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Scenario for a
Human Drama

By P. Morton Shand

It is the purpose of this series af articles to bridge the gap that lies between the eightesnth century
English house and the modern house. Mr. Shand in doing this is working backwards Srom the
present time lo Soane. The following is a short summary of whal has been described in the four
preceding artieles,

SYNOPSIS

Expurimu‘nt, invention, and the demands of modern life, have curnp]:l.r.;-.l}' {'-hattlgce] the old methods
of construetion, and have produced new synthotie materials, It is absurd to impose upon these
essentinlly light materials the essential ponderosity of classical forma,

Towards the end of the lust contury building technique and dosign were hopelessly out of date ;
architeots had eeased to plan or construct, and had become specialists in the reproduction of the
antique,  The war brought the machine into its own.  Little more than a decade ago a new archi-
teeture appearcd, hised on 4 scientific approach to building through structural realism.

Among its pioneers Belirens and Loow were the outstanding figures,  Belirens was the first
architect to realize the architectural and seciclogical sipnificance of what nineteenth-century
engineers like Kiffel had achieved, His Turbine-creeting Hall for the A.K.G. (1909) was the first
modern building. He wus the first to preach the Industrialization of Building, and to standardiz.
the oilice block (1911).  Step by step his successive houses cleared the way for the house of today.
Loos stripped it of ull ornament, art nouveau as traditional, and in his House for Dr. Scheu (1912)
embodied the first immediate prototype of the modern house, in which he adopted a flat roof, plain
wa' - nd set-back upper storeys. We owe it to him that decoration ceased to be the chief concern
of o artects. Van de Velde was the ** wall breaker " who let nir and light into rooms and recrganized
their planning as living space.  Hoffmann cleared up the mess of art nouveau by & return to simplified
classicism,  Behind these four men was an older architect, Otto Wagner, who had purged classical
forms of their historical ornumeatation, though he substituted for it s sparing contemporary
decoration that wais e gonesis of arl nowveaw, But ho consistently respacted material, and was the

first architect to build with sheet-steel, and to adopt flat roofs for theoratical reasons,
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being  that  Dostotevskian  Jumilid et

offersé, a neglected mening, it is to he a
tardily  rediscoversd  precursor to whom
popular  opinion  attributes other men's
achievements instead of his own. - Sweeping
el have been made on bellf of Charles
Renee Mackintosh [1568-1928) in England
us well as Seotlanl that are bused on little
more than the enthusiasm with which Her-
mann Muthesius ehampioned him in Ger-
many, and the fact that most of his interior
designs were exhilited or published on the
Continent. In their misapprebension of
the fundamental nature of the New Archi-
tecture, and therefore of the part Mackintosh
actually played in its genesis, zoalous parti-
sans have obscured just where they thought
to have established his title to fame, It
has been repeatedly said in print, more
often without either saving qualification or
supporting evidence, that Mackintosh was
the real founder, the great ploneer, of the
whole Modern Movement in architecture,
As a Beoteman [ should e proud to tlunk

I;-' there can biv o more eruel fate than

The previous artictes were published in the
July, August, SBeptember, and October 13

this was true. Unfortunately it is not—or
rather, it is true only if we may presume
that the pioneer of ons movement which
led (indirectly in point of impulse, if, as
here, directly in point of time) to another,
very dissimilar to it, is ipso facto the origi-
nator of both alike, What Mackintosh
was the father of, and what few of his
admirers have claimed for him, was some-
thing quite different. He was undoubtedly

the founder of that revolutionary archi-

tectonic formalism that Germans cell the
Jugendstil, the first architect to translate
art nouveaw decorative motifs from graphic
into glyptic terms. Many of the most
characteristic of these manneriams were his
own invention, though the Munich School
had been beforehand with others, In any
case, they urose from the same yeast:
Aubrey Benrdsley's volatile fantasy work-
ing on the heavy vernacular dough of the
arts and erafts brotherhood, And Aubrey
Beardsley, an  essentially  architectural
illustrator, was the by-produet of pre-
taphaelism and the linear Japanese ssthetic
which Whistler had begun to Europeanize
in the 'sixties,

|, Charles Rennic Mackiniosh

The Jugendstil waxed and waned too
rapidly in its eul-de-sac to know what art-
historians lahel " o period of decay.” But
from its exhaustion, the fierce mental and
mechanical realism of the war, and the grim
sociological stimulus to economie building
provided by the breaking up of the old
capitalistic civilization in the years that
followard, the New Architecture was horn—
which leaves Muckintogh one remove further
from having begotten it, or inspired its
begetting, than either Loos or Bohrens.
Mackintosh Jenew nothing of its birth-pangs,
had no share in its midwifery, for, unlike
them, he was intellectually neither in nor
of that signifieant transitional phase of
reorientation which heralded it,  But since,
ag the earlicst Modernist Innenarchitekt, he
immediately preceded this return to first
principles, and so helped, if unwittingly
and mvoluntarily, to prepare the way for
tt, he built better than he knew., Naked
structnral truth wnd the repudiation of
all applicel ornament are the ecardinal
canons of the New Architecturs; and
partly by force of circumstances, but
quite as much from choies, Mackintosh
was far less of a constructor than a
decorator—less even than such declared
ornamentalists as Olbrich, Van de Velde
and Hoffmann.

To abandon a putative pretension Mackin-
tosh could nover have claimed for himself
is not to belittle the significance of a man
Beotland may well be proud of—but is so,
in 80 far as she is aware of him at all,*

* It wae only as a result of the educative publicity
of the privately organized Mackintosh Memorial
Exhibition held at Glusgow in May, 1033, that
the Hcottish National Portrait Gallery decided to
acquire Mr. F. H. Newbery's portrait of Mackintosh,
and the Corporstion of Glasgow bought two of
Mackintosh's water-coloura for its Municipal Collec.
tion, Towards the end of his life Mackintosh
developed into a great and snpremely original water.
eolour puinter, Examples like La Rue du Soleil
evinee & timeless modernity and  an esnontially
architeotural yuality of alstract design such as
none of his buildings vr [urniture approaches,



2 (Frank Lioyd Wright's Winslow  House,
THinois |180:]), 8 (Van de Velde's own fouse of
Urele, near Brussels [1R0G]), and 18 (the ground-
Mowr plan of €. R, Mackintosi's Windyhill,
Kilmacolm [1000]), represent carly profotypes af
the modern howse, already definitely untraditional,
if still siylistic ; and this in spite of being buill
with  trafitional  wmethods  and  maateriods, 11
(€, R, Mackintosh’s Hill Howge, Helenasburgh,
[1mo]y  a combination  of picluresiueness
and  stratghtforwardnesy, brings ws a  little
nearer  the  * machine-d-habiter.” But 12
{one of J. Melntosh's ** Cordean ™ class
4 60 papress locomotives [1908]), provides o
direct andivipation of modern forms,  Helween
it aned the rest of these exvamples lies a graping
phase of trial and evror, which wneonseiowsly
eatansted the lnst posgible alternative to functional-
iwm.  Thiz lust alternative waos * arl nowvedn '
decoration, inapived by Aubrey Beardsiey's
linearism., &5 ix a sgection of vne of his ink
drawoings for ** Salome,” clearly echoed in 8, a
tomihstone designed by C. R, Mackinlosh, and T
three chairs and a fireplace of hiz from  the
Cranston  Tea-rooms. Other echoes, just as
unmistakahle, can be seen in 8 and 9@ the
* decorative emphagis ' of ordinary beam-and-
post construction by Van de Velde (Follwang
Musenwm, Hagen, 1902), end timber glructural
clements used prismarily as verfical decorativn in
the interior of C. R, Mackintosh's Glasgow Art
School (186m), But the exterior of the last
burilding (10)—and still more of 4, Mackintosh's
original perspective for Scotland Streel Schoal,
Gilesgowe  (1904),  which  was  fivished by
another architect—furnishes us with the carliest
outstanding  preswar  exemplar  of  funetional
Sfenestration.

chiefly in virtua of & misconception. The
unportnnes of lliHS].pu“n}_{ it 18 that it huas
led tor o fur more disastrons one @ the popu-
lar identification of the New Architecture
anel the F-,L;-uchi Modernigm of those who
have found *° new fronts for old ™ the most
paying kind of eomme weinl celecticlsm as
g tanl the same thing,  In bis zeal to
vindiente Mackintosh, Mr. Muirhewl Bone
Liis dleelared that he found his intluenee
o overwhelmingly manifest o the Puis
Frposition des Arts {ieoratifs of 1825 that
it only needed a statue of Mackintosh to
crown the offect,  This is much as though
he had said that seme recent  colony of
speenlatively-huilt modernistie ™ villas &0
elearly embuodied the prinviples of Adull
Lona that each ought to be adorned with
a medallion bearing his portrait.

Those who believe that C, B, Mackintosh
was the uriginator of the inornate fune-
tiona] simplicity of modern forms may be
refereed to the work of o fellow-tlusweginn
h“mum}'m anid :-.r.:utq-m[un'.-sr}'. As the de-
sigrner of the famous ** Dunalaistair 7 [1894]
and ** Cordean " [190H], 12, classes Tor the
ald Caledoninn Railway, John 1Y, Melntosh
[154%-191%) ranks as the prestest atylist
ne locomotive engineers.  And sinee for

hundred years slups and loco-
wore wlmost the only branches of
design in which our formwl tradi-
tiof continued to develop along the lines

that the eliminative elegance of the Regeney
Style had so sarely traced, this is another
way of saying that he was one of the very
greatest nineteenth-century architects. To
ecompate the Glasgow Art School with the
first, or the Hill House, Helensburgh, with
the second of these superperlatively lovely
types brings instant enlightenment us to
which of the two namesakes directly
prognostiented the geometrie compactness
and structural economy of the modern
houae, . 1. MeIntosh started lifs as & fire-
mat, lost his right arm us an engine-driver
in o railway aceident st the age of twenty-
eight, and rose to be chief locomotive
superintenilent in 1895, Dozens of his
“ Prunalaistairs "' were built for the State
Railways of Belgium, where they un-
doubtedly helped to inspire that formalized
mechunieal vision whieli paved the way for
the emergenee of the New Architecture. The
Mackintoshes are a distinguished  clan.
There were hereditary  Mackintoshes of
Mackintosh ecenturies before  a  certain
Charles of that ilk beeame the Mackintosh
of Waterproofs in 1848, His discovery hul
implieations fur beyond clothing, for it
pointed the way to the seientific insulation
of what very modern architects prefer to
eall * shelter.”

A Muekintosh ehair—and nobody who has
gepn one will easily forget what it is hke—
might be deseribed as the sort of chair
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Beardsley would inevitably have produced
if asked to design one, minus what that
deende and the next varionsly deprecated
ag his ** deliberate unpleasaintness,” ** un-
wholesome morbidity,” ™ stinking  decn-
denee "' or ' downright wickedness.”  The
tombstone  illustyated, 6, is pure Besrds-
ley, except that the salacious-sutirie quality
of his wonderful line s heen strait-joekoteld
inte & prim Gothie-Revival respectability.
Like Beardsey, Machkintosh was never
romantie, but both alike were the creatures
of that Lyper-msthetie maladic de ln fin du
gigcle. This explaing why the Continent
regards Mackintosh, Beardsley and Wilde
a8 geniuses rmubualty complementary  to
each other—a view which ignores the import-
ant consideration that wit in its broader
gense was the basis of both Wilde and Beards-
ley's work, In any ease Muckintosh wans
esgentially & shaper of things; and no
amount of Beardsley's intluence on an
ardinary architeetural sehooling conld have
made him build as he did, if be had not had
in him what in any epoch would have been
the makings of an outstanding architeet.
Tt is the classic role of Heots perfervidum
ingeniun to expire in defenee of o fore-
doomed cause, usually withoat even realiz-
ing that it is elready standing in its last
diteli. In the tenacity with which he clung
to his original prineiples long after they
had beeome superannuated, but in nothing
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ity pieal Highlonder,  Tor,
exeept very superheiadly i his domestic
worl, there s no traee of thst Seottish
aqeelity which is conmon to Phompson and
Playtair, no less than to Ml and Hroee,
To thaed extent, ab beast, e was a direet
procuvsor of e cosmopolitan formalism
of  the  outstanding  weehiteets of  our
own day, [0 was Mackintosh's nisfortane
that he faled to realize that to cmbody
those  principles  was 1o exhaust  their
potentinlities 5 aml that the new, and to
him  alien, interpretation of  architectur:
which now wrose, proceeded with mexorablo
logie frome uneotscions or subordinate
factors 1m0 los own aehievement,  The
resull was the yonnger generation of archi-
tects cifher dul ot know of ham, or elss
under-estintel the very real worth of hs
contribution, Yot Mackintosh  was  the
fivet to take lus courage in his hands and

i Wil
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litve done with those  impossible loyal-
ties,” Morris and Philip Webh's remnants
of traditionalism, whieh their timid fol-
lowers had heen fur too devont te think of
jettisoning.  In entting the Gordian knot
he froel construetion from historvielsm and
its coneomitant, unfunetional ponderosity,
the very elimnations on which the New
Architeeture i based.  But it is equully true
that he saerificed holf the freedom gained
by his enthusiastic reindorsement of Morris's
disustrous doetrine of the room as a com-
posite work of art. Though uneritical
wilimirers profess a contrary belief, Mackin-
tosh's nee of plain surface was the reflection
of u purely ormsmentsl, and in no sense
construetionsl  prineiple. Only  when  he
bl to build, snd so work in single harness,
ilors I geem to huve seen beyond  that
nwrrower orbit of his own vision which was
g wife's. It would appear to have been

Ll Horid coarseness of her wholly inforior
decorntive talont and o firm insistenee on
‘e too " that too often led him into an
uxortous ornumental valgarity,
Mackintosh was horn and bred in Glasgow,
where he lived and worked ap to {he war,
In 1887 he was apprenticed to oo loewl
urehiteet, wid some two years Luter he
enterold the firm of Honeyman wid Keppie,
af which he beentne o partnor o 1902, But
from 1888 {0 1804 he also studied con-
tinuously at the (lasgow Sehool of Art,
which the enlightened direction of Mr. I
H, Newlery wus then making an setive
foeus for what were wlready called ** modern
tendineies,” It was here he won the
“Oreek” Thompson bursary in 1800 that
enabled  lom fo  travel  abroad.  But
ag he eonfined his tour to French and
Italiun cathedral eities it had probahly
little influence on  his subsequent le-



volopinent—far  less, anyhow, than hin
mitrriage. In 1896 The Four "—Mackin-
fosh, Miss Margaret Macedonald, the fellow
art-student whom he subsequently narried,
and o Mr. nnd Mrs. MueNair (Mrs. MaeNuir
aml Mrs. Mackintosh were sisters)—jointly
resoxhibited some modern-siyle furniture at
w London exhibition of arts and erafls
they had provieusly shown in (dlasgow,
The next yeur i the most important dete in
Mackintosh's life. In 1897 he was com-
wissioned to decorate the first of the four
Uranston  Tea Rooms, 7,* tho  earliest
{thongh un sstonishingly full-Hedged) em-
bodiment of * the Mackintosh style " ; and
work sturted on the new Glusgow  Art
Schiool, 9 amd 10, whieh had been the subject
of w competition limited to six Glasgow
firns in 1894, 'Uhat Mackintosh (nominally
Honeyman and Keppie) won it was almost
cutirely due to the tenacious support of Mr,
Newbery,  As the Glasgow Art Selioo] wus
the only important design Mackintosh over
vareiil vutb ine its entirety, it is by i, his
tirst butliling, that his work as wn architect
niust stand or fall,

1897 1 Vo de Velde was startling Earopo
with his eclobrated art-nouwvenu Rest-1oom
in the Theslen Art Exhibition of that
yout (e firgt on the Continent to inelude an
Arts ol Cesdts Seetion), but Dad built notle
i exeept Lisoown hwoose at Ueele, 3.
Ut Wignor luul not begun to cinplusize
b strueturad  simplifieations of  Palladio
with ** contemporary " ornanent ; (Hbrieh
Il not ]1||,J||i:~|h|'1l ”_Idr'(m," his Fanaous
albnny of ertenprerve arehitecturn] shetels,
and therefore bl not yet boen iovited
Lo vandily then in those Howery bailidings
for the Parmstwlt Exhibition of 14013
the Vienna Segession, though aleody he-
ginning o broak away, luwl still to be
founded 1wl Loos, Behrens wod Hotlaenm
Luwek niob even started their eareers, fuf
Frank Liloyd Wright hod built the Winslow
House, Hinois, in 1898, 2, (which Farope
remined  in virtual  jgnoranee of  for
wother tweuly years) 3 Voysey bl sl
vewdly putb sonie of Lis most charaetorighic
houses behiml hime ;. Aubrey  DBeardsloy
Ll been wrt editor of the Yellow DBook
sinee 1894 7 and Obrist, Pankok (and Rie-
nerseliid hial produced the first suthentic
aptenorenn decorative  designs i IHHG
(though it is extremely doubtful whethier
Misekintosh Ll either geen or heand of

*Inopoind of fact, his feiend, George Walton,
il guite ax much of this work, They alid nol,
however, collaburnie as certain rooms were allalted
to each.  The order of the opening dates of
the Cranston Tea Rooms was 0 891, Buchansn
Street {Arpil, 1498, in which they sharoid aboul
eqpuntly 3 114, Argvlo Street (1884), in which the
bulk of the decorntion and furniture was Walton's,
bt Mackintosh designed  the Duteh  Kitehen
(the prototype ot innumerable Miss Hook of Holland
eafen) ; 2005, Ingram Strect, where Mackintosh adeded
the White Rowm (1900) and redecorated aml re.
furnished several other rooms at various later dates
adl 217, Sauchichall Street (1304), which was
entirely Mackintosh's work, OFf these only Ingram
streed, the oldest, survives, which Miss Catherine
Uranston originally opened in 1885, Sinee  her
death it has become * Cooper's'’ It is inter-
pating that the decorations of Miss Cranston's
twn London hotels, the Kenilworth and Waverlay,
should evinee =omething of the same Jfamily
characteristics &% her Glasgow tea-shops,

them). These dates are stressvid because
s miuch confusion prevails e to who
anticipateld whom, Only a few months ago
I recoived a lotter from Van de Velde (who,
if unyone, might be supposed to know
the fnets) in which he said that, historieslly,
the all-important question was to determine
whether Olbrich first influenced Mackintosh
or viee versa | v

The first section of the new Art School
{which faces Renfrew Street and ineludes
the main entrance) was finished in THUY,
but finaneisl difficulties delayed the second
{which fronts both: Scott and Renfrew
Streots) for several years ; and it was not
till 1909 that the whole building was com-
pleted. During the construction of the
final section an extra floor was added ;
Lut sinoe this i invisibla externally it
entailed no noteworthy modification of
the wlevations, which are in all structural
sl docorative essentinls identical with
thoae shown in Mackintosh's original plans
of 1804, A big central school 18 bound to
L to some extent what the Germans eall a
Huollenbaw ; and, compared with even the
frecat  disposition of intereommunicating
rovms in o laege private house, wny fairly
wide hall or lofty gallery will slways sppear
tiore openly  snd spaeiously  planned by
rewsont of its wbaenco of dividing walls il
flat contining ceilings.  When, s in the
Gilasgow  Art School, this froe sl open
planning for spuce rather than enclosure s
vverywhere seeentuated by an shaolutely
unprecedented kind of docoration, the glosy
of novelty nuturally becomes sll the morn
arresting,  Stripped of that deeoration, nld
the unneeustomed pattern of the raftering
(traclitional  materials, woold wml  stone,
are uged throughout), the interior rovesls
iteell as certainly by far the most originul
arehitectural design of it duy, but stroet-
urindly el hehiml eonterporory ciginees-
ing praetice,  Hud it been o house and ot
u school, the liborties taken with the selil
opacity  of  walls would desorve o b
doseribnl as revolutionary.  Tie has not
subdusd that cnigmatieally ™ foreigm " as-
peet of the exterior, where plain surface
aceidentally acquired w wholly new siguifi-
caner for nrchitecture,

Toth Muckintosh's houses e lator desis,
yut there s only a faint ccho i either of the
open Hoor-planning of the Art Schiool, or its
bolil Lays of fenestration—though these
reeur, wwl still wore forthrightiv, in the
staircase-towers of Heotlond Street School,
1004, 4, his best and cleanest work—which
Vi e Vellde reprodues] in his own Art
sSehool st Wehmar (1905).  As an arehitect
Mackintosh showel little developnnt,  He
wug too extreme wn iwdividuslist to he
adaptable.  He could not learn frome ex-
perienee—his own or others'— sl he laekedl
the powerful co-ordinating intelleet, the
Biologiesl curiosity and industrial provision
of w modern-minded man ke Bebrens,  In
short he was altogether * the artist ™
and (a8 his portrait shows), |, even lresseid
for the part. Analysis of the plans of the
houses just mentioned (the only two he
completed) discloses & much hnmaturer
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conception of Rawmgestaltung than carlier
houges of Voysey awl Baillie Scatt ; atul
wecording fo Mr. Newbery it was on Voysey
thet Muckintosh modellad his domestic
work,  The severely simple Lowluud furme-
honge exterior of Windyhill, Kilmueolm
(built about 1900, but probubly designed
considerably varlier), has not o single
ihistinetive Mockintosh torel,  In the mael
lnrger Hill House, Helenslmrgh, (1, [ 19107,
which has a rudimentary sun-parlour, he
uepd  plain harled  rabble walls fo nwod-
ernize Seols Buronial (there is o conieally-
eapped turret in rear) in precisely the same
gpirit ng*Voysey had for long been nsing
plain rougheast to modemize Fnglish Ver-
naeular.  Heing more ambitions, il so more
pnply windowedd, it is mueh more eharaeter-
istic. Fvenin o photograph it looks for less
of o garden-city house " thanin theslightly
gehoolroonish - perapectives  dottal  with
woolly  love-in-the-nust trees  Mockintosh
affected.

With the exeeption of Anning Hell., thid
distressing cose of pernicions  wgeia of
the pre-Haplwelite glavds, aal Lorimer——
who swayed between tinnily romanticizol
pehwes of Mackintosh's Gothie esieny sl
stereotypel wendemisin— Mackintosh b
virebually  tin direet followers  if Greal
PBritadi. Bud oom the Contioent b in-
thaenee wos o tmmaedinte sl fur-reaehing
(laet it would e lowed (o0 exagmerate it
It wos in 1900, Ehe yewr of  Dis BT
atl that famons Parvis shibition, thad
heowas Giest dnvited tooexhubit abrowd -
appropristely  enongh i e Tililing
which  (brieh luul  just built for ihe
Viennn Seevseion,  The inpoedinte pesult
was that Fritg Wiinloerfer, one of  the
foundors of the Wiener Werkstatte, took
his bl of ersftsmen over to Foglaid
to show thiem oets and eealis ot hoane.
1owas prabubly diring Wirsdorfer's visil
to Gilasoow that he commrissioned Mackin-
fosh to design the well-known
fur w Muosie-Lover.” These  dewwings
were published inc Darstadt i 1902
Bl year of the Turin Bxhilition, i which
Muekintosh designod {wul victuadly filled)
the Seottish Pavition.  They were followed
by Tis designs for " The House of an
Art bover "—ai cotnpelition organged
by Alesander Koel thal was actually won
by Baillie Seott—dited by Mt hesins,
which ereatend v greater sensudion than any
of lis previows work.  The visits Maekin-
tosh subsequently pail to Vieno, DBudas
pest, Munich, Dresdon, Veniee and Moseow
{o organize exhibitions of his work were
a triwmphal progress ; and cverytbing he
ghowed wus engerly bought up, Mackine
tosh wus the first British architect sinee
Ada to be oo name abroad, and the only
one who his ever beeome the rallying point
of w Continental school of design, British
ealtural  prestige bl never stoml higher
werogs the Channel.  With moeh the ssne
authoriturisn linality as Herbert Spencer
removing his enr-trumpet, Adolf Loos nsed
them to eclineh every avgument  about
lesign by saying, * Well, anyhow, that is
how they do it m Englaml !
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Scenario for a
Human Drama

By P. Morton Shand

It is the purpose of this series of articles lo bridge the gap that les belween
the eighteenth - century English howse and the modern house. Mr. Shand in
doing this 1s working backwards from the present time to Soane. The following is
a short summary of what has been described in the four preceding articles.

SYNOPSIS

Towards the end of the last century building technique and design were hope-
lessly out of date. Architects had ceased to plan or construct, and had become
specialists in the reproduction of the antique. The war brought the machine into
its own. Little more than a decade ago a new architecture appeared, based on a
scientific approach to building through structural realities. Behrens and Loos
were 1ts outstanding pioneers. Behrens was the first architect to realize the
architectural und sociological significance of what nineteenth-century engineers
like Eiffel hud achieved, und to preach the Industrialization of Building. His
Turbine-Erecting Hall for the A.E.G. (1809) was the first modern building. Ste
I step Behrens cleared the road for the house of today. Loos stripped it of EE

unent, art nouveaw as traditional. The flat roof, plain walls and set-backs by
storeys of his House for Dr, Scheu (1912) embodied the first immediate prototype
of the modern house. We owe it to him that decoration ceased to be the chief
concern of architects. Van de Velde, the  wall breaker,” let air and light into
rooms and reorganized their planning as living space. By retracing the steps
which had led to the exaggerated individualism of art nouveaw Hoffmann was
able to achieve a simplified, semi-modernized classicism. Behind these four men
was an older architect, Otto Wagner, who had paved the way for them by
purging classical forms of their historical ornamentation.

Muckintosh, very much a reality abroad, Las become a sort of myth at home.
Though in no sense, as is often claimed, a conscious precursor of functionalism,
he was undoubtedly the founder of Continentul art-nouvean architecture. Far
less of a constructor than a decorator, his famous *linearism ** was an echo of the
sume salient characteristic in Aubrey Beardsley’s graphic designs. The great
service Mackintosh rendered was that he unconsciously prepared the ground for
functionalism by exhausting the limited possibilities of the last alternative to it.

VL. La Machine-a-Habiter
to the House of Characte

The Dutch Contribution

pronr we finish with the Continent,
Bund turn first to the United States,
ond thereafter almost exclusively to

Englund, another onee fumous name must
be considered ; though it is that of wn

necessity of getting back to the elemental
truths of first prineiples ; or, less theoretic.
ally, the simplification of architesture
boyond the good and evil of tradition by a
return to thut almost forgotten structural
honesty before the basic functions of lvad

architect whose influenes on housing was
only indirect. Hendrik Petrus Berlage (1856-
1984}, the pupil of de Cuypers (in his way a
winor Berlage) al the mastor of Dudok, is
an important link in our chain, for the fores
of his example eventually made Holland
the vanguard of the modern movenent.
Berlage defined his wathetic as the sovereign

The previous articles wore published in the July,
August, Seplember, Ouvtober, and Junuary issuus,
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and support were hidden away under a mass
of purasitic ornament, His hali-gothicized
brick and iron Amsterdam Bourse (1897-
1904), one of the earliest landmarks of
Modern Architecture, only partially realized
these ideals ; though its construction was
sufticiently unveiled to encourage a demand
for uncompromising structural sincerity in
the uprising generation. But the more
immediate importance of Berlage is that as a

| Corbusier,

reault of Lis visit to Ameriea in 1912 he
mude Frank Lloyd Wright's work widely
known in Europe. :

During the wur a nunber of Dutch artists
and craftsmen joined together to form a
group with the singularly inappropriate
title of ** Btijl."" It included subsequently
well-known * left-wing " architects liko
Ouid, Murt Stam, Van Loghem, Van t'Hoff,
Jun Wils, and that msthetic Puritan
Rietveld ; but its dowminating intluences
wore the painter-architeet Van Doesburg
and the abstract painter Mondriaan. *Stijl's”
pusitive achievement in architecturs was
glight, but it ut least introduced the whole-
some diseipline of w * self-denying ' wnti-
representutional ordinance derived from
Cubist painting. That its purist plasticism
soon degenerated into yet another stylistic
mannerism wus largely the result of the
growing ascendency of Frank Lloyd Wright
among its members and emulators, Yet
it was the accident of this mannerismg
generalizution which supplied the wvital
spark that fused the tentative theoretical
beginnings of funetionalism into a definite
formal methetie. Lven before the war wus
over " Stijl " architects were using sliding
partitions snd windows that let down into
the wall like those in railway carriages.
They also borrowed freely from naval
engineering in intelligent anticipation of
Rietveld, who had begun lifo
a8 a carpenter, planned a house in Utrecht
{upparently built rather later), 6, thut is the
first since Loos’s which ean unhesitutingly
be called ideologically modern. 'T'hat built
in 1916 in the same city by Van t'Hoff

*[ilustrated on page 41 of THE AncHiTEC-

TurAL wEVIEW for August 1984] is more
hybrid and hesitatant. But though w less
direct echo of Lloyd Wright than B it
clearly arks the final trensitional type
from which can be plainly read that the
next stage in evolution will be a still more

destylized wnd impersonal design  than
Loos's willa for Dr. Schen, The great
sorvice St " rendered was  that it

wssimilated influences as heterogeneous us
Lloyd Wright, Berlage, Loos, Mackintosh,
Walton, Voysey, Baillie Seott, Ernest
Newton, Ashbee, Perret, Garnier, Suuvage,
Wagner, Behrens, Hoffmann, Van o
Velde, and Olbrich; and then truns-
mitted the rationalizing doetrine and geo-
metric formalization into which it digested
them to Gropius's original Weimar Hau-
haus at o time when Germany was still
culturally isolated from the rest of Europe.

In France, whers progress in structural

technique wuas far more advanced than

anywhere else, there was us yet no echo of
these Austrinn, German and Duteh attempts
to reintegrate architecture as construction.
Auguste Perret and Tony Garner were
bent on trying to create what was
really & modern historical style—vide 0.
Puradoxical as it may sound, the revolution
reinforced conerste wag accomplishing thers
had very little influence on French architec-
ture, Buildings thut were entively modern ug
engineering continued to be fronted with
the saume old historical fagades : u " treal-



Twa distinet trends in design—the one of a theoretical European schoal, the other evolved
by an intuitive American individualisi—started to coalesce in Holland during the war
years : @ fusion which was the immediate genekis of Funclionalism,
or Tess directly inspired by abstract Cubism in pointing, can be seen in its pure form
in 1, The Villa Allegonda, at Kateijk (1017), by M. Kamerlingh Onnes, 2, Oak Parl,
Ilinois (18901); 8, The Robie House, Chicago (1800); and 4, The Coonley flouse,
Riverside (1908)—all designed by Frank Lioyd Wright—represent the lalter.
end of the war the Cubist style had begun to deve
engineering—3, the Daal en Berg Housing Futate af the Hague (1918), by Jan Wils ;
i, a villa in the Pring Hendrikioan of Utrecht, by G. Rietveld ; and 7, a villa ot Huarlem
All show Wright's influence in some degree,
an earlicr ville af the Hague (1018), by D. Roosenburg, thai influence was still sheer

(1922), by J. B. van Loghem,

imilation.

slndio-villa in Montparnasse, Paris.

ment '* which has sinee become so commen
in England that wo have only recently
grown aware of the absurdity of auLeh
gervile anachronisms. In une sense these
Beaux-Arts shams proved a saving grace,
because conscientious stylistic conceal-
ment of the new construction helped to keep
it free from . architectural titivation. At
Koniggriitz, in Bohemia, however, Josef
Gotar bad already evineed a premonitory
inkling that & new synthetic material like
conerete must postulate a wholly traditional
msthetie of ite own.

As a licence that meant sll things to ull
men, Modernism  inevitably proved  too
individual and negative an impulse to
eryatallize into a definite school of design.
Iy 1914 it had ahnost spent its strength.
The outbreak of the war nippud another
great traditional revival in the bud.

The Ideal of Organic Simplicity
There are two Frank Lloyd Wrights—the
visionary architectural prophet and the dy-

namic architectural praetitioner—and more

lop along lines suggested by marine

9, a house at Pasadena, Cnlifornia (1923), illustrates the later decorative
manner of Wright (yet, oddly enough, in a purely Cubist form); and 10 an unconscious
and almost confemporary echo of it in Auguste Perrel's Y new historical style"'—a

The former, more

By the

In 8,

oiten than not they nre at varianes with one
another, exeention belying profession.  And
in much the sgame way there nre two arehi-
tects in Lloyd Wright, the local, regional ;
and the internationsl, vniversal. Unfor-

tunately Europe blunderingly confused them,

which i8 presumably what Oud meant when
he said that Wright's influence on the
Continent had been s by no means happy
one,

Wright was born in 1869, the son of u
clergyman. He has given us i dramaetic
pecount of how, as & boy, while watching
the building of the Wisconsin State Capitol
he witnessed ite sudden collapse ; and the
¢ffeet which the spectacle of a fallen length
of sham eornice pinning down a wounded
workman had on him at o time when his
mind was enthralled by Vietor Hugo's Nofre
Dame.  That made him decide to give up
eivil engineering and hecome an architeet.
For seven yenrs he remained in Chicago
artielad to Louis Sullivan, whose domestic
work he did out of office hours, Then he
began to practice on his own, anil suon
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became known as the founder of whad Wi

galled  ** The  Diross - Jeform
* Temperance Architecture,” ubid
the School of the Middle West. L'hw logkg
geems the best deseription, for he hod?
alwnys admitted the influence of the Praine.
{The horizontal live is the live of doresti
city " rings curiously like Van de Velde'
** fluid, harmonious line,")

His first independent building, the Wins
low House, Iinvis [2 in tha last inane]’
(" brick wainseot, modelled freoze, tilak
roof, stone washes and water-table ")
dutes from 1898,  The next year he forn
luted nine " propositions " for his owig
guidunce, inspired, he tells us, by Cirlyles
“ the ideal is within thyself, thy condition
But the ataff thow art to shape that sam
idenl out of"

1. Reduction of tho number of rooma aml partss
in & house to the minimom, so that * light, air and:
vista could permeate the whaole”

9. The association of the building with its site b
i pxtended tevel planes paradlel to the ground," an
by keeping the floors off the hest purt of the site.

3. The remodelling of the then box-like sppearand
of American ronms by making ceilings, Hoors andd
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variously
House,™
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The Architectural Review, February, 1935

walls flow inte cael other with witly minor sube.
divisiong ;o wnel by the more liberal and human pru=
purtioma that were rendered possible owing to the
fuction of strocturally wasted ApHCE,
o The raising of the basement Hoor above the
bk s it pesdestal M by naki

- 1 £ the foundations
into n viedhle masoney platform (21 liked o see
thi duli of w projecting Lase '),

! wholition of the kimd of windows that
were " holes cut i bax,"' because this was * wii-
||||I.?I|\ i

., Limitation tu
far as possibie,

7o Thut heating, lighting wnd plumbing must
beeoma * constituent parts of the building.”

#. The incorporation in it of furniture {elemipg el
on gimple rectilinear lines for machine production)
TE R T TH Y Architecture,”

U, The elimin
Iwimg "
period

i single bulding muaterial os

st wf the
wll curves amd

howses  decorator as
etorescence, i not wll

At that titie all waterisl ** looked protty
el abike ™ onee i was worked up. Hore,
surely, i demoeratic enouglt ideal,
Yot he tred (o give the exterior of lis
Louses o stll wwore " denwoeratic bk
anep—" the ormwnentation of o building
showld e constitutional "—hy kit their
pmumar " ous perfect as possible wld
simplifving theiv wall surfuees, (A ot of
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this  vague, sud rather confuswl, Walt-
Whitimunesque tall sbout demoeracy recurs
in hig writings.) ** They stood upon their
foandations to the eye as well as physically.
I'here was good substantial preparation of
the ground.” He claimed that all his
houses were designed on a unit system ' as
the pile of & rug is stitched into its warp.”
What he aimed at, and what he schieved,

was an * indigenous regional architecture,”

*hused on " the quiet level " of the flat bound-

luss pruirie, in a clitnate whers grost extremes
of heat and cold, wet and drought prevail.
This wus the inspiration of that ** broad
protecting roof shelter,” with flat, light-
painted soffits, characteristie of his worlk,
which he insisted made the upper rooms (till
then simply * sleeping-boxes ™) ** not dark,
but delightful,” by a glow of reflected light.
He stopped his  exterior wells at  the
second-storey cills ** to let the roows above
cowe through in continnous window series
under the broud eaves of a gently-sloping
overhanging ronf.  Here was true en-
closure of space.” 'The windows them-

selves Do treatod frankly as ** light-screens.”’

Wright designed both doors and windows
to the humen seals, leaving only comfortuble
head elearunee—American houses were even
then chuarscterized by many doorless aper-
tures—in accordance with his theory that
openings should boe * the natural orna-
mentation of & structore.”  He also intro-
duced casements opening oatwurds (English
gash-windows being then universul in the
United Stotes) as ™ more natoral in use snd
eivet 7 amd hghtensd their wooden trim
to sunplidy mass-produetion,

T'he first thing to do, Wright felt, was to
get rid of the busement and the attie slike.
T'o wehieve the former he set the ** studs "'
of the walls inside instead of outside the
foundutions, so as to leave the necessary sup-
port for the outer face ; raiging up the whole
structure on tow plinth-like platform. Specn-
lative builders sssured the owners of lis
hiouses that their Hoors would esve into their
callars as a0 result | Notwithstanding, his
plans were apprecinted in a country where
the servant problem had always been acute,



for they suppressed dozens of doors and
partitions. * Interior spaciousness hegan
to dawn, the liouse became freer as space
and more liveahle in."  But his elevations
profoundly shocked, msthetic susceptibilities,
slthough he explained that what he did on
the outside of the house ' was becaunse of
what had happened to its inside."

Wright was also a precursor of the single
living-room. As he puts it, “ T declured
the whole lower foor as one room, with the
kitehen ent off as a laboratory (the
servants’ bedrooms being placed next to it !)
“with requirements otherwise sequesterad
from it, or sereenedwithin it, by architectural
contrivances.” He gave his living-rooms o
limge *"integral "' fireplace instend of yet
another ** piece of wooden furniture called a
mantel,"  Wright was also the Ameriean
piomesr of huilt-<in enpboards, which the
French hatt made part of the standard
appartement plan as early as the end of the
eighteenth century,

Among his more important buildings—
the list, as the glosses on it are lLis own—
wers i—

Winstow House, 1898 (to which, though he
does not inelude it, Oak Park (1901), 2,
uught eertainly to be added),

The FLarkin Building, 1908 (a soap
factory): " A conservative recognition of
the element of the machine in modern life,"”

The University Temple, 1908: A fran-
sitional building in the form of a cast
monolith,  Here the reinforeed-conerete
alaly in used ns 8 new structursl cxpres-
gion ‘' for its own sake as Architecturs,”

The Coonley House, 4, 1808 : ** The quiet
livel of the Prairie as an influence.  'The
horizontal line as the line of domesticity.”

Taliesin, Wisconsin (1911).  Hiz own
home,

Midway Gardens, Chicago (1014).

Tmiperial Hotel, Tokio (1916), ' o romantie,
apie building.”

In 1908 Wright read his famous paper on
The Art and Craft of the Machine nt a
Uhieago institution known as Hull House.
His proposals were, of course, voted down
by sentimental followers of Morris and
Ttuskin ; and instead of the sort of society
he had proposed, they founded one ** upon
the same old basis ns countless other ' art
gocieties ' of pounding one's fingers malking
useless things.”  In the light of this it seems
rather parndoxical that Wright—un grand
homme mangué, if ever there wus one—
should have attached so mueh import-
ance to considerations such as * optinistie
v. pessimistic colours,” and " Nature's v.
ribbon-counter tints, ™ It is this sile of
him which prepares us for later anomalies
like his use of standardized concrete hlocks
moulded with a uniform Neo-Mayan motif, 9,

It is not easy to assess Wright's contribu-
tion to the evolution of the modern house
hecause of the inherent differenco hotween
American Middle West and average Euro.
pean conditions.  Had he told us less about
his often mutually contradictory principles
and aims the task would be proportionately
simpler.  But the trouble with him,
nf with so many Americans, is an inahility

to achieve coherently sustained expression
in 8 now half-foreign language: and »
corresponding failure to evolve any better
substitute than thinking in German and
coercing English into the misty redundancy
and agglutinative idiom of Teutonic Satz-
bildung. At times, however, he says magni-
ficent things magnificently, for his is o
mind of exceptional vigour ; thongh many of
these utterances are at variance with his
own work. Only in an Anglo-Saxon country
could the greatest architect of his gener-
ation remsin without honour among his
own people. His cass lends fresh sab-
stance tn a common designation which
most of ua had grown to regard as a senti-
mental myth. e ,

What, then,” are Wright's poritive
achisvements ? To start with they are
in every case coincident with his earlier
career. He helped to carry most previous
rationalizing tendencies a step further:
frec-planning, Raumgestaltung, the elimina-
tion of ceremonial rooms, logical eon-
struction and equipment, built-in fixtures,
the sceeptance and architectonic control of
machine production, and the use of rein-
foreed concrete for things like roof-slabs
sl cantilevering. Moreover, he gave a
powerful stimulus to making the world
machine-conseious in the right sense, though
it must not be forgotten that the predomin-
ant influence on Wright (as on Mackintosh)
was Japaneso. Against all this must be set
his reactionary stylistic mannerisms, and his
rooted opposition to standardization ; and
still more "the decorative-structural bias
ho gave to Huropean functionalism just
ng it wae emerging from theoretical
abstractions into rational forms. Oud has
explained that though Cubism in Europe
arose entirely independently of Wright,
there was undoubtedly a latent affinity
Letween them. Plastic three-dimentionalism
and classical rectangularity were common to
both. In Cubism the conscience of archi-
tecture spoke for the first time sinee the
Renaissance., The New Architecturs, like
the new freedom in art and letters, elearly
spelt the dissolution of the old cultural
world-order. In ons sense Wright's work
prepared the way for Cubism by smoothing
away its initisl diffieulties. But in another
it corrupted its primitive purity., For
his dramatic personal mannerisms —like
those long horizontal planes he interrapted
and then continued again as fresh parallels,
3,— became  grafted on  to  Cabism's
abstraet groping after o new formalism,
As Berlage has pointed out, Wright became
obsessed by the protective function of a
witlely projecting penthouse roof, and so u
slave to an essentially Oriental motif, 4. The
quality which erystallized into puritan
renuneciation in Cubism developed as un
inereasing plastic exuberance in Wright.
While he was busy building for * high-
life " America, Cubiem was no better than a
humble, and still all but unknown and dis-
embodied theory, His wealth of fantasy
debauched its needy imagination, for Wright
was always an artist, and even more of un
individualist and a law unto himself than

[To be continued]
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Van de Velde. Unfortunately, too, the
dilletante followers who claimed to be
“inspired ” by him are usually confused
with those who have carried on what was
good in his work in & more fruitful and
independent spirit. But if, as a pioneer
in the use of reinforced concrete—' the
cantilever is a free and romantic prineipls
of construction " is a yvevealing confession—
he built roofs that were inaccessible, lis
magnificent imaginative gifts, and hig clear
perception of the difference between senti-
ment and sentimentality, enabled him to
achieve volumes in space that wre classic
in their serenity and owe nothing to
striving after the picturesque. Thus the
Barnadall Residence at Hollywood is im-
mensely impressive in the sercnity of its
almost preordained relation to its (certainly
luxurisnt) natural surroundings.  And it
achieves this in spite of a wilfully complex
oelecticism  of  exterior  decoration—now
Roman, now Japanese, now Neo-Mayan,
and now ' engineer-romontic T—by no
means everywhere disciplined into  sub-
ordination to his holil horizontal masses.
Well might Oud say that ** the process hy
which  Wright's work eamo into  being
remains & perfeet mystery to me”,
In one respect, and one respect only,
Amerien was immensely in advance of
Europe : American enginesrs hod evolved
the stecl-framed multi-floored building in
the_late eighteen-eighties; nnd American
architects were quick to exploit its more
immedinte possibilities. Sullivan, Wright's
master, in many ways a remarkablo arehi-
tect, was the virtual father of the aly-
geraper. Thus Wright was the first definitely
modern-minded  architeet to  become
familiar with a normed spatinl unit, And
as the first arehitectural visionory to see
a windswept framework of sheleton boxes
rising, like a new Tower of Babel in deli-
cately pencilled geomatrie outline, he was
obviously the first to grasp the naturs of
Haumsgestaltung with o more immediate
and revealing perception than the mind's
eye. I'rom the terrifie stimulus of contem-
plating the room thos magieally de-walled,
he must have divined the immense
implieations  of  the  wall's  eventual
supercession by the protraction of visible
spuer without visible physieal enelosure ;
and, further still, that the ageney by
which this could be realized was likewise
machine fabrication of post and beam to
vxact engineering standurds.  But it must
not be overlooked that in Wright's day
the wooden frame-house wus the com-
monest form of dwelling in the United
States, and that in many  strueturasl
essentials it had already become a stan-
dardized type. That type, as the earliest
examples of American architeeiure show,
was directly derived from timber-framed
and  barge-boarded FEnglish  farm and
cottage buildings of the sixtesnth century.
All Wright houses look like frame-construc-
tion houses, but thanks to their pronouneed
horizontalism and broad window-openings
they immediately atrike the Dheholder ns
direct precursors of the modern liouse.
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