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PIRO L-OGUE" BY FFEHESELRS T MAN

| am the First Man,

And because | am first

I am alone.

Do not misunderstand.

| am not the first man to live,

His name wos Adam,

Whereas | have many names . . .

Name o poet who sang the song celestial.
And you call my name.

Name a philosopher who saw life’s pattern.
And you call my name.

Name a prophet who brought men a new hope.
Name an artist who pictured the ineffable.
Name a scientist who banished the mysteries.

And you call my name.

No, | am not the first man to live; | am the
First Man to have an IDEA. That IDEA is new
and strange; and because of this, | am alone.
The First Man has no way to speak to other
men. Neither language nor picture has a symbol
for his IDEA. The First Man must create his own
symbols. Until -they become familiar he knows
that the First Man must be alone.
The First Man travels alone . . . reviled or
tormented and martyred for his IDEA. Yet,
scarcely has the body cooled and the echoes of
sadistic laughter ceased than the IDEA has been
accepted by the many and become degenerated
into a LAW and a FORMULA. But by then, I,
the First Man, have o new name and a new
IDEA . . . and there is new laughter,
—JAMES L. BRANDT
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Gesrge Qualls

One of Matthew Nowicki’s greatest assets as a teacher was his ability to inspire his
students by his own example. He gave the impression of o man intent upon completely
describing the character of our civilization in terms of architecture. He was eminently
capable of the task and his excitement and enthusiasm were contagious. This does not
mean that he demanded or expected emulation from his students. It would hove been
impossible, for Matthew was dynamic, never static. The scope of his genius was too
varied for imitation except in principle. Freedom was the key-note of his attitude toward
teaching os well os toward design. He respected individuol opinions and he encouraged
_ them. But freedom to Matthew wos not without restraint. Just as modern man is begin-
ning to realize that he owes a debt to society as well as to himself, so Maithew felt
that modern building demanded the modular discipline of our industrial age. Within
the framework of that discipline he felt there lay a world of opportunity for the designer.
Matthew’s teaching was directed toward preducing a purity of thought and a ciear ex-

pression of structural principle, but never toward the development of a formula. l-i.e was
primarily interested in creating for his students an awareness of the psychological func-
tions of a building. The physical functions, he felt, could no longer be the determining
factors of a design, but should serve as o -poinr of departure in the ssarch for a fresh
epproach to structure and form. He was convinced that the structural materials available
today are still in the infancy of their use with an entire era of sensitive development
ahead of them. Matthew saw that development as a growing interest in man’s emotional

reaction to space rather than a concentration upon his exact spatial needs.




YWhen Matthew sat at o desk to discuss o problem, an entire architectural education
cauld be in the offing. He hod the obility of sensing very accurotely the spotial relation-
ships of a building while it was still in the form of a rough sketeh. Very quickly he could
put his finger on the points of weakness of the dasign and call attention to any incon-
sistencies of thinking., His discussion would procead rapidly from o particular detail at
hand to a bread treatment of o principle, complete with historical footnotes, Matthew
was profoundly aware of our architectural heritags and he sow very clearly the position
of medern architecture in relation to greot building cultures of the post, The design
problems encountered today, he reclized, hove been dealt with in the past and solved in
nccordance with the social conditions and technical abilities then existing.

In giving a crit Matthew might become preoccupied with a porticular detail of the
preblem ond a clossroom lecture would materialize. He would leove the desk and the
class would gather oround him at the blackboard. | perticularly remember one of his
discussions on columns. He felt thot today o column has almost lost its identity os o
sculptural design element, Becawse of the widespreod use of modern building materials
stich as steel ond gloss;, lightness szems to hove become o trademark of the best in con-
temporary building. Motthew recognized that the sense of o building’s lightness or
heavinass depends largely upon the propartion of its supporting elements. The mossive
appearance of a Greek or Roman temple dee: not resull from the siupported weight but
from the eloborate massiveness of its columns, The economy of material contained in
the steel and reinforced concrete columns of today produces o slenderncss that scems to
deny a sculptural treatment ond even invalidates the use of free-standing colonnades.
Matthew turncd logically from this thought to o discussion of the decorative artists’
position in relgtion to modern orchitecture. Certainly, today’s painters, sculptors, and
architects experience little of the sense of collaboration that produced the great buildings
of the past. Each artist has o strong sense of his individual ortistic freedom which mani-
fests itself in an independence of expression, In the post, when a muralist was confined
by the shape of a wall ar a niche his forms and figures would express that confinement,
but today he Is free of such strict ‘architectural resiraint ond his work has a seporate

life of its own. Tha modern sculptor alsa maintains his individual freedam in creating

work that lives with or without o speciol orchitectural setting.

With his stresz upon a fresh human opprooch to design, his unceosing interest In the
problems of those oround him, ond with the constant force ond effectiveness of his own
example, Matthew Mowicki become o turning point in the lives of his students,
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Matthew Nowicki

Sometime ago our design became a style. No matter how ingeniously we dodge the
unpleasant issue, it comes at us with full force in thousands of creations of the con-
temporary designer. Our design is a style, with all the restrictions, disciplines, limitations
and blessings that we usually associate with the term. A style in the similarities between
designs differing basically in the purpose of their use and destination, subordinating to its
demands a refrigerator or a motor car, a factory or a museum. A style which perhaps
follows sales, quoting Edgar Kaufman, just as form followed function in the words of
Greenough and Renaissance architecture in the work of Palladio followed its antique
models. A style as pronounced, as defined, more limited perhaps, ond as legitimate for

our times as the style of Renaissance has been in its days.

In the growing maturity and self-consciousness of our century, we connot avoid the
recognition .of this fact, and we have to realize what it stoands for. We can no longer
avoid this term “’style” simply because it brings to our minds unpleasant memories. We
cannot keep on pretending that we solve our problems without a precedent in form.

We have to realize that, in the overwhelming majority of modern design, form follows
form and not function. And even when a form results from a functional analysis, this
analysis follows o pattern that leads to a discovery of the same function, whether in a
factory or @ museum. Approached in o certain woy on answer to every architectural
problem is a flexible space with no reason why one flexible spoce should be different

from another, and many practical reasons why they should be alike.

In saying all this, | am not an advocate of a diversity in design for its own sake. Such o
diversity is just confirming the rule of regimentation that always is the result of a style.
The more one attempts to escape one’s period, the more a part of it one becomes. The
constructive diversity that provides strength to an expanding and virile civilization comes
through o creative sensitivity to the eternally changing circumstance where “‘every op-

portunity stonds alone.”
















detail was eliminated to conform to the demands of purity with the result that th
idealized structure reacted badly to time and weather. A column in this archite
became simply a cylinder surrounded by planes, a vertical among horizontals. T
contrast of this juxtaposition had to be achieved to the satisfaction of the intellect s
that no shape was created without a function which it should express and serve,
to create the shape a function was created or conveniently over-emphasized. Here
thoughts wander to those two massive cylinders dividing the steps of Le Corbusies
Salvation army Paris building. Although emphasized more than any other st
element of the building they function only as ventilation shafts and now, if technicall
obsolete, they may have lost their functional meaning preserving their compositior
importance. This architecture of the “'international style,”” romantically dispose,d
over-impressive technology, developed a notion which | shall call the functional
tude. The truth of architecture was considered to be the exact expression of even
function. When building became technically obsolete and therefore no longer idg¢|
serving those changing functions, it was to be removed and replaced by a more efficient
one.
The concept of functional exactitude found a source of decorative qualities in the i
ventive interpretation of human life and movement. One might say that this architec
became the decoration of function. The period of functional exactitude looked for
inspiration towards the physical function. The psychological one was not considered ii
its philosophy. The concept of controlled enyironment resulted and the main purpase |
architecture was to control physical environment to the physical satisfaction of the use
The recent changes in modern architecture are perhaps as basic as those separating th
nineteen twenties from their predecessors, True, we share our vocabulary with this perioc
of yesterday but the same words have for us a different and often a basically opp
meaning. We both speak of functionalism but then it meant the exactitude and how |
means the flexibility. Those are two opposite concepts. In our thoughts priority often i
given to the psychological and not the physical human function. The concept of a

"



ived structure removed with the rapid change of technology is replaced by a notion of
irchitecture that will be our contribution to the life of future generations, Le Corbusier
ntroduces a meosure on which this contribution can be composed—the “‘modulor” with
ts mystery of the golden section. This measure of good proportion is most significant for
he change of values. No longer the measure of functional space, no longer the measure
of time, but a measure of beauty. Whatever the validity of such a measure may be, it
s interesting to notice that in the sequence of “time, space and architecture'’ the em-
shasis is shifting towards the last word in terms of the mystery of its art. The free plan
s replaced by the modular plan. Again these are two opposite notions. A module is the
nost rigid discipline to which a plan can be subjected. A moduler plan in reality is the
pposite of a free plan. We are no longer preoccupied with the proximities of related
unctions but with the nature of space that leads from one function to another. It is no
onger ‘‘how quickly to get there’’ but “how to get there,’’ that matters most in our plans.
t seems that from o quantitative period we have jumped into a qualitative one.

‘hese changes are neither as conscious nor as pronounced to the degree pointed out in
y remarks. It is an irresistible temptation to express those changes in the most striking
onner. But, in order to be objective one has to realize that a dividing line between
eriods can never be geometrically defined. This division can better be compared to a
ide ribbon which separates and joins at the same time like a gray belt between fields
f black and white.

/ith respect to the main channels of human creation, namely the invention and the
scovery, one might say that our present period is also different from the yesterday.
he discovery of the formal symbol of the unchanging laws of the universe seems to
place the invention of the form without o precedent. The eternal story of gravitation
again consciously contemplated. We ore aware that the form of the discovery has to
ange but the object of it remains the same; over and over discovered in many ways.
ong with these elements of philosophy we also react in a different way to the tech-

ques of our craft. Architecture discovered its own medium of creation and the difference

tween this medium and the others.
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Picasso writing recently about his “blue period’’ of 1912 and several yeors later sq
that he discovered late the difference between sculpture and painting. Maturity br
a “sense of medium” and mature architecture in the same way discovered the diff
between painting and the art of organizing accessible space. As a result we rely in

expression on the potentialities of materials and structure almost picking up the t
of the nineteenth century, This interest in structure and material may disclose within
the building medium decorative qualities of ornament much too involved for the purist
of yesterday. The symbolic meaning of a support became rediscovered and a steel nolmlﬂ
is used frankly as a symbol of structure even when it is not part of the structure itself,
The period of functional exactitude expressed its mysterious longings for ornament in ﬂ'IL
decoration of function. : :

This period of functional flexibility expresses them in the decoration of structure, At
tends not only to discover the truth but to exaggerate and finally to distort if. M‘*
maybe in this distortion lies the essence of art. '

I have described our stage of the modern design as a style. Will this style repeat the sod
story of other styles becoming an addition to the repertoire of a future eclecticism? The
life and the decline of cultures follows an organic pattern which seems to be inevitable.
But the span of life of a culture and its rebirth into another rests in the hands of the
people responsible for its creation, Where is the future of modern design?

It seems to me that it depends on the constant effort of approaching every probl
with the consciousness that there is no single way of solving it. “Art una-species mille,”
This battle cry of the Renaissance should be repeated again and again. Art may be o
but there are a thousand species. We must face the dangers of the crystalizing style no
negating its existence but trying to enrich its scope by opening new roads for investiga:

tion and future refinements. ]
“Form follows function’” no longer satisfies ambitions aroused when form becomes judged
for its universal values, but sensitivity to the minute exigencies of life remains the :
of creative invention leading through the elimination of '‘exactitudes’ to the

important and more general truth which equals beauty.










In oddition to his concentrated effort on the “paraboleum,” Matthew in his remarkable

use of time, was interested in a number of other office projects, especially the proposed

North Carolina Museum and Archives Building in its early stages. Though he wasn't en-

abled to complete his studies, here again his impact was great.

He had a way with clients which early convinced them of his sincerity and obllity,

resulting in o continuing mutual respect and cooperation. With him a primary tenet

fixed the client as the most importa
His philosophy was contagious—the whole

certain that his influence on character building was as
“1f Nowicki could not live to see the em-

nt factor in any successful architectural undertaking.
drafting room would cotch his spirit. It is

great if not greater than on design.

Quoting Jonathan Daniels’ editorial tribute:

bodiment in stone and steel of the plans he had made . .
Indeed, the flight which ended in his death emphasized that men in our

. there was design in his death

os in his life.

time, despite war and brutality, the necessity of flight from tyranny, the difficulty of

shaping new careers in strange lands, still dream the new cities and are not merely

caught in the sickness of a dying world.”

"he was young enough not fo have to be modern.”’










We had come expecting to do some fairly high level work, to criticize what had &
done by the government staff, to coordinate the work of private architectural firms
were to have been employed to develop various sections of the town and to de
further the main civic ond governmental features. Instead, we had to start really
the beginning with developing the smallest houses in our L-Blocks. This state of
was far from being the only source of disappointment and bafflement. It was part of
general situation. The Chief Engineer, whose personal vision and tenacity almost
handed were responsible for there being a new Capitol project instead of just some e
tion to an existing city, had recently lost what to him was an important adminis
struggle of some sort. One can only say that this and other conditions had Y
at least—resulted in no action having been taken to prosecute and implement the desis
In the field there wos intense opposition by the farmers to be displaced, aided o
broadened by skillful political opponents of government. No land had been
Surveyors had been chased off.

The Cabinet had previously approved the plans, but there was still dissension and
decision—a part of the general political malaise and confusion in this province, t

by partition.

In those first ten days we worked as hard as we could among distractions and
ferences and interruptions. Matthew did not for a moment let himself be disag
by the fact that he was designing small houses instead of city squares and
buildings. He took hold happily ond without fuss. In a very few days he had begun
show what oesthetic and living quality and what characteristically Indian qualliy- o

be given to an excessively minimum house, to the texture of the street,

Still, | hated to leave him there by himself. Even to me, used to many strange
ditions of work and otmosphere and to slower tempos, it was a troubling situation. O




top of that Matthew was deeply worried about the Korean War, about Siasia and the
boys on the other side of the world. We walked and talked endlessly at night along
Simla’s enchanted Mall, with its enchanted constellations of lights up and down the hills,
the haloed mists, the sudden sharp views down into the drama of steep winding lanes.
It was exciting, and our spirits would recover, and we would discuss a million plans and

situations, as well as philosophy and aspirations,

Matthew was prolific in solutions, all of them stimulating and imaginative, most of them
feasible. Next morning we’d be sketching on our drafting tables, and the room servant
would have to sidle in with our eaorly morning tea, because the space had not been
designed originally for bedroom and drafting room both. We finally decided that there
was no question of covering a lot of ground on this visit, that to complete one of the
thousand family super-blocks and do it well, with its houses, schools, playgrounds, and
shopping center, would be all we could possible do this time and all that they would need
for some months to come. As | left, Matthew said, “Don’t worry. I’'m not discouraged,
ond I‘m a good salesmon.”” Matthew had justified self-confidence, disarmingly felt and
expressed. We met again in Delhi six weeks later, on August 22. He brought along his
drowings, and a fine show they made, full of spirit just as drawings, full of gaiety almost
38 0 cartoonist’s drawings are, and professionally illustrating new possibilities of the
ninimal house and its grouping into varying close coupled and open patterns. What
ymazed me wos the sheer quantity of work Matthew had produced practically single-
wanded and the flow of imagination through it all, as though the work and thinking
wod been quite unhurried, quite undistracted by the other complications of the situation.
Jut, actually, he had been attending cabinet meetings, explaining the issues generally
ind his drawings in particular, following up these meetings by personal conferences,
roning out issues, bringing personalities together, writing publicity pieces, . . . Other
rofessional men have done such extraneous work, too, but generally their own work

oses quality, sharpness, distinction—for the two aspects don't generally go together.




in Matthew they did indeed, and in both to the highest degree. He made warm friend
ships, and he made issues clear to people who had not thought of such prablems be

He catalyzed and produced action.

The small house he designed, the one with the inner court and the tiny balcony
necting the two elements of the upper floor, is a gem in architectural scale and feelin
and a first-class tropical solution. The conception and careful study of levels as ee
convenience and scale, the house with the inner open stairway, the one with the _
garden-court—all of these showed an extraordinarily prolific flow which in itself |

the crystallization from a much larger number of ideas. The street is, of course,
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important unit of architecture where these small houses are concerned. The problem
to create something interesting, something of varied appeal, in place of the usual
ordained rectangular, equidistant blocks. | think the characteristically narrow <

breaking into small squares now aond again, with houses of different plan, di

V. =

ventilation requirements suitable to each location, form an important .contribufl_oh :
eastern urbanism. The house types can in most cases be built in stages—a probab
important feature in a country where, it is ardently hoped and expected, the despergte
low present incomes will become more adequate; where, olso, due to the strong ties ¢
family and of place of origin there is likely to be more of a mixture of incomes in any ¢

locality than with us.

| don’t mean to get too much into a discussion of architecture ond planning, but base %
on all our talk and work and other of his work that | have seen and studied with him,

do need to say this:

Matthew was certainly an architectural genius of an order to match anyone in.ﬂ.,;
generation, fully as bold, fully as criginal. But these other men of talent whose work

have known, lack o sense of discipline, a sense of the living importance of the grec
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the Museum will have done since | wos lost
| can quickly find the answer; sometimes |

shaping a conservative mold for itself, a fact : .
is extremely disappointing, It is unfortunate, 1o
doing the Museum is losing that rewtful p:u
the group of enthusiasts who first greeted its op

mentol stimulation of the active mind, and hos
part in presenting or! 1o the public as a fluid m
expression, For these past achievements we ¢
the Museum, but it is disheartening to see the

o

is now—seemingly content with good intentions.

Why is the Museum slipping? There seems t

to operote pretty much as Its directors see fit. ‘
me that a museum, like o public library, hﬁ}q
to itself ond to the public, that of continually r

never attempt to influence ort or the artist of
hope it could not. The Museum con and n
vide on easily accessible place where the o
alike may see the ossembled work of thel




is, it could never become conservative. But such is exactly the
case. The Museum of Modern Art is potentially the most con-
servative museum in New York. It was conceived in a certain
period and is being evolved along increasingly more definite
lines. Its keepers, having found their means of expression, con-
tinue to augment their experiences in that period. This is not
to condemn the period, nor to say that the product of the
period is not sufficiently adequate to merit lasting attention;
it is to condemn the static mold the Museum is shaping for itself
by the exclusion, knowingly or unknowingly, of other activities
in the arts,

What is the Museum trying to do with the “‘house in the
garden’’ project? Two houses have been exhibited in the last
two years: one by Marcel Breuer and one by Gregory Ain. It
must be noted that both houses illustrate one phase of modern
architecture—the Harvard school of the plaster panel and
unpainted vertical siding. Most people accepted the houses
themselves, however, not with any great admiration. The ac-
ceptance of these two specific houses is rather unimportant
when we consider that the houses appear somewhat late, be-
cause of the recent war, to do the public any real service. Ten
years ago, visitors to the Museum might have benefited greatly
by such a project. Now, enough houses have been built to ac-
quaint the public with the contemporary approach to residential
architecture.

The Museum is an established institution. If this fact has
limited the range of the Museum’s activities, it has also made
evident the increasing lack of imaginative sensitivity on the
part of those in charge of arranging the exhibit material. Two
things seemingly indicative of this trend toward less and less
imaginative effort disturbed me on my last visit. William Lehm-
bruck’s two wonderful pieces of sculpture, the standing man and
kneeling woman, formerly occupying a room entirely to them-
had been moved to a larger room which they shared

selves,
with twe rather uninspiring pieces of work, out of key with

Lehmbruck’s sculpture, and impossible to overlook. The addition
of these two completely destroyed the exciting space modulation
which is possible with Lehmbruck’s sculpture.
The Museum had Leopold’s “Full Moon' on exhibit. It was
placed in a dark alcove, and a bench was provided so that ob-
servers might sit and watch the subtle movement of the Full
Moon. Two lights pointing away from the observars lit the mo-
bile full on ifs center os it hung suspended in the blackened
space. As far as the Museum had gone, it had done an adequate
job, but the lighting arrangement seemed to me very question-
able. On the ceiling were the intricate linear shadows produced
by the mobile's geometric patterns. These shadows, however,
were kept to a minimum. What fantastic possibilities this piece
of work offered in voriations of shadow arrangement from a
basically simple symmetrical geometric structure! Pin point
lighting or variations in the lighting arrangements could have
exhibited the Full Moon in its ultimate effectiveness.
Regardless of how we feel about the Museum (and most of us
love it dearly), we cannot help watching it with a critical eye.
Many fond friends and yearly visitors to the Museum have not
and will not in the future visit the Museum less frequently, but
they are coming back for different reasons and with different
feelings from those they had when they first came. The building
itself still inspires the same quiet delight, and the garden re-
tains its amusingly casual appearance. But more and more |
feel a touch of reminiscent expectancy about my visits there.
Hardly does one come across an exhibit that does not fit the
familiar pattern. A nice quiet old Museum is in the making.
After several years of this slumber, someone will open a new
Museum to serve the experimental activities in the arts.
All the Museum needs is the acquisition of new blood—tha
regenerative influence of an additional energetic force—another
pair of sensitive eyes to watch the more subtle forms of
diyergence,

—SHERMAN PARDUE, JR,
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THE PAGES AHEAD . . .

At the beginning of any worthwhile undertaking is an Obs
vation—an observation that all is not right with onc?s:- pers:
concept of the world. In our own case, the observation is
not entirely original one that the “Age of the Specialist'*
gone about as far as we can allow it to go. There are too |
painters who know of pigments and oils but nothing of
stein’s Theory of. Relativity; too many politicians who R
loud oratory and parliamentary procedure but Nothing &
Donne’s Meditations; too many chemists who know of ele
and radicals but nothing of Gabo's "Spiral Themc"_'; too
actors who know of elocution and stage business but

of Wright’s “Falling Water”; too many machuni_és_. \'Ihb

of engines and brakes but nothing of Russell‘s."A\.Ffm; §
Worship”; too many doctors who know of pills and syr

but nothing of Dostoevski’s Idiot: too many fuﬂn'_ers'.-w_i-.o ;
of legumes and plowing but nothing of Honegger’s s"lllh Y
Two Solo Violins.

And yet we believe that the intuitions and thogaghf.p Seall 1




.d all endeavor are basically similar whether they be in the

iers of science or the arts or even a new way to promote

t buck.

only real difference is in the medium with which each man
s—the clay the sculptor molds, the earth the farmer
s, the body the doctor heals. But the intricacies and details
¢h medium are such that perhaps only a genius can master
al of them, let alone all. Although this is so, there is @
for what has been variously called the Renaissance Man,
‘ducated Man, the Whole Man, the Well-rounded Man.

. is a place for the man who realizes that his specialty—

oney-crop—is not the only work of impertance. The edu-

'man may not be able to master the technique of a great

- L
pursuits. He must, however, learn enough about man’s

in other media to perceive the significance of that work

a sympathetic understanding of what its masters

o have

to say to him.

Caf ;5/!0 /7E

Our observation, then, is that modern man'’s ideal of the Special-
ist is wrong. He attempts to find or create enough specialized
compartments so that each individual in our Democracy of
Equality can be a master of one of them. Specialist worship
leads to pigeonholing and ultimately to the robot of the Twen-
tieth century who inhabits the arid wasteland where Monotony

kills Inspiration.

The School of Design is dedicated to producing not just archi-
tects but well-developed citizens. It seems 10 us that the mago-
zine of its students should lead in that direction—in the direc-
tion of an unlimited scope, in the direction of a well-rounded
content. We have a place for short stories as well as articles on

modern art; for sonnets aos well as elevations; for musical as

well as architectural criticism.

We hope that the taste and judgment of the editors will be the

only limitation on an otherwise limitless horizon.
—JAMES L. BRANDT
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THE FILM IN ARCH'TECTURE The motion picture industry has thrown architecture around

long enough. It is high time architects started throwing mation
pictures around for awhile instead. By throwing around, |
mean using the film as a servant of the profession. Hollywood
uses architecture as a tool for its dramatic interests; cons
versely, there is no reason to suppose that the film medium
does not hold great creative value in the process of archi-
tectural design.

The most obvious asset of the film is the fact that it adds the
dimension of movement in time to an otherwise static, two-
dimensional approach to architectural study and design via

drawings and photographs. The camera “dolly” is one of the
greatest techniques developed in the field in recent yeors, gnd
of all the cinema tricks, dollying most nearly OpProXimates
the immediate, visual human experience of walking W
a building. From whatever vantage point a human balna can
get to and look around at his world, a camera can follow him
and record that same visual experience. A movie camerq, of
all our creative media, comes nearest to duplicating and .
cording human vision in continuous time, Since architecty,,,
is, over and aobove "physical usefulness,’” an immediate, Per.
sonal visual experience, then it seems logical that, in Order
best to understand how architecture is visually experienceq i
man, we should make use of that medium which can Mogt







the introduction of skeleton steel and ferro-concrete frome
fures, architects have rediscovered the curtain wall. No
f Is it the prime function of walls to support the floors or
roof ebove; all thot is asked of them is that they serve aos
| BCreen-—a screen against the elements, against odors or
¢ Booinst light and view, or just a screen to help define

spoce or serve as o bockground against which one may place

furniture or g picture,

These screens toke many forms, ranging from heavy masonry
simulating the stability of bearing walls to the other extreme
of using enormous areas of ceiling-to-floor glass. This en-
deavor to express the curtain wall, coupled with the avail-
obility of lorge sheets of glass, seems to encourage enthusiastic
ond often indiscriminate use of the glass screen. Innovations,
such ot movable walls and screens, partitions that do not quite
touch the celling, luxurlious use of louvered walls, and other
devices helped 10 create the present “flexible” space that we

associote with modern architecture.

HE FLEXIBLE BUILDING -

THE FLEXIBLE BUILDING

With such “flexibility’ as a slogan, we have set forth to design
our buildings. First, the floor is poured on grade; then, the
steel lally or concrete columns are placed; and finally the root
slab covers the structure. All that is necessary then is curtain
walls of glass and light-weight partitions to enclose and sub-
divide the building. When these elements of architecture are
reduced to their minimum, a greater amount of study and re.
finement is necessary. Such space modulations cannot success.
fully be executed superficially. There must be changes of
material, changes of roof or floor levels, or a change of scale
and of interest, to prevent the building from having the dyll
sameness everywhere, Unless handled with unusual clarity gnd
sensitivity, as in Van der Rohe's Barcelona Pavilion, the space

we thus create often seems incomplete, cold and inhuman.

I remember my most recent experience with such a building,
a newly completed restaurant which undoubtedly was very
thoroughly studied and planned for the utmost convenience. It

Is a sandwich of glass between two horizontal slabs of roof and










THEATER

THE STAMP QFETWO BDEFECHTS

The Raleigh Little Theatre has made a reputation for itself which extends beyond the local argo. Morth Caroling chouvinism hos

overstated the matter, however: The Little Theatre is good but nat first-rate, There are critics of the Theatre who are prepared to

speak without any personal malice. From their stendpeint, the only heels in the Pogue Street Stock Company are the Achilles heals
discussed in this dual article. The acting and direction are superior—if niot consistently superior. It is the motters of play-selection

and zet-design which couse the greatest concern,

HEEL #1: PLAY SELECTION

Az an amateur of the arts (in both the fovorable ond the un-
fovarable sences of amateur), | think | am entitled te comment
on the type of ploy which @ community theatre might reason-
ably be expected to produce. In general terms, such a play
should have more to do with the post (dromatic clossics) ond
with the future (experimental ploys) than with the immediate

present (what's new on Broodway).

The powers-that-be seem to hove confused Pogue Street with
Shubert Alley. It is regrettoble that all enthusiosts of the
Broodwoy product cannot see even o rood-company  version
of their favorites. But the community theatre is not responsible
for remedying this deficiency. When it produces contemporary
plays, let it select plays which are too experimental for com-
mercial production, or plays which—whether they failed or

succeeded on Broodwoy—have real esthetic merit. Lat the
program be balanced, ot least, with plays which ore not typieal

Broadway products.

| don't meon to disparage Broadway plays grotuitously, We are
gstounded at the boxaffice attoined by plays like

occasionally
of Eliot and Fry, and we are equally as-

the recent offerings
{continued p. 10)

HEEL #2: SET DESIGN

An imogination can dream up a variety of settings for a par-
ticular play, from the architectonic curtain droping of a
mystical Adalph Appia to the strict realism of a literal Morman
Bel Geddes. It is trus that a setting must serve the play, It
must implement and heighlen the effect of the play it sits
behind. In observing the sets in Raleigh, as anywhere else,
one must consider the plaoys which are produced in them. In
its play selection, the Raleigh Little Theatre hos carved itself
o convenient rut along the rood of literal realism with only
an occasional excursion into what may be called “stoge-con-
vention semi-realism,” Reasonably one must odmit that the
policy of realistic setting merely reflects the selection of
plays. But within this limitation It is possible te concoct atrik-
ing ond original settings. Such designs hove not appeared on
the stoge of the local theatre.

As long os the script colls for a periad interior, the results
have been satisfactory. Noteworthy have been Yeors Ago and
Pygmalion with its Victorian detail and William Merris wall-
paper. Slightly different but probably the best set in some time
was lost seazon’s Hasty Heert. The scene wos a bamboo hut
in Burma. The hut was very real (it was actually bamboo) but
{eontinued p. 11)




tounded ot the number of turkeys which people actually invest
money in. The angels smile on the bad and the good alike.
In the case of plays without highbrow pretensions (comedies, in
Particular), those with superior esthetic qualities generally
fore best ot the boxoffice. In their Broadway setting, some of
the plays of the current Little Theatre season were startling

successes neither commercially nor artistically.

But there are plays of merit which fail to make Broadway, And
there are plays which need to be tested in actual production,
though they have little chance of survivel on Broadway. Into
this category fall certain plays by poets and novelists. The Yale
Dromot proved to everybody’s satisfaction that nobody wanted
to ottempt a second production of Thomas Wolfe’s Manner-
house,

On the other hand, Robert Penn Warren got favorable notices
on the off-Broadway production of All the King's Men—the
ploy odapted from the novel of the same title, which was
adapted from the original play (was Proud Flesh the title?).
The Hollywood version indicated that the material was suitably
dramatic, but the movie was a disappointment in other respects.
Community theatres might feel some responsibility for giving

material of this type an even break.

Community theatres have some responsibility for keepiny
dramatic classics on the boards. Now, a theatre is not an ol
curiosity shop; zombies are for bar-and-grills, not for stk
companies. But there is a good deal of vitality left in Shokes
peare, for example. There's no getting around the ft
that historical changes complicate the problems of production
Among such changes is the change to what is known as "tht
post-lbsenian picture-frame stage,” which—in Shakespeor'
type of play—interposes a barrier to communication betwes
audience and players. You could get some interesting result
with a burleycue runway extended out into the audience,

A theatre which produces experimental plays will inevitably b |
labeled avant garde, derogatorily. But there is a sense in which
a theatre has to be avant, if it ever hopes to guard the pey
heritage of the community theatre. Remember the truism ghoy
people’s going backwards when they stop going forwards, Th
community theatre has at least as much responsibility g iy
Rotary Club (which it may even have to fight) for improying
community tastes. | am happy to note that the Little Theg
playwriting contest is stepping out in the right directia, By
encouraging writers to turn out plays without CoOMmareiy
slanting, the Theatre may hearten its own inclinations towang

a better balance of plays.
—DONIPHAN LOUTHANI

e ———— e\
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the atmospheric effect of golden sunlight and pale green
jungle which were visible through the windows and chinks in
the bamboo thatch were what lifted this setting above its
sredecessors. Command Decision achieved almost as admirable
on effect in its representation of a crowded quonset hut. But
when the scene becomes more gbstract or symbolic as in The

Madwoman of Chaillot the results are inadequate to say the

least. The dramatic drapery which in both the New York and

Chepel Hill productions transformed the Madwoman’s bed into

o throne here seemed to be little more than another tasteless

slume in her mad hat.

It seems, therefore, that scholarly imitation ie sufficient for
wme plays, but that only an artistic intellect can save other

y. A case in point is last season’s Born

long-awaited opportunity to

wts from mediocrit
It was hailed os @

Yesterdoy-
but as it turned out, the set violated

ds o modern apartment,
Al the requisites of good design, whether it be medern, Geor-

gion, Of Egyptian. If we are to take that set as on example,

(n interiors consist of corner fireplaces, split-level living

mogde
lack of any design whatever. The

and on over-all

rocms,
wlidarity of o realistic interior was obsent. The set had all
the pag!eboard look of a high school play in Ahoskie. Ideally,

ful setting chould not be seen at all but felt as part

g success

of the mood of the play. But a drab set is just as obtrusive as
a flashy one. Many recent sets have had a general greyness
which may represent an attempt to keep the set well behind
the players. The Voice of the Turtle cannot be criticized on
this score; one first-nighter described it as resembling "‘the
display window of a second-rate furniture store.”” It would
seem that most of these sets were built by occasionally refer-
ring to the photograph of the Broadway set which appears as
o frontispiece in Samuel French’s acting edition of the various

plays. But in no sense were they designed.

To sum up, the Little Theatre is successful when it attempts

period sets, but it lacks the sensitive feeling necessary for

modern and symbolic settings. The School of Design believes

in modern architecture and teaches an understanding of sym-

bolism. It has given its students an inkling of stage design

s which unfortunatel
improved stageé designe

through sketch problem y remain unexe-

cuted. Previous offers of mutual aid,

in one case and the opportunity for execution in the other, have
gone unheeded. In rebuffing these offers, the Pogue Street set
builders are missing an opportunity to team up with the better

designers in the school. Such collaboration might produce

settings of a higher artistic quality than Raleigh has seen to
date. It is worth trying.
__JAMES L. BRANDT.
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HENRY DAVID THOREAU

AS FOR A SHELTER

As for a Shelter, | will not deny that this is now a necessary
of life, though there are instances of men having done without

it for long periods in colder countries than this. . . . Man was

not made so large limbed and robust but that he must seek
to narrow his world, and wall in a space such os fitted him.
He wos ot first bare and out of doors; but though this was

pleasant enough in serene and warm weather, by daylight,

the rainy season and the winter, fo say nothing of the torrid
sun, would perhaps have nipped his race in the bud if he had
not made haste to clothe himself with the shelter of a house.
... We may imagine a time when, in the infancy of the human
race, some enterprising mortal crept into a hollow in a rock for
shelter. Every child begins the world again, to some extent,

and loves to stay outdoors, even in wet and cold. It plays

house, as well as horse, having an instinct for it. Who does not

remember the interest
shelving rocks, or any ap

yearning of that portion ©
still survived in us. From the cave we have advanced to roofs

of bark and boughs, of linen woven and

with which, when young, he looked ot
proach to a cave? It was the natural

f our most primitive ancestor which

of palm leaves,
tretched, of grass and straw, of boards and shingles, of stones
stre ’]

and tiles. At last, we know not what it is to live in the open

air, and O
From the hea
perhaps, if we we
without any obstruct
if the poet did not spe
soint dwell there so long.

ur lives are domestic in more senses than we think,
rth the field is a great distance. 1t would be well,
re to spend more of our days and nights
ion between us and the celestial bodies,
ak so much from under a roof, or the

Birds do not sing in caves, nor

do doves cherish their innocence in dovecots. . . . Who knows
but if men constructed their dwellings with their own hands,
and provided food for themselves and families simply and
honestly enough, the poetic faculty would be universally de-
veloped, as birds universally sing when they are so engaged?
But alas! we do like cowbirds and cuckoos, which lay their eggs
in nests which other birds have built, and cheer no traveller with
their chattering and unmusical notes. Shall we forever resign
the pleasure of construction to the carpenter? What does archi-

tecture amount to in the experience of the mass of men? . . .

However, if one designs to construct a dwelling-house, it be-
hooves him to exercise a little Yankee shrewdness, lest after
all he find himself in a workhouse, a labyrinth without a clue,
a museum, an almshouse, a prison, or a splendid mausoleum
instead. Consider first how slight a shelter is absolutely neces-
sary. . . . | am far from jesting. Economy is a subject which
admits of being treated with levity, but it cannot so be dis-
posed of. A comfortable house for a rude and hardy race, that
lived mostly out of doors, was once made here almost entirely
of such materials as Nature furnished ready to their hands. . . ,
If it is asserted that civilization is a real advance in the con-
dition of man—and | think that it is, though only the wise
improve their advantages—it must be shown that it has pro-
duced better dwellings without making them more costly; and
the cost of a thing is the amount of what | will call life which
is required to be exchanged for it, immediately or in the long

run,




Most men oppear never to have considered what a house is,
ond are actually though needlessly poor all their lives because
they think that they must have such o one as their neighbors
have. . . . Shall we always study to obtain more of these
things, and not sometimes to be content with less? . . . Why
should not our furniture be as simple as the Arab’s or the
Indian’s? When | think of the benefactors of the race, whom
we have opotheosized as messengers from heaven, bearers of
divine gifts to man, | do not see in my mind any retinue at
their heels, any carload of fashionable furniture. Or what if
| were to allow—would it not be a singular allowance?—that
our furniture should be more complex than the Arab’s, in pro-
portion as we are morally and intellectually his superiors! At
present our houses are cluttered and defiled with it, and a good
housewife would sweep out the greater part into the dust hole,
and not leave her morning’s work undone. . . . | had three pieces
of limestone on my desk, but | was terrified to find that they
required to be dusted daily, when the furniture of my mind
was all undusted still, and | threw them out the window in dis-
gust. How, then, could | have a furnished house? | would
rother sit in the open air, for no dust gathers on the grass,

unless where man has broken ground.

AS FOR A SHELTERR

It is the luxurious and dissipated who set the fashions which
the herd so diligently follow. The traveller who stops ot the
best houses, so called, soon discovers this. . . . | think that
in the railroad car we are inclined to spend more on luxuy
than on safety and convenience, and it threatens without ot-
taining these to become no better than a modern draying
room, with its divans, and ottomans, and sun-shades, and o
hundred other oriental things, which we are taking west yih
us, invented for the ladies of the harem and the effeminge
natives of the Celestial Empire, which Jonathan shoyld pe
ashamed to know the names of. | would rather sit on a pumpkin
and have it all to myself than be crowded on a velvet cushigy |
would rather ride on earth in an ox cart, with a free cirey.
tion, than go to heaven in the fancy car of an excursion e,
and breathe a malaria all the way. . . . There is actually ny
place in this village for a work of fine art to stand, if any hod
come down to us, for our lives, our houses and streets furnish
no proper pedestal for it. There is not a nail to hang g Picture
on, nor a shelf to receive the bust of a hero or a sain. ke
Before we can adorn our houses with beautiful objects ﬁ*\\vjl;
must be stripped, and our lives must be stripped, and be“"'iiul
housekeeping and beautiful living be laid for a f"“ﬂduﬁgn:
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AS FOR A SHELTER

now, a taste for the beautiful is most cultivated out of doors,
where there is no house and no housekeeper. . . . When |
think of acquiring for myself one of our luxurious dwellings,
| am deterred, for, so to speak, the country is not yet adapted
to humen culture, ond we are still forced to cut our spiritual
bread far thinner than our forefathers did their wheaten. Not
that oll architectural ornament is to be neglected even in the
rudest periods; but let our houses first be lined with beauty,
where they come in contact with our lives, like the tenement of
the shell-fish, and not overlaid with it. But, alas! | have been
inside one or two of them, and know what they are lined

with, . . .

every apartment in which man dwells be lofty

Should not
create some obscurity overhead, where flickering

enough to
shadows may

are more agree

play at evening about the rafters? These forms
oble to the fancy and imagination than fresco

paintings or other the most expensive furniture. | now first

begon to inhabit my house, | may say,
for warmth as well as shelter. | had got a couple of old fire-
wood from the hearth, and it did me good to

when | began to use it

dogs to keep the

see the soot form on the back of the chimney which | had
built, and | poked the fire with more right and more satisfac-
tion than usual, My dwelling wos small, and | could hardly
entertain an echo in it; but it seemed larger from being a
single opartment and remote from neighbors. All the attrac-
tions of a house were concentrated in one room; it was kitchen,
chamber, parlor, and keeping-room; and whatever satisfaction
parent or child, master or servant, derive from living in a house,
| enjoyed it all. . , ,

| sometimes dream of a larger and more populous house,
standing in a golden age, of enduring materials, and without
gingerbread work, which shall still consist of only one rcom, a
vast, rude, substantial, primitive hall, without ceiling or plaster-
ing, with bare rafters and purlins supporting a sort of lower
heaven over one’s head—useful to keep off rain and snow,
where the king and queen posts stand out to receive your
homage, when you have done reverence to the prostrate Saturn
of an older dynasty on stepping over the sill; a cavernous house,
wherein you must reach up a torch upon a pole to see the roof;

where some may live in the fireplace, some in the recess of




the window, and some on settles, some at one end of the hall,
some at another, and some aloft on rafters with the spiders,
if they choose; a house which you have got into when you
have opened the outside door, and the ceremony is over; where
the weary traveller may wash, and eat, and converse, and sleep,
without further journey; such a shelter as you would be glad to
reach in a tempestuous night, containing all the essentials of a
house, and nothing for housekeeping; where you can see all the
treasures of the house at one view, and everything hangs upon its
Peg that a mon should use; at once kitchen, pantry, parlor,
chamber, storehouse, and garret; where you can see so neces-
sary o thing as a barrel or a ladder, so covenient a thing as a
cupboard, and hear the pot boil, and pay your respects to the
fire that cooks your dinner, and the oven that bakes your
bread, and the necessary furniture and utensils are the chief
omaments; where the woshing is not put out, nor the fire,
nor the mistress, and perhaps you are sometimes requested to
move from off the trap-door, when the cook would descend into
the cellar, and so learn whether the ground is solid or hollow
beneath you without stamping. A house whose inside is as open
and manifest as a bird's nest, and you cannot go in at the
front door and out at the back without seeing some of its
inhabitants; where to be a guest is to be presented with the
freedom of the house, and not to be carefully excluded from
seven eighths of it, shut up in o particular cell, and told to
make yourself at home there—in solitary confinement. Now-
adays the host does not admit you to his hearth, but has got
the mason to build one for yourself somewhere in his alley, and
hospitality is the art of keeping you at the greatest distance.
There is as much secrecy about the cooking as if he had a
design to poison you. | am aware that | have been on many
a man's premises, and might have been legally ordered off, but
I am not aware that | have been in many men’s houses. |
might visit in my old clothes a king and queen who lived
simply in such a house as | have described, if | were going

their way; but backing out of a modern palace will be oll thet

| shall desire to learn, if ever | am caught in one. . .+

True, there are architects so called in this country, and | hovt
heard of one at least possessed with the idea of making o
tectural ornaments have a core of truth, a necessity, and hénct
a beauty, as if it were a revelation to him. All very well pe
haps from his point of view, but only a little better than tht
common dilettantism. A sentimental reformer in architectu
he began ot the cornice, not ot the foundation, It was oolf
how to put a core of truth within the ornaments, that en
sugar-plum, in fact, might have an almond or caraway seé
in it—though | hold that almonds are most wholesome withoul
the sugar—and not how the inhabitant, the indweller, migh
build truly within and without, and let the ornoments tokt
care of themselves. What reasonable man ever supposed that
ornaments were something outward and in the skin merely—
that the tortoise got his spotted shell, or the shell-fish it
mother-o'-pearl tints, by such a contract as the inhabltonts
of Broadway their Trinity Church? But a man has no more o
do with the style of architecture of his house than a tortoise
with that of his shell. . . . This man seemed to me to lsn
over the cornice, and timidly whisper his half truth to the
rude occupants who really knew it better than he, What of
architectural beauty | now see, | know has gradually growm
from within outward, out of the necessities and character ol
the indweller, who is the only builder. . . . The most interesting
dwellings in this country, as the painter knows, are the mug|
unpretending, humble log huts and cottages of the poor cop.
monly; it is the life of the inhabitants whose shells they o
and not any peculiarity in their surfaces merely, which mgye
them picturesque; and equally interesting will be the citizays
suburban box, when his life shall be as simple and as agreegble
to the imagination, and there is as little straining after effuct

in the style of his dwelling . . .




5. NOWICKI BASIC DESIGM

FRESHMAMN COURSE IN APPRECIATION OF ARCHITECTURE
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PRINCIPLES OF COMPOSITION

The unobjective forms discovered
ton of the pitcher are
represent

in the technical presenta-
used as elements of composition to

on the picture plane the three different orders:
equilibrium (balance), motion, stability.

MOTION EQUILIBRIUM
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STRUCTURE FOR PLAY

In @ minimum space an arrangement of spoce ond farms has 1o
provide the best possibilitics for a small group of little children
to play and exercise, The structure expresses the movement
af the play and emphosizes the scole of the 4 to & year old
child

Photo by Ralph Mills
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SHE KNOWED HOW'’

'She died and they laid her out in @ homemade pine box, Of

rse, all of the clan gathered. A burying in thess backwoods
w:us a social event, They clustered silently around tha small
circle of light from the single kerosene lamp, Their silence was

not from sorrow; they were trying to think of o verse 1o be
scratched in her heodstone. 1t was really o task because she
hadn’t been very bright ond she hadn't been ot all moral.
She hod never been known to put o foot inside the church,
g0 the usual ‘Asleep in Jesus’ didn’t seem appropriate. Finally
ona of the elders broke the silence. “Well, she weren't sech a bod
un, | reck’n the done the best she knowed how.” S0 onta hor
headstone, a large jug with a closed top, went this unconscious
tribute, "She done the best she knowed how." That's the epitaph




FROM THE UTILITARIAN . .

- wwewe vy Aoert Barden, Sketch by Jim Sherrill

—_— |

| want used on my headstone, you know, | mean it really is."
Julianna was holding court in her living room, The entire room
was colored a soft amber by the light which filtered through
the bright orange curtains. ““They're quilt linings, you knoW,
found it ot @ country store for a song, told the man he wos
selling it too cheap but he insisted, and it does seem so in:
digenous.’” She sat alone on the sofa by the window (so thot
she could see if anyone came), her hooded falcon eyes watchful.
She was doing what she liked best now, giving audience 10
friends and friends of friends, telling us the JUGTOWN STORY

—adding another peg to the living myth-structure.

She sat there like a portrait of an ageless Parisienne painted
by Manet. But the background must have been by an artist of
a different school. Her studied hand-loomed clothing wos @
paradox to her fragility. Her sophistication seemed incongruous
in this log cabin room with its pine plank floor and mud
chinked walls. Had the stage hands put up the wrong set, on
early American cabin instead of a sidewalk cafe? The many
tiers of books and the profusion of objets d‘art added a final

anachronism to the stage.

“You dont Kpow the story of Jugtown? Well, stir up the fire




democratic expression’ and that from folk art truly under-
stood and expressed, fine art springs.” At that time, Julianna
was Chairman of Art of the State Federation of Woman's
Clubs and in her pragrams, instead of stressing fine arts
| she tried to develop the crafts. When speaking to and meet-
ing with other club women about the state, she had an
excellent opportunity to see what was being done with crafts.
Pottery moking was probably the most underdeveloped of all.

Mr. Busbee and Julianna believed that an injection of art into

the country potter would rejuvinate in the state an age-old
industry. But though they tried desperately, no interest could
be aroused in this moribund craft, No one wanted to undertake

the project, so they decided to do it themselves.

In an isolated section of the North Carolina piedmont, in a

remote spot in Moore County identified by the natives as “the

dark corner,” they discovered Jugtown. Although there was

town, this area was a center of pottery making

never an actual
in North Carolina’s pre-prohibition days. There were perhaps
50 or 60 potteries in the fifteen mile stretch between Robbins
Robbins, you know,” Julianna interposed, “is

and Seagrove.

the town which used to be Hemp before the name was changed

to match that of its new lord. The argument over changing the

naome really tore the town apart. They almost had a shooting

feud, | mean they really did. Families were all split up, old

friends wouldn’t even speak to each other when they met on the

street, and at church the Robbinsites sat on one side and the
’

Hemp-sters on the other. They asked me to attend one of the
meetings at which they were arguing over the changing. One of

our promin

should be changed. ‘After all,’
mething to maoke a hangman’s noose of.” | just

I'm shocked to learn that a man of

ent legislators was droning on about why the name
he said, ‘what’s hemp? Nothing

but rope. So

stood right up and said, ’
our very obvious secondary education doesn’t know that

“Hemp'* comes from an old Scottish Word meaning home-
place. Rope, indeed. It grieves me to hear you air your ig-
norance in public.” But back to Jugtown,’

When North Carolina voted prohibition on herself many of
the potter’s wheels were stilled, Without the jug market there
was little profit, for in ratio to the dozen churns or crocks,
the potter sold a thousand or more jugs, These craftsmen were
forced to discard the trade of their forbears. They broke con-
tact with the outside world and withdrew into a cocoon woven
of ignorance, superstition, and distrust of outsiders. Had anyone
stopped at one of these potteries then, and asked for Jugtown
he would have been directed vaguely “thataway—down the
roold a piece.” No one would admit openly that his pottery was
of the Jugtown community for the term had acquired con-

notations of hidden stills and liquor jugs.

When the Busbees first went to the dark corner in 1917 they
found a community of croftsmen living independently of the
outside world. The people made their own furniture, cloth,
shoes, and “dirt dishes.”” The churns, crocks and other utilitarian
pieces which the potter turned differed very little from those
of the 1740 when the first Staffordshire potters settled In
this section. The Busbees scoured the countryside in search
of pieces which were signed and dated. Several went back to
the mid-Eighteenth Century, In their search, they were directed
to a man known as ol’ Joe Shuffle. Imagine the surprise of
finding that his name was actually Josiah Wedgewood Sheffield!
From the information gathered from property sales, land grants,
and family Bibles, they were able to establish the genealogy of
the potters and from the pottery, the tradition of the locale,
Although much of the pottery was not very interesting, its forms
were much more subtle and refined than that in the rest of
the state and the bright orange color was so joyous and dif-



ferent. They heard the old tales of trips In covered wagons to
peddle the pottery and to barter it for things which were not
produced locolly. They heard of the conscription of the potters
during the War Between the States and how they worked under
guerd to turn medicine jors for dispensaries, bowls and mugs
for the hospitals, ond even telegraph insulators instead of
being sent to the front to fight, In the burying grounds they
found jug heodstones like the one Julionna told us obout.
Of course, these have oll been replaced now by ‘store-boughten’
granite markers,

"“When we first came here,” Julianna continued, “my husband
thought he could help the potters not only with his art knowl-
edge, but also by octing as o ligison agent for them through
his contects with the outside world. But they were suspicious
of him becouse he was on outsider ond different from them-
selves, They were certain that he was a German, for one man
soid he 'seen one onct at High Point.’ Another declared he was
‘one of them Swedens.”  As Julionna quoted the natives, she
lapsed from her notural speech into thelr vernacular,

"“They would never believe that we were native born and bred
North Carolinians, and they never will, Why, we were both
Raleighites and some of my fondest memories are of my child-
hood there. When | wos quite small, my mother gave us
children a subseription to the London Times and L'lllustration
for Christmaos, insteod of the usual toys, since she couldn’t
offord both, Although | was too small to gather much from
reading them, | think | got more pleasure from them than any
of the other children did. | would go to school and boast, ‘At
my house, we toke foreign publications. We read the London
Times 10 get the real news, and we only read the News and
Observer for the locol heppenings.” (These some issues may

now be perused in the garden house at Jugtown, along with

Punch ond Gourmet.)

“Those first years here at Jugtown were pioneer days for us.
But we believed that imagination is a frontier and that clways
there will be pioneers where there are courage, strength, ond 0

will to dare.”

The Busbees had the name “Jugtown Ware’ registered, em-
ployed local potters, and launched their new industry. They
changed worlds—completely. Using the pieces of pottery col
lected, Mr. Busbee trained the potters to reproduce the wores
made by their ancestors, By chonging a curve or line slightly,
he edited what had been purely functional and often clumsy
wares, making of them objects of interest and beauty. As soon
as the magozines and newspapers began to give coveroge 10
the Jugtown venture, the old potters and their progeny became
fired with enthusiasm and potters’ shops sprang up like mush-
rooms. Some of them were supplied with capital and have be-
come handicraft “factories.”” Of course, all the potters began
to claim that they were Jugtown. And every potter in the state
swore that his ancestry was of Staffordshire. One even sold
that he was “‘borned’’ there. Now, all along our highways are
little potter shops, the “‘stop and see it made’ type, where ¢
mon makes his pottery assisted by his wife and children. Pro-
duction is inexpensive because wood is the fuel used. And the
bright cheap glozes olways attract the tourist trade.

We left the house and went down to watch Ben Owens throw,
His dexterity in turning on his primitive kick-wheel never ceases
to amaze, It is really an experience to wotch a pot grow under
his touch. As we watched Ben, Julionna explained to us that
they had attempted to keep the pottery in the tradition of the
settlement. *The shop could have been here for 150 years. Just
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“It is useless to maintain that
social progress takes place of it
self, bit by bit, in virture of the
spiritual condition of the society
at a certain period of its history.
It is really o leap forward which |

is only taken when socicty hay

periment. This meons that so.

made up its mind to try an ex- i

cicty must have allowed itself ro
be convinced, or at any rate ol |
lowed itself to be shoken, ond l
the shoke is always given by

somebody.”

Photo Copyright by Fuller Research Foundation, Conada

—BERGSON, l



in surveying briefly the quality of those elements in life which
wecupy themselves with the creative arganization of our physical
ard emational environment, we discover them to be static. This

auality monifests g condition of crystallization and formulation.

From this we may logically deduce thet o style suitable to our
saciety hos been achieved. However, this deduction soon tokes
o the aspect of a paradox when we consider our potential of
coratructive odvantage which has not been realized. In fact,
mther than having achieved a style it would appear that we
have merely succeaded in clarifying our attifude by removing
the degenerate armamentation which had become so because of

the attitude of the eclectics.

Let us examine the field of architecture, in order to illustrate.

Obsviously, we hove reached the end of an epoch. The increasing
preoccupation with details rather than concept emphasizes this
point. It is on admissal that the form is thought to have already
been ochigved. Those forces, now becoming formulated, will
undoubtedly exert their influence for meny decades but the

gtimulative atmasphere they will engender will be an illusion.

Far exomple the Architecture of Mies van der Rohe and Le-
o "

with a revolutionary opprooch to an old
Corbusier, starting

¢ has continually devoted itself of lote to mer
$ thi original theme. We see LeCorbusier ottempting fo
“golden mean”™ in

e refine-

mants of
find the obsolute propartional measure or
classic buildings, like the Petit Trianon, completely disregard-
the foct that our proportions hove taken on a new sat of
® i terials requiring
to the Introduction of stronger materio
fsatures due

less mass, transparency and o fairly accurate system of cal-
culating loads and stresses bringing with it o precise use of
material. Certainly, they have taken advantoge of our indus-
trigl capacity. They also hove clarified the air, so to speak, of
those cumbersome ond degenerate ottitudes which had given
fuel to the fire of eclecticism. In this clarification lies the great-
est significance of these movements but alza in this lies the
key that they are merely transitory forces. The ottitude is
sometimes expressed that o styla is necessary in order te coagu-
late the thoughts of the time. However, the question seems to
evolve around the point of whether or not these elements are
the ultimaote expressions of our society and whether they hayve
taken full advantage of our patential,

In keeping with this conclusion it would seem that it is the
cubical, static concept of space and structure which leads these
forces by the nose’ into the blind alley of self imitation. It is
obyious, in other words, that the fundamental error rests in
the Euclidean concept. It is this latter concept, bosed upon a
flat earth ond o stotic universe, which hos deluded ond enticed
us for so long. Largely discredited by science, it still exerts a
powerful influence. Our spatial conceptions continue te be con-

sidered within its fromework.

Azsuming that in Nature and its bountiful gifts lies the baosis
for the spatial and structural attitude of man, os lagically it
should, we search for this basis, and in this search, we chonce
upon the theory of enargetic geometry, os postulated by Richard

Buckminster Fuller.
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OCTAHEDRON

This new theory, in contrast to the Euclidean concept, does not
abstroct principles from men's mind, to which nature is dis-
torted. It recognizes the energy comprehensiveness of physical
reality and tokes the view thot structural space is also energetic,
An eloboration seems appropriate in order to clarify the struc-
tural monifestations to be discussed. Realizing that structural
conceptions in o dynamic universe must be inherently stable,
end further that they must be energetic, led to the discovery
of & heirarchy of space-filling volumes existing complementary
1o each other. These heirarchies manifest g possible dynomic
structuring within the fromework of energy transformations,

Let us examine one element of this caste to illustrate.

The octahedron, if spun outward (see drawing) about the
centroid of each triongulated facet, while maintaining their
relative position will pass through an icosahedron stage and
climax in the “dymaxion” or cubo-octahedron. In this process
we find the necessary energy transfer, inherent in o dynamic
universe. We olso have no volume displacement since as the
octahedron expands, its volume displacement is compensated
by the contraction of the cubo-octahedron. The significance of
this lies in the retention of the preciseness of Euclidean geome-

try but within the framework of a dynamic system.

A further significance is attached to this discovery, Advance-
ments in scientific thought have confirmed the fact that our
unlverse force system is preponderantly tensile with compressive

forces being relegated to minor tasks, This fact raises o ques-

ICOSAHEDRON

tion concerning our uses of compressive and tensile forces, An
examination of our advancements in the various moteriols will
illustrate this point. Compressively speaking, our advantage hes
remained fairly constant during the last 5,000 years at a stress
of 50,000 #/in® but our tension stresses have advanced from
a minor 5,000 #/in® of certain vegetable fibers to @ phenomenal
400,000 #/in® in some glass fibers during the same period of
time. This alone is o comparative advantage of eight to one.
There is, however, another factor to be considered, Compressive
members depend for their advantage upon the relation of length
to least radius of gyration. Tensile members are freed from
this inhibition.

Logistically, there exists still onother advantage of tensile
materials. Since the relation of length to least radius of gyro-
tion brings into account a mass consideration which is signifi-
cant, it is obvious that a spatial enclosure adopting o compres-
sive system of structure would necessarily involve o consider-
able omount of material mass. A relatively accurate estimate
is 50 of material per cubic foot of enclosure, In the geodesic*
structures (see print) developed by the Fuller Research Foundo-
tion this has been reversed. We now have 1§ of materigl en-
closing 50 ft"—a remarkable advantage of 2500 to one. The
purely economic factor is obvious, to say nothing of the soclel

impact.

*The term geodesic is derived from those tensile lines on the
surface of sphere which are the shortest distance between two
points and are great circles or geodesic lines.



What effect this theory has had upon the creative expressions
o those individuals concerned with spatial considerations seems

© pertinent question at this time. As expressions of its effect |

DUNCAN STUART . . .

submit the following thoughts as formulated by Mr. Duncan
Stuart ond Mr. Manuel Bromberg of the faculty of the School

of Design, N. C. State College.

MADRIGAL

what influence the ideas of bucky fuller have had

wu ok

pom me 05 O painfer-—and i must reply, in all humility, that
con not tell
| een tell you
% me through talking with him and helping to develop prin-
dgles ond ideos
oz of My OW
us get o

you what i think you would like to know.

that the part of his world which has been shown

has led me to a much richer experience in
n world. perhaps the greatest advantage that
s creative people from so multi-faceted a
wy of

imulated to purposeful exertions which,
» ;. t we are stimu
iliow is tho

at the time, seem to outstrip our abilities. these exertions, in
my own case, have uniquely strengthened and deepened my
will to go on with whatever i feel i must do.

as for searching out any emergent forms reminiscent of those
we have seen in ENERGETIC GEOMETRY, i would say this
would be beside the point. such forms are bound to appear in
all things. fuller's gift to me, as a painter, has been of a more

poetical nature—that is, to not comment about things but to

be them.
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MANUEL BROMBERG

I beliove there Is no set heirarchy of the importance of ex-
periences for o peinter; therelore | cannot evoluate Bucky's
contribution 1o me. Mowever, all things that | love usually

show wp In my work, Bucky's space and structural ideas will

FLOATING FORMS IN WHITE SPACE

it they haven't already. By that | mean that | do not intesd
to take his space ideas or geometry and, so to speek, cele
them, any more than | would try to imitate a flower. | am
simply grateful that they both exist and are free gilts,






well known. Here we find this principle comprohensively
adapted. The aluminum struts and tension cables, aside from
following the geodesic lines olready mentioned, enhance their
strengthening  possibilities by completa triongulation, As a
further odvontage the mass of material is reduced to a mini-
mum. We find then, an avoidance of that which Louis Sullivan
called the “fool's equation,” namely, the use of heavy strue-
tural materials whose tendency to destroy the building ap-
prooched their ability to support,

Aesthetically, much need not be said. However, for those whose
eoncept of beauty is the expression of structure, may we osk,
“Meoed there ba a greater clarity?"” It Is a dynamic structural
reality non-inhibited ond non-arbitrary, It constitutés a groce-
ful exprossion of the comprehensive tensile integrity upon which
it iz bassd.

From the viewpoint of utility we avoid the rather commen

foult of most contemporary architecture, which is non-flexible
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yet compact space. The circle os a sociable form is manifest
in such common phrases as “'a circle of friends” or “‘a friendly
circle’” but aside from this fact there oxists on order and
lagical quality to the form not inherent in “boxes,”” We dis
cover this demountable structure to be readily flexible whather
viewed from the standpeint of on increesing fomily or on
Incrensing awareness of tha relationship between puraly me-

chanical and living space,

It is not to be ossumed that the progress olrcody mode is
conclusive. Rather, the feeling must be maintained that this
theory of tensile and spacial integrity is an INVENTION and
as an invention it will serve only as o temporary advontope.
There are, however, certain aspects dealing with concepts,
principles and scientific discovery of the universal and infinite
which more properly should be colled DISCOVERY. These first
successes ore only skirmishes along the surfoce of a new
structural and spatial EXPERIMENTAL phase towards a greater
clarity with the advantages of o comprehensive tensile system.
—BRUNO LEOM,
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