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PENCILS

0¢

CANADA

ANOTHER great link in the chain of bridges which bind the people of
Canada and United States in friendship along a 2,500 mile border—
stand the mighty structures of steel and stone which span the majestic
St. Lawrence River through the heart of the Thousand Islands.

Like all great engineering and architectural projects, the designing of the
Thousand Islands International Bridge started with one simple tool. From
the first attack on the multitude of problems such a tremendous project entails
until their final solution in finished drawings and blueprints, this important
tool is the pencil!

Is it any wonder that the pencil usually found on drafting boards in leading
engineering and architectural offices is Venus Drawing? For Venus, with its
smooth-flowing, scratchless colloidal lead® in 17 degrees of black — each
perfectly graded—gives a degree of user satisfaction and dependability that is

appreciated by draftsmen. *Canadian Pat. No. 52,959

VENUS PENCIL COMPANY LTD.,, TORONTO
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IN A CLASS BY ITSELF--

Cubicle type Nofu:
distribution switch-
board on which are
mounied 6 - 225
ampere, 600 vl
3 pole Nofuz De-ion
Circuit Breakers.

There are no apologies for Nofuz—it is sane
and sensible. All fuse troubles are banished
forever when Nofuz is installed. This par-
ticular Nofuz main distribution board is
especially suitable for installations where it
is necessary to change the rating of the
individual feeder or branch line breaker
frequently. Ideal, therefore, for industries
that have ““growing pains.”” Note also that
the pull-out feature allows instant access to
the breaker with all the energy completely
disconnected.

Detailed information gladly supplied at any
of the Company’s District Offices.

CANADIAN WESTINGHOUSE COMPANY, LIMITED

HEAD OFFICE - HAMILTON, ONTARIO

Sales, Engineering Offices and Repair Shops in Principal Cities.

Westinghouse

8283



Theyre U Cood

BECAUSE THEY'RE ALL

The STEEL-MARK of QUALITY

STELCO Scale-free Pipe is the stand-
by of the plumbing trade. It is clean
run and cuts and threads easily — the
kind of pipe that builds a plumber’s
reputation. Available in a wide range
of styles, weights and sizes including
standard threaded and coupled, grooved
/ for Victaulic Couplings and beveled for
i/ welding. Black or galvanized.

THE STEEL COMPANY OF CANADA, LIMITED

HAMILTON - executive orrices - MONTREAL

SALES OFFICES: HALIFAX, ST. JOHN, MONTREAL, TORONTO. HAMILTON,. WINNIPEG VANCOUVER
WORKS: HAMILTON. MONTREAL. TORONTO, BRANTFORD, LONDON. GANANOQUE
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Bubble Tower for oil-uﬁner‘ service.
Dimensions — 8' 0" dia., 111’ &' high.
Maximum shell thickness—21<". Total
weight—145 tons. Tested hydrostatically
to 600 lbs, p.si.

Heavy Pressure Vessels
WELDBUILT

® These photographs illustrate the first Bubble

Tower to be built in Canada to conform to

both the Canadian Inter-Provincial Regulations

and the ASM.E. Code, Par. U-68, for
welded unfired pressure vessels. It was fabricated and
erected by Dominion Bridge Company Limited, who
are equipped to meet rigid specifications calling for
the highest quality workmanship.

We maintain Plants across Canada with trained
personnel and modern facilities for electric arc weld-
ing. Qur Lachine Plant is equipped with two stress-
relieving ovens, the larger being 14’ wide x 15’ high x
48’ 8" long, and also X-ray apparatus for the in-
spection of finished welds.

We would appreciate receiving
your inquiries.

DOMINION BRIDGE COMPANY LIMITED

HEAD OFFICE . ..LACHINE (MONTREAL) QUE.
Branch Offices and Works: OTTAWA » TORONTO « WINNIPEG « CALGARY » VANCOUVER
Agencies: REGINA « EDMONTON

Associate Companies:

DOMINION ENGINEERING CO. LTD., DOMINION HOIST & SHOVEL €O., LTD,, ROBB ENGINEERING WORKS LTD.,
MONTREAL MONTREAL AMHERST, N.S.
McGREGOR-McINTYRE IRON WORKS LTD., SAULT STRUCTURAL STEEL CO., LTD. MANITOBA BRIDGE & IRON WORKS, LTD.
TORONTO, ONT. : SAULT STE. MARIE, ONT. WINNIPEG, MAN, el
MANITOBA ROLLING MILL CO. LTD., RIVERSIDE IRON WORKS LD, STANDARD IRON WORKS, LTD.,
WINNIPEG, MAN, CALGARY, ALTA. EDMONTON, ALTA!




MODERN EFFICIENCY

¥
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Main Lobby: Bell Telephone Building, Ottawa. E. I. Barorr, Architect; V., J. Macnan, Associate Architect,

New glareless, high intensity, Curtis lights emphasize the chaste
lineal beauty and simplicity of modern design. Bathed in this soft,
diffused radiance the simple, dignified albeit practical plan of the above
lobby, is charming to see, produces on your mind an atmosphere of

spacious airiness and restrained luxury — the effect of modern lighting.
1 d rest 11 y the effect of d lghtmg

Architects are invited to call

4 orthern Electric lightin
| Norfilgfﬂ [/QCIL,‘IC eNnginleers iftlo consil%atimﬁ

COMPANY LIMITED “,-'i]’_‘h()]_]_t obligation, UPOI'I
© A NATIONAL ELECTRICAL SERVICE projects of all kinds.
iaic rcummsore romonro Lonoas smiaws caee rowrsemaun scams tososron vascouwis 111 UMINATION DIVISION



DOMINION
“Baillleship
LINOLEUM

This smart Recreation Room floor is typical Dominion Battleship Linoleum requires no
costly upkeep and comes in a wide range of
colours and effects. When laid according to
our specifications, it is protected by the
The field is blue; the interlining ivory; the Dominion 5-year guarantee.

of the scope afforded by permanent, easily-

cleaned Dominion Battleship Linoleum.

border black and the dice and other Send for free samples and literature

motifs are worked out in red, black, and see for yourself the amazing

ivory and blue. scope offered by this modern floor.

DOMINION OILCLOTH & LINOLEUM COMPANY, LIMITED - - - MONTREAL




ARE CHEAPER

BETTER - 4 ’
FIXTURES B I 2 ¥ 1 |

IN THE
LONG RUN

QUALITY

ALWAYS PAYS

HE real test of the worth of any product is its

ability to stand up and deliver the kind of per-
formance that the purchaser expects to get when
he pays out his money. In all too many cases the
cost is the main consideration, with little or no
thought to trouble-free service and to the time that
will elapse before replacement is necessary.

In WALLACEBURG Showers and Faucets the
home-owner always gets full value — because this
line has always been a quality line. Never any
second-grade raw materials, never any skimping
anywhere. Never any faulty assemblies owing to
hasty inspection or no inspection at all. Honest
value all along the line. No wonder
plumbers swear by them — not at
them. No wonder people are get-
ting to know them by name in all
parts of Canada.

ASK YOUR
PLUMBER

A 1009, CANADIAN COMPANY

WALLACEBURG

TORONTO MONTREAL WINNIPEG VANCOUVER |

Increases
Air Conditioning Efficiency

Photo (above) shows an unusual and decorative
handling of inlets from conditioned air ducts
which are insulated with corkboard.

RMSTRONG'S CORKBOARD, on ducts, in-
takes and other parts of air conditioning systems,
is an important factor in helping to regulate tempera-
tures and lower cooling or heating costs. Because of
the unique cell structure, cork forms a positive barrier
to the passage of heat, and permanently resists the
efficiency destroying effects of moisture. Armstrong’s
Corkboard Insulation helps assure maximum operat-
ing efficiency and economy.

ARMSTRONG’S CORKBOARD is structurally
strong, light in weight and easily erected in any kind
of construction. It will not settle or pack and is not
subject to deterioration through decay, mold or any
other structural change. It is a positive fire retardant.

Armstrong’s Engineers will gladly give you
an estimate for any type of insulation job.

A rmstrong

CORK & INSULATION CO. LIMITED

MONTREAL TORONTO WINNIPEG QUEBEC
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OVER 30,000 OWNERS OF MONO-FLO
RADIANT HEATING CANNOT BE WRONG

NO LIMITATION IN SIZE
Because of the carefully calculated resist-
ance factor of the Mono-Flo Fitting, the
applications of the System are unlimited.

SMALL, EASILY CONCEALED Series
RADIATORS No. 9
Radiators can be held to sizes which can
be easily recessed and concealed behind
ornamental grills.

FORCED CIRCULATION
Low Power-Consuming Pump ensures
circulation of water to every Radiator
regardless of level.

FLEXIBILITY —TEMPERATURE
INDEPENDENCE

No limitations to the piping arrange-
ments — Radiators BELOW THE MAIN
efficiently circulated—Pipes can be run
around door frames, and over and under
beams—Inexpensive Zoning for Temper-
ature Independence.

LOW OPERATING COST
Efficient Forced Circulation, plus accur-
ate Temperature Control, holds fuel con-
sumptlon to the minimum. Below is illustrated the operation
of a Mono-Flo Fitting. The main
fwnfy 0)’ water passes Hu'(mg.{f} the
central tube of the Fitting, yel a
balanced distribution of water to
each Radiator is achieved with-
oul puiting a power-wasting pen-
alty on the Pump.

GREATER COMFORT
A Mono-Flo Radiant System never over-
heats in mild weather, but has plenty of
reserve when the thermometer goes to
zero or below.

YEAR-AROUND SERVICE WATER
One Boiler heats both the Building and
Service Water much more economically
than two separate heating units.

LOW INSTALLATION COST
Small Radiators, small Pipes, and a
SINGLE MAIN instead of two, less Labor.

A “RECO PRODUCT" is a guarantee of quality and advanced engineering.

m

S. A. ARMSTRONG LIMITED, 720-4 Bathurst Street, TORONTO, CANADA




FOR INDUSTRIAL PLANTS

Permits the use of modern indus-
trial lighting

Decreases fire hazard

Permits the easy rearrangement
of equipment

Assures continuous service from
motors

Provides flexibility for plant ex-
tension
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G-E BEAVERDUCT CONDUIT

G-E WIRE AND CABLE

GENERAL B ELECTRIC

WIRING
MATERIALS

FOR OFFICE BUILDINGS

Permits the use of modern com-
mercial lighting

Provides flexibility for rearrange-
ment of offices.

Provides sufficient outlets for
business machines

Improves appearance of office

interiors.

Enhances the rental value of a
building

e . ® ”
use THese G-E wirinG maTerIALs TO ENsure “Aldeguale Wiring

i

L/

Waniiiy

G-E TRUMBULL PANELBOARDS G-E SWITCHES

38-KC-1
CANADIAN GENERAL ELECTRIC co., LIMITED
Vancouver Calgary Winnipeg Toronto Ottawa Montreal Halifax
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SOMEWHERE in his Moral Essays, Pope wrote two lines which aptly describe the
characteristics which this seasonable greeting to our members must assume—

In vain sedate reflections we would make
When half our knowledge we must snatch, not take.

| would like, at this appropriate season to ‘‘take stock”, briefly, of certain factors
governing the practice of architecture in Canada today, and looking forward, to com-
ment on some which will affect the profession tomorrow.

On the debit side, we must realize that the period of rapid expansion through
immigration, belongs to the past. Canada, built in many respects to house twenty
million, has a present population of about eleven million. And these are heavily
burdened with federal, provincial and municipal taxes. These taxes, however essential,
as at present applied, are a formidable barrier to expansion and enterprise in the
field of construction. Vast sums go yearly to house and feed our unemployed and the
demands for social services—educational facilities steadily mount. Against this back-
ground, however, certain factors stand out in bold relief and the future for the pro-
fession is not without its hope—or even its eager anticipations.

Firstly, there is now a realization that an active building industry is essential to the
normal occupation of this nation—its health, its prosperity. Recently steps have been
taken to lessen the taxes which loaded this industry, and influential organizations are
doing their utmost to revive the invalid. There has also sprung up a country wide
demand for modern housing in the medium and low cost field. The right answer is
taxing the ability of our finest architects. In other countries the greatest contribution
came from them and surely it will be the same here.

Consider conditions in our older cities. Each day brings nearer the replanning
which must take place to suit modern requirements. This is recognized as never
before, and wherever it takes place there will be work for architects where none
appeared to exist. Out from our cities are spreading the new roads and airlines,
moving the city dwellers to surrounding towns and villages. They take with them city
requirements, and these new homes will give work to architects in districts they never
practised in before. And beyond the towns and villages will be the homes of many
who are rediscovering the country—some who even go North in Winter instead of
South. Whole counties are assuming a settled appearance, where formerly the mud
roads wandered past the lonely farm houses. There are opportunities in this redis-
tribution of our population, but perhaps the greatest lies far beyond the areas des-
cribed. North, far north of our former outposts of civilization, great developments
are taking place, with cities and towns arising almost over night. Is there an oppor-
tunity here! or are we so wedded, young and old, to our accustomed field, that we
are not interested.

Take the industrial field—In Europe the “benefit of Architect” has changed the old
type industrial establishment and factory into well planned buildings—healthy to work
in—no longer the eye sore of the community. Here, many of our largest companies do
realize the service the architect can render, but there remains a tremendous field
which calls for missionary work before the majority will follow the lead of the “to be
praised” minority.

It is the enlarging fields for the profession which have been noted rather than the
usual, and it is in them the practice of our profession is most likely to expand. These
opportunities are knocking at our doors, but we must be mentally alert to hear the
summons.

Let us realize, throughout the country—individuals, organizations, governments
are doing their utmost to increase building activity. Many of their plans are those
which architects can wholeheartedly back, and | am convinced that the effort and work
we contribute to them will bring its own reward.

May | take this opportunity, on behalf of the Council and myself, to wish all—"A
Merry Christmas and best wishes for the New Year.”

H. L. FETHERSTONHAUGH.



BRITISH WAR MEMORIALS

By E. R. ARTHUR

British Memorials of the late war, I was sur-

prised to find that most of them were buildings
or monuments definitely architectural in design. The
remainder consisted of sculpture with or without an
architectural background. Among the “sculpture”
memorials of both types the absence of an architect is
obvious in incredibly bad mouldings and poor archi-
tectural forms. In every age an architect has employed
a sculptor, where sculpture was used on a building
(except in the case of such versatile individuals as
Michelangelo), and it is so today, but the contempor-
ary British sculptor, with a naive confidence in his own
ability, designs arches, pylons and other architectural
forms in a manner not far removed from the tomb-
stone maker. (There are few sculptors or architects in
any country with the fine architectural sense of Mr.
Eric Gill, but he is a notable exception). The post-war
sculptor seemed to consider “architecture” only as a
background for sculpture. The scenery may be rough
—it usually is—the play is the thing, Unfortunately
the architectural “scenery” appears in the same bright
light as the sculpture, and being in stone or granite
appears brighter by contrast with bronze. The crudities
of moulding and silhouette are the more noticeable.

ON examining the available photographs of

One has to bear in mind in reviewing post-war
memorials that nearly all were designed in the early
1920’s. Not many of us would care to design some-
thing sixteen years ago and see it unveiled (before an
interested audience of millions) ten or fifteen years
later. Few memorials can stand that test and the
achievement of Lutyens with the Cenotaph, and All-
ward with the Vimy Memorial is remarkable. The
Cenotaph particularly is unlikely ever to grow old in
spite of passing fashions and revolutionary changes in
architectural design.

Much has been said and written about those Memor-
ials and the Scottish National Memorial, and, if they
are illustrated inadequately, it is not through lack of
respect, but because lesser known monuments have
received no attention—at any rate in this Journal.

Nothing will be said about the Canadian National
Memorial in Ottawa which I have not seen. A War
Memorial, however large, is a personal thing com-
memorating the loss of relatives in a war, that eighteen
years later does not seem so far away. It would do no
particular good to pierce the cloud of sentiment that
hangs about it, and it is best that another generation
should pass judgment. It has already served one great
purpose in forcing the Government to bring out Mr.
Gréber to find asite for it. His proposals, when carried
out, should add dignity to the capital and should be an

example to the provincial capitals and a stimulus to
the languishing art of Town Planning.

The Australian Memorials (at home) are the most
ambitious of all the British Memorials and take the
form of buildings in a traditional style. The Melbourne
one, which is very German in character, takes the
mausoleum form. Decidedly more interesting than
many American buildings of the same type which has
long been a favourite for Masonic temples, it is very
definitely a Great War Memorial, and expresses the
grief of a people in a way that most of the large
memorials fail to do. The Australian National
Memorial at Canberra is incomplete and cannot be
judged from a drawing. It is clearly Eastern in design
and may symbolize Australian losses at Gallipoli
which is not very far from Byzantium.

New Zealand has also gone in for buildings. There
is a War Memorial Museum in Auckland (and we
might have had a National War Memorial Art Gallery
in Ottawa), a carillon in Wellington and a Cenotaph
in the same capital city. One cannot help being rather
proud of New Zealand in the way that that Dominion
has combined the War Memorial idea with usefulness.
A large proportion of the population is Scottish. The
carillon tower is, by association, a joyful thing and it is
almost impossible to express in it those characteristics
of which one is so strangely conscious in the Cenotaph.
However, those of us who are familiar with Hart
House Tower know that on November 11th the
mournful tolling of the bell following the period of
silence can be a very solemn thing. The New Zealand
tower is unfortunately rather “dated” in a style of mod-
ern monumental architecture that is now rarely seen.

The British Memorial, the Menin Gate, by Sir Reg-
inald Blomfield, is nothing more than what we used to
call a "Composition Sheet”, and is best described in
the words of Siegried Sassoon:

"Crudely renewed, the Salient holds its own,
Paid are its dim defenders by this pomp;
Paid, with a pile of self complacent stone,
The armies who endured that sullen swamp.”

Delville Wood, the South African Memorial, by Sir
Herbert Baker, is better, but the same architect’s
Indian Memorial might be a princely gazebo in the
garden of an Indian Prince who had lived for a consid-
erable time in England and acquired a taste for the
detail of Hatfield. On the whole, the Dominions seem
to have done a far better job than the Mother Country
among Memorials, monumental in scale.

The Cenotaph in London so captured the imagina-
tion of the public that few ™

LR E]

sculptor’s” memorials were
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erected in the British Dominions. The Gunners’
Memorial at Hyde Park Corner is one of the few, and
one of the best. Its chief faults are that the base to the
gun is too great, there is a conflicting scale of figures,
and the bronze figures are quite un-British in appear-
ance. The British Tommy, as we remember him, was
a cheery soul, but the Gunners here are of an unpleas-
ant race of supermen with grim and rather brutal faces.
The effect, which may have been deliberate, is rather
of the horrors of war than sorrow for the men who fell
in it. Unpleasant though the figures are, they are not
Victorian. There are sculptors today who could do
really great work, and it is unfortunate that the imme-
diate post-war sculptors, with a few exceptions like
Jagger, continued a tradition of sleepy, lovable lions
and lifelike human figures with Burne Jones faces.

We have no fault to find with the Machine Gun-
ners’ Memorial except for its rather sinister inscrip-
tion. The nude boy might serve as a humble and
original symbol for the men in that corps who gave
their lives; but the “Saul hath slain his thousands but

David his tens of thousands” gives the whole group an
altogether different complexion.

Such a boast is probably not found in any other
memorial of the late war and is a striking contrast with
the lines from Milton’s Samson Agonistes on the Hart
House tower in Toronto.

“Nothing is here for tears, nothing to wail
Or knock the breast; no weakness, no contempt,
Dispraise, or blame; nothing but well and fair,
And what may quiet us in a death so noble.”

To put such a sentiment into stone was not to be the
good fortune of many British architects or sculptors.
The Crimean and South African Memorials were too
recent and too strong an influence. Another genera-
tion, if it has to build war memorials, will find some-
thing good in the humility and dignity of the Ceno-
taph, the simplicity of the memorials of Finland, the
romanticism of Vimy, the usefulness of the New Zea-
land Museum and the majesty of Tannenberg. Let us
hope there will be no need for such a decision.

|

GRAVEYARD OF CANADIAN SOLDIERS

IN THE GARDENS OF CLIVEDON, ENGLAND

THE COUNTRY SEAT OF LORD AND LADY ASTOR
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CANADIAN NATIONAL WAR MEMORIAL, OTTAWA

THE MESSRS. MARCH, SCULPTORS
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CENOTAPH, LONDON

SIR EDWIN LUTYENS, P.R.A., ARCHITECT

SCOTTISH NATIONAL MEMORIAL VIMY WAR MEMORIAL

SIR ROBERT LORIMER, ARCHITECT WALTER S. ALLWARD, SCULPTOR




THE ARTILLERY MEMORIAL, HYDE PARK CORNER, LONDON

CHARLES SARGEANT JAGGER, SCULPTOR

THE MACHINE GUN CORPS

MEMORIAL, LONDON

THE ARTILLERY MEMORIAL 263
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SHRINE OF REMEMBRANCE

MELBOURNME,

AUSTRALIA
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MEMORIAL CARILLON,

WELLINGTON, NEW ZEALAND




DELYILLE WOOD
SOUTH AFRICAN MEMORIAL
IN FRANCE

SIR HERBERT BAKER, ARCHITECT

IRISH MEMORIAL

AT ISLANDBRIDGE, DUBLIN
THE NEW MENIN GATE

SIR REGINALD BLOMFIELD,

ARCHITECT
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NEUVE CHAPELLE, M

INDIAN MEMORIAL IN FRANCE

SIR HERBERT BAKER, ARCHITECT



FOREIGN WAR MEMORIALS

By PETER BRIEGER, PH.D., BRrEs.

Assistant Professor of Fine Art in the University of Toronto

HE manner in which a nation honours its glor-

ious dead is a key to its spirit and temperament.

The War Memorials erected by the various
nations in Europe can be divided into two main groups,
the one mainly sculptural, looking back toward the
past, a more or less realistic reminder of the sufferings
of the individual; the other primarily architectural,
striving to preserve the spirit of heroic sacrifice of
thousands for the greater glory of their country. To
judge from the material available, the French, and to
a lesser extent the Italians, have a preference for the
former; they pay a tribute to romanticism in sculptural
monuments where fighting soldiers, mourning women
and children seem to revive the horrors of war with
pathetic gestures as if the soil which carried the largest
burden of the fight was still trembling in nervous
excitement. The art of Rodin has left its traces in the
large figure group of the monument in the Butte Chal-
mont, near Soissons, where the ghosts of French sol-
diers, one a mere child, are rising from their graves.
This grim realism is carried to an extreme in the
monument for the maimed and wounded (Neuville
St. Vaast) where the large hand carrying a torch seems
to belong to a giant buried alive under the heap of
crumbling stones. It is not easy to capture the spirit of
eternal mourning in the image of the human figure
and its mobile gestures. Without the stability of archi-
tecture to back or frame it, a figure group seems too
near the stage and lacks the feeling of repose and per-
manence. The four shafts of the monument in Treviso
are not strong enough to balance the pathetic effect of
the cortege of black mourners trying to squeeze
through them. Following the lead of the Americans
and the Germans, in the memorials of Brindisi and
Como, Italy has taken another way to express lasting
memory by purely architectural forms.

The eight memorial chapels and eleven monuments
erected by the American Battle Monuments Commis-
sion form part of an extensive memorial project. They
range from simple monuments to large temple - like
structures, and mark the chief places of American
activities in the war. Most of them are inspired by the
calm dignity and formal beauty of classical architec-
ture. For the Chapel at Belleau Wood the architect has
chosen the sterner forms of French Romanesque, but
the huge block of an altar raised on the steps of the
Bellicourt Monument on the Hindenburg Line, shows
traces of the spareness and simplicity of modern archi-
tecture. The choice of the classical style is not acci-
dental, and does not reveal lack of invention. It is an
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almost Greek spirit of calm serenity raised above the
acute pain and suffering in the presence of death, which
is reflected by the American monuments. The polished
stone, the many-coloured marble, mosiacs and bronze
all show the desire to sacrifice the nation’s wealth to
honour the memory of those whose crosses lie row on
row at the foot of the monuments. They dominate as
centres the well-ordered pattern of the graves as well
as the country for miles around, upon which only a few
scars remain of waste and destruction. The ruins of the
chapel on the hill of Montfaucon form an effective
frame for the gleaming shaft of the gigantic Doric
column crowned by a statue of Liberty.

Compared with the serene classicism of the Ameri-
can monuments, the Germans are the least conven-
tional, seeking for a style of their own, although some-
times drawing their inspiration from their historic
past. The monument in Munich combines the idea of
the pagan dolmen with the Christian crypt, and Tan-
nenberg follows the model of the fortresses built by
the Knights of the Prussian Order. The simplicity of
the material, hard granite or brick added to brick to
form one massive bulk, corresponds to the plainness
of surfaces and the severity of outline. The symbolism
for heroism and discipline is primarily expressed by
the abstract means of architectural forms, not by sculp-
tured figures. Even surrounded by modern traffic and
the bustle of everyday life, the modest shaft of the
Hamburg monument retains its solemn dignity and
strength of appeal against the restless and ragged out-
lines of the buildings on the square behind. It is this
contrast between the shapelessness and ever-changing
aspect of the environment, and the monumental solid-
ity of the memorial which makes many of the German
memorials so impressive. The monuments of Brindisi,
Brest and Laban, near Kiel, all show a variation of the
same theme: a monumental lighthouse overlooking
the sea, as a symbol of naval force. But this symbolism
seems to be most effective in the superb sweep of the
curve from the broad base to the top of the tower in
Laban. The memorials erected in Germany are far
from the actual cemeteries, but the spirit of an army as
one body moved by one common will and holding
together, is still alive in the vast hall holding ten thous-
and people in Laban, or in the Courtyard of Tannen-
berg where the figures of quiet soldiers stand as senti-
nels over the souls of their fallen comrades. Here one
feels what has been said before about the German
Memorials — that the Germans live with their dead.
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MEMORIAL AT BRINDISI, ITALY

MEMORIAL AT TREVISO, ITALY

MEMORIAL AT COMO, ITALY

267




AMERICAN MEMORIAL, MONTFAUCON, FRANCE

JOHN RUSSELL POPE, ARCHITECT
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AMERICAN MEMORIALS

BELLICOURT., PAUL P. CRET, ARCHITECT

BREST. RALPH MILMAN, ARCHITECT

THIACOURT, THOMAS HARLAN ELLETT, ARCHITECT

MONTSEC. EGERTON SWARTWOUT, ARCHITECT

BELLEAU WOOD. CRAM AND FERGUSON, ARCHITECTS




GERMAN NAVAL MEMORIAL AT
LABAN, NEAR KIEL
G. A. MUNZER, ARCHITECT

THE INTERIOR

BIRD'S EYE VIEW
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GERMAN WAR MEMORIALS

HAMBURG,

MUNICH

MUNICH. THE CRYPT

TANNENBERG.
WALTER AND JOHN KRUGER,
ARCHITECTS

TANNENBERG. THE COURTYARD

m




FRENCH WAR MEMORIAL TO
THE MAIMED AND WOUNDED

NMEUVYILLE 5T. VAAST

I. FRENCH MEMORIAL
BUTTE CHALMONT, SOISSONS I
LANDOWSKI, SCULPTOR

2. and 3.
FINNISH MEMORIALS OVER THE 2.
GRAVES OF FINNISH AND GERMAN
SOLDIERS, HELSINGFORS 3.

A. LINDGREN, ARCHITECT
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EIGHTH ANNUAL ARCHITECTURAL EXHIBITION

OF THE

ROYAL ARCHITECTURAL INSTITUTE OF CANADA

To be held at Ottawa commencing February 17th, 1939

ARTICULARS are announced of the Eighth
PAnnual Architectural Exhibition of the Royal

Architectural Institute of Canada which is to be
held at Ottawa, commencing February 17¢h, 1939.

1. A medal of honour is offered by the Royal Archi-
tectural Institute of Canada for the building of most
outstanding merit completed by a member of the Insti-
tute within the last four years, and not previously

shown in an Annual Royal Architectural Institute of
Canada Exhibition.

2. Awards of Merit may also be made for subjects
completed within the last four years and not previously
shown in an Annual Royal Architectural Institute of
Canada Exhibition, which are considered to be of high
standing in any of the various classifications to be
determined by the Jury of Award.

3. The classifications suggested are: Public Build-
ings, Educational Buildings, Industrial Buildings,
Commercial Buildings, Domestic Buildings, Details,
Craftsmanship, Interiors.

4. The Jury of Award may, at its discretion, read-
just the classifications, according to the nature and
quantity of work submitted.

5. Photographs of more than one building may be
submitted for consideration in any one classification.

6. All photographs, to be eligible for awards, must
show work completed within the past four years, and
not previously shown in an Annual Exhibition of the
Royal Architectural Institute of Canada. Work shown
in this Exhibition will remain eligible for any subse-
quent Provincial Exhibitions.

7. Photographs of work completed within the last
three years which have already been shown in an
Annual Royal Architectural Institute of Canada Exhi-
bition may be submitted for showing, but will not be
eligible for awards. All such photographs must be
clearly marked “Previously shown in the Royal Archi-
tectural Institute of Canada Exhibition”.

8. Members are requested to submit preliminary
photographs (8” x 10” glossy prints) of all work
eligible for awards. On the back of each print should
be written an identification number, the title of the
photograph and the name and address of the architect.

9. From the preliminary photographs, a selection
will be made for the Exhibition, and the exhibitors will
be notified to have enlargements made.

10. All preliminary photographs should be sent to
the Honorary Secretary, R.A.LLC., 627 Dorchester
Street West, Montreal, to arrive not later than January

3rd, 1939.

11. Architectural models will also be accepted for
this Exhibition. Photographs of such models should be
sent to Honorary Secretary, RA.L.C., 627 Dorchester
Street West, Montreal, to arrive not later than January
3rd, 1939. The address to which models are to be sent
will be given later.

12. Exhibitors are requested to present their sub-
jects adequately in the preliminary photographs, to
enable the Jury to judge the merits of the subjects
tairly.

13. The Royal Architectural Institute of Canada
reserves the right to exhibit any of the photographs or
drawings submitted at other centres in Canada follow-
ing the close of the Exhibition.

14. All photographic enlargements are to be 16”
by 20” black and white prints, printed on Eastman
P.M.C. paper No. 8 (this is a buff paper which gives a

- warm cast to the black and white of the print).

The prints are to be mounted on Canadian Card
Company’s 12-ply light cream eggshell No. 602 or
Card and Paper Works 12-ply light cream eggshell
No. 161. The mounts shall have a margin beyond
the print of 315" on top and sides and 415" on the
bottom.

Titles are to be typewritten on cream coloured
labels and placed on the bottom of the mount.

15. Both the preliminary photographs and the
enlargements will be used by the Jury in making the
awards. Preliminary photographs will also be used
for any reproductions that may be made in the cata-
logue or for the press.

16. All enlargements are to be delivered to the
office of Hazelgrove & Mills, Architects, 63 Sparks
Street, Ottawa, on or before February 12th, 1939.

273



ARCHITECTURE IN A CHANGING WORLD

By H. 5. GOODHART-RENDEL

The twenty-second National Lecture, broadcast on October 4

by the

President of the Royal Institute of Britith Avchitects

HEN one speaks of a “changing world” one implies

a world that is changing rather more quickly

than usual, and that is what people almost always
believe of the world they are inhabiting at the moment.
Certainly it seems to us now that in this country we are
passing bloodlessly through a minor social revolution, and
in other countries the difference berween what is and what
was until lately is even more striking. Science, too, is varying
and increasing its application to our ways of daily life, and
the Thought now called modern seems more opposed to the
preconceptions of the middle-aged than has been the
Thought called modern at other times. Whatever future
historians may decide, let us assume that our world today is
conspicuously one of change.

Architecture is changing, roo, not more rapidly but per-
haps more essentially than it has already done in the lifetime
of any of us. Like all the other fine arts, it is passing through
a succession of experiments, but it seems as though in archi-
tecture much more than in painting, say, or in sculpture, the
experiments are resulting in some common agreement as to
desirable lines of development. All the buildings that are
praised or abused for being “in the modern style” seem very
much alike. Their similarity may be only the superficial
similarity that fashion often imposes upon works of art pro-
duced at any one time, but on the other hand it may be a
symptom of some real alteration in our architectural outlook.
Such an alteration, if it has taken place, may have been the
outcome of influences scientific, social, or both; may have
been the reflection of external changes without having been
caused by them; or again may have been the outcome of influ-
ences exclusively architectural. The world may be changing
architecture, the world's changes may be merely reflected in
architecture, or architecture may be changing itself in a way
with which the world’s changes have little to do.

I do not expect that any of these suppositions will be
accepted by everybody, but we must choose one of them
before we can form any probable opinion as to what is hap-
pening in architecture today. The supposition most likely to
my mind is that our world and its changes are reflected in the
nature of the buildings we chiefly produce, but have had only
an indirect influence upon their architectural characrer. Thus,
I think that although economic causes are driving those who
used to inhabit large houses into small houses and flats, that
although social causes are obliging us to avoid all undue
requirement of domestic labour, thatalthough moral and poli-
tical causes are inducing us to provide better conditions of liv-
ing for the poorer among the people, yet the actual buildings
resulting from these causes do not necessarily express in archi-
tectural terms the world-changes that are bringing them into
being. Indeed 1 should think it marvellous and contrary to
experience if they did. There are no words in the language of
architecture to express economic pressure or the servant
problem or an occupation with the material welfare of others:
architecture as an art can speak only of its own affairs, of the
laws of gravity, of constructional skill, of the primitive asso-
ciations of certain forms and colours with certain emotions.
From the manner rather than from the matter of architectural
expression we can often deduce the conditions in which
buildings have been produced; we can remark that the
Romans took on trust from their Greek workmen a lot of
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expensive ornament, that the Arabs were wont to build in a
hurry, that mediaeval Europeans found difficuley in moving
large blocks of material, that Victorian Englishmen seldom
understood what their architects were up to. If, however, we
go further and believe that the architecture of the Colosseum
expresses exactly the Roman mind, or that of the Alhambra
the mind of the Arabs; that the mediaeval cathedral was an
inevitable outcome of mediaeval Christianity, or Victorian
confusion an evidence of anything so much as of Victorian
indifference, I think that we deceive ourselves. Leaders of
thought may indeed have set fashions such as the re-use
of Roman forms at the Renaissance or the re-use of Gothic
forms in the religious revival of the last century, but fashions
so set will remain only the consequence of thought and will
not become its expression unless the thought is that of the
artist himself.

Now, most artists hitherto have thought more about the
work they were doing than about the reasons why that work
was required of them. Of most artists today I think this still
is true. Certain kinds of building today, particularly in Soviet
Russia, seem deliberately to cling to the past, others, like
many in Italy, deliberately to flout it, yet we should not be
right in inferring from them that all Russian thought is now
reactionary or all Iralian thought progressive. In short, what
is reactionary and what is progressive in art have no necessary
parallelism with what is reactionary and what is progressive
in society. Symbols may become accepted through associa-
tion, but these symbols may have no more intrinsic connec-
tion with the things they symbolise than the shape and colour
of the primrose have with conservative politics.

It is a grear misfortune for art that unthinking people
should be apt not only to forget that such generally accepted
symbols are arbitrary but also to make an even more arbitrary
private symbolism for themselves, in which forms that they
like or dislike for one reason symbolise tendencies that they
like or dislike for another. The human mind is so constituted
that irrational associations must always underlie many of our
emotions, that pleasant or unpleasant personal experience
must always predispose us to welcome or resent certain com-
binations of forms or of colour. It must nevertheless be our
aim to recognise—as far as we can—the irrationality of those
associations, and never to seek to impose them upon others as
any pretended standard of taste. If my childhood was pois-
oned by a wicked uncle who collected pictures of dead
animals, I shall probably never be a sympathetic admirer of
the painter Snyders, but I have no right to expect other people
to depreciate him on that account. If my hopes for the
happy future of humanity have been first fully aroused by a
great architect who builds houses with flat roofs and enor-
mous windows, I ought not to suppose that everybody who
builds houses with sloping roofs and moderate windows has
lower hopes for humanity than mine.

1 chose this last illustration deliberately because in some
young people nowadays the taste for living in glass houses
and the taste for throwing stones seem to be incurably allied.
In consequence the elder people who resent the hostilities of
these particular juniors are apt to feel an unreasonable dis-
taste for a kind of modern building that has as good a claim
upon our respect as any other. Flat roofs, also, are loved or
hated with an intensity usually reserved in England for reli-
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gion or politics, and have obviously acquired by association
some significance incomprehensible by those who do not feel
moved to join in the battle. Now, enormous windows and
flar roofs are two of the constant marks of the kind of build-
ings I have already spoken of as being called “modern” and
as being all very much alike; and I am convinced that, what-
ever meaning their advocates and their opponents may attach
to them, they are mostly perpetrated by people merely follow-
ing the fashion of the day. If we think thar fashion a reason-
able one we must look for its justification elsewhere than in
emotional or political tendencies: we must look into ten-
dencies that are properly architectural—into the functions
that buildings must perform and the means by which they
are constructed.

Both in serving their purposes and in making appropriate
use of their marerials, I think that modern buildings reflect
very clearly a changing world. Just as medicine is always
moving further away from the general panacea toward the
particular appropriate treatment, just as government becomes
daily more specialised in its pursuic of particular advantages,
so buildings are now very properly expected to fulfil their
purposes more exactly and less wastefully than they did in
the past. They are also expecred to be made of whatever
material is most convenient, and to display that material
used in the way its nature dictates. If in the future we reach
the new architecture toward which the popular teachings and
writings of M. le Corbusier point the way, that architecture
will be new, above everything, in its complete rejection of all
the inappropriate planning and illogical construction against
which the voices of Soane, of Pugin, of Viollet-le-duc, of
William Morris and of Lethaby have seemed, in their several
days, to be raised in vain. If we do not reach that new archi-
tecture it will be again, as it has been in the past, that our
reformers have underestimated both the strength of their
opponents and the frailty of their followers. A battle is being
fought; let us survey the field.

Generalising loosely one may say that the buildings of
classical antiquity and those of the Middle Ages fulfilled
their purposes and made reascnable use of their materials.
They did these things with—as it were— a good deal to
spare; the purposes were simple, labour and materials of a
kind were plentiful, and accepted notions of beauty were not
seriously in dispute. Accepted notions of beauty were not
more seriously disputed, perhaps, after the Renaissance;
nevertheless, that great movement of thought produced a
serious and szldom beneficial change in the nature of archi-
tecture. Hitherto the various parts of any group of buildings
had kept their separate identities and had never been reduced
to being mere subdivisions of a large arbitrary design. Even
in the great Roman bathing establishments, even in the medi-
aeval castles and monasteries, the rooms and halls, however
regularly or irregularly they might be arranged, were in no
wise merged into each other: every one was a unit and not
merely a space partitioned off in a larger unit. How different
from this is the theory underlying post-Renaissance composi-
tions; for example, Somerset House in London! From the
outside of Somerset House nobody can guess where one room
ends and another begins; and the screens of columns that in
an antique building would have sheltered passages, the little
dome that there would have covered an important space, are
here obviously scenic and without practical purpose. All the
rooms have been fused and poured into a mould of which
the shape was preordained by the architect in accordance
with established rules and principles of proportion.

It would be a great mistake to undervalue the architecrural
merit of Somerset House and of the innumerable buildings I
have chosen it to typify. If such a building has not been
designed directly to suir its use, bur has rather been cast in a
shape chosen for its own sake, that shape may be a good one

in itself, and one sufficiently adaptable for no grave incon-
venience to result. Yet the method by which it was designed
is one whose dangers are lamentably obvious when we regard
the consequences to which it frequently has led. For an archi-
tect to determine the shape a building shall assume before
he has ascertained whether its requirements do not suggest a
new shape of its own is an arbitrary proceeding inimical to
architectural progress. He may have in his repertory a large
assortment of excellent shapes, he may indeed have, as
eighteenth-century designers mostly had, a shape that will
suit every ordinary requirement; but if he will not let require-
ments suggest their own shapes, how is his repertory ever to
be extended? Moreover, extraordinary requirements are
bound to present themselves from time to rime, and these he
can only meet with the nearest thing in his stock to whar is
required—often not near enough. At the end of the
eighteenth century the fronts of monumental buildings had
come to consist almost invariably of a classical portico with
a windowed wall as its background. Behind thar wall might
be almost anything, law courts or a school or a hospital or a
customs-house; probably suffering—whatever it was—from
the gloom cast by the portico and certainly with its nature
undiscoverable from outside.

Porticos, however, and regularly windowed walls are archi-
tectural elements governed by architectural laws; however
arbitrarily they be used in masking buildings, they display in
themselves an orderly arrangement that conceivably is worth
some sacrifice. The portico of the London Mansion House is
something of a nuisance, but it is also something of a portico;
as a piece of exact geometrical design it has a measure of self-
sufficiency. What are we to say, however, of the arbitrary
architectural mask that is not orderly but irregular, of the
picturesque facade that appears to be the natural outgrowth
of a building with which, in point of fact, it has no natural
connection? If what we say of this is unfavourable, as —
presuming that we are guided by reason—it must be, we con-
demn the method of design particularly associated in all
countries with the last century; the method of design that is
now making its last stand, as I hope, against the forces of
progress. Architecture deliberately picturesque has had its
triumphs; no system in art, however vicious, can annul the
skill of the great artist with something to say. Yet the pursuit
in architecture of the picturesque, of that elusive indefinable
quality whose very nature it is to arrive by accident, is respons-
ible for nearly all of those evils in our architecture from which
reformers now seek to deliver us. Let me try, at the risk of
repeating myself, ro explain very clearly how this pursuir, this
vicious system of design, differs from any system followed by
architects in earlier ages.

To do this I must first define what I mean by the word
picturesque. 1 mean more than the thing that, portrayed from
certain points of view by a painter or a draughtsman, can
make a good picture. I mean the thing whose beauty derives
from inexactitude and seeming chance, whose beauty is of
the same kind as that of the landscape beauty we find in
nature. Now, the landscapes that compose very well from
points of view selected by the painter may be very far from
satisfying us pictorially if those points of view be shifted. In
landscapes and in old buildings full of the accidents of altera-
tion and decay we regard this as no defect. We take the pic-
tures they offer us and are thankful; we do not expect them
to make pictures all round. Nor ought we to complain if a
naturally designed building looks well from some points of
view and not so well from others; it is not posing for our
admiration but, like an animal, is living its life through
moments of greater and less elegance. From a building, how-
ever, whose design has not come naturally, from a building
whose design has been imposed against its nature by the will
of the artist, we should demand much more than the pro-
vision of a few tempting opportunities for the landscape-
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painter. All noble masks are regular and what may conven-
iently be called abitracs, the masks that express moods and
passions incongruous in the personages that wear them are fit
only for the Christmas pantomime. Similarly the only masks
that buildings can wear with dignity are those of a generalised
sculptural kind as were the facades of the Renaissance and its
aftermath. The picturesque architectural mask is neither
generalised nor sculptural; it suggests, with a would-be
charming grimace, what might have happened to the build-
ing it disguises, but actually did not. It is as artfully artless as
the false ingénue, and as a rule, much less amusing.

There is hardly a house in most of our late Victorian
suburbs that does not wear a mask of this sort. In an old farm-
house built at several times and altered at others, we may find
gabled roofs and roofs hipped back, little old windows and
larger windows that are newer, chimneys that have kepr their
cappings and other chimneys that have lost theirs, naked half-
timber work and half-timber work covered with weather-
tiling; we may find all those things getting on very well
together in the ultimate reconciliation of age. People who
look art such old buildings through eyes suffused with roman-
tic sentiment are likely to make of their homely muddle a
model for imitation, and late Victorian eyes were often
moist. The late Victorian house, therefore, was normally
veneered with a tissue of imitated accidents—with the sem-
blance, contrived on purpose, of what in old buildings had
come by chance.

Even when the effects of chance in buildings were not
imitated, constant imitation was made of the effects of chance
in design. In what I have called natural design chance plays
its part from the very beginning, because natural design is
flexible enough to deal with opportunities as they occur. A
sudden shortage of some particular material, a change of
mind in the man who is calling the tune, the lack of skilled
labour in one craft or another; all these things which would
sharter the formal mask of neo-Classicism need have no ill-
effect upon the design of a building that wears no mask at all.
The marks they have left upon many designs made before the
Renaissance are very far from being disfiguring scars. But
the mark which upen a natural face may be characteristic and
not unpleasing is nevertheless an unsuitable thing to paint
upon a mask.

All buildings that have bzen, that are, and that can be, must
be classifiable in one of three categories, those that wear no
mask at all, those that wear an ideal mask, and those that wear
a mask copied from features natural to something else. The
ornament upon Roman and Gothic buildings, though often
irrelevant, does not constitute a mask; neicher Roman build-
ings nor Gothic buildings nor any buildings of importance
designed before the Renaissance, however bedizened, ever
had their natural features entirely concealed. The ideal mask
of the Renaissance consists most commonly in a regularly pat-
terned mass of geometrical form, or in a symmetrical combin-
ation of these masses. The naturalistic mask of the Romantic
movement and after consists in anything that seen in other
circumstances happens to have taken its maker's fancy.

Architectural reform at the present moment aims above
everything at the complete unmasking of building, and the
state to which naturalistic masks have brought much recent
architecture makes this aim seem at first sight to be altogether
laudable. Not only our dwellings but all the buildings in our
cities display a large collection of things that caught our
fathers’ architectural fancy but have nothing to do with the
uses to which they have been adapted. Balconies on office
buildings, oriel windows in warehouses, domes on the roofs
of hotels; all have relied for the concealment of their absurdity
upon the lictle likelihood of anyone ever looking at them
critically. The bygone evangelists to whom I have already
alluded in passing, Soane, Pugin, Viollet-le-duc, Morris,
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Lethaby, have been unanimous in condemning the sort of
skin-deep picture-making that is still the general public’s idea
of clever architecture and in urging a return to natural design-
ing. Unfortunately each one of them has had a conception of
nature that to those who came after him has seemed in some
measure artificial. Soane would have brought the Renaissance
mask to its ultimate possible simplification; Pugin and Morris
excluded from their ideal of straightforward building many
of the legitimate new resources of their age; Viollet-le-duc,
though passionately attracted by the possibilities of metallic
construction and modern materials generally, was the uncon-
scious slave of many nineteenth-century prejudices; and
Lethaby seemed to think architecture no more than the sum
total of honest work in all the building crafts. If these men
unmasked architecture it was only to bathe it in the coloured
light of their own personal predilections.

I have suggested that in so far as these reformers failed it
was because they underestimated the strength of their oppon-
ents and the frailty of their followers. Had they declared war
upon the picturesque-mongers only, upon the party of the
romantic mask, I think they must have won. Unfortunately,
however, they all—Soane excepted—would tolerate no masks
whatsoever, romantic or formal, thereby opposing the whole
architectural system of the Renaissance. This was injudicious.
Even if the Renaissance had not brought it, a method must
sooner or later have been evolved whereby the increasing
complex needs of planning were supplied by cutting a single
building up rather than by arranging a lot of separate build-
ings together. Now the internal partitions of a building can
seldom be clearly expressed outside; consequently, the doors
and windows of its various subdivisions, if arranged merely
as those subdivisions suggest, will be apt from outside to
appear disorderly and capriciously placed. The artist who
studies narure as he should will observe that whereas in low
animal organisms component organs seem to be assembled
rather than combined, in the higher forms of animal life the
irregularities of the organs tend more and more to be masked
by a general exterior shape, a shape conforming to a law of
regularity imposed by the whole rather than by the parts. We
might almost say that an octopus is an example of our build-
ing without a mask, a man an example of our building that
has an ideal mask. What we shall not find in narure, and what
we ought not to find in art, is a man or a building having a
few irregular protrusions or depressions due to causes unseen
by and inexplicable to the eye.

Much more could te said for and against imposed regu-
larity in complex buildings, but I hope to have said enough to
show that those who attack it unconditionally have stronger
forces against them than they probably realise. To fight the
indefensible evil of the romantic mask it is bad strategy to
wage desperate war against masks of all kinds, since the posi-
tion of the ideal mask may well prove to be impregnable.
Moreover, the frail followers in the attack are wont to equip
themselves with romantic masks of the worst kind, with
masks painted to imirate the fierce visages of their leaders.
What Herr Gropius designs, what M. le Corbusier designs,
generally makes very good sense; but the innumerable little
Gropioids and Corbusioids, whose only merit is their fidelity,
greatly endanger with their nonsensical imitation the cause to
which they have attached themselves.

No reasonable person can disagree with the ambition that
lies at the root of all modern efforts at architecrural reform.
This ambition is to bring our ways of building into the closest
possible conformity with our needs, and to use the materials
and workmanship at our disposal in a completely reasonable
way. These are aims that architects can only pursue collect-
ively, and not every architect can be expected to do more than
follow the lead given by others. He must be expected,
howevet, to follow that lead critically and intelligently. The
leaders build generally with thin walls and a great amount of
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glass-surface, relying upon artificial heating and insulation to
turnish the protection from heat and cold that was formerly
given by thick or air-blanketed walls and a moderate allow-
ance of windows. In some problems of building, light
construction and large windows are more important than
economy in heating, in others they are not; it is for every
architect, leader or led, to discriminate between them.

There are two places in which an excessive area of window
space is always likely to be a nuisance: one is on a staircase
and the other is in the upper storeys of a shop-building. On
a staircase nobody wants to sun-bathe or read small print, and,
in the interests of equable temperature, everything should be
done to encourage the rise of warm air from one storey to
another. In a shop-building upper windows have very little
value for external display, and of internal wall-space there
can hardly be too much. In one of the newest shop-buildings
on the Continent the upper storeys have no windows what-
ever, both illumination and ventilation being provided arti-
ficially. I do not say that such a building would be appropriate
in all circumstances, but the architect who does not weigh
its advantages carefully before perpetrating its still fashion-
able opposite — the all-glass store — is certainly not using
either his critical faculty or his intelligence. For the narrow
balcony, a feature among those most characteristic of the
style called "modern”, I think that the critical faculty and the
intelligence can seldom find any excuse at all. Being narrow
it can serve no purpose but that of window-cleaning, for
which obviously, it is needed either in front of every window
or in front of none. However narrow, it is likely to take the
most valuable part of the light from the windows beneath it,
a sacrifice that could only be made reasonably for a balcony
broad enough to be sat upon, and not often then. Like its fre-
quent concomitant, the corner window, it has its appropriate
occasions, but is used in season and out of season on the styl-
istic principle to which we profess to be turning our backs.

A good many years ago 1 gave a lecture entitled “Some
Fashions in Architecture” and tried in its opening sentences
to make a working distinction between a fashion and a style.
All that 1 could then arrive at was that a style, as the word is
generally used, signifies something more widely accepted and
lasting longer than what is usually understood by the word
fashion. In our hopes for modern architecture we are looking
for much more than a style, we are looking for a new relation
between buildings and the life whose needs they serve. That
relation we hope will be a closer one than ever before, a rela-
tion in which the architect will often act not only as the
chemist who dispenses but also as the doctor who prescribes.
It will therefore be grievously disappointing if our snark
should prove only a boojum, if the new mission that archi-
tects are now pursuing should turn out to be only another
fashion doomed to pass.

My own mood is sanguine. I believe that henceforward, in
the beneficent changes of the world, the part played by archi-
tects will be of an importance constantly increasing. I do not
welcome the prospect selfishly, as an architect, but because 1
am convinced that the world needs badly what it is particu-
larly in the architect’'s power to give. The world has lately
made a vogue-word of planning, which sounds like, and is,
one of the architect’s especial aptitudes; is indeed the basis
of all his activities. That vogue-word may sometimes degen-
erate into a parrot-cry, but beneath its idlest use lies the
admission that orderliness in all activities must increase their

efficacy. Now, in other fine arts than architecture valuable
work may be done with little more orderliness than what has
become second nature to any human being who has learnt to
put on and rake off his clothes, to eat regular meals, and to
restrain his more inconvenient emotions. For architecrure,
however, with its basal obligation of making buildings able
to stand up and suitable to inhabit, great orderliness is an
inescapable condition of existence. The systematic fitting of
means to ends is indeed the field in which is displayed the
proudest skill of the architect—of any architect, that is, who
has trained himself not to let his fancy run away with him.

Unbridled fancy was the downfall of the picturesque-
mongers, and may well be the downfall of modern reformers
if they become entangled in stylism or emotionally over-
occupied with things outside architecture. The world comes,
and will always come, to architects for architecture, and even
if it should learn, as I believe it may, to come to architects for
advice as to living, it will not accept social counsel as a sub-
sticute for highly specialised skill in the architects’ proper
profession. Of the two dangers to architectural reform that 1
can see, sociological impertinence is likely to beset particu-
larly the leaders, and stylistic fashionableness the followers. A
third danger (which is a rash one for me to name near the end
of a long lecture) is—talk. Critics and journalists have had a
wonderful time lately making news out of the architectural
situation, and architects (myself included) have taken full
advantage of a willingness to listen to them that the public
has only recently displayed. All the usual silly things have
been said with more than usual complacency; new materials,
new processes, new conditions of labour, new ideals, are all to
produce something dazzling by a new process of development
whose nature is not defined. I have said nothing here about
new materials or processes because 1 set out to talk about
things above their field of influence. Moreover, of the very
few that are not actually old I know none whose exploitation
is likely to make any sudden crisis in the change that construc-
tion is undergoing constantly. From the twelfth century of
our era to the fifteenth, building was working gradually away
from the system of loading walls to that of concentrating
loads upon pillars or piers., and, after going back at the
Renaissance to walls, we have worked gradually toward the
steel or reinforced concrete stanchions of today. 1 have said
nothing about new conditions of labour, because the only
architectural effect they can have is a gradual increase (or
possibly diminution) of our reliance upon mass-production
by machinery.

Whether I have or have not said anything about new ideals
must be decided by my hearers. I have certainly