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HEAD, HEART AND HAND

I nave seT myself the task of trying to define the relation-
ship between the fine arts, the applied arts, and the crafts,
in the hope that this will enable me to express my views
clearly on commercial art.

To study any one particular branch of art without relat-
ing it to the whole activity of art leads nowhere — worse
than that, it leads in the wrong direction. It would be like
a man who had never seen a tree, but who found a twig
and who became absorbed and fascinated by that twig,
who studied it, dissected it and produced theories on the
purpose of twigs, theories which, from the vantage point
of knowing that trees exist, would appear ludicrous. So I
will attempt here to examine the whole tree of art, before
considering the twig of commercial art.

For me, the definition of art lies in its practice. For the
practice of art is an approach to truth, a search for an
aspect of truth, a search to sense and capture the under-
lying laws and harmonies which create and govern life on
this planet in such a miraculous way. It is a search to
understand and feel more deeply, to find true relationships
and values and to enrich the soul by trying to penetrate
the wonders which surround it. Great works of art — in
any medium, be they music, writing or the visual arts — are
works of understanding, which can illumine aspects of the
world for ordinary mankind. In order to relate the various
branches of the visual arts to this concept, let us look for
common denominators in the work of the fine artist, the
designer and the craftsman. One stands out clearly. They
all desire to create objects, be they pictures, C'mdlestlclus
chairs, or exhibitions, and their creations depend initially
on this emotional urge to create.

Two other common denominators are intellect and
manual skill. By intellect T mean primarily the ability to
reason, to plan and to organize. Reason in a work of art
should always be discreetly present to guide and discipline
the emotions. Without this faculty an artist would be un-
able to translate what he understood emotionally into his
given medium, In a certain, delicate, sense he has to
rationalize his emotions — that is give them expression in
a certain form. This admixture of reason to the emotions
gives coherence and stability to his perceptions. But an
artist, however strongly he feels, however keenly he
thinks, is still quite impotent, if he has no manual skill at
his disposal, His skill, his technique, must be of such an
order that it can perform accurately the tasks set it by the
emotions and the intellect. In great art it plays the role of
the intelligent servant.
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A great work of art, then, be it either a painting, or a
design, or a piece of craftsmanship, deriving its initial im-
petus from emotion, is a miraculous blending of emotion,
intellect and skill. A wonderfully delicate harmony of
head, heart and hand, balanced in a perfect and particular
order. Now it is in the balance and the order and the inter-
play of these faculties that we can see the relationship
between the painter, the designer and the craftsman. In
the very finest expression of their work all three are artists.
But of course a difference of kind and degree obviously
does exist between them. To find and see this difference,
and the interplay of these faculties, we must return to the
emotions which give the initial impetus to their creations.

In the fine arts this impetus lies in their content. It is the
content of the painter’s work, or what he has to say, which
inspires him: and what he wants to say he finds in his
heart.

For the designer it is different. His work has a function
rather than a content. The function can range from a
decoration to delight the eye to a teapot that pours with-
out dripping. But the designer does not derive the main
emotional force for his creative work from considerin g its
function. I believe that it comes from a search for a per-
fection of form. His language is one of proportion, of
shape, of pattern and of line and he approaches his truth
in these terms. No great designer ever produced a form
which outraged the basic forms of nature, for basic natural
forms are always his absolute. Function, of course, plays
a big part in his work — and this is the intellectual side of
his job. The designer of a chair realizes, of course, that his
chair will have to be sat on, but the emotion he generates
within himself while actually designing must come from
seeking a form which will not only satisfy the require-
ments of function, but which will satisfy his search for
aesthetic perfection. And though the field of design is so
very wide that it is obvi()usly dangerous to generalize, 1
think it safe to say that the designer’s work is more intel-
lectual, that it has more reason in it, more head, than the
work of the fine artist.

The main emotion in a craftsman’s work springs from
the employment of his skill — from the use of his tools and
materials to their best advantage, from the meticulous per-
fection in his handling of them. As Andre Malraux has
said, his concern is to reproduce forms rather than to
create new ones. But if his work is of the highest quality,
it ceases to be judged as craftsmanship and deserves to be
praised as a work of art. It can pass from the realm of
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craftsmanship — from the level of manual skill only — to
the realm of art. There are many highly skilled forms of
craftsmanship — such as those employed in the making of
a railway engine — which can never penetrate into the true
realm of art because their aim is purely functional. For
craftsmanship to become art something more is needed —
it must be allied to an emotional understanding of beauty.

Before examining the twig of commercial art, it should
be stressed that the whole tree of art, like any other, reacts
to the conditions in which it grows. The soil and the
climate determine its fruits. And the soil and climate of art
is the society it grows in. We may theorize about the main-
springs of art, but society holds out to the artist only a few
certain channels for the expression of his art. Suppose one
takes the whole of society as a human being — then the
artists are his eyes. They are part — an integral part — of
the whole, and they have no separate life of their own.
Just as a man can use his eyes for a variety of purposes, so
can society use artists. At one end of the scale he can use
them to see and delight in the beauty around him; at the
other end of the scale he uses them in a matter-of-fact way
for his material needs — for catching buses or to avoid trip-
ping up. In an exactly parallel way society can use artists.
Society, by economic pressures, can use its artists to design
posters explaining where to catch buses or the virtues of
non-skid shoes, or it can demand of the artists the nobler
and more inspiring pursuit of enlightening the whole com-
munity. But a man, of course, however enlightened he may
be, has to use his eyes for a variety of purposes — for catch-
ing buses as well as for seeing beauty. What matters is
how often he uses them for seeing beauty and the signifi-
cance he attaches to it. That tells one what sort of a man
he is — just as the use made of artists by a society tells one
a great deal about that society.

Now what sort of society do we live in to-day? Broadly
speaking it is a civilization whose main love and interest
is science and technology; its achievements lie in this
direction. It is a civilization that is engrossed in its materi-
al needs. And the result, which is to be expected, is a long
train of ugliness created by this century old production
drive. This production drive has needed a vast number —
a number increasing and multiplying as it has gathered
momentum — of industrial designers, typographers,
printers, advertising agents, exhibition designers, etc., to
help it in its headlong journey. In fact for this journey, a
corner seat has been reserved for the commercial artist —
he is really needed there as part of the outfit. The fine artist
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is left to fend for himself — with luck standing in the cor-
ridor — because he is not really needed.

Commercial artists can be divided into two groups:
those who help in the actual production of goods, that is
those who work as industrial designers, and those who
help in distributing goods — that is those who work as
publicity designers. For the purposes of this study I am
concentrating on the publicity designer. His is a queer
position. As a designer his inspiration comes from delight
in form, in searching for harmony and proportion. As a
designer he also had to deal with function — which in this
case is selling. But, unlike the industrial designer — the
designer of the chair for example — he has on 'tol) of this
to deal with content. This puts him in a different category.
into a sort of no-man’s-land, midway between the painter
and the designer. And because of this, often through no
fault of his own, he comes a cropper. What he has to say —
the content of his work — is usually thought up by some-
body else and it is usually cheap and vulgar. But why is
this? And speaking in zesthetic terms why is the good
poster or press advertisement so rare? Let us go into this
question a little more deeply. The function of advertisi ng
is to sell, and it is the advertising agent who knows all
about the psychology of salesmanship. Out of this know-
ledge he builds up his elaborate organizations of copy-
writers, ideas men, ]ayout men, contact men, etc. But
really his skill lies in catching flies, and advertising is a fly-
paper game with variations on the theme of glue. The Ad-
vertising Agent mixes up his glue very shrewdly, a nice
tasteful glue to catch the refined fly, and a good old vulgar
glue — which is very tough stuff indeed — to catch the
vulgar fly. This is, of course, plain common sense and it is
called being ‘realistic.” But this fly-catching game can
range from parading giant cheeses through the streets —
as Sir Thomas Lipton did in Liverpool — to posters dis-
playing, in a strangely stereotyped convention, the charms
of sexy young women. And it is obvious, from the evidence
around us, that good pictorial salesmanship does not de-
pend on wsthetics. That Art and Selling are two very
different things.

Where does the designer — sensitive, serious-minded,
and extremely interested in @sthetics — come into all this?
He has to be a bit of an acrobat, he must learn to do the
splits, with one foot in the wsthetic camp, and one in the
publicity camp. Sometimes, given the right conditions, he
can draw the two together, but in the majority of cases
this turns out to be impossible. His interest, of course, is
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is a shortened version of the inaugural lecture
given by Richard Guyatt, Professor of Graphic
Design, at the Royal College of Art, South
Kensington, on 28 November, 1950, and is here
reprinted by arrangement with the author and
The Architectural Review.

centred on the foot, which he tries, manfully, to keep in
the @sthetic camp. But it is very difficult for him to keep
his balance. The pull on the publicity foot is very strong
indeed. Say he gets a commission to do a poster for a firm
of sweet manufacturers. He knows that the point of the
poster, the reason it is being produced, the reason he has
been commissioned to design it, is to enable the manu-
facturer to sell more sweets. Now this idea, though exci-
ting to the manufacturer, cannot be expected to provide
much emotional stimulus to the designer. He'll take it on
(if he needs the cash) and, if his life hasn’t reduced him to
the level of the complete hack, he will engender in himself
a certain emotional tension, by trying to arrange the ele-
ments of the design as harmoniously as possible. That is
his real job as a designer — to create an object pleasing to
the eye. But this is very difficult because of all the other
considerations which come crowding in. He knows — only
too well — that the manufacturer will want his name as
large as possible, and that he must use a certain name-
block which he himself may dislike intensely. Because of
course, a name-block, however hideous it may be, has
great commercial value if the public has become used to it.
The designer knows it is not his business to improve it, for
this change for the better — esthetically — might only dis-
turb and frighten the fly. He gets handed a slogan which
must be incorporated in the design around which to build
up his idea for the poster. Now this will be the poster’s
content and the slogan he gets to play with may be — to
quote one which is up on the hoardings at the moment —
‘Ooooh — the mint with the hole.” A slogan like this, for all
I know, has great sales appeal — but it is a difficult one for
the designer, How should, for example, these compelling
words be lettered ? Would it look well drawn in a beautiful
and dignified letter? No, his experience tells him that
somehow that would not be suitable — that it is up to him
to evolve a letter form to match and express the sentiment
behind these words. So, after much labour, he evolves a
zippy yet coy type of letter — a lettering to harmonize with
the content. He also knows he must restrict his use of
colour on account of expense and yet he knows that he
must be as strident as possible so as to shout down
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neighbouring opposition — so that it is his poster which
will catch the casual attention of the passer-by. But this
question of catching people’s idle attention is in itself
fascinating and revealing. For true art demands an effort
of attention on the part of the spectator. His casual interest
may well be caught by the superficial qualities of a paint-
ing but its content will not reveal itself unless he makes a
turther effort of appreciation. This even applies to those
with faculties and sensibilities educated in the apprecia-
tion of art, But the poster or press advertisement has to tell
its story and catch the attention of the ordinary person —
that is the person who is not at all interested in art and not
at all interested in buying — in such a way that he has to
make no effort. You really can’t expect a fly to make an
effort to be caught.

These are some of the many considerations which make
it difficult for the publicity designer to produce a work of
art — on however modest a scale. The main difficulty,
often insurmountable, is the idea behind the poster or
press advertisement. And it is here, I think, that we can see
most clearly the clash between the man whose main in-
terest is art, and the man whose main interest is selling.
For many good ideas in salesmanship cannot be translated
into good designs. Asthetically they are too trivial. In just
the same way many good designs wsthetically are bad as
salesmanship. Commercially they are too high falutin’.
The problem which faces the designer is how to bridge
this gap. It can be done, of course, but if it is to be bridged
at the level of good design, then the ideas and feelings
behind the poster or advertisement must be of a quality
suitable to justify and inspire it. Good design and good
publicity are not synonymous for it is quite obvious that
you can get very good publicity from very bad designs.
The problems I have touched on only rear their heads if
and when you try to marry the two. And, as in all mar-
riages — if they are to be really successful — both sides
must want to be married. This means that both sides —
the manufacturer and the artist — must see the possibilities
of good design in good publicity — and this will only
happen when the man in the street demands it.
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A shortened version of
a fifth-year thesis, written by Mr James
at the University of Toronto

A. MACKENZIE JAMES

ARCHITECTURE & OUR NEW WORLD

INTRODUCTION

Tris EssAy is an attempt to show that what we call the
Modern Movement in Architecture is not a movement con-
fined to the Arts and Architecture, but that it is an all-
embracing change involving our whole civilization and
sweeping beyond it to awaken more backward cultures.
This may be a self-evident truism, but a generalization of
50 brmd a nature should be examined in more detail. It
was a failure to examine several generalizations in the last
century which contributed so much to the complacency
of the era. If the movement is limited to one field of human
endeavour one might be justified in asking if its roots are
sound and if it might not be mistaking shadows for sub-
stance. Hitler set out to create a New Order but misread-
ing the signs of the times, came up with an even more
reactionary order. This is to be an examination of the
signs of the times.

It is the purpose of this essay to examine the major
departments of the thought of our times for indications of
a basic change in outlook, such as has occurred in Archi-
tecture. It is not a recapitulation of the findings of the vari-
ous branches of learning, but an attempt to show the point
of departure from the previous trend of thought.

A secondary purpose is to attempt a limited forecast of
the direction in which Modern Architecture may turn. By
trying to see where other branches of the movement are
turning it may be possible to draw a parallel for archi-
tecture.

SciENCE

The scientific approach to man’s problems, so firmly estab-
lished now, had a long and troublesome birth, and an up-
hill struggle for survival. Even before the embryonic
sciences had gained the knowledge or confidence to chal-
.enge any profoundly held beliefs, the Church, as the only
large educated group, saw that this independent thinking
would in time present a challenge to its claim as the one
and only source of truth and knowledge.

In spite of the subsequent persecution, science main-
tained its precarious foothold and gradually progressed
from the limited principles of Galileo and Kepler to the
magnificent contribution of Newton. Newton was the first
scientist to propound a hypothesis of general application
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to fit all the physical facts of the universe into a single
system of explanation. This kind of thinking is the very
breath of science, but the result of this flash of ulblg_‘ht
blinded science for many years. In its seeming complete-
ness, scientists overlooked the minor points it did not
explain and assumed these odds and ends would fall into
place in due time. A sense of satisfaction and well-being
crept into their minds at the thought of having so nre.atl);r
explained the wonders of all existence. But the seeds of
a new order were present even in the heyday of the old.

Science and philosophy between them, had evolved a
completely mechanistic theory of the universe which stood
almost unchallenged until Einstein’s first paper on Relati-
vity in 1905.

This unobtrusive paper was gently laid before the
uncomprehending eyes of the world by an unknown man
who appeared to care little whether it was accepted or
not. The implications of this obscure and difficult piece
of mathematics rocked the scientific world. As it was
examined in detail, methods of testing and proving it were
evolved, and while it appeared to fill the gaps of the old
theory it simultaneously created a host of new problems
and so widened the horizon of the unknown that man
again appeared to be merely standing on the threshold
of knowledge.

It is a tribute to the men of science that they shed the
straitjacket of self approval and bent wholeheartedly to
the immense task thrust upon them. Some odd facts turned
up. In order to appreciate fully the turn science has taken,
it is necessary to examine a few of its problems.

Measurement is essentially the method of science, and
mathematics the tool, and while nature seems to recognize
the validity of mathematics, it appears to know nofhing
of absolute measurement. An example of nature’s uncer-
tainty in this respect lies in the ubiquitous electron, now
no longer a solid piece of matter. It has been found that
if we know the exact speed of the electron we cannot
specify its exact location, and conversely if we know
its location we cannot determine its exact speed. This
inability to measure both simultaneously is not due to a
defection of tools and instruments, but is inherent in the
nature of matter as inferred from Planck’s quantum theory.
Planck’s notorious constant “h” is the culprit and it appears
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to pervade the whole universe from the smallest particle
to the outer reaches of space.

The absolute space of Newton took the brunt of the
blow from the New Approach of Einstein, and suffered
in consequence. The new space exists as a mathematical
concept which fuses space and time into an inseparable
unity. The one has no longer any real meaning apart from
the other. This space-time continuum appeared to be
curved, and to be pervaded with energy. in the form of
radiation, and with matter. Nothing seems to be sacred to
the innocent looking formulae of Einstein. Many great
scientific minds have since been en]arging on Einstein’s
framework, searching for new implications, and adding
their own contributions. Matter as an ultimate and prim-
ary substance disappeared in a swirl of pure energy.
Matter and energy were just different aspects or condi-
tions of the same thing and transmutable, in theory at
least, one into the other. Having thus disposed of matter
per se, science turned on energy, or radiation, and
uncovered a monstrous paradox which bids fair to remain
unsolved.

Light, and by this is meant the complete band of radia-
tion, has been explained in the past by either the corpu-
scular theory or by the wave theory. A choice of theories
is no longer possible for both must be used. Planck’s
quantum theory involves the particle theory and supposes
that radiation is emitted in definite and separate “quanta”
much like a stream of bullets from a machine gun. He has
proved that each quantum has a definite, thou gh extremely
small mass. Subsequently, a whole series of experiments
with light falling on matter confirmed this hypothesis
beyond any serious doubt. There are other phenomena,
however, which refuse to be explained by this method.
In these cases the wave theory fits perfectly, the light
exhibits all the characteristics of wave motion, conform-
ing both mathematically and by observation. The one
great difference is that wave characteristics are observed
when light is travelling through space, and before it falls
on matter.

These two pictures of the nature of radiation do not
show two different things but two different aspects of the
same thing. They are partial pictures of a reality of which
we cannot conceive. The real incompatibility of the two
theories lies in the fact that all waves fan out as they
travel through space and having done this, it is difficult to
imagine how they recombine as they reach a point of
matter into a comlﬂete quantum or photon — as the.y are
observed to do. It is here that science has its first intima-
tion that the space-time framework is not altogether
adequate.

Through this very brief examination of some of the
representative problems of science, we find that the old
approach will no longer serve. It can be seen that any
approach which can begin to offer an explanation must
abandon altogether the old mechanistic mode of thinking.
Instead of uncovering new fragments of information and
p]ucing them in their proper positions in an established
jig-saw pattern, the new problcm is to fit portions of the
jig-saw into some unknown and probably unknowable
master pattern. Formerly it was assumed the pattern was
known and that only some pieces of the jig-saw were yet
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to be found.

From the seventeenth century until recently, science
was befogged by this assumption. Intimations of the
inadequacy of this assumption came from a number of
philosophers and scientists before Einstein showed how
and why. Newton and his followers were correct within
their terms of reference and we still follow his methods in
the “ordinary size” world. It is in the range of the very
large “stellar scale” and the very small “atomic scale” that
his conclusions do not hold.

In retrospect we can sum up the evolution of science as
follows. First a fumbling, uncertain beginning, followed
by a growing confidence in principle and purpose. This in
turn led over a long period of time to a real science which
exhibited a real scientific attitude and reached amazingly
accurate conclusions within the means at their disposal.
Following this again is a period of complacency when
some progress in refinement was achieved but the true
scientific approach was lost in the assumption that all was
known and only refinement of detail remained.

Suddenly, the accumulating forces of dissatisfaction in
a few people burst the dam and a veritable flood of pro-
gress swept the scientific world.

How similar is this to the story of Architecture! We need
only substitute the word Architecture for Science to read
the whole story, even to the approximate coincidence of
the various eras of development.

PHILOsOPHY

“Philosophy, from the earliest times, has made greater
claims, and achieved fewer results, than any other branch
of learning.” This rather sweeping claim should perhaps
be qualified by the one remaining dogmatic statement
that modern philosophy is prepared to make, i.e., that we
can know nothing positively. This being so, it can hardly
be expected that concrete results can be achieved. Philo-
sophy works from assumptions which by their very nature
and by definition, are forever open to question. Results
will always be tentative. Bearing this in mind, the fore-
going quotation has more than a grain of truth in it.

Bertrand Russell, though writing just before Einstein
stirred up the worlds of science and philosophy with his
famous propositions, set out to show that the problems
and methods of philosophy had been misconceived (his
own word) by all schools — that many of its traditional
problems have been conceived by man and have no real
existence, that others are by their nature insoluble and
even basically meaningless, while still others of great
importance have remained neglected. He proposed a
critical scrutiny of mathematics, as the only intellectual
approach we have to reality that can in any way be veri-
fied. This approach can not of course be extended to the
fields of ethics, morality and @sthetics, nevertheless reason
can be, and must be utilized since reason alone has proved
its validity in other fields as intuition and revelation never
can. These latter may perhaps provide a flash of insight
which must then be subject to reason. It must be borne
in mind that mathematics is not a reality in itself but is
actually only a shorthand notation for a form of logical
reasoning, and more important still, it represents the “how”
and not the “why” of events.
1 Bertrand Russell
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In the section on “Science,” the atomicity of radiation
was mentioned, i.e., the fact that it travels in quanta. An
experiment utilizing this phenomena has been used to dis-
credit the principle of the uniformity of nature, i.e., that
like causes produce like effects. If a stream of photons is
shot at a half silvered mirror part of the stream goes
through and part is reflected, depending on the angle of
incidence. If the stream is reduced to a succession of single
photons the same percentage will go through, though the
conditions for each are absolutely identical. In this case,
like cause does not produce like effect. It is not the indi-
vidual molecules which reflect the photons, since if this
were the case they would reflect at different angles, and
since the molecules are in motion, two successive photons
would not strike the same molecule in the same place.
Regardless of the molecules, the same percentage of pho-
tons always get through and not only do the reflected
photons all follow exactly the same path, but the trans-
mitted photons also all follow the same path on emerging
from the far side of the mirror. If a causal law is operating
here, it is beyond our ken and also appears to operate inde-
pendently of space and time.

It has been shown more recently that the atomicity of
matter entails precisely similar consequences as the ato-
micity of radiation. There are other experiments along
different lines which all support the abdication of deter-
minism, as presently defined, from the whole realm of
physics.

This does not leave us in a state of chaos or physical
anarchy since it now appears that the apparent determina-
tion of the normal scale world is only of a statistical nature.
In other words the immense number of electrons and pho-
tons involved means that the mathematical law of averages
imposes the determination which physical laws have failed
to provide.

It has been fairly well established that the same laws
govern the whole universe from the very large to the very
small, the difference lying in the fact that some aspects
which are all-important in the atomic size world are of
negligible importance in governing the stars; the reverse
condition also holds true. With this in mind it will be
seen that the implications of atomic research apply as well
to the large-scale world of the universe, and that the
apparent existence of the causal law and the principle of
the uniformity of nature are due to nothing more than the
size of the bodies observed.

Philosophy has been forced, by numerous experiments
and phenomena, to the conclusion that we must suppose
another strata of reality beyond the limits of space and
time though acting in perfect harmony with it. There is
much of space-time we cannot perceive directly, but
through extensions of the sense data. There is nothing fan-
ciful in supposing that our meagre five senses do not make
contact with all of reality. If knowledge of a section of
reality has no survival value to an organism it is unlikely
that the organism will have a sense to perceive it. If this
unknown reality exists, we cannot perceive it through our
senses and so cannot conceive of it. It is not at all unlikely
that the causal law for the sub-atomic world operates
through this “supernatural” reality but philosophy inclines
to the idea that the whole concept of causality is mis-
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stated and that the question has no real meaning in its
present form. Jeans states that determinism and freedom,
matter and materialism need to be redefined in the light
of our new knowledge.

The above is an attempt to show the extent of the
reorientation of thought which has occurred in philosophy,
and to show that the nature of the goal cannot even be
suspected, though we think we can now see the direction
in which it lies. The course of philosophy parallels closely
that of science throughout its development, and we have
already seen the rather remarkable resemblance that the
course of science bears to the course of architecture
through the ages.

Povrrticar. Economy
The field of economics is more intimately connected with
the rise of a new architecture than the fields already cov-
ered. The economic factor is an important one in building
but it is not this aspect which was primarily significant
in the development of a new order in both fields.

The story of the guild system and its replacement by the
capitalistically organized industrial system is familiar, The
significant factor here is the gradual and growing concen-
tration of power in individuals. With this power went its
corollary, enslavement, This enslavement was quite real
as a look at some of the large industries such as coal mining
and the weaving trade will show. The workers were paid
so little and worked such long hours in order to exist, that
they had no choice but to remain as they were, their
children following in their footsteps.

The huge accumulation of wealth and power in a class
of “new rich” who had not the education or cultural back-
ground of the aristocracy, led eventually to the degrading
of popular taste and appreciation of beauty. The low ebb
to which art and architecture had fallen was equalled only
by the desperate plight of the working man.

Resentment against this degradation, squalor and ugli-
ness spawued two separate movements at almost the same
time. From the mire arose the first signs of a deep-rooted
reform. William Morris on the one hand, undertook single
handedly to lead the way to @sthetic honesty. On the other
hand a group of men, appalled by the economic scene, and
convinced that the capitalists were beyond normal control,
advocated a variety of socialism as the only way to level
the extremes of poverty and wealth. Morris later joined
this group as a means toward his own ends, though he
always considered that the socialist state was merely a
means. Bertrand Russell, in our own day, advocates an
ideal state which is almost an exact duplicate of that which
Morris conceived. This was essentially a state where the
machine and the processes of government were used to
achieve the essentials of life leaving adequate leisure for
constructive pursuits.

Marx was motivated by the same causes as were the
Socialists and set out to develop a system for achieving his
goal. Marx, unfortunately, misread history and was more-
over working from a Newtonian phllosophy which pie-
tured nature as erltlrely mechanistic. The resulting theories
of Marx quite naturally were almost com plete]y material-
istic, and such a one sided concept of man’s affairs should
only have had a limited objective. Assuming that Marx’s
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premises had been correct, his theory that revolution was
the only way to redistribute wealth, and that the end justi-
fied any means, was correct. His followers, from whatever
motives, built up his theories into a whole way of life, a
philosophy of living, sufficient unto itself.

In the field of politics four factors are the prime movers
of almost all that happens —acquisitiveness, vanity, rivalry
and love of power. Communism is based almost exclusively
on the first of these, the materialism inherent in acquisitive-
ness. The other three are concerned with racial relations,
and it can be seen that any inclusive system must account
for all factors. This is not to say that all four factors are
not at work among the leaders of a movement, but that the
philosophy of Marxism does not allow for the other three
factors existing in the general population. They are to be
suppressed or assumed not to exist except in the leaders.
Individual initiative and ambition are composed largely
of the last three factors. Socialism to a lesser extent has
this same inherent fault.

Socialism in practice is not of course, the same thing as
theoretical socialism and in effect this means that the
socialistic governments have recognized the above fault.
Present Labour governments, though they often do not
like to admit it, are really striving for a workable blend of
the better aspects of capitalism and socialism.

We have noted that capitalism tended towards huge
accumulations of power in the hands of a few men. Statism,
of whatever form, represents a vast accumulation of power
to the State. In both systems the freedom of the individual
suffers, so that having achieved the best possible blend of
capitalism and socialism we have still fallen far short of
an ideal state.

It is commonly assumed that Statism and Capitalism
are the opposite poles and that our goal is a happy balance
between them. We have seen however, that both represent
accumulations of power in one form or another. It would
follow then, that both are at divergent points on the same
pole. The opposite pole is therefore repreqented by an
extreme dispersion of power, which is Anarchy. Anarchy
in its simple form is self-evidently undesirable even though
it represents the ultimate in individual freedom. The Ideal
State would seem to lie somewhere between the poles of
Statism and Anarchy. To put this in a different way, it
can be argued that first the goal is to achieve the best
possible compromise between Capitalism and Socialism
(it was observed that Communism has inherent weak-
nesses) and having attained this state, to proceed with a
policy of decentralization of power.

This very process is going on almost unnoticed. Labour
through its unions is gaining more power at the expense
of management, and the logical end of this struggle will
have arrived when labour partakes of a share of profits and
has a voice in management. This could also mean that
labour actually owns the means of production. A danger
that must be avoided is that labour’s representatives may
become too powerful and repeat in a different form the
errors of the capitalists. It should not be forgotten that a
labour-owned and -controlled economy would by its
nature tend to be static, so that it is not wholly desirable
until this era of expanding economy has stabilized itself.

Perfection is unattainable, and if the above is a desirable
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goal, it must not be assumed that our problems will have
disappeared. Very many problems can be foreseen in the
economy described but it is to be hoped that they are not
S0 Serious as are our present ones. Whatever system
evolves, a constant struggle will go on to curb and fore-
stall undue concentrations of power in any one group.
With changing conditions the idea of the perfect state
will change also, but from our present position at least,
the ideal might follow in this general direction.

The break with the past, which had never assumed that
humanity in general had the right to expect some of
the amenities and pleasures of its rulers, occurred with
the rise of the socialistic idea. Even though it might be
imperfect it was a philosophy in sharp contrast with pre-
ceeding ages, and here dates the beginning of the Modern
Movement in the field of political economy.

ARTS AND ARCHITECTURE
The development of Art and Architecture have gone hand
in hand, each influencing the other and broadly speaking,
making the same mistakes. Both were originally utilitarian
in nature, art in the magical sense and architecture in a
pure functional sense.

Painting is a medium for a flat surface and for a long
time it was treated as such, When the principles of per-
spective became understood, painting had a powerful
new tool in its hands which eventually became a sort of
Frankenstein’s monster. Use of perspective was controlled
for some time but eventually, when it was seen that
rea]ity could be very accurately represented, perspective
became an obsession. It was forgotten that the painting
surface was actually flat and as such demanded an appro-
priate treatment. Instead, the reproduction of reality was
carried to such lengths that it became almost a pseudo-
sculpture. If it was not actually three dimensional, it was
trying hard to hide that fact. The illusion of three dimen-
sionality became an end in itself and reached its height
in such things as paintings of bowls of fruit of such perfec-
tion that the observer actually thought he was beholding
a bowl of dewy-fresh fruit,

If the use of perspective became one of the primary
traps in the ensnarement of art, it must not be thought
that it was the cause of the degeneration into which art
fell. The materialism of the era of industrialism was
perhaps the real cause, the realism of perspective being
a perfect tool for suggesting things rather than ideas.

Sculpture, Music and the crafts, all suffered in the
general decline of the period. Sculpture tried to be as
physically perfect as the Greeks had been, without the
insight and the feeling. Music merely copied the forms
of the older composers and had nothing to add of its own,
The extent of the departure in recent years of sculpture,
music and the arts from the old Victorian forms is too
familiar to require recapitulation here.

Equally familiar is the development of architecture and
of society in general, up to the time of William Morris.
Morris began his fight for a return to first principles under
the shadow of Ruskin’s last valiant attempt to turn back
the clock of time. In painting and in nearly all of the
crafts, he attempted, single-handed, to lead the way to a
fresh understanding of the principles of design. Even in
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architecture he made a complete break with his con-
temporaries and in conjunction with Webb produced the
“Red House,” an honest and unpretentious dwelling of
native materials.

It was not so much his own work as the effect he had
on European followers which led a little later to a whole
new approach. The engineers and their new materials
supplied the missing elements and the complete justifica-
tion for change.

The movement thus started has progressed up to the
present, and if its principles are not forgotten will continue
to evolve. We are still standing on the threshold of the
new era opened up by the restatement of age-old principles
and by their application to the tasks at hand, in whatever
field. Having shaken off the fetters of the past and yet
profiting from it we are free to advance —if we do not
forget.

We have seen that science has a limitless and ultimately
unknowable horizon to explore. In the possibilities of
human nature and social development, architecture has a
parallel. To achieve its ends, science has come to depend
on teamwork and in financial backing by governments
and large industry. The day of the scientist as a lonely
man in a cellar are not only past but no longer possible if
anything is to be gained. A few theorists like Einstein work
alone, but must confer and collaborate regularly.

The philosopher has had the same vast vista of the
unknown thrown before him as has the scientist. For the
philosophical implications of science, he must also confer
and collaborate to accumulate his facts and develop his
theories. The fields of ethics, morality and westhetics do
not depend on concrete facts, and so are much more a
matter of reasoned opinion. For these reasons the philo-
sopher does not require heavy financing and so may work
on his own. Philosophers must, however, make a living
and this is most often done by drawing them into institu-
tions of learning, thus purposely bringing them into com-
munion with eminent minds in other fields.

Political economy is tending toward a modified Statism
which emphasizes the welfare of the ordinary man. Plan-
ning for the common man will tend more and more to be
on a national scale in the fields of health, welfare, social
services and industrial welfare.

These brief summations are stated from the point of
view from which they may affect the future of archi-
tecture. As it can be seen, each field is tending to work
from groups of people rather than individuals. Centralized
control and group planning is evident everywhere. The
centralized control will probably remain, though in the
future the centres of control may be dispersed in a more
efficient and less impersonal manner. On a national scale,
authority may be delegated to regions and from regions
to districts, and so on.

If all this is to be, and it seems likely, the architect-
town planner will be involved both politically and socially
in the planning of areas, and only secondarily in planning
for individuals. Under this system of planning of areas,
it is more than probable that he will be taken into a
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government planning board with a chain of authority
paralleling the political authority. If this is done, the
future of the architect as a private business man is in some
jeopardy. The design of individual buildings will be
governed by the overall plan of the district. The question
is, will this residual planning be done by the district board
architects, or by private architects? If the analysis in
“Political Economy” is correct, then the answer would be
that a comprehensive system of planning boards would
reach from the capital of a country down into each
community. The work of these boards would be com-
prehensive enough to assure harmony in the individual
buildings. At this stage the private architect would take
over.

In the overall picture the réle of the architect has not
been reduced but vastly increased, the difference being
that the “private” architect will have to bear in mind the
work of the “public” architect and to some extent be
governed by him.

CONCLUSION

Human thought in the branches that have been con-
sidered, began in a rudimentary form with early man.
From historical times onward, development has been
spasmudic, with occasional lapses when not much was
achieved. Because civilization grew organically, man did
not lose track with his basic values and principles, With
the coming of the industrial revolution, the western world
suddenly found itself in an artificial environment for which
it had no precedent, and to which it was not adapted.
Having thus lost his orientation, man’s sense of values
became distorted and eventually inverted upon itself.

This was not a stagnation due to loss of vitality, on the
contrary, it was due to a channelling of abundant energy
to material ends. The more abstract considerations were
drowned in the rising tide of materialism. Reaction to this
tide was profound and resulted in a complete re-evaluation
of the principles which had produced it.

The mounting surge of energy sweeping the western
world now flowed out into the fields of abstract thought
as well, and in its tumultuous haste, found expression for
its excess in war. The impact of this tidal wave awakened
the east, and if its energy is not expended in further wars,
may carry us of its own momentum into an era of unpre-
cedented achievement.

However that may be, there appears to be concrete
evidence to support the view that the Modern Movement
is all-inclusive. How far it may go, and where it may lead
us, is in some small way, up to ourselves.

Architects today are like musicians, each playing his
own instrument and his own music, and however melo-
diously the individual may play, the combined effect is a
cacophony. If Architecture develops as we have pictured
it, the architect, or to continue the simile, the musician
will continue to play his own instrument, but will join
with the others in producing a symphonic harmony. A
harmonious and integrated architecture on a regional scale
is surely a more noble aspiration than individual and
unrelated perfection.

an
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FELLOWSHIPS

RAIC College of Fellows Scholarship

Applications for the 1951 RAIC College of Fellows’
Scholarship must be forwarded to the Secretary of the
Institute this year by December 1st, 1951. Members will
recall that the first award of the College of Fellows’
Scholarship was made in the year 1950 and that subse-
quent awards were to be announced every second year. Its
value is $1500, and its purpose, the advancement of archi-
tectural knowledge through travel, study or research. The
Scholarship is open to Canadian citizens who have gradua-
ted from a Canadian School of Architecture, and who have
taken their entire architectural course at a Canadian
School or Schools. Applications for the award must be
made within five years of the date of graduation, and
candidates for the 1952 award must submit their applica-
tions to the Institute Office by December 1st, 1951.

The full Conditions of Award, together with the formal
Application Form, may be obtained from the Secretary of
the Institute, and any inquiries concerning the Scholarship
should be addressed to the Institute Office. Announcement
of the 1952 award, if any, will be made at the Annual
Dinner of the Institute which is to take place on May 3rd,
1952.

Applications are invited from members of the Institute
who qualify under the conditions, and who wish to apply
for the Scholarship. In addition, it would be very much
appreciated by the Officers of the College of Fellows, if
members of the Institute would assist in the distribution
of the above information by drawing it to the attention of
any architectural graduates, who would be qualified to
apply for the award, although they have not yet attained
membership in the Institute.

ALBERTA

A month or two ago there appeared upon my desk,
through the public delivery system, what I must consider
a magnificent gift, for I cannot remember having either
ordered or paid for it. This is the General Report on the
Plan for the National Capital along with the relative Atlas.
I do not now why I should be picked on as a recipient of
this, for I cannot learn that any of my confréres here have
been so favoured. In these circumstances I feel that I
ought to get out and say something about this great effort
of such complex workmanship. As to its final recommenda-
tions, I understand that criticisms are not entirely want-
ing. That is to be expected. I have known people so criti-
cally minded that they could not enjoy a good thing when
they saw it. Perhaps because it contained too little to give
them enou gh to grouse about,

In the present case I am in no position to offer any
advice. Frankly I come to praise Czesar not to bury him.
This work is monumental and is a model of how, in the
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present day, the town p}anner must go to work. It presents
a series of many studies by many minds on many subjects.
These include physical studies, geography, climate, geolo-
gy, the winds, vegetation, waters, history, evolution of
the city, demography, religions, racial origins, activities,
land uses, land and building values, housing, traffic sys-
tem, transportation, public buildings, services, education,
hospitals, cultural institutions, public utilities, open spaces,
recreations, tourism, natural assets, deficiences and pro-
posals. All these subjects are here carefully charted and
examined and beautifully illustrated, each one as its
nature permits.

The objectives proposed by the Report are clearly and
firmly defined in a spirit of optimism and modesty. The
following statement by the master-planner M. Jacques
Gréber is the key-note to the Report, as it is indeed to all
town planning, and is worthy of the attention not only of
town planners, but also of the general public:

“Above all we must remember, if we wish to produce a
“useful and practical work, that the master plan is a flexi-
“ble creation rigorously conditioned to the needs of the
“inhabitants of the studied territory. The plan cannot be
“imposed upon the people, but if, by the seriousness of its
“study, it answers their real needs, it naturally will appear
“to them as the medium through which their aspirations
“can alone be satisfied. The town planner does not labour
“for his own satisfaction as a technician, but for the wel-
“fare of the people, in whose interests he is responsible for
“furthering the attainment of wholesome living, work and
“environmental conditions.”

The illustrations represent an immense amount of work
of careful selection in the case of the many fine photo-
graphs and in the preparation and method of representa-
tion of the plans and charts. A vast amount of information
and explanation is conveyed within remarkably small
compass and will repay deliberation on the part of the
perllscr.

The expense of such a work must necessarily be great,
yet may well be justified by the importance of the subject.
It is well that the planning of the national capital should
be set forth to the public in a clear understandable form.
The large model has been transported and displayed
throughout the Dominion and copies of the report are, no
doubt, available in all the larger cities. In comparison with
elaborate plans that have recently been made for other
cities, this has been in some respects a simpler matter.
Ottawa is not a large city. It has many fine natural features
of which advantage has been taken in the past. The pro-
posed plan does not call for major engineering work such
as is needed in some cases. But if M. Gréber has not asked
for the removal of mountains he seems to have been
enabled to remove even railways and the extent of terri-
tory he has had to cover is very great.

Cecil S. Burgess
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PRODUCT DESIGN COMPETITION

NartioNaL InpustRiaL DesicN COMMITTEE
Purrost oF THE COMPETITION
To stimulate interest in good industrial design among

(a) the public

(b) the designers and manufacturers

(¢) the retailers and merchants
THEME

Designs for a chair or a writing desk in wood and a chair

and door hardware in aluminum to meet mass-production
needs in Canada, are asked for in a new competition
sponsored by the National Industrial Design Committee.
A total of $7,000 is available in prizes. Funds for the com-
petition have been contributed by the Aluminum Com-
pany of Canada, the Canadian Lumbermen’s Association
and the National Gallery of Canada. The purpose of the
competition, as announced by W. A. Trott of Winnipeg,
chairman of the National Industrial Design Committee,
is to stimulate the greater use of trained Canadian talent in
the designing of manufactured products. Emphasis is laid
on economy of production, mechanical efficiency, suit-
ability of form to the function of the object, and simplicity
of design.

Catecory A (Wood)

A chair made basically of wood or plywood for normal
living requirements in Canadian homes, to be made by
processes suitable for the production and marketing in
Canada of at least five thousand chairs a year.

CateEcory B (Aluminum)

A chair made basically of aluminum for use either in
homes, gardens, restaurants or offices, to be made by
processes suitable for the production and marketing in
Canada of at least five thousand chairs a year.

Catecory C (Wood)

A writing desk made basically of wood or plywood for
small home or apartment which desk could also be used
as a serving or occasional table and which would also con-
tain permanent or demountable storage space in drawers
and shelves, to be made by processes suitable for the pro-
duction and marketing in Canada of a total of at least one
hundred desks a year and a possible maximum of five
hundred desks a year.

Carecory D (Aluminum)
A set of designs for any four of the following items of
door hardware in aluminum:
Knob or lever with escutcheon plate (but not lock
mechanism),
Knocker or bell push,
Exterior letter box or alternatively plate and border
to surround mail slot in door,
Name card holder,
House number,
Kick plate.

Prizis
For each category the following prizes will be awarded:
Ist prize is $1,000
2nd prize is 500
3rd prize is 250
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A competitor may submit one or more designs; a com-
petitor may also present entries in more than one category.
Not more than one prize in the aluminum categories nor
more than one prize in the wood categories will be
awarded to any one competitor. In other words, no com-
petitor can win more than two prizes, one in wood and one
in aluminum.

The Jury and the National Industrial Design Committee
retain the right not to award any of the prizes if no entries
of sufficient merit are submitted.

TerMS oF THE COMPETITION

The closing date of the competition is January 15, 1952,
and any entry post-marked later than that date will not be
accepted.

An entry blank bearing a number is attached to this
programme. This number will serve as an identification
for the competitor. A competitor should fill out the blank,
keep the stub bearing his identification number and return
the entry blank to:

National Industrial Design Committee,
The National Gallery of Canada,
Ottawa, Ontario.

A competitor needs to obtain a different entry blank and
number for each entry he submits.

The designs submitted must be the original creations of
the competitor(s). Two or more designers may collaborate
on an entry; designs may also be sent in by firms of
designers.

The competition is open to any designer or firms of
designers resident in Canada, or a designer who is a Cana-
dian citizen but living temporarily abroad, except mem-
bers of the advisory committees for the competition men-
tioned below and members of the Executive of the N.I.D.C.
For the purpose of this competition, residents of Canada
are defined as Canadian citizens resident in Canada or
other persons who have been legally admitted to Canada
as immigrants for permanent residence.

The National Industrial Design Committee does not
accept responsibility for damage or loss of drawings, etc.
The designer himself should take the necessary steps to
protect his copyrights.

If requested, the entries which have not been awarded
a prize will be returned to their owners within reasonable
time by railway express collect, unless the N.LD.C.
requests and obtains permission to retain them longer for
exhibition purposes. Entries whose return is not requested
will be destroyed at the discretion of the N.I.D.C.

The prize winning entries shall remain the property of
the desi gner, but the National Industrial Desi gn Commit-
tee reserves the right to exhibit and publicize the winning
designs.

The products must be designed to be made of Canadian
material, and to be capable of being produced in Canada,
with an appeal to the average Canadian. They must con-
form to the basic principle of good industrial design for
mass production by manufacturing processes available in
Canada. Emphasis should be paid in particular to the
following principles, all of which should be considered to
be relatively equal in importance:

Economy of production
Mechanical efficiency
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Suitability of form to the functions of the object
Simplicity of design and harmonious relationship of
parts.

PRESENTATION

All drawings should be made on 20" x 30" sketch boards
(i.e. Bristol Board, Hi-Art) or the equivalent. Drawings on
tracing paper or other paper must be mounted on boards
of this size. Each entry may consist of one or more boards
as required.

Drawings may be in any medium and arranged in any
way. Each piece must be shown in a sufficient number of
drawings (plans or half plans, sections, elevations, details
and instructions, etc.) so that the piece can be manufac-
tured from these drawings, by mass production methods
directly without the need for any further details or instruc-
tions being given,

Scale of drawings is left to the competitor’s discretion.
It is, however, suggested that one quarter of one half of
full size be used if convenient for the purpose. The scale
of every drawing must be clearly indicated, all important
dimensions must be shown and the materials clearly speci-
fied. In addition to the scale drawings, each piece must be
shown in a perspective or isometric scale large enough to
give an accurate idea of the appearance of the finished
piece.

Actuar, MopeLs WiLr, Nor BE Acceptep. If the competi-
tor wants to submit a photograph of the model or of the
finished product, it should be mounted on a 20" x 30"
sketch board.

Submissions shall bear no identification, name or sym-
bol. Each design submitted shall bear the identification
number of the competitor in clearly printed figures. A
different number is required for each entry. This number
on each submission will be the only means of identification
of the design.

Each design must, besides the identification number,
bear a title describing the nature of the piece desi gned. If
several designs for objects in the same category are sub-
mitted, they should show, after the title, consecutive num-
bers, for instance: “Chair 1,” “Chair 2,” etc.

Jury. The Jury consists of the following:
E. A. Allcut, Head of the Department of Mechanical
Engineering,
University of Toronto, Toronto, Ontario,

G. Allan Burton, General Manager,
Robert Simpson Company Ltd,
Toronto, Ontario.

J. S. Luck, Designer,
Aluminum Laboratories Limited,
Kingston, Ontario.

George Nelson, Industrial Designer and Architect,
New York.

J. B. Parkin,

President of the Association of Canadian Industrial
Designers,

Toronto, Ontario.
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In addition, there will be set up two technical advisory
committees, composed of representatives of the aluminum
and furniture industries, to advise especially to the making
of furniture and in the making of aluminum products. The
Jury, before making its final recommendations, must con-
sult with these advisory committees and with the executive
of the National Industrial Design Committee.

The members of the executive of the National Indus-
trial Design Committee are:

W. A. Trott, Chairman

Jean M. Raymond, Vice-Chairman
Donald B. Strudley, Vice-Chairman
Donald W. Buchanan, Secretary.

Final recommendations regarding awards will be made
by the Jury to the executive of the National Industrial
Design Committee and the announcements concerning the
awards will be made by the executive before February,
1952. In case any member of the Jury should be unable to
attend to his functions, the N..D.C. is entitled to appoint
substitutes.

INFORMATION

Any additional information may be obtained from
Donald W. Buchanan, Secretary, National Industrial De-
sign Committee, The National Gallery of Canada, Ottawa.

CONTRIBUTORS TO THIS ISSUE

A. MacKenzie James was born 1918. After five years with
the RCAF he enrolled in the School of Architecture at
the University of Toronto, graduating in 1951, He is at pre-
sent working in British Columbia,

Frederick J. Macnab, born and received his early train-
ing in Architecture in Dundee, Scotland. Associated with
the Architectural department of The Bell Telephone Com-
pany of Canada, first in Montreal and later as Assistant
Architect in Toronto. In 1927 he was appointed Architect
with headquarters in Montreal, In 1946 the Telephone
Company adopted the policy of having its architectural
work done by architects in private practice. Since then his
position has been of an advisory and consulting nature.

CORRECTION

Messrs Alward & Gillies inform us of an error in the
obituary written by Mr Duftus in the August issue. Messrs
Alward & Gillies were the authors of the winning design
for the Lady Beaverbrook building at the University of
New Brunswick.

POSITION WANTED

German Architect, specialist in Living accommodation,
first class references, practising since 1935 and 42 years of
age, wishes to emigrate to U.S.A. or Canada. Advertiser
likes to work hard, Will interested firms please get in con-
tact with H. E. Mendelssohn, Director of Progress Build-
ing Limited, 37 Berkeley Street, London, W.1.
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