. And this same casual reader is as casually apt
to be unaware that day by day he lives under the tyranny
of abstract dehumanized ideas; that he is under the
dominion of ideas he had no share in making, ideas so
diaphanous and all-pervading that they are as the air
he breathes. His disdain of philosophy therefore is but
disdain of a word. Of the saturnine content of that word
he is as unsuspecting as a kitten. If he is a university
man, an aspirant in philosophy, he has been taught to
revere that word and its content; and in innocence he
reveres them both — and so another kitten, not in the
least comprehending the utter heartlessness of it all;
not in the least perceiving in the world about him the
corruption and dislocation that have followed in its train.
To be sure there are readers and readers. One reads
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industriously, and learns nothinq — he is credulous.
e

Another reads industriously and learns nothing — he is
cynical. Another reads even more industriously and
widely and learns nothing — he is pessimistic. But of
all three and their varieties, the credulous one is in the
most pitiful plight.

He may read the philosophies of abstraction and find
them ennobling, he may believe himself to be lifted up
and to have entered the highest attainable domain of
pure thou?ht—the realm of the ideal, the perfect, the
absolute, in which the intellect reigns supreme — regar-
ding itself in its own supernatural mirror, its gaze fate-
fully turned away from man and from his world. And of
such belief in the unreal is the basis for all credulity —
especially in evidence in the wool-gathering highbrow.
Yet there is another class of reader — he who regards
not authority, eminence, nor prestige as finalities, but

who seeks that which nourishes and enlarges his com-
prehension of life, and who, therefore, as by instinct
of self-preservation, rejects that which sterilizes life —
that is to say the abstract. To him therefore Life becomes
an ever broadening, deepening, sublimating and impres-
sive flow, within which he finds himself moving — his
own life unfolding, and with the passing years thus
arises, within, a deep religious and moral sympathy with
the vast spectacle of immediate life, enfolding mankind,
which he envisages as participant and spectator. In
sympathy there arises within, a new pity allied to a new
faith in man.

With spontaneous gesture the newly-arising philosophy,
with the voice of which | speak, sweeps aside the
spooks and phantasms which have tyrannized the credu-
lous and made slaves of high and low, even in our own
day of so-called enlightenment, and with mind thus




cleared for action and merging with the flow of life
seeks therein a comprehension of mankind, in order to
arrive at an outline of conservation, which, in its di-
rectness of purpose, may supersede the abominable
wastage of humanity due to the prevailing confusion
of ideas.

In one aspect the eye views an incredibly frantic in-
dustry, with no objective but to sell, and in another
aspect — an inexorable reaction of the first — a steady
decline in thought beyond the immediate frenzy, a ter-
rifying inability to foresee the consequences of a thought
or an act; or worse, a wanton and brutal disregard.
And while it is a fact that the thoughts here above set
down arise immediately out of contemplation of the
helplessness, the shabbiness, the ruthless debauchery
of commercialized American architecture —which means
death — the same thought reaches out over the world
and crossing the wide waters arrives at Japan with its
city of Tokyo, in which has been staged, as but yesterday,
a startling tragedy of ideas, wherein the abstract has
crumbled in universal ruin, while one living thought
and living thing survives. This is what is involved in the
significance of the statement that on the vast stage of

the world-drama two ideas, both of them immense in
ower, confront each other in spectacular appeal to the
ears and the courage of mankind.
The emergence, unharmed, of the Imperial Hotel, from
the heartrending horrors of the Tokyo disaster, takes
on, at once, momentous importance in the world of
modern thought, as a triumph of the living and the real
over the credulous, the fantastic and the insane.
It emerges moreover before our gaze as an imposing
upreared monument to the power of common sense;
to that consummate common sense which perceives,
comprehends, and grasps the so-called commonplace,
the real, as distinct from the abstract; to that common
sense which founds its logic upon the power inherin
in nature’s processes, when interpreted in terms o
action, as affecting results; soundly scientific in fore-
seeing results; and which towards this end employs an
accurate imagination. For it requires unusual imagi-
nation to see stone as stone, brick as brick, wood as
wood, steel as steel, the earth as the earth and human
beings as human beings.
We may call this power Inspiration if we please, and
if we think the word sounds pleasanter than Philosophy.
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But it is well to bear in mind that Inspiration is philo-
sophy in its highest estate, and that true philosophy
is systemized common sense in its finest human reach.
o o o
In planning the erection of a structure in a terrain
habitually given to earthquake it would seem to be
natural to regard earthquake — otherwise seismic dis-
turbance — as a fundamental. For earthquakes are not
imaginary or abstract or illusory; they are real — and
at times calamitous. It would seem, therefore, to be but
the part of common sense not to invite destruction.
Yet such is the pervading American credulity, such
its inability to think straight; such its impulsive accep-
tance of “go-gettism” and “pep” and “progress” and
“enterprise” as substitutes for reflection and sound
thought, and social responsibility, that it succeeded
by sales-methods in imposing upon the Japanese, struc-
tures so childish, so absurd, so uncomprehending, as
verily to invite destruction. To be sure the Japanese
themselves were credulous enough to take the bait of
boosted land values, and multiplied areas; and in their
cupidity were induced to hold the ba?. When the time
came they found the bag filled not with purring kittens,

but with terrifying wild-cats.
Prior to the American invasion, there has been an
English invasion; and prior to the English, a German
invasion, both invasions carrying with them the sophis-
ticated credulity of European culture. Both of these alien
cultures erected solid masonry buildings upon earth-
quake land. When the time came, these structures

roaned, and buried their dead.

ow, further, Japanese society being heaviest at the
top, it would seem but in keeping that its indigenous
structures, designed in the native idiom, built on narrow
and tortuous lanes, should also be topheavy. When the
time came the flying heavy roof tiles did their share in
the general slaughter, and as well the flimsy bridges
and the flimsiness in general. Thus ruined Tokyo became
the prey of conflagration. Thus death arose out of the
temblor and spread forth its arms over Tokyo doomed
by a false premise. .
It may seem quite easy to draw conclusions after the
fact. If you really think so, try your hand on the
European war. Or, make a diagnosis of contemporary
American architecture. Or attempt an analysis of the
American mind, tracing its activities back to their com-




mon source. These are, all of them, matters after the fact.

u] o o
We are now to deal with the reverse aspect of the
problem. That is to say, with the primary assumption
of earthquake and disaster, and how to forefend. Some
five years prior to the now historic temblor a young
man of forty seven was called to Tokyo to consult as
architect regarding the planning and construction of a
great hotel to be called the “Imperial”. This man, a
poet, who had reduced thinking to simples, began his
solution with the fixed fact of earthquakes as a basis
and made an emotional study of their nature and mo-
vements. The second move was the resolve never to
relax his grip on the basis fact of earthquake as a
menace, and to devise a system of construction such
as should absorb and dispose of the powerful shocks,
waves and violent tremors, and Lﬂ maintain its integrity
as a fabricated structure. It may be remarked in passing,
that the 1uamv and power of emotion dramatizes the
power of thought; that the poet is he whose thought,
thus enriched, imparts telling power to the simple and
the obvious, bringing them into the field of vivid cons-
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ciousness.
It is precisely this power of the poet to bring earth-
uake vividly into consciousness and hold it there, that
ﬂislinguishas him, in this instance, from the uninspired
engineer. The latter is an extremely useful person,
wherever and whenever his formulas, his slide-rule, his
tables and his precedents —to which he is a slave —
apply. Within the limits of routine he may successfully
vary his processes in application; and there his social
value ends. The same, in substance, may be said of
the uninspired practicing architect, except that the latter,
in addition, is invertebrate. Wherever he thinks with
reasonable clearness, he approaches the engineer; but
he is not a Yea-Sayer — he prefers to trim. Yet the great
creative engineer — and there have been such — by
virtue of clear eyesight, material realization and the
ower to dream, is again the poet if he fail not in the
uman sense of beauty, even though he may not think
so, and out of prudence may not say so. Yet he is
essentially of the Yea-Sayers — and the Yea-Sayers are
the great modern poets.
The architect of the Imperial Hotel, whose name by
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the way is Frank Lloyd Wright, a fact | should in all
honor have mentioned earlier, had | not been so en-
grossed in an attempt to clothe in words the basic idea
of my thesis — the most dangerous and destructive of
all ideas — the idea of Credulity; this architect | say,
whom | have known since his eighteenth Year, and the
workings of whose fine mind | believe I fairly follow, is
possessed of a rare sense of the human, and an equally
rare sense of Mother Earth, coupled with an appre-
hension of the material, so delicate as to border on
the mystic, and yet remain coordinate with those facts
we call real life. Such mind, sufficiently enriched by
inner experiences as to become mellow in power, and
reinforced by a strong tenacious will, is grecisely the
primary type of mind that resolves a problem into its
simples, and out of these simples projects in thought
a masterful solution, and in the process of transmuting
thought into actual material fact, displays a virtuosity
in the manipulation of the simples of technique.

| admit it is difficult for a mind academicail¥ trained and
hence in large measure deprived of its freedom and
its natural susceptibility, to grasp an idea so foreign to

its heritage of tradition as is, necessarily so, the idea of
simples. | go further and assert that such idea may be
repugnant to such minds — may even alarm such minds —
itis too disturbing in its ominous suggestionthatthoughts
may be living things — Now! — Here! — The intrusion of
Life upon such minds may indeed be disheartening.
And the same statements may apply with equal force
to the mind technically trained exclusively —the world
of life shut out; and as well to the business mind,
with its airy system of phantasies, its curious rules of
the game, its pontifical utterances of the higher wisdom
of mendacity, and its one, solid, credulous faith in the
abstract notion, deeply cherished, that human life is and
must ever be a battle, a struggle for existence, and thus
believing render itself “the unfit" to analyze its own
symptoms which predicate periodical collapse of the
structure it has reared upon the soil of an earthquake
thought. And yet, in contrast, the open mind which may
have won its freedom through valor, going forth into the
world of men and thoughts and things, discerns basic
simples everywhere and in all things. To such mind
the confusion of the world is no mystery.
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It is no part of my business here, nor of my intent, to
go into the technical refinements, the subtleties of re-
action, and the plastic sense of balance and free move-
ment that enter into the structural theory and actuality
of the Imperial Hotel. Mr. Wright may do this if he so
sees fit. The vast sumptuous building, in all its aspects:
structural, utilitarian and aesthetic, was the embodiment,
and is now the revelation, of a single thought tenaciously
|I;.=ldd by a seer and a prophet, a craftsman, a master-
uilder.

This most significant architectural monument that the
modern world can show, stands today uninjured because
it was thought-built, so to stand. It was not and is not
an imposition upon the Japanese, but a free will contri-
bution to the finest elements of their culture. The fame
of the building and its author is now world-wide; and
we will let it go at that.

Meanwhile, | geclare as my real business and my true
intent herein, to be that of one of enquiring mind who seeks
in this disaster the realities behind its terrifying mask.
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FACTS REGARDING THE IMPERIAL HOTEL FIRST.
The New Imperial is a hotel of solid masonry construc-
tion containing commodious public rooms and 285

bedrooms together with 225 outside bathrooms. This-

much however is less than one-half its substance, or
its function, or its cost.

It is also a centre of entertaiment — a clearing house
for Japan's social obligations to “the foreigner™ and this
Proup contains the 300 foot masonry promenade with
6 private supper rooms — a masonry theatre with revol-
ving stage. In the theatre there are one thousand seats.
There is below the theatre a terraced cabaret seating
at tables 300 people with dancing space and stage.
Above the theatre is the banquet hall with capacity to
seat a thousand at table. A gallery is continued all
around it. Like the theatre, it too is done in imperishable
materials, — a great building in itself. Group |, the hotel,
would cost anywhere in America at least two million
dollars, probably much more —furnished.

Group Il, the entertainment group would cost two and

a half million dollars at least, anywhere in the U.S.A.
The Imperial Hotel, furnished, cost 20°, less per
Tsubo than any building in Tokyo erected under foreign
influence during the past five years has cost, unfur-
nished. There are 10,400 Tsubo of actual free floor
space in this building, excluding terraces and gardens.
A Tsubo is 36 square feet.

SECOND. The ceiling heights, of the typical bedrooms
average 9 —4', they vary slightly in the different stories.
The typical small guest room is 15X18 feet with a
610 bathroom included in the outside fore corner.
The typical large room is 15 X 22 with a 6 <10 bathroom
included in the outside fore corner.

There are many larger rooms en suite. Some of them
36'0° wide. Each room has ample glass surface as
any truthful occupant will testify — summer or winter.
The rooms and bathrooms are all outside rooms opening
on gardens or streets.

If we study the building method of Italy or other semi-
tropical nations we find thick walls — small openings

and rather high ceilings, — high ceilings because there
was no forced draught used in former times. High
ceilings in Japan, wich has a climate of extremes work
both ways — for comfort in summer — dead against it
in winter, because heating is very expensive in Japan.
The cool chambers protected by the masses of the
masonry itself is the best protection against heat of the
sun. And provided the air is kept circulating from the
coolest places from which it can be taken and delivered
from beneath the roof surfaces to the outside air the
best has been done that could be done for comfort in
humid hot weather.

This is the design of the Imperial and the means taken
to work it out have gone more thoroughly into the
matter and the system is more complete than in any
other modern building known.

THIRD. The “stone” is a lava called OYA. It is the
“stone ordinaire” of Japan. It is indestructible by water
or fire. It will not disintegrate — it is not to be pene-
trated by moisture. When first quarried it is soft and

Yt “

easily workable. It hardens on exposure to the weather
and turns yellow. | found buildings with arrises still
sharp and clean that had been standing SSJears: saw
it where it has been underground for 70 years. It
weighs 96 Eounds per cubic foot — about the weight
of green oak.

It is cupped by pockets of burned wood left as the lava
flowed down over fhe forests. Itis an ideal building stone
similar to Travertine or Caen but with finer character
than either. | would be content to have it and no other
for the rest of my life as a medium with which to build.
Because it was so easily worked | could hollow it out
and use it for forms into which the concrete slabs
cantilevers or walls were cast and the steel reinforce-
ment be tied into the joints as well as hooked into the
material from beneath and all cast solidly together with
the concrete. Wherever there was a chance for a flaked
oft piece, copper was used in connection with it to
insure it.

No terra cotta — no stones — could furnish the same




security as this lava for the features of the building in
an earthquake country.
The proof of this came with the earthquake in April
1922. This was the most severe earthquake in Japan
for 52 years and there was no check nor crack nor
fallen piece in the finished construction anywhere. Next
day the building was visited by architects, societies,
insurance companies and others and the facts here
stated may easily be verified. This work was done under
the constant personal supervision of Mr. Mueller.
Exceptions taken to this free use of lava as a plastic
material were silenced by the earth quake.
FOURTH. In the erection of the New Imperial Parlia-
ment Buildings, the scheme of foundation originally
designed for the Imperial Hotel has been adopted.
In the original design | had intended to bore the holes
for the concrete piles but owing to the fact that old
iles and stones abounded in the soil Mr. Mueller found
it more advantageous to punch the holes with a wooden
tapered pile. This system of foundation saved my clients
hundreds of thousands of dollars over the usual system;
but more important than that, | believe it to be the

logical system for any earthquake country, or a soft
ground locality like Chicago or Tokyo. This foundation
was undertaken in the interest of my clients, carefully,
after many preliminary tests extending over a period of
a year or more — with full knowledge of all that the
matter entailed. Apparently an old subterranean water
course took its way diagonally across the building lot
in a streak about twenty feet wide and made itself felt
in the building as it went up — but the natural means
of reinforcement which was part of the original design
known as “thereserve” was employed. And | was enabled
to increase heights or weights after the foundations were
in by employing the same means with no greater ex-

ense than had it been put in in the first p?ace.

he scientific basis, tests and figures upon which this
foundation was put in will sometime be put on record
by myself.
Levels taken with an instrument a day or two after the
terrible quake of April 1922 showed no deviation
whatever of the footings by seismic disturbance any-
where throughout the vast length and breadth of the
great structure.

Only a tyro in building would spend his clients money
to avoid the natural squeeze to the extent of several
inches on ground like that on which the Imperial stands.
The entire foundation was intended to settle to this
extent; and such settlement was provided for.

FIFTH. The swimming pool is tile-lined and purified by
violet rays.

As a temgorary engineering expedient — | retained the
water in the tank; construction completed the tank may
be pumped out or in at will.

All gravel walks or drives are temporary only. OYA pa-
vements are everywhere where people tread on the
ground outside the building.

IXTH. The masonry Theatre has seats for one thousand
people. It has four 5'6" pairs of doors opening to two
slairwan halls directly accessible and reaching as di-
rectly the garden at the rear.

It has also four pairs of doors 56" wide on the main
floor and balcony opening to the 300 foot masonry
promenade. Two more exits 80" wide are provided in
the balcony opening to the promenade balcony or ad-
joining terraces. At the rear of all of these balconies,

swinging windows open to adjacent fireproof rooms or
terraces. The theatre is a “grotto” sculptured out of
stone cast into the structure as an integral part of it.
There is nothing to burn except the backs of the seats
and there is nothing “suspended” in it. It is safer than
any stucco interior could possibly be.

And here a word concerning the splay and cantilever
construction which | have adopted in this building
throughout. The cantilever in reinforced concrete con-
struction, when it is an extension of a continuous slab,
affords a reaction that makes wide spans economi-
cally possible, balances weights over centers instead of
leaving them to grasp at the sides of walls and affords
scientifically the overhanging projections which here
make the novice nervous. In this building the cantilever
is a principle of construction as free and romantic in
fact as is the conception of the whole in form.

For an earthquake country it is an ideal system because
the tremor of superimposed loads is centered squarely
and fairly on supports. In a change | desired to make,
the resistance to destruction of one of the larger over-
hangs was almost incredible.




As used in this structure it is worthy of study for its
own sake. It is a new element that means a new form
of Architecture.

Reality is no more to be set aside in Architecture than
in other expressions of human thought and feeling.
Great Art is an inner experience, coming to few, but
what constitutes Truth in Art is one with Truth in Life.
A seemingly insane world fights cruel battles to defend
the foolish “Rituals” that continually confuse it. By
egotism Man is pushed further and further fromorigins,
from inner “experience” until the voice of Principle
sounds far away to him if heard at all. Truth is costly,
it too, is an inner “experience”. It can not be labeled,
pigeon-holed or made into rituals and live. The modern
Renaissance is a ritual and doomed.

Throughout it's length and breadth the New Imperial is
a thoroughbred — a great building grown greatin rugged
native materials built for and %y and in the Iant? in
which it stands and tied in with its Traditions. No light
matter! What could one of Belshazzar's slaves know
about a thing like that? Let him call a Daniel.

It is an Architect's tribute to a unique nation he has
loved. Nor is one single utilitarian feature deserted in

this Imperial Guest House — they are the very features
of the whole. One may at first not like them — but if one
has studied Architecture as a scientific Art and not
merely accepted it as a Salesmans formula or a recipe
for cooking — then the harmonious organic nature of
the whole will, in time, please, edify — thrill, | say, and
one may conscientiously and consistently endorse it as
truly and splendidly sane. Light and shade play lovingly
with the patterned, fretted overhanging cornices sifting
patterned sun-splashes on strudy walls, tempering but
not obstructing the light. A true and simple gaiety. No
other building seems to have this charming grace caught
from foliage overhead in a wood or from pine branches
overhanging a road.

Yet with all its grace and modernity, the Imperial has
the strength of the primitive — it harks back to origins.
The quality of the Imperial, as the Japanese say, is
“shibui” — meaning a thing at first disliked, coming back
again — interested, back again — beginning to see, and
ten times revisited —loved. We have no such word. It
refers to a quality in a thing that asserts itself as beauty
only when one has grown to it.

There is the strength of Joy in the forms of the Impe-

rial — the joy of strength — standing square and sturdy
on their mud cushion against impending earth-quakes.
One may not like them — at first, but go again and see
and then go again and again.

SHIBUI! A mysterious, quiet, — deep in the Oriental Soul
beneath the Oriental surface, — fruit of an experience
aﬂes older than any culture the Occident yet knows.
These United States could crawl on suppliant knees to
breathe its spirt and be ennobled by it. Nothing in our
gift can equal this in their's — this treasure of the humble
seeking reality.

The Imperial stands true to the spirit of old Japan, it
speaks a truth slumbering in those ancient depths; it is
true in itself to the work it was meant to do: to shelter,
Five aid, comfort and entertainment to Japan's guests.
t is refreshing to seekers after Truth because it has
been ennobled by the strength of the primitive. The
Imperial is a building not for agologists — but for en-
quirers, not for fakirs busy with superficial taste and
morality, but for seekers of evidence of the vital crea-
tive power of Man. In the Imperial the Art of Architecture
comes to grips with reality for the sake of a better order.
It has no 1uarrel with life as lived now, but belongs at
the present time to the more advanced stage of culture

because it insists upon every utilitarian need as an
ordered thing in a harmonious whole. It is a conser-
vation of space, energy and time by concentration and
the invention of practical ways and means to this end.
This is just such conservation as existed in old Japan.
That selfsame principle is here at work and should help
the Japanese to re-establish that wonderful thing in
the new life that appears inevitable to them. The Imperial
is the first great protest against the Guargantuan waste
adopted by Japan from the old German precedents
when there were no better ones. Since then the world
has moved with incredible rapidity. Conservation of
space by concentrated conveniences has gone far. The
ship began it, the Pullman car took it up, the Ocean
Liner went further and now the modern Hotel, on costly
round, is at work upon it. The element that enjoyed
e license of the old never-to-be-heated waste space,
— the element that obliterated everything with a freight
car load of luggage — put its feet up on the table and
spit on the floor as regardless of environment as a horse
in a stable, just so the bedding was there and the feed
and water handy — won't like the Imperial at first, —
some of them never will.
o o (u]
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-5 0 MY EUROPEAN CO-WORKERS

BY FRANK LLOYD WRIGHT

Heer Wijdeveld asks me for a message to my co-workers
of the “old-world”. | who am of this alleged “new-world"
that is America, see this new-world among you, as |
see your alleged old-world in this one — and we all seem
to desire much the same thing. Although we may phrase
our sense of it differently or seek it in different ways,
it is true that some Principle is working in us to get
something, — or maybe itself only, — born, and we are
the happy or anguished victims of its purpose as the
case may be.
This seems material enough for infinite miracles.
The tree lives andfulfills its destiny, its “design” inevitably.
The life-principle of the tree seems fixed and simple.
Ours is really as simple though perhaps more flowing,
and it is a song in our hearts, the Symphony of Nature.
The song is seldom heard clearly even by those who
earn most sincerely and take most pains to hear it.
t is like beautiful music in another room heard now
faintly and now more distinctly as the door, for some
reason unknown to us, opens or again closes as we listen.
Nevertheless this Principle that makes the music and
that we sometimes, according to habit, call Man or
Truth or Love, will have its way with us — all of us, new
in old, or old in new, and we serve. We become as that
Man-principle wills and we are all one in effect as we
are infinite in variety. Nothing we make as creative
artists is ever wholly lost if when we made it we have
listened well enough to hear the music in what we do.
This thing we call Happiness is our sense of action
when we are touched or moved by Truth, nothing more
or less, indefinite or ephemeral though it may appear.
Every work of art is a great deed — and the “thought”
in it, the highest form of Action. In this Action we truly
live and — are compelled to seek. So we artists live many
lives and die as many deaths, eternally perhaps.
We become greater in service to the general effect,
more harmonious a part of the whole — the “Universal”
as we call it, as we coincide with the nature of Principle
and the Principles of what we call Nature.
Meantime we communicate by means of signs, Symbols —
and we too are in a sense ourselves no more than faulty
Symbols as we do so; unwilling Symbols of Reality;
feeble signs of the Principle, the Song of which we —
by our intent listening are learning to sing.
Any letter or numeral is a sign. A word is a symbol.
Paintings, sculpture, poems or buildings are all symbols.
Institutions, Manners, Customs, Traditions, good or bad,
all are but the residum of “Living” — to become debris
left stranded upon the shores of time as life recedes
or goes from them entirely, further on, perhaps.
Sun, Moon and Stars are Symbols — Matter, no more
than a symbol of what is living Spirit within. So it is
natural we should regard Life as the one thing of value,
and keep the life in our Symbols as expressions of
Spirit — throwing them aside when they become useless
or insignificant — burying them respectfully if there is
need and time.
The “General effect”, or “universe” or “organic whole”
of life is too vast for use to seize in our imaginations —
nor is it necessary to so grasp it. To fret concerning
Cause or Purpose is as wise as was the boy who cut

out the head of his drum to see where the sound came
from. No creative artist ever does fret much about it —
unless he falls sick and ceases to create and so loses
direction.
We sense enough of the character of the “organic alto-
gether” by five primitive senses made into a superior
sixth, or, as we evolve, perhaps infinitely more, and we
gain some healthy knowledge by rightly feeling our
relationship to it. That feeling we call Love. When it
takes form we call it Beauty. When the feeling is in
action as creative-artist we call it intuitive-inspiration.
When it is at work in this Love we call it Art. We grow
to ever greater perception as we faithfully and gratefully
cultivate life in this sense. Our civilization depends for
its value upon that cultivation, as we say, “culture”. In
every faithful expression of this love of life in the work
of making paintings, statues, books or buildings, or in
other great deeds as expressions of Man, we grow in
power to make greater likenesses, — to greater com-
prehension.
As seed in the earth responds to light in expandinF to
realization of life-principle, so we respond to this life-
Ii?‘ht which is within us and give birth to “Forms".
The growth of the Seed is a primitive symbol of our
own growth, if we say Truth is Light or Love. Man makes
a symbol for this light and calls it God. We cannot
despise the Symbol just because reactionaries abuse
it by using it as a thing of value in itself. When we try
to discard it and soar in what seems a superior realm,
we are probably sick with longing, or weary of pretense
and stupidity, tired of waiting for something to happen;
a nostalgia of the soul, it may be. But we are then
unfruitful to humanity because we are untrue to the
reality of ourselves and so uncreative in a form of living
death. Death was given us not to use to arrest or
destroy beauty — but, as the greatest German has said,
that we might have more life. When we ourselves become
abstractions we are lost — because then we are using
the symbol as a thing in itself — abusing its griviloge.
We are “on” Life not “of" it — and betray our birthright
inevitably. We ought to be “unhappy” and are, because
we are inhuman, not fulfilling therefore, our “design”,
our destiny. We are drying in the ground if we are
“Seeds’’; the Sap is not running, we are not putting forth
leaves if we are “trees’’; we are not according to design,
uncreative, if human beings.
Humanity has no “duty” toward the artist. The Artist
none toward Humanity. It is all a matter of privilege on
either side as a matter of course. It is a sense of
nrivilege both need, rather than the sense of duty.
umanity is a quality, an element in all the artist does.
He is that element incarnate.
Life itself is the supreme impulse as Artist and Living
is the supreme work of art. And human beings? Faulty
“Symbols” made to communicate meanwhile, in a
process Love, Birth, Growth, and Decay: A procession
privileged to play in and upon and to reflect the Idea
that is Life. The artist is in no trance. — His dream finds
its work and finds its mark in the Eternity that is Now.
Life is concrete — each in each and all in all althouHh
our horizon may drift into mystery. In harmony with
Principles of Nature and reaching toward Life-light, only
so are we creative. By that Light we live, to become
likewise. And all that need ever be painted or carved
or built — are significant colorful shadows of that Light.
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BESCHOUWINGEN OVER
0 0 M DE KLERK B O
DOOR H. TH. WIJDEVELD

Wie De Klerk herdenkt, schrijft over zijn architectuur,
zijn meubelen en portretten even zeer als over zijn
persoonlijkheid. De verklaring van zijn Werk is even-
zeer de Mensch, als omgekeerd. Zijn kunst had in alle
ullln;len denzelfden ondergrond en deze waren wissel-
werkingen voor elkaar. Van de teleurstellingen in zijn
bouwopdrachten zocht hij afleiding in zijn studies naar
de natuur; zijn vermoeide wezen, dat kracht verloor
aan de bouwdetails, fleurde op in zijn portretten. In de
rust, zoo voelde hij, groeien de teleurstellingen van
het leven en een angst voor de verstoring van zijn
rijkdom in de stilte, deed hem onafgebroken werken.
viel niet op door zijn stille kracht en was een van
die werkers die in de menigte verwisseld werd met
andere en juist daardoor rustig in het leven kon staan.
Zijn ontdokkinaan sprak hij niet anders uit dan in zijn
werk en de altijd bezige handen vertolkten zijn meés
aanwezige dichterlijke gevoelens; — daarbij had hij de
diepere kennis in zich die hem waarschuwde voor
wetonlchar en studie. Hij was zoo licht en onaange-
tast door teveel kennis, dat hij in de ruimte van de
phantasie kon zweven. Zijn werk was phantastisch,
srilllg en spontaan en leefde niet in de overtuiging,
ie bewust een nieuwe wereldorde ziet opgroeien. Het
was goed, ... want goed is alles wat het leven rijker
en schooner maken kan. En al noemt men hem roman-
tisch, hij was ook klassiek. Hij was niet alleen modern,
hij was ook behoudend, ... want dit alles is aanwezig
in het werk dat Grootheid in zich draagt.
De strijd tusschen expressionisten en constructivisten
of het zoeken naar mechanisme of normalisatie kende
hij niet. Hij streed niet en zocht niet om der wille van
de idee of uit overtuiging. Zijn ideeén-wereld was een
embryonalen staat, die zelf in zijn vormenspel zoekend
was naar ontplooiing en bedoellrlr: een wereld van
geslotenheid, een donkere wolk vol verwondering over
eigen leven. Zijn werk is de liefelijkste s:iegol van
een duistere wereld, de zachtste uiting van de somber-
heid des levens, de teederste verklaring dat de onder-
bewuste woelingen zijner kunstenaars-ziel in angst
leefden. Reeds voor de qoboorte moet hij geschrokken
zijn voor onze samenlev ng en de zware vormen zijner
composities in steen en hout, zijn de onbewust ge-
bouwde verdedigingen tegen het ruw geweld. Hi
bouwde vestingen voor zijn geest waarachter hi

¥,
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zichzelf opsloot, want hij werkte niet met de kracht
in zich die de bevestiging van zijn ideeé&n als wensch

tot uiting bracht. In de overtuiging, dat zij voor hem
niet geboren waren, heeft hij nooit naar symbolen in
zijn werk gezocht, doch alleen in samentrekkend vor-
menspel, dat steeds opnieuw rangschikt en compo-
neert, zijn zoekenden geest beziggehouden. En toch
was ook zi{n streven gericht op een nieuwe wereld-
orde, toch liggen ook in zijn pogingen herboren levens-
houding en stervende waarden dooreengemengd ver-
scholen. Hij zag en bewonderde in het Oude evenzeer
de schoonheid van spanning en ontspanning als in het
beste werk van eigen tijd. En ook hij doelde met dezen
drang in zich op iets dat hem vreemd en toch nabij
was, ... op een vernieuwende wet voor de komende
harmonie. Dat was zijn eene, nobele symbool. Op indi-
vidueele wijze ontplooide hil’ de mogelijkheid van de
verandering der waarden. Virtuoos bestuurder van
eigen phantasie, kneedde hij zijn plastiek naar nieuwe
massa's, naar vormencomplexen, die organisch in elkaar
vervloeiden. Hij nam aan, dat de snelheid van het
leven grootere spanningen zoekt, gestrekter velden,
geslotener houding. Zijn ontplooing werd het organi-
sche in de architectuur en het meubel werd de omhul-
ling van den kern die hier verbergt en stilte vraagt,
daar een plolullnro actie oproept. Verder greep zijn
zoeken niet. Hij wilde het leven niet grondig omwerken
om te midden van zelf gewrochte problemen een
nieuwe samenleving te plaatsen. Hij bekommerde zich
weinig om het moderne verkeer of de toekomstige
woning. Het leven was hem geen studie waard, hij had
alleen de stilte, een edele stilte in zich en ontweek
bewust ernstige wijzigingen,

De zuidelijke zon, waaronder zijn ras eens geboren en
oto?n is, had hem als het ware tegenovergesteld
einvioed; haar warmte brandde te diep in hem, om

in vreugde laaiénd uit te slaan, en zijn reizen naar het
Noorden deden hem de Deensche zwaarte, de Noor-
sche donkerte en de Scandinavische melancholie be-
minnen en in zijn werk overplanten. Hij wentelde de
weelde van zich af door zijn werk, hij gaf anderen de
schoonheid en gecompliceerdheid van leven, die hijzelf
missen kon. Zijn meubelen en interieurkunst hebben
dien zwaren toon in zich, die als muziek in mineur
sombere voorspellingen doet. Hijzelf onttrok zich aan
dien sfeer en leefde daardoor in rust... tot de voor-
boden van de onhoudbaarheid in dit leven zich aftee-
kenden. Hij werd stiller, edeler, dieper. Eng en drukkend
is dit leven;... vrijheid ligt in het verlaten. Toen hij
aldus voelde is hij gescheiden.

Zijn geluid, hier plotseling zwijgend, heeft nu aan de

muziek der sferen deelgenomen.
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KERKGEBOUW DER NEDER-DUITSCH HERVORMDE GEMEENTE TE MOORDRECHT VOORZIEN VAN EEN
+RU-BER-OID LEIBEDEKKING IN STAALBLAUWE KLEUR. — BEDEKTE OPPERVLAKTE PLM. 1000 M2,

+sRU-BER-OID” LEIBEDEKKING

BIEDT VELE VOORDEELEN BOVEN NATUURLEIEN

RU-BER-OID LEIEN zijn onbreekbaar en wegen slechts 8 K.G. per Mz, in het werk gemeten. Dus
geen onnoodige kapbelasting. — RU-BER-OID LEIEN isoleeren in hooge mate; hebben een zachte
onveranderlijke kleur en zijn vervaardigd van dezelfde prima grondstoffen als RU-BER-OID Dakbedekking.

AMERIK. ,RU-BER-OID” DAKBEDEKKING
VOOR AFDEKKING VAN STEILE EN HELLENDE DAKEN

»RU-BER-OID” CEMENT DAKBEDEKKING
VOOR AFDEKKING VAN GEHEEL VLAKKE DAKEN

GEBR® KRAMER - ROTTERDAM

MIDDENSTEIGER 16
TELEFOON INTERC. 11257-11258-11259-11260 TELEGRAM-ADRES: ,RUBEROID"

J. F.SEMEIV

ONTWERPER
ATELIERS VOOR

MODERNE
WEEFSELS,
GOBELINS,
TAPIJTEN

UITVOERING NAAR EIGEN EN GEGEVEN
ONTWERPEN
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SLEEDOORNSTRAAT 64

'S-GRAVENHAGE

ATELIERS:
ANEMOONSTRAAT 128—143

GLAS IN LOOD
A.J. AA HEETMAN

PIETER DE RAADTSTRAAT 49

||| ROTTERDAM |||
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Pl UTRECHHT W
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BESCHILDERD EN EENVOUDIG

FIRMA J.W.GIPS

| AESTHETISCH LEIDER |

RIEN HACK
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N.V.NEDERLANDSCHE
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INLEIDING DOOR J. M. LUTHMANN

Het is een eenigszins sinister bedrijf om bij het werk
van een rijk begaafd kunstenaar, wiens scheppingen
zoo spontaan uit het hart komen, te gaan redeneeren.
Ik heb voor Kramers Bijenkorf een soort protesteerende
bewondering en als ik hier een paar indrukken neer-
schrijf dan zal daar zoowel eenige reserve als bewon-
dering in tot uiting komen. Een bewondering die nog
groeit als ik bedenk dat Kramer drie weken tijd had
voor zijn ontwerp, hetwelk nagenoeg geheelis uitgevoerd
zooals het in zijn toenmalige schets werd vastgelegd.
o o o
De rijkdom van dit gebouw ligt niet in zijn innerlijk
organisme. Er is door Kramer ook geen poging gedaan
om het gebouw tot een hooger organisme op te voeren.
Van de uitgenoodigde architecten was het vooral Staal
die een poging heeft gewaagd om een stedenbouwkundig
zoowel als architectonisch ,af" bouwwerk te geven. ZH‘n
ontwerp gaf een hoekarchitectuur te zien die eindigde
bij den hoofdingang aan den Nieuwen Verkeersweg.
Een torenmotief, waardoor deze hoofdingang een bij-
zonder accent kreeg, sloot de hoekpartij af. Maar
de eisch dat de hoofdingang in het midden van het ge-
bouw moest worden geprojecteerd was de oorzaak
dat deze oplossing toch niet overtuigend werkte.
Van de overige uitgenoodigden hadden architect Otten
en schrijver dezes een groote <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>