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EDITORIAL

WE HavE MET no one who did not enjoy the 48th Annual Assembly in Halifax. For its success, we must
give full credit to our hosts because conditions for a conference were far from ideal. We shudder to
think of an annual meeting in Toronto when delegates came by bus, taxi or train from those points be-
yond which air travel was impossible. Imagine, also, the Royal York enveloped in a fog for days on end
— one of those eerie clammy fogs that recall London and ]ack the Ripper. Imagine, too, the h)g horns,
and the irritation of those who arrived late for meetings or had two at the same period.

Frankly, we could not have handled such a situation. Halifax was notable, in our experience, for the
spontaneity of entertainment, and a refusal to get flustered on the part of our hosts. In addition, we
must all recall acts of kindness that will make Halifax memorable. We, for instance, confessed to an
interest in Nova Scotia agates and lapidaries, and were taken immediately to the home of the high
priestess of the craft where we spent a very enjoyable hour. We had always thought of pearl diving in
Australia as a hazardous business, but we now place it second to the g 5_“1th£‘rmg of amethysts in Nova Sco-
tia. It seems that fishermen have shown an increasing reluctance to being lowered by the feet over cliffs
to snatch amethysts within their reach at a turning point of the tide. We heard this story from more than
one person, and we remain puzzled by the method of lowering the men, and by the urgency and risk at the
bottom. The men’s reluctance would not be lessened if they knew that the Nova Scotia amethyst fades
on exposure to light! Agates are gathered in a more leisurely manner. It is even a ladylike pursuit and
the gatherer is not upside down. More than that, the beautiful agates of the Province are mostly perman-
ent in their colouring.

When TCA informs you that you can go no further by air, it almost always happens that the rest of
the journey is tedious in the extreme. It was not so with us who went from Montreal by train to St.
John, N.B. by boat to Digby and from there to Halifax by bus. One will not easily forget the beauty of
the drive through the Annapolis Valley with the apple blossoms at their best. Along the route, one felt
strongly that this was historic country and that Upper Canada was some distance away. At the same
time, we were personally dlt.'mpmnted at seeing so few fine colonial houses or even cottages. As a con-
firmed reader of the Journal, we know that such houses exist. They are just not on the bus route through
the Annapolis Valley.

It may be that history and “family’ have been placed ahead of architectural beauty where preserva-
tion has been possible. The bus driver was a most intelligent and agreeable person who let nothing
pass of any historical significance. Having gone to a school where Longfellow was not read, we felt
awfully ignorant about Evangeline, but shared the bus driver’s umtempt for someone in Upper Canada
who ]md implied, if he did not actually say, that Evangeline “never was”.

We were disturbed, along with all who heard it, that a nice house with late nineteenth century decora-
tion belonging to the family of Sir Robert Borden was to be demolished for lack of funds to keep it up.
Sir Robert had not been born in the house, but had lived long in it, and rooms, furniture and pictures
are associated with his life and time. We have no fault to find with the projected statue of Sir Robert
which has been commissioned, but if we were asked to choose between the preservation of an historic
house in a charming setting, and a statue in a frock-coat, we would choose the house. Posterity, we feel
sure would be on our side.

On our return to Toronto, we were happy to receive a letter from Basil Spence. He writes with ob-
vious joy that the site for the cathedral is cleared and work has started on the foundations. In his final
sentence, he says “I think often of all the really happy hours I spent with Canadian architects, and 1
can truly say I enjoyed every talk I gave to them.”



Planning for the Future

I anm NoT A coMmMUNITY PLANNER! It therefore becomes
an honour as well as a privilege to have been asked to talk
with you this morning about planning our future in this
province. Like each of you, I am a member of the provin-
cial community. Like each of you, I am concerned with
action — what action should be taken and how it should
take place. Unlike most of you, I am an architect; and,
therefore, am ever mindful of the need for promotion and
co-ordination of plans of action which will create patterns
for community living which will enhance the life of every
individual.

Each of us comes from some Manitoba community,
either large or small, which, in every instance, has a past.
Out of this past our community has developed a present
pattern which, because of this past, may be judged today
as good, bad or indifferent. Now does this community of
ours have a future? If there were any doubts in any of our
minds, those doubts will surely turn into buoyant, expect-
ant hopes for a bright future as we listen later this morning
to the Honourable R. D. Turner, Minister of Industry and
Commerce. I am confident he will delineate for us a very
real picture of practical possibilities resulting from the
development of our resources and other potentialities. It
becomes obvious that the future of industry and commerce
in our province must have a necessary corollary in our
future as individual citizens who, collectively, form the
community. If the development of each of these communi-
ties is to be embraced within the overall development of
the province, it becomes obvious that there must be indi-
vidual planning for the future of each community.

I realize that I do not need to “sell” you on the need for
immediate planned action to ensure the right future for
each of our communities. Two years ago, at your Fourth
Annual Conference held in Dauphin, Mr Byars, your Exe-
cutive Director, made this statement in his report:

“. .. I have become convinced that town and country plan-
ning activities must receive more important consideration
in our municipal thinking. The trend in Manitoba today is
towards greater industrialization and urbanization, and the
unplanned growth of many Manitoba communities, due to
the increased impetus towards urban living, is creating
problems of a local nature in many places that could be
overcome through proper planning and zoning. Considera-
tion of planning methods now will reap economies for the
future.”

There may still be many in our communities, however,
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who will insist: “Well, isn’t planning expensive? Doesn’t
it mean regimentation ? Isn’t it visionary and impractical ?”

In answering the first question we have only to compare
its cost with the cost of not planning. Billions of dollars
worth of real values have been destroyed on this continent
alone by the process of decay which occurs alike in cities,
towns and villages. The choice is clear. Without planning,
any community is bound to lose out. With sound plan-
ning, any community can better itself. Planning is not a
matter of spending money, but of saving money as the
result of wisely planned spending.

The second objection that planning results in regimenta-
tion can be denied vigorously, with positive evidence to
the contrary. Instead of regimentation, planning means
co-ordination, which is quite different — for this means
co-operation in a complctel}f democrative manner to serve
the best interests of all the citizens. Planning provides a
framework, not a set of immutable decrees. Such demo-
cratic planning will give plenty of room for individuality.

The third accusation that planning is visionary and
impractical has no sound or reasonable basis; every suc-
cessful business man plans. The larger the business, the
greater the necessity for planning. And planning even a
small community is big and important business — the busi-
ness of figuring out the best way to get the best results
with the smallest expenditure of effort and money.

Those of you who were present at the Dauphin Con-
ference two years ago will doubtless remember the address
on Community Planning in Manitoba given by Gerald
Carrothers. The speaker, who was a graduate of our School
of Architecture and was at that time engaged in a pro-
gramme of graduate study and research at Harvard Uni-
versity, had just completed an intensive study of present
practice and future prospects of community planning in
the Province of Manitoba and was preparing an exhaustive
report with recommendations for the special attention of
members of the Government, officials and other interested
persons throughout the province. Its threefold purpose
was “(i) to indicate some of the essential features of the
planning function and to suggest its ramifications and
value in the development and administration of the com-
munities of the province; (ii) to outline the most impor-
tant of present powers of planning administration and
implementation; (iii) to suggest weaknesses in the scope
and utilization of these powers and to formulate proposals
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whereby they might be made more usetul and effective.”
This report is now in its final mimeographed form and
is waiting for the necessary funds to be published. We
sincerely hope to be able to supply copies to each of you
within a month or so, for we are convinced that it is not
only a provocative document but a most valuable one be-
cause of the wealth of information and the well developed
and sound recommendations contained therein,
The speech which Mr C arrothers made to you at
Dauphin two years ago was, in effect, a summary of the
principles, theories and recommendations contained in
this 140-page report. As a splmg_‘bu‘lrd for my remarks
this morning, I should like to quote the concluding para-
graphs of his address, for they give us a very clear blue-
print of planning for the future.
“Community planning can have a positive and prol‘uunﬂ in-
fluence on the future development of this province. With
sensitive and intelligent application of community planning
to our communities, it is possible to move toward the ful-
filment of the fundamental purpose of community pi.mnmq
— the achievement of the best possible surrmmdmgs in
which to live, Adequate and effective community l)liumm;_.
activity involves the interrelationship of physical, economic,
and social aspects of community development. The planning
process by which these aspects may be analysed and guided
can be described as the fusion of these re cognizable phases:
1. the identification of goals and objectives,
2. the gathering and analysis of facts and trends concerning
the community,
3. the preparation of operational plans and programmes,
4, the carrying out of such plans by administrative techni-
ques.
The accomplishment of this process depends upon the con-
scious co-operation of all administrative officials in co-
ordinating their activities and upon citizen groups serving
the vital role or providing assistance and advice. Community
p].mnin!_, is most effective when responsibility is centred
directly in the loc: il community. But there are many respon-
sibilities which must be carried out at other levels and whwh
require the active participation of all levels of government.”

“Final responsibility and legal authority for community plan-
ning rests with the province. There is a pressing need for the
province to review its responsibilities and functions in the

light of broadened concepts of community planning. The
following requirements would seem to be most pressing:

. improvement of legislation related to planning,

. co-ordination of provineial operations related to planning,

. creation of a provincial planning agency,

. integration of inter-municipal planning operations,

. provision of adequate methods to carry out community
planning,

Upon the acceptance by the province of such responsibilities

depends the future sound development of community plan-
ning in Manitoba.”

Ut 4= Lo o —

Here, then, is a blueprint for action complete with specifi-
cations which points the way for both the local and the pro-
vincial communities to build sound structures for living,

As far as I know every talk, every paper on the subject
of community p[.unmn;_, has included definitions and has
proposed a programme for action through the understand-
ing of principles and their application to the problems.
For our purposes let us take these three definitions as the
basis for the interrelated pattern of home, neighborhood,
and community:

“A home is not a detached unit but a part of a neighborhood,
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which in turn is part of a town; and the good quality of the
home usually depends at least as much on its surroundings
as on its design and construction. Hence the vital importance
of ground planning and control of the development of
n{'.ig;]11)(:1’]100(]5."

' Thomas Adams

“A community is not just an aggregation of dwellings plus a
few stores, nor is a neighborhood established by physical
boundaries. A community is what the name implies, a group
of peoples with a community of interests whether in work,
politics, local pride, religion or ideals. A neighborhood is
that area within which a spirit of neighborliness exists, and
in which people do not feel strange. These feelings can be
fostered by physical pldmlin;__, but it alone cannot create
them. If we are really going to rehabilitate our towns and
cities, we must go far deeper than planning for sale side
streets and protective greenbelts. Experience based on Iarge
sealed housing projects has shown that the physical environ-
ment plus good management can make a vital community
spirit.”

Henry S. Churchill

Since cities are for people, the prime objective of plan-
ning is to create safe, healthy, convenient and enjoyable
places for people to live in, to have jobs, to bring up
families, to have privacy, and to have community con-
tacts. Planning starts with the people. People live where
they can make their living. Accordingly, it is necessary to
plan for industrial development and expansion and for
trade and other economic activities.

After one has studied the people and the ways in which
they can make their living, one has to plan for the condi-
tions under which they want to live together. This plan-
ning will include a study of the services and programmes
that favour healthy physical, mental and spiritual growth,
It will mean the creation of an environment that stimulates
interest in work and responsibilities, and gives satisfaction
in living. To create the best possible pattern of living,
work, and play, the physical plan should aim at the most
efficient arrangement of places and services so that costs
in money, time and movement are cut to a minimum; so
that values and assets can be preserved; so that the ad-
vantages of community life can be fully realized.

These plans have then to be activated, and the pro-
gramme of action should be as comprehensive as the plans.
The campaign should be laid out in logical order, and the
several fronts assigned to the public and private divisions
best suited to attack them. Financial and legislative means
must be organized. The process of putting the plans into
effect calls for activities that should be shared by all the
people.

Planning is for people. It is concerned then with the
shaping and guiding of man’s physical environment in
harmony with his social and economic needs, and is aimed
towards the securing of health, safety, convenience and
general welfare; therefore, pl:mnm[.} dir ectly or indirectly
embraces the whole field of man’s activities. It is not things
we are planning, but men. Property values, profits and
losses on investments — in short, dollars — are secondary
to people. In the long run, what is good for property must
justify itself because it gives greater security, satisfaction,
health and happiness to people. Both the values and the
aims of planning are better and happier people.

Planning must be concerned with the social and econ-
omic community and not merely with the official boundary
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limits of the municipality. If its proposals are to be based
on the social, economic and physical needs of the people
living in a region which is determined by business, social
and population conditions and trends, then planning will
involve the co-operation and co-ordination of the groups
welded by common interests and conditions within a
geographical region.

Statements like these which delineate the pattern and
specifications for planning are a challenge to each of us
to ascertain what we can do individually and collectively
about formulating and initiating planning programmes
for the correction and development of our own community
plans. As an architect, it is not my role here today to tell
you exactly how to plan for the future: my co]l("lglw
the pldnners are much better equipped to do that. My job
is to talk about, and, I hope, thereby to stimulate ﬁrst the
desire to do something about the future and second, the
determination to organme a programime of action.

As perhaps you know, an architect is trained to tackle
any building or designing problem by first analysing and
appraising the situation, then considering carefully all the
elements and ideals which his client wishes and requires
him to provide in the building, then solving the problem
in a logical reasoned approach from cause to effect, pro-
ducing the plans and specifications, and finally supervising
the construction of the job. Your approach to the planning
of your community’s future might appropriately follow
the same line of attack and development.

First of all, look at your community. What shape is it in?
Perhaps this quotation would describe the situation:

“Streets are either too wide or not wide enough — great areas

of the community seem to be deserted and more and more

properties are becoming tax deliquent — old buildings of
all types which have long passed their useful years stand in
dilapidated condition in many areas of the town — small
stores off the main street are empty, and unless the town
grﬂ\-vs tﬂ I’)e m'ln}a' tl]'nf:"i ]tq Pre‘it‘llt S]T{’ md} L‘Untlllu(’ tn
remain empty. If one tries to get from one p;u‘t of town to
the other, he may have to detour around areas where units
of roads are missing from a once ambitious development
scheme. If new houses are being built, seemingly they are
on the very fringes of town while, at the same time, many
of the lots along streets already developed stand vacant,
and have been vacant since they were laid out years ago,
perhaps decades ago. The railroad runs through the cent: =
of the town, and when the train pulls in all traffic in that
area is halted. A provincial or the trans-Canada highway
most likely runs down the main street and, instead of bring-
ing business and revenue to the community, brings only
traffic problems, accidents, and headaches. “The travellers
on the highway hate to have to go through the town just as
much as you hate to see them speeding through or adding
to your traffic and parking problems. If there are local in-
dustries, they may be right in the midst of what could have
been a good residential area. In approaching your town most
likely the approach highway passes by all of the town or
private dump grounds, scattered, d]l;l])]ddtt‘d former lunch
stands, and other outmoded structures. Certainly all the junk
yards, auto parts yards, and every other unsightly area seem
to have been put here to enhance the gateway to the city!

If one were to stop at the city hall and take a look at the

books of the town, maybe there too would be reflected the

blighted and unorganized condition of the community. Each
one can paint his own picture of his own town, and there
won't be much difference between them.”

Local Planning Institute — A.S.P.O.

June 1955

In a recent issue of The Community Planning News-
letter there appeared a highly provocative series of ques-
tions raised by Claude Smith, Director of Town Planning
for Prince Edward Island. All of these related to planning
problems of small communities in that province. Some of
the questions posed were these:

L. Should our communities provide services such as
electric lights, sewage disposal, water supply and
sidewalks, in properly sub-divided areas, to encour-
age home builders to establish homes in these areas?

2. To what extent should we enforce our regulations
with reference to buildings and lots established per-
haps before our Planning Act came into effect?

3. Should we expropriate land for playgrounds and
parks?

4. How are we to prevent the establishment of cheap,
temporary living quarters which eventually become
permanent through the owner’s lack of money to
build permanent quarters?

5. How can the communities be assisted in financing
sewer and water services?

6. How much. if any, should the sub-divider pay for
the opening and paving of streets and roads through
their property?

7. Should regulations be made compulsory in all built-
up areas including towns and cities?

Questions like these arise from the close scrutiny and
analysis of our communities. Such careful consideration
leads to the obvious questions: “What do we need in our
community to provide for the improvement and continu-
ous provision of amenities for family living, for work and
for relaxation? What physica] planning must we do, what
plans of action must we programme to implement and
achieve the desired results?”

The answers would appear to lie in a two-fold plan for
action: 1) the local government’s organization of citizen
committees and experts to solve and correct existing condi-
tions along with the pattern for future controls and action,
and 2) the provincial government’s implementation of
enabling legislation, as well as a planning advisory service.

It follows, then, that your job and my job is to initiate
action in our communities at once. Planning begins at
home. Informed citizen groups should be organized which
would participate in and support both the planning pro-
cess and the plans for its implementation. Citizen planning
organizations are particularly effective as they are not
limited or controlled by political boundaries. They can
also be effective in demanding and supporting adequate
planning legislation. If, through such a programme of
citizen organization, the whole community has been made
aware of what is going on, has been properlv informed in
regard to planning, and has had a share in making the
plans, then the translation of the plans into action will be
greatly facilitated.

I expect some, perhaps many of you, are saying to your-
selves: “We've heard all this before. It's all very well for
the experts and the professors to tell us what we could
and should do — but they never get down to cases. True
we can organize committees, even enthusiastic com-
mittees. But who is going to take leadership? Who is going
to guide us, tell us what we should do and how to do it?”
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Admittedly these are difficult questions to answer. There
is no readily available panel of experts in Manitoba to
whom the small community can turn for free and unlimited
advice and leadership. We sincerely trust that Mr Car-
rothers” report and its recommendations for planning
action in Manitoba, to which I have already referred, will
stimulate action on the part of the Provincial Government.
Proper legislation and an advisory planning service would
seem to be the logical devices for ensuring the proper
planning and action at the local level. If and when the
province recognizes this need and establishes a planning
office staffed by trained personnel whose job it is to give
advice, guidance and direction to the committee, then we
can expect more enthusiastic and concerted action on the
part of our local committees. Meantime, however, there
are limited sources of information and informed personnel
available for consultation and advice. In such universities
as ours, where schools or departments have been establish-
ed for the training of community planners, the graduate
students registered therein and the staff directing their
studies are always looking for actual problems to be
tackled and solved. I know that they would welcome an
approach from your community requesting the analysis
and solution of some phase of its planning problems.

Similarly, too, there are a number of excellent guides,
some published recently, which give easily understood
directions for planning procedures and development. The
Community Builders” Handbook! is one such publication.
Another is Professor V. J. Kostka’s new book on “Planning
Residential Subdivisions™ . This book analyses for the
busy practitioner the survey, design and development of
residential sites in a very straight-forward, easily under-
stood, manner. It is not a text book.

I should also mention the publications of the Com-
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munity Planning Association of Canada?®, particularly the
latest issue of “The Community Planning Review”. In
closing my part of this discussion I should like to quote a
paragraph from this excellent issue:
“Planning is as much an essential requirement in a well-
organized community as are a police and fire department
and an efficient garbage collection system. Cities and towns
are living organisms. They can become infested with blight
and they can be choked with congestion. Their orderly and
symmetrical growth can be planned and directed or they
can become stunted and cramped by neglect. . . Town and
city planning is both an art and a science. It’s more than
plans: .. . it is the physical framework wherein and whereby
the functional and aesthetic needs of an urban community
can be made to blend with and facilitate its growth and
development, and through which good urban living can
find its finest expression.”

Abraham Lincoln’s Gettysburg address stated clearly
the pattern of democratic government: “government of the
people, by the people, and for the people”. Does not the
future of Manitoba, the future of our community, chal-
lenge each one of us to initiate planning of our community,
for the community, and by that community — the com-
munity of our neighbors and ourselves?

=

“Community Builders” Handbook”, published by Urban Land In-
stitute, 1737 K Street N.W., Washington 6, D.C., at $12.00 per
copy.

“Planning Residential Subdivisions”, available at School of Archi-
tecture, The University of Manitoba, at $3.50 per copy.
Community Planning Association of Canada, 169 Somerset Street
W., Ottawa 4, Ont. Membership of $3.00 entitles members to
receive quarterly publication, “The Community Planning Review”.

=

The above was an address given at the Sixth Annual Conference
of the Manitoba Urban Association at Portage la Prairie.
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Beauty in Nature and in Art

Part1

BEAUTY CANNOT BE DISCUSSED in relation to architecture
alone. It crops up in so many other quarters—music, poetry
and prose, and in craftsmanship of many sorts, that it
tempts one to discuss its essential nature. To ask what is
beautiful is like asking what is good. When the small boy
is told to be good he understands in a general way what
that means. He is to restrain himself from his natural in-
teresting explorations and conform to the completely unin-
teresting wishes of his elders. He is to refrain from self-
expression and express the will of a society of which he
is not yet a full member and cannot comprehend. Perhaps
when a client instructs his architect to design a beautiful
building the architect feels like the small boy who is told
to be good. He must refrain from self-expression and do
what society will approve. He certainly would like to
achieve some approval. He had better think what beauty
means lest he be supplying quite another article, good
though that article may be. Some writers on design avoid
the word beauty because other qualities are more easy
to discuss. Yet the word beauty is of common use; it means
something very dear to the hearts of men and is surely
deserving of some discussion.

There is a saying that “beauty is that which when seen
pleases.” There is sufficient meat in this to afford some
interesting pickings. It is not a definition of beauty itself,
for beauty is a force—though a spiritual one—which, like
the electric fluid, reveals or actualizes itself only when it
meets the resistance of physical matter. The saying tells
us something about the revelations of beauty. Beauty
pleases when seen. The word is also applied to things
heard or appreciated by the other senses. It is important
to realize that beauty appeals strictly to the senses. In say-
ing merely that it pleases we do not say enough, and if
the saying suggests that it is the only source of pleasure
it says too much. We can get pleasure from solving a
mathematical problem or from devising a serviceable in-
strument or structure. That is an intellectual pleasure. We
can also get much pleasure from an action or from a build-
ing, even an awkward one, which serves a good social
purpose. That is a moral pleasure. We also get physical
pleasure from the exercise of our limbs. What we get from
a beautiful object is a satisfaction of the sense. This may
seem to put beauty in a place inferior to intelligence and
morality. It has, however, a quite essential sphere in
human life because it is through the senses that we are
introduced to all knowledge and through knowledge to
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all judgments of conduct whether these refer to our in-
dividual or to our social development.

Beauty does much more than please in the common
acceptance of that word. It sets emotion in operation, it
fulfils an appetite that is necessary for our mental nourish-
ment. Seldom, if ever, does a work of art give satisfaction
to the senses alone. The greatest satisfaction will be got
when it gives also intellectual and moral satisfaction. It
may exhibit only one or two of the elements that satisfy—
beauty, intelligence, morality. One or other may be the
dominating element. In the broadest sense a work of art
is any work of man as distinguished from the work of na-
ture apart from man. A work of art may have no beauty
at all, although it may exhibit fine intelligence and sen-
timent.

We derive all our ideas of beauty, or of anything else
for that matter, from our observation of nature. From
childhood to age our eyes and other senses feed upon
what nature presents. All visible objects stir our emotions
and these emotions are of infinite variety. The special in-
terest of Edmund Burke’s “Enquiry into our Ideas of the
Sublime and Beautiful” is that it points out the wide range
of emotions that the senses arouse in us. The scale runs
from the pretty to the sublime. Those that Burke calls
Sublime are the rugged and the terrible. To the child these
do not appeal as pleasant, but, as we grow older and in
proportion to our health and strength, we enjoy them
more widely. All go to nourish and develop our emotional
character. This is the essential foundation of our knowl-
edge and, through knowledge, of moral conduct; hence
the poignancy of Milton’s reference to blindness as
“Wisdom at one entrance quite shut out.” We rightly value
the experiences of the senses because these are the gate-
way by which we may enter the internal universe of the
mind and rise above material things.

Beauty makes its appeal to the senses. An object that is
beautiful may act powerfully upon the intelligence or
upon the moral sense or it may not. These have no part
in its initial appeal nor can their judgment affect the quali-
ty of that first appeal. Our appreciation of beauty is by the
senses alone and does not depend upon any judgment
that can be made by our reason or moral sense. Of the
beauty of things seen the eye is the final judge. It is com-
mon to think of judgment as a function reserved for in-
tellect or for moral sense. The senses have their own sphere
of judgment. The stimulant strikes the eye and a judgment
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of approval or disapproval is made. Neither reason nor
morality can override that without sacrificing the integrity
of the judgment of the sense. It is in the nature of our
senses to appraise value.

In this world we are placed in a scene that excites our
wonder and admiration which our senses first appreciate.
Through these knowledge begins, and by degrees we
realize that in these scenes we ourselves have an impor-
tant part to play. Our eyes are captivated by the works of
nature.

The rainbow comes and goes,
And lovely is the rose,
The moon doth with delight
Look round her when the heavens are bare,
Waters on a starry night
Are beautiful and fair.
Birds in the air, beasts on the earth, fish in the sea are
happy living things of which no tongue the beauty may
declare. Through the centuries there is evidence, in our
western civilization, of an extension of the joy that has
been discovered in contemplating the scenery of this stage
on which we are actors. The early Italian painters felt the
value of introducing some slight background of trees as
locating in nature the actions of the human beings on
the moral teachings of which their attention was chiefly
focussed. By the time of the great landscape painters a
vast source of joy had been discovered in many varieties
of scenery. The importance of everyday buamebs dimin-
ishes in relation to its great setting. The theme becomes
the entrancing effects of sunshine and shadow, mists and
rain, the million tints and forms and textures that fascinate
the eye. Turner’s pictures of rugged Alpine scenery and
of tempestuous seas indicate desires not (m]v for sweet-
ness and light but also for the extremes of r{)u&hness and
of gloom. The actual appeal of nature to the eye existed
long before human hands attempted to paint it. Poets,
perhaps owing to the greater facility of their medium,
celebrated nature’s beauties long before painters did.
Homer welcomed the dawn whose rosy fingers stirred the
human world to renewed life, and Shal\espmrc tells us
Full many a glorious morning have 1 seen
Flatter the mountain-tops with sovereign eye,
Kissing with golden face with meadows green,
Gilding pale streams with heavenly alchemy.
Paintings—like other works of art—generally convey much
more than sensuous impression. Turner painted the old
ship the Fighting Temeraire being towed away for break-
ing up and we see it in the midst of a splendid sunset. We
are moved to think of it as a mortal hero at the inevitable
close of a long course of breathless battles. But the fact
that the picture presents a glory to the eye first provokes
attention. Before we can think, the eye has passed approv-
ing judgment. This judgment of the eye may be so strong
as to overwhelm reason and morals. The Iliad of Homer
has, as a background, the beauty of Helen. As the havoc
and destruction of war increased the councillors of Troy
met to put an end to the folly. That it should continue
simply because that woman had run away from her
husband shocked both reason and morality. They decided,
therefore, that Helen should be given up. Just then sad
Helen herself passed within their sight. They were silent,
they held their breath, for she was “fairer than the even-
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ing air clad in the beauty of a thousand stars.” When she
had passed, they said: “Here is something immortal and
divine, no wonder that mortal men are stirred to unreason-
ing war.” So the war went on. Wars have been carried on
for less worthy objects than beauty.

Whilst we get our ideas of beauty from seeing it in
nature, it does not follow that we can or do create beauty
in art simply by imitating the forms of nature. We dis-
cover beauty in work done in a certain way. When the
philosopher Locke says that beauty consists in “a certain
composition of colour and figure™ he tells us what men, all
the world over, have discovered in many ways. Certain
arrangements of certain things appeal with dellght to the
senses. To design well is to arrange things so that they
will make this appeal. What is the nature of these arrange-
ments? That is what we have to discover in every case.
Men’s first efforts are to provide for the necessities of
life, food, clothing, shelter, warmth. Physical labour and
intelligence are all that are required for this. Intelligence
can ease labour and increase its results, Moral conduct
brings men into societies and co-operation. This, too,
multiplies the effect of labour. No matter how much we
multiply the results of labour we still lack a great element
of satisfaction. In realizing that beauty can be a quality of
human work men discovered an entrance to a world above
that of physical satisfaction, a world of infinitely varied
and controlled emotion. Since man first appeared upon
earth he has also sought for beauty, the satisfaction of the
eye. The fundamental beauty of barbaric work still appeals
to us. We endeavour to bring heality into our various
buildings and long to bring it into the design of our cities
as unities. The idea that the work of our hands can be
made beautiful is originally aroused by seeing beauty in
surrounding nature. The things that men require to make
for their subsistence are totally different from the works
of nature. They cannot 'mhle\ ‘e beauty by imitating
nature’s works. But in the process of making their need-
ful works men discover that beauty can be introduced.
The laws that govern natural beauty are the same as those
that govern artificial beauty and these are mathematical.
This is not consciously realized. It is a natural impulse,
arising from the nature of things and of men. It took man-
kind a long time to define the laws of gravitation, but men
were making use of it from time immemorial. Each grow-
ing plant has a definite arithmetical system of its own.
These laws are hidden in the complexity of nature’s opera-
tions. Even the most primitive races found that mathema-
tical arrangement was the key to beauty, to the satisfaction
of the eye. Order is a need and order is a mathematical
idea. To put things in a straight line is the beginning of
order, just as the idea of a straight line is the beginning
of the study of geometry. It is an easy idea to work to for
the eye can judge of straightness without the aid of any
tool. The circle is also a simple order-producing form and
can be traced with very simple tools and, with some
approximation, without any. The approximation is more
important in pr{)ducing beauty than precision. In nature,
the exactness of geometrical form is almost always divert-
ed by interfering circumstance.

Unsophisticated peoples delight in decorating imple-
ments with geometrical patterns and succeed well, al-
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though their lines are not truly straight and their circles
waver considerably. There is a positive gain in this free-
dom from rigidity. The hand-drawn “straight” line is more
pleasant to the eye than one that is guided by the straight-
edge. Even if the pulsations escape the eye they are there
and have their effect. There can be little doubt that it was
for this reason the Greeks introduced so many subtleties
in building the Parthenon. The long horizontal lines are
all slightly curved. The entases of the columns are curved.
The spacings of the pillars are slightly irregular. Whatever
reason may be assigned in each case, the general reason is
that mechanical rigidity displeases the eye, it seems un-
natural. The first works that men have to attend to are
defences against nature which at first appears as an enemy
to man. His first work, therefore, is not imitation of nature
but actually contrasts with nature. This includes the early
forms of architecture. When forms of natural objects are
employed it is for symbolic purpose and they have little
accuracy of representation. They are artificial forms made
with only sufficient resemblance to suggest the object and
rather a predominant characteristic of the object than its
actual shape. The aim is delight to the eye even when
creatures are represented of terrible form. It is quite
pleasing to view a terrible object when you are quite sure
it cannot do you any harm. A tiger is very beautiful —
behind the bars,

A work of intelligence is not necessarily a beautiful one,
nor is a work displaying goodness of character. Neither
of these stir the appetite of the senses as beauty does.
Beauty prepares the mind for both. It does not rouse to
immediate thought or action. It cultivates the ground out
of which these grow. Aristotle tells us that the drama, by
fictitious representations arousing pity and fear. purges
these emotions in us. It creates in us moods of sympathy
with the happenings that befall mankind, thereby educat-
ing us to meet these occasions in real life more wisely.
This benefit is bestowed upon the simplest intelligences
and the simplest consciences. It is this cultivation of the
sympathies that is the chief end in art. It is thus the gate-
way of higher culture and civilization. It might be sup-
posed that emotion can have no place in the calm field
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of architecture. In reality it permeates it. The ancient
Greeks were a people in a perpetual ferment of enterprise
in commerce and in rational speculation, yet they felt it
above all things necessary to have as a central feature
in every community a calm and steadfast temple endowed
with all the b(’dutv with which they could enhance it,
as a perpetual monitor and guardlau of those interests
that are divine and immortal. It recalled them to a mood
that they were all too apt to forget. The same may be
said not only of the great medieval cathedrals, but also
of every smallest church that was built during that period.
R. L. Stevenson expresses this with charm and insight in
writin[_, of Noyon Cathedral:

“I find that I never weary of great churches. It's my
favourite kind of mountain scenery. Mankind was never so
happily inspired as when it made a cathedral; a thing as
simple and spacious as a statue to the first glance, and yet,
on examination, as lively and interesting as a forest in de-
tail. The height of spires cannot be taken by trigonometry;
they measure absurdly short, but how tall they are to the
admiring eye, and where we have so many elegant pro-
portions, growing one out of the other, and all together
into one, it seems as if proportion transcended itself and
became something different and more imposing. I could
never fathom how a man dares to lift up his voice in a
cathedral. What is he to say that will not be an anti-climax?
For though I have heard a considerable variety of sermons,
[ have never yet heard one that was so expressive as a
cathedral. "Tis the best preacher itself, and preaches day
and night, not only telling you of man’s art and aspirations
in the past, but convincing your own soul of ardent sym-
pathies, or rather, like all good preachers, it sets you preach-
ing to yourself — and every man is his own doctor of divinity
in the last resort.”

Every building should have an air of its purpose whether
of domesticity or of public or other service. It should im-
press a mood.

The works of man are not necessarily accompanied by
beauty. Disorderly operations are unlovely. Slums, smoke,
dirt and noise are offensive. Mining operations have often
thrown up trash heaps that defile the landscape. These
may be motivated by goodwill to men, but that is not
enough; the appetite for beauty must not be starved.
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West waterwall entrance showing waterfall over sloping window
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The front entrance
Bronze sculprure by Jean Horne
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JONES & MORRIS

PLAN

MEZZANINE

General view

June

1955

PANDA

HUGH ROBERTSON -

Food Products Building, C.N.E.
Toronto, Ontario

Architect, Richard A. Fisher

Structural, Wallace, Carruthers & Associates Lid.
Mechanical, H. H. Angus & Associates Lid,
General Contractors, Bennett-Pratt Lid.

West entrance
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Public washroom

HUGH ROBERTSON — PANDA

interior

South entrance,

HUGH

ROBERTSON — PANDA

West waterwall entrance
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O’'Connor Bowl, Toronto, Ontario

Architects, Parrott, Tambling & Witmer

Structural, Wallace, Carruthers & Associates Lid.

General Contractors,
Foundation Company of Canada Ltd.

PaREING FIRET FLOOM FLAN

This building was erected at a time when struc-
tural and reinforcing steel were under control,
a permit to proceed was isswed provided steel
was not involved. The clear span was obtained
through wuse of built-up wood trusses and the
piers supporting the trusses were poured of bulk
concrete (without reinforcing ).

There is a partial basement under the centre
portion to provide space for boiler room, elec-
trical room, pier repairs and small club room.

The building is air conditioned through a
Trane Climate Changer, beating during winter
season and cooling during summer operating

period.

203



1

BOND ST.
——AOND ST.
:HH[{’E\TJ 2
“REBECCA ST - -
/-’ ——JOHN 8T ;:““'DI __:?
SITE PLAN ; :tmn.omeus ?“ =

Elevation overlooking river

Journal RAIC

204



il “

Runt

ny

I

o

A

——

T

i 1L

o

””(uuww

ENTRANCE
:W":}a = "
45 Rk ST 2 Oakville Terrace Apartments
4y  £14 |Mﬁ;; — Oakville, Ontario
J’L' . 5 . ~ i
2K idina BEDROOM , o
BEDEpoM — . _
Architect, Michael Bach
:_.- — -] 2 - . I
I EHE o { Cost—387,000 for 2 bedroom suite
- = 4.7 acres of land
| NWWANA -
. - L]
e T - ~
¢ [KITEHEN g
- 1
i w
e 22'=13%3" S .
K LIYINGROOM 38
" \

TYPICAL FLOOR PLAN

| .l:“p
: = ..'. = [ {(-_-.._
. = R B N
e
T -
I | \ | KITCHEN

June 1955 :



NEIDER

~ o7
i

Living room

evation

st el

We

Dining area

South elevation

Journal RAIC

206



| L}
(b — — C)
| OFFICE OFFICE OFFICE 1 PARKING B YaRD AWESR
i o
| it - —= —— ——————— - g e ——— w
| STORAGE LaDIES 1)l MEN 1 [] buncH & CONFERENCE]
| A “\ sy ] ]
| ] / \
|2 /
—
- !
. | |,: % 301 £
b L |
qurfl_l-'-ll. Tt
L | 1 - . . . +
: .qll o) FREF STANDING STORAMGE CUPBOARDS
-
Il ACCOUNTING
W ESTIMATING
; it % |
LAYOUT TAELES
= ‘h—r—- + - + s e . e
1
| !
4 [ L I L) o -
SIDE W ALK

Baynes and Manning Office Building
Vancouver, British Columbia

Architect, Donald M. Manning

General Contractors, Baynes and Manning

The Baynes and Manning office building was built in 1953
to provide head offices for the owners. The company
required a storage yard for construction equipment, office
space for executives, accounting and estimating, and space
for future expansion. The site is slightly sloped and
borders on a residential area. In splitting the levels the
estimating is partly secluded from the accounting and a
third area is segregated for rental space.

The structure of the building is wood frame with
interior steel beams and posts. The base walls are bollow
cavity or brick veneer. The upper walls are stained vertical
cedar siding. The floors and ceilings are joist construction
and the overbangs are wood beams and yellow cedar
planking. The aluminum window frames overlay solid
wood mullions,

HARRY CANTLON

View of executive offices

View from the north-east

PARAMOUNT STUDIOS
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Detail of lower storey in
green Scotstown granite

The Crown Life Insurance Company
Head Office Building, Toronto, Ontario

Architects, Marani & Morris

Structural, Wallace, Carruthers & Associates Ltd,
Mechanical, H. H, Angus & Associates Ltd.
General Contractors, Pigott Construction Co. Ltd.

The main entrance
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View from the sourh-east
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Entrance to executive offices

TEOME HINMYM

General office area
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Covered way to corridor

MAX FLEET

Rockway Mennonite School, Kitchener, Ontario

Architect, Jamer A. Murray

Mechanical, W.A.E. Frost & Associates
Electrical, Dodington, Henderson & Chisvin
General Contractors, Dunker Construction Company Lid.
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Covered way to main entrance

Wairing area

Corridor from waiting area

The main entrance
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MAX FLEET

caEe m e a - r

Classroom section

showing daylight and arrtificial lighting

Typical classroom

A large skylight is centred over the corridor, extending
the full length of the classroom wing and admitting day-
light into a lighting plenum. From bere the light is di-
rected to serve classrooms on either side of the corridor
and to light the internal corridor itself.

A bank of continuwons lonvres separates the light ple-
num from the classrooms. These louvres are calculated
with fixed slats to direct daylight across the room with
particular reference to the corridor side of the class. The
corridor cetling is sloped to give maximum skyshine on
the lonvres.

Artificial lighting in the plenum lights the corridor at
night through the same glass slits that serve for daylight.
The plenum can serve as a cross ventilation device.

Ceiling heights bave been dropped withont light sacri-
fice and with improved appearance in relationship to the
scale of children.

Existing trees on the site were utilized to reduce sky-
earth contrasts.

Classroom showing wood louvres




The main front

- - - B
2 ot _/-\.,..-/"‘
- = -"..' -
= o
-
SALES MGR.
OFFICE MGR.
GENERAL
OFFICE
o
=
-
I

214

.Y.r

e

= Y

L

PLANTING |

NOLONINEYM WYHYHD

Semmens and Simpson Office Building
Vancouver, British Columbia

Architects, Semmens and Simpson

General Contractors, Narod Construction Co. Ltd.

.1+ Ground floor
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GRAHAM WARRINGTOMN

OFFICE

STORAGE

CONFERENCE
ROOM

SECRETARY

The rear elevation

Second floor

View from the secretary’s office
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Pender Streer elevation

Office of Percy C. Underwood
Vancouver, British Columbia

Architects, Underwood, McKinley and Camercn

Mechanical, Swanson & Reeve
General Contractors, E. W. Cross & Son

Melville Street elevation
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Reception area

GRAHAM WARRINGTON

June 1955
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Stained Glass

Froam 1imE 1o TimE the use of a medium of expression is
neglected, or misused. Usually, if it is a good medium,
fresh young artists discover and adapt it to the feeling of
their day. Stained glass, after centuries of increasing deca-
dence, is undergoing such a rebirth today.

In the summer of '53, there was a magnificent exhibition
of French glass from cathedrals all over France. Here, after
five years of assembly and arrangement, were examples of
work gathered together in a wing of the Louvre from the
very earliest beginnings of stained glass up to that pro-
duced in the nineteenth century. Time Magazine had a
very good review of this exposition. Its reviewer looked
over the examples with sympathy and feeling, but he
summed up the final analysis in pithy words — “there has
not been a masterpiece in four hundred years.”

It is a little difficult for us looking back, to see just why
glass became more and more imitative of the art of paint-
ing, and less and less true to its own form of expression.
Perhaps one reason was that, as people found they could
make bigger sheets of glass, and paint whatever thcy
wanted without regard to the leading, it saved a lot of
work. As the painting became more and more photogra-
1)hic, it probably pleased the clients. Whatever the reason,
we can look anywhere today and see the ghastly results.

The resurgence probably began fifty years ago with the
growth of abstract painting. This pnlnted the way to the
bones of design so strongly that it has lead artists to use
other media, such as glass, in a more natural way., What-
ever the cause, the result has been that there are artists
working, quite independently all over the world, using
glass in a way that is far closer to the feeling which it had
five or six hundred years ago, than that which it has when
done by the commercial glass companies.

Before starting to make stained glass professionally, I
had decided to see everything I could in Europe. I wanted
to test my theories of how to handle this medium against
the glass produced during the last seven centuries. Tt is
a good thing to see all one can from a distance, but T was
also anxious to examine some of the greatest windows at
close range.

In Paris there was a stroke of luck., They were repairing
the roof in Sainte Chapelle and using a huge steel scaffold
that went right up to the rafters. Fortunately it was about
three feet from one of the windows. I knew that permission
to mount this would take several months, and hundreds of
letters and forms to and from the French Government, so
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I visited Sainte Chapelle on a Sunday when there were no
workmen present. Watching a chance when the guard was
outside, I quickly slithered to the top of the scaffold. When
the guard returned with a crowd of people, as he was also
a lecturer, he only glanced upward momentarily. By using
some care, I was able to keep completely out of his sight
for nearly two hours. This gave me an opportunity to
examine these windows thoroughly.

On entering Sainte Chapelle, two things are particularly
striking. They are, first, the dazzlingly jewel-like effect of
the windows, they have perhaps more radiance than any
others, and, secondly, the fact that the columns of stone
between the windows are so slender that it is as though
the entire chapel had been hung with a curtain of glass
from a self supporting roof.

These windows confirm everything I instinctively feel
about glass. Any paint which has been used is of very little
importance. The different thicknesses of the lead, the size
and design of the armatures, and the actual thickness of
the snmll'pieces of glass fill up an unevenly tessellated sur-
face that is completely active to the dullest light.

In addition to this, I was struck with another matter of
importance, That was the complete control of the colour.
Although basically there are only one or two blues, and
grey-whites, bits of gold and a variety of hot and cold reds,
the colour is managed in such a way that it leaves the im-
pression of a complete red harmony from each window. In
some cases, this is a gold-red harmony and in other cases,
a blue-red harmony. In each case, either a hot or cold light
is allowed to prevail so that all the thousands of pieces of
glass are contributors, each as a perfect little dissonance,
or a swelling complement to the full orchestration of the
prevailing colour in each window.

Apart from seeing what other craftsmen have done with
glass centuries ago, and creating my own designs in glass,
the most exciting moments have been when 1 stumbled
upon the work of other modern artists working in glass as
their chief medium of artistic expression, On a visit to New
York to buy glass, I called on a Mr Bendheim. He has been
importing glass from all over the world for many years and
reselling it to American glass designers.

Mr Bendheim has a large selection of glass, and I was
loathe to leave the store rooms where I was examining it.
However, he had sent word that he would like to meet me
and I was ushered into his office. He started showing off
the various examples that friends of his, people who were
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working in commercial glass companies as designers or
makers, had given him over a period of years. As the com-
mercial glass activity in the United States is just as bad as
that which is going on in any other country, one may easily
imagine the difficulty of being polite about those things
which he held up for 11151)ect1011 My eyes kept wandering
to the small pieces of “streaky pot”, roundels, and other
fragments of the beautiful unspoiled glass, which were
also in or near his windows. Suddenly, down in the dark
of one corner, I saw a very small piece of stained glass. It
was not more than a dozen pieces leaded together in a way
that looked almost clumsy at first sight. Instinctively, I
reached for it and held it up to the light and there was a
beautiful small fragment of coloured glass, leaded in such
a way that every piece of lead and every fragment of glass,
some of which were very thick and clumsy, was singing in
the morning bunhght

“Who,” I gasped, “made this?”

“Ah,” said Mr Bendheim, “I might have known you'd
have liked that — the work of a real artist.”

He then proceeded to tell me about Bob Lewis who was
working with Frank Frucci and who was at present en-
trusted with a commission for a church in New York.

“But,” he said, “you must go and see him,” and he gave
me his address.

Uptown I went, and, off Eighth Avenue along a narrow
street, jostled by people on the sidewalk, came to a small
apartment block. Into a stubby doorway and up four long
flights of steep narrow stairs I climbed. I could not help
wondering how they could get the boxes of glass and lead
up this stairway. Suddenly, on a top landing, a door was
open. There was a most cheerful looking young man who
said:

“Are you Mr Macdonald, Bendheim just telephoned
about you.”

I went in, and there in two windows was a magnificent
start to the church window on which Lewis and Frucci
were working. At this state it was about seven feet high and
was a blue and yellow colour contrast that explored every
possible range of the blue and yellow gamut, always with
the edges of the glass coming together in such a way, that,
where a deeper yellow, or a redder blue were required,
they were there inevitably. There was no paint on this
glass. The strength and beauty of the whole thing was a
matter of the colour of glass and the thickness of lead, act-
ing perfectly together.

I soon found out that Lewis had taught himself practic-
ally everything he knew, for the simple reason that there
was no place that he could go to learn to deal with glass in
the way in which he felt it was required to be done.

However, Lewis and Fruceci are up against the usual
difficulties that confront any artist who is determined to
do sincere and original work. In a recent letter he writes,
“but there is little demand for one’s most personal work,
especially from the church because of the donors™ (or
clergy’s) preconceived notions of what a window should
represent. General bad taste in this direction is a frightful
thing; the artist often cannot reach the public without
failing as an ‘originator’; then art dies.”

One cannot help wishing that someone in the United
States could have the same vision and imagination that is
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being displayed in England at the moment by Mr Basil
Spence and the Reconstruction Committee of the new
Coventry Cathedral. These people have decided that
something worth-while must be produced for this great
new cathedral and in the nave alone there are to be ten
windows seventy feet high. Three designers, Geoffrey
Clarke, Keith New and Lawrence Lee are working on
these windows under the auspices of the Royal College of
Art, where Mr Lee is head of the Department of Stained
Glass.

As they expect these windows to take approximately
five years to do, and as the work is to be carried out by
post-graduate students helping the artists, it should have
a tremendous effect on other students in the college. In
fact, their hope is that a new tradition may be established
by this working together in a group of artists, designers
and craftsmen, which will do some thing to bring back
a feeling that had previously existed only at the times
when windows were made for Chartres and York,

These windows for Coventry are to be conceived and
executed in a contemporary, and semi-abstract idiom, so
as to be in keeping with the architecture of the cathedral,
Treated in this way, the subject matter of the windows is
based on the different stages of man’s life as seen through
Christian eyes. As a first broad division there is an empha-
sis on God on one side of the nave and on Man on the oth-
er.These huge windows have been conceived as a complete
movement of colour and mood, leading toward the altar
and enriching the emotion which the cathedral itself will
produce. In order to use colour to its greatest advantage
to heighten this effective progression, the first pair of
windows are to be green; next pair, red; the middle two,
multi-colour; the next, purple; and the final two, gold.
While the first four pairs are basically to show youth to
old age, the final two windows are based on the after-life.
On one side, the God-head as revealed in the Trinity, and
on the other, Man’s vision of the City of God.

It is a wonderful thing for British glass that there should
be such a far-sighted Reconstruction Committee, and that
they should have given the design of this cathedral to an
architect with the sensitivity and feeling of a person like
Mr Basil Spence.

England, always the home of people seeking political
asylum, has gained the honour of being the present home
of another artist in glass, Ervin Bossanyi.

Upon entering the Tate Gallery in London, one is struck
immediately by a huge window in the richest blues and
reds, on the left hand side as one walks in. It is the work of
Bossanyi, an Hungarian who has finally settled in England
due to the difficulties of working freely in some of the older
European countries. His work is tlné,ed with something
ancient and oriental; it has the kinship with the oldest
windows and, at the same time, an unique personal feel-
ing. He uses some paint on the glass, but it is basically the
beautiful designing of the shapes of the slabs of glabb and
the actual leads which give the whole work its magnificent
flavour. This window, inspired when he visited Chartres
and noticed that the women washing clothes in the river
had no monument to them along with that of the guilds,
is called “Angel Brings Blessing to Washerwomen”, It is
fourteen feet high and four and a half feet wide. In addi-
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tion to many other private commissions, Mr Bossanyi at
the moment is working on a series of large windows for
(:;mlvrhm'_\' Cathedral.

It is possible that great opportunities may develop in the
field of decorative coloured glass in the industrial and busi-
ness world. An issue of Life, May the 10th of last year,
showed in colour the work of Georg Meistermann. It was a
design for a stairwell window of a radio station in Cologne.
Although it was simple colour and an abstract design, the
windows conveyed a strong feeling of electrical impulses
and the idea of communication.

In Edinburgh two years ago, I met William Wilson, RSA,
who showed me some of his work in that city, One sh'iking
example was the use of glass in the stairwell in a large in-
surance building. The glass hung through six floors beside
a circular steel stair, that formed the centre of a great hol-
low column of stone. The result was a fascinating pattern
chiefly in greys and whites and yellows, which appeared to
flood what might have been a rather dim ascent with the
feeling of sunlight, even on the greyest of Scottish t]aa}’s.
The design, which he had incorporated into this particular
theme, had to do with the insurance business. The result
was both decorative and useful in its effect on the avail-
able |ig]1t.

During the past eight years I have spent increasingly
longer time on the medium of glass. Paint on the glass, as
[ use the medium, is unnecessary. Each fragment of colour,
trapped in the black outlines of the lead, gives the rich
mosaic-like effect which is to me the essence of real glass.
Any s(‘t’lliiligl)' ]):litlh'd parts of the glass are the lights and
darks of the “streaky-pots™ as the colour is found blown
into the g];t.‘ih‘ when it is made.

In my contacts with the clergy 1 have had the opposite
side of Lewis’ experience, having found that they take the
keenest interest in the work I am doing.

An excellent example of this wonderful backing by the
church is the fact that there came a chance for me to quote
on a window for a new cathedral in Ontario. It was a very
important window directly over the altar. I spent about
two months on the design only to find that in competition
there were available other, much more usual, windows.
One of these could be had from England, for considerably
less than I could possibly charge for a window made in
Tl'l‘\' \\'Ei'\". \'\'hi(_'h \\'(llll[] i“\'(ll\'(' some ﬁ‘i‘ﬂ‘ht h} t['ll l]]()lls-
and pieces of glass. To the lal_\'tm'n of the congregation it
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seemed a good thing to have a window from England, and
they, naturally, saw no reason to pay more money for
a home-made effort. However, meetings were arranged
and much explaining and questioning was done. Few
people know much about stained glass and the artists must
tell them, it they wish the information to be accurate and
realistic. In all this, I had great help from the clergy con-
cerned. It was entirely due to their vision and enthusiasm
that 1 was finally awarded the contract for this window.

Modern architecture gives an hitherto unprovided
opportunity for the use of glass in both interior and ex-
terior parts of buildings. “Antique” glass, which is the trade
name for blown, hand made glass, is available in hundreds
of colours and with the most beautiful abstract shapes of
colour already present in the individual sheets. Used with
care and taste, these sheets could |)|‘m'idt’ beautiful lumi-
nous walls ranging from decorations for entrances to offices
and other public buildings, to the simplest use as colour
harmonies in houses.

An old theory of mine has been that every modern house
should contain a “quiet room” —a small room empty of any
furniture but a very comfortable spring and mattress. It
would have one door and a small narrow window at one
end, The window would have many replaceable inside
lights of abstract designs in glass. If the man came home
from the office hot and tired and exasperated from a trying
day, he would bathe, make a cool drink, and then go in to
the “quiet room”™. He would select a window of blue and
green glass and slide it into place, lie down on the bed and
relax completely. Half an hour of this in the day would
help solve many nerve problems. For the woman who was
sick to death of the monotony of serubbing floors, stopping
children fighting, and mending clothes, the treatment
would be the same except that her window would be
chosen for its red, orange and magenta colour harmonies,
to lift her out of the seemingly endless rut. If the walls
were of wood and soundproofed and the window also
coverable with an iron shutter, it could also be a wonderful
cell to which a child who had become too obnoxious could
be consigned until tempers cooled.

The two flanking windows are six feet by two feet and are from
St. Jude’s Church, Oakville, Ontario. The artist was Mr Angus
Macdonald.
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An Art Centre for Winnipeg?

ABOUT FIVE YEARS AGO, some of the most important art
treasures from the Austrian national collections were brought
across the Atlantic and shown in Toronto and the United States.
Someone estimated their value at $80,000,000 — rather arbi-
trarily. 1 think they would have been better described as in-
valuable. In speaking of them, a friend of mine mentioned that
the Habsburgs had “ground the faces of the poor” in order to
amass these treasures.

In saying this he made two mistakes, both errors in history.
In the first place, the Habsburgs put more hard work into build-
ing up their wealth and influence over a long period, and, in
doing so, were more considerate to their subjects than many
rich and powerful rulers and commercial magnates before and
since their time, Secondly, very great wealth was not necessary
to buy the works of art in the Habsburg collection during the
lifetimes of the artists, This second point is the important one
for the purpose of my argument tonight. Charles V, who was
Holy Roman Emperor from 1519-1556, ruled over Austria,
Spain, Belgium, Holland and important areas of North and
South Italy, as well as large territories overseas. On his death,
his vast dominions were not all held together, but they remain-
ed in his family and so were still linked fairly closely.

The three great collectors in the Habsburg family were
Charles” nephew, his grandson, and his great-great-nephew,
who all collected during the century following Charles” death.
In the same century were living in Italy, Titian and Tintoretto;
in the Netherlands, Pieter Bruegel the Elder, Rubens and van
Dyck; in Spain, Velasquez. So it was comparatively easy for
three rulers with an interest in art, discrimination, and reason-
able wealth at their disposal to acquire between them one of
the world’s great art collections. It was possible because the
works of art were bought during the lifetimes or soon after the
deaths of the artists. It was also much better for the artists
themselves, who were thus able to work with reasonable secur-
ity, and sometimes even in opulence,

I am sure that many of those present tonight have read the
autobiography of Benvenuto Cellini. From that we get a vivid
impression of the full and feverishly active life of a great artist
enjoying the patronage of the lay and ecclesiastical nobility of
Italy in the sixteenth century.

Another great patron of the Arts was Charles I of England,
on whose collection some of us heard a lecture in Winnipeg
two or three years ago. Rubens and van Dyck enjoyed his
patronage. They were both knighted. van Dyck was also ap-
pointed court painter with a handsome stipend, and married
into the English aristocracy. Rubens was given an honorary
degree at Cambridge University, and on the continent he was
employed on a number of important diplomatic missions.

To turn to quite a different field, one of the few sections of
London which is really well planned and laid out is Regent’s
Park and Regent Street and that good planning was to a great
extent due to the interest shown by George IV when he was
Prince Regent. Paris owes its grand layout very largely to the
autocratic Emperor Napoleon III.

The leading positions of Germany and Austria in opera,
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music, and the theatre are due entirely to the foundation of
court opera houses and theatres by German rulers, great and
small, in the past. Not only did Vienna and Berlin have such
court theatres, but Hanover, Munich, Brunswick, Mannheim,
and Weimar as well.

Let us contrast this state of affairs with the situation in demo-
cratic North America today. The average standard of wealth
and education is much higher, yet the situation is far less
favourable to artists. Compared to what might be called the
ancien régime, when royal and aristocratic privileges were part
of the normal order of society, the combination of wealth and
power, on the one hand, and love for art and discriminating
taste, on the other hand, is exceedingly rare.

A great many works of art have been bought and sold in this
continent in the last fifty years. Vast sums have changed hands.
Yet the articles by Behrman in The New Yorker which appear-
ed in the fall of 1951 on that fabulous phenomenon, Joseph
Duveen, who finished up his life as Lord Duveen of Millbank,
have revealed the quite fantastic part played by art dealers in
these transactions. Raphaels, Rembrandts, and Gainsboroughs
have changed hands for figures which the artists concerned in
their lifetimes would have considered enormous, even if they
were divided by twenty or thirty. In fact, it is agents, not artists,
who have flourished in North America in recent years,

The President of the Manitoba Society of Artists told me two
or three years ago that, with one or two possible exceptions,
scarcely a single member of the Society depended for his living
on works of art produced for art’s sake and sold as such, as
opposed to works of art produced for commercial purposes.

The last number of that excellent periodical Canadian Art
reproduced three pictures which have recently been acquired
by the Winnipeg Art Gallery. Two were by artists with estab-
lished reputations, in the sale of which dealers had had a hand.
One was by a very gifted young Winnipeg artist, who depends
on his painting for a living and urgently needs support and
patronage. The young artist was paid $55.00 for his picture,
the other two cost between them over $20,000. Yet the Win-
nipeg production was considered good enough to hang for
months in the Winnipeg Gallery, to send on loan to the
National Gallery in Ottawa, and to reproduce in Canadian Art
with the two others.

Canada and the United States, with all their wealth, are full
of organizations struggling against odds to keep orchestras, live
theatres, and art associations going. In the case of opera, only
in a few of the larger cities has the struggle even started.

Can the problem of patronage be solved satisfactorily in a
democracy ?

So far my remarks have been of an introductory nature. Be-
fore going on to my subject proper I want to try to answer two
preliminary questions —

1) Can the problem of patronage be solved satisfactorily

in a democracy ?

2) Are the Arts a proper subject for a democratic govern-

ment’s direct support?
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What the first question amounts to is: can you find or
develop in a democracy satisfactory substitutes for the com-
bination of wealth, influence, appreciation, and taste that did
exist in the aristocratic societies of the past? We must face the
facts: we cannot find very satisfactory substitutes in the new
democracies at present, and it will take time and much effort
to develop them. There are several reasons for this. In the first
place, standards in democracies tend to be set by the Philistine
masses, not by the discriminating few. geumdly, the urge for
economy tends to be satisfied at the expense of man’s mental
and spiritual, rather than his physical needs. Thirdly, if patron-
age is extended, it is likely to be to the safe and mediocre artists
rather than to the original and controversial genius.

In the Massey Report the suggestion is quoted that in all
federal buildings one per cent of the cost should be spent on
sculpture and murals. The Winnipeg Branch of the Humanities
Association of Canada recently commissioned a member of its
Executive to write to the Minister of Public Works regarding
the possibility of beautifying the new Post Office building that
is to be put up in Winnipeg, In his reply the Minister stated that
the matter had been given consideration in the case of other
government buildings but, at the same time, made clear that
he was rather fri ghtehed of doing the right thing, Before we can
expect much progress, the Canadian people will have to show
that they want it, so that the Federal Government’s fear being
ahead of public opinion will be outweighed by its fear of being
behind it. However, there are grounds for hoping that the
situation will improve and that satisfactory forms of democratic
patronage will gradually be developed.

We may hope that the few who combine wealth and taste
will increase in number and will take greater pleasure in back-
ing their own judgment and not handing out such large sums
of money to dealers as a kind of insurance against making
mistakes. We may also hope that the interest and taste in art
of average citizens will increase and that they will take greater
pride in supporting living artists and not concentrate so much
on their own kind of insurance, which takes the form of buying
reproductions. Again, we may hope that an increasing number
of large commissions will be given to artists, not only by the
Federal Government but by Provincial and Municipal Gov-
ernments and by such institutions as universities, schools,
churches, foundations, and large industrial firms; that is, by
the bodies which have most power and mﬂuence in modern
democratic society.

In fact, the solution of the problem can best come from an
alliance of private and public patronage, in which rich and
poor, large and small institutions and organizations all play a
part. An Art Centre will contribute to bringing about this result
by helping to raise the public taste, and by drawing the at-
tention of the governments and other organizations to the
interest that already exists.

Are the Arts a proper subject for a democratic govern-
ment’s direct support?

First, T want to make a distinction between what I mean by
“patronage” and what I mean by “direct support”. Patronage
is payment for services rendered, for example, employment of
artists to beautify a government or commercial building or a
commission to paint the portrait of the president or the chair-
man of the board of some company. Direct support means
taking the initiative in encouraging the Arts, for example by
setting up an Arts Council, giving scholarships or fellowships
to individual artists, and helping with subsidies voluntary
organizations that deserve it.

There are, I think, three reasons why a democratic govern-
ment should give direct support to the Arts. First, it is recog-
nized that education is a function of government. The principle
of free and compulsory education has now been genera]]y ac-
cepted It can scarcely be denied that some training in the Arts
is part of education in the full sense of the word. Aristotle
recommended that children should be taught drawing “because
it makes them judges of the beauty of the human form™ and
then he added “to be always aeekmg after the useful does not
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become free and exalted souls” — that great remark should be
much better known than it is. 1 should go still further than
Aristotle’s first remark and say that the study of art by training
our eyes to appreciate beauty in all its forms greatly enriches
our lives. Aristotle also recommended the study of music, be-
cause, through its strong influence on men’s minds and emo-
tions, it has a power of forming the character.

The importance of the part played by the Arts in education
is generally accepted by enlightened educationists. They cer-
tainly have as great a claim to be a part of education as learning
to use a typewriter or to drive a car. If that is accepted, then it
is obvious that children and adults must not only have an op-
portunity to play instruments and to draw but also to go to
concerts and to see good pictures in galleries, experiences
which will give them a sense of standard.

The second reason why a democratic government should
give direct support to the Arts is that support has been given
by other democracies with highly satisfactory results. The
architecture and sculpture of the Parthenon are a much more
lasting memorial to Pericles’ leadership of Athenian democracy
than either his internal or external policy. A few weeks ago I
had a touching letter from a friend who had just spent a week
in Athens and had been to see the Parthenon. “ ‘Nunc dimittis’,
1 felt and still feel”, he wrote.

When Germany and Austria became republics at the end of
the First World War, they inherited the royal sense of respon-
sibility towards the Arts and took over without question the
court theatres and opera houses, continuing the subsidies. That
is why German and Austrian opera, theatres, and orchestras
have maintained such high reputations, even in the days of
European economic decline. Such things are not achieved with-
out cost. In 1954, the Austrian government’s capital expendi-
ture on the rebuilding of the state opera and theatres amounted
to 70 million schillings, that is nearly 3 million dollars. In 1952,
in beleaguered West Berlin, the subsidies paid to the opera and
theatres amounted to 9,600,000 marks, which is nearly 2}
million dollars. Even more significant is the fact that the
Austrian republic, since the war, has imposed a small tax on
movie tickets and radio owners, the proceeds of which are
devoted to artistic and educational purposes. This awareness on
the part of the Austrian people of the comparative values of
different forms of entertainment should, 1 think, serve as an
example to Canada.

Until the Second World War, the British Government’s
record in this respect was very bad. Then, stimulated by the
example of the Pilgrim Trust, Myra Hess" National Gallery con-
certs, and the urgent need to maintain morale under the grim
conditions of blackout and war, the Government decided to
subsidize C.E.M.A. (the Council for the Encouragement of
Music and the Arts), which was turned into the Arts Council in
1945. For each of the last two years the annual subsidy to the
Arts Council of Great Britain has amounted to £785,000. This
small sum wisely spent has done an immense amount of good
in accordance with the general principle of helping cultural
organizations which have shown that they can help themselves.
For example, good drama, opera, orchestras, art centres, art
exhibitions, and music and arts clubs have been assisted. Sup-
port has been given to the great British Music Festivals and the
Sadlers” Wells Ballet Company. It has been made possible for
Covent Garden to become a permanent home of opera and
ballet, and in conjunction with the British Council and foreign
cultural organizations, important cultural exchanges have been
organized on an international basis.

The example of the Arts Council of Great Britain has mainly
inspired the Massey Commission to recommend the creation
of a Canada Council for the Encouragement of the Arts, Let-
ters, Humanities and Social Sciences. The Prime Minister has
recently given us grounds for hope that the Canada Council
will materialize before long, and we trust that it will be brought
into existence in not too grudging a way.

The third reason why a democratic government should give
direct support to the Arts is the simplest and the most funda-
mental. To support the Arts is a worthy activity for the best
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form of government, which most of us still believe democracy to
be, in spite of its failures and deficiencies. Totalitarian govern-
ments, whether Communist, Fascist or Nazi, pride themselves
on their interest in education and culture. You will no doubt
remember the Russian troup of dancers and musicians that was
sent to Winnipeg a vear or two ago. I do not approve of totali-
tarian attitude towards cultural matters — there is too much
control and too great a tendency to stifle initiative. But the
democracies cannot allow themselves to be put to shame by
default. We can do much better in this ru.p(,Lt than the totali-
tarian states. Our support must be based on giving free range
to the ereative spirit and on the principle of helping those who
help themselves. Above all, we cannot let it be said that the
democracies are less interested than totalitarian governments
in the higher form of human activity.

A few days ago an expert on the Middle East addressed the
men’s and women’s branches of the Canadian Club here. He
pointed out that North America tended to be judged in the
Middle East by the products which it took most pains to make
known—the worst types of Hollywood films, comics, and certain
highly advertised kinds of soft drink. His remarks no doubt
applied much more to the United States than to Canada, but
active support to art and culture would no doubt act as a cor-
rective to the tendencies which he deseribed and which are at
present almost unchecked.

This third pmllt may be summed up by the quotation from
St. Augustine’s “City of God” which appears at the beginning
of the Massey Report:—

“A mnation is an association of reasonable beings united in a
peaceful sharing of the things they cherish: therefore, to deter-
mine the quality of a nation, you must consider what those
things are.”

Why does Winnipeg need an Art Centre?

All that I have said so far may have seemed like a long intro-
duction, but it has been relevant to my purpose. We now come
to the core of the subject, why does Winnipeg need an Art
Centre ?

There are three good reasons — I would say irresistible argu-
ments — why it does.

First, Winnipeg needs an Art Centre, because it is destined
geographically to be a centre of art. From East to West it is the
main cultural centre between Toronto and Vancouver. From
South to North it is the main centre between the twin cities of
Minneapolis — St. Paul and the North Pole. As the North Pole
is not a cultural centre, I amused myself the other day by con-
tinuing the longitudinal line over the top of the nlohe I found
it came down just east of Delhi and Agra, and as there are no
important cultural centres in the middle of Siberia, Winnipeg
is really the main centre between Minneapolis — St. Paul and
Delhi. The Art Centre I have in mind would be the symbol,
the proof of our cultural faith, and the concrete sign that we
realize our geographical destiny that is required at the present
stage of the citizens of Winnipeg and Manitoba, of the City
authorities, and of the Provincial Government.

The second reason why we need an Art Centre is that in
every branch of artistic and cultural activity in Winnipeg exist-
ing organizations are in need at this stage of the practical help
and encnumgcmeut that an Art Centre would pl(;\nde Win-
nipeg is destined not only geographically, but owing to the
quality of character of its people, to be a great cultural centre.
I have lived not only in London, but for wevem! vears each in
two of the great musical and artistic centres on the continent
of Europe, Vienna and Berlin. Nowhere have 1 found such a
combination of spontaneity, enthusiasm, and the pioneer spirit
in relation to the Arts in the broadest sense. It m ay be because
there is so much here still to be done — that is the case in many
cities — but not everywhere is enthusiasm and a sense of ad-
venture to be found. It may be that these qualities have not
always been harnessed and rendered effective by good or g_am-
zation — that is inevitable, in the case of all voluntary or ganiza-
tions. On the whole, as far as T can judge, \Vil'l]li]);;‘-g has had
more than average good fortune as regards organizers and
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administrators.

Without attempting an exhaustive list, I shall mention some
of our main achievements. We have produced: —

I The Royal Winnipeg Ballet: both from the point of view

of time and artistic standards the leading ballet company in

Canada.

IT The Little Theatre: a group of devoted enthusiasts who

have recently been stimulated by the emergence of an ex-

ceptionally gifted producer in the City.,

III  The Winnipeg Art Gallery Association: one of the most

live and plogrcssnm bodies of its kind in the country.

IV The Winnipeg Symphony Orchestra: which u nder con-

ditions of great difficulty has kept together a large orchestra

and given us good concerts regularly over a period of years.

V' The Men's Musical Club : an organization which I do not

think gets all the publicity that it deserves. The Club has for

thirty-five years organized annually Canada’s largest musical
festival and so contributed greatly to raising the standard of
performance and appreciation of music throughout Mani-
toba, as well as exporting at least half a dozen outstanding
musicians, mainly to Britain. It has also run the Winnipeg

Male Voice Choir, the Winnipeg Boys™ Choir, and the Phil-

harmonic Choir — and 1 may say “that the Philharmonic

Choir’s performance of the Messiah last fall, in spite of the

lukewarm remarks of one or two of our musice crities, was a

performance of which any city, in any part of the world,

could be proud.

The Men’s Musical Club also played a leading part in the
foundation of The Federation of Canadian Musical Fes-
tivals, so that the headquarters of that organization is now
in Winnipeg,

Yet all these organizations live precarious existences, from
time to time they face great difficulties, and they lack the solid
foundations and adequate reserves necessary to meet an emer-
gﬂ]l()}".

First, the Winnipeg Art Gallery Association. I'll start with
that, because I know it best. The Association is gratetul for the
accommodation provided by the City, but it is inadequate for
various reasons. The rooms available were never intended to
be an Art Gallery. We have to depend on improvised wall space
for our permanent collection, which has to be taken down from
time to time at great trouble and expense to make room for
other activities. The space available to show temporary exhi-
bitions is also inadequate for our needs. The many stairs make
it difficult for some people to see the exhibitions at all. There
is no proper accommaodation for art classes. There is no lecture
room. Packing rooms and storage space are inadequate, and the
times when the public can visit the Gallery are restricted by the
possibility of there being boxing matches or other noisy activi-
ties going on in the Auditorium.

Secondly, the Royal Winnipeg Ballet. The Massey Report
quotes the following statement :

“Winnipeg in particular is fortunate as a centre of ballet,
with its high standard of music and with its thousands of people
of Slavic and Central European background to whom the dance
is a natural and habitual form of selt-expression.”

It has also been fortunate in the two devoted pioneers who
were the founders of the Royal Winnipeg Ballet. I refer of
course to Miss Gwenneth Lloyd and Mrs Betty Farrally. With
the aid of dancers who are willing to work for a pittance they
gave Winnipeg a company which won for the City not onlv
nation-wide fame but a gmwmg measure of international fame.
Yet the Ballet was always in financial difficulties. It lacked ade-
quate headquarters, rehearsal rooms, workshops and storage
facilities. After more than ten years of sustained effort in which
she gave an immense amount in hard work and creative genius
and got virtually nothing in return, except the knowledge of
mmcthmg worthwhile accomplished, Miss Lloyd had to go
East in order to earn an adequate living, She remained Director
of the Ballet and continued to return to Winnipeg as her home,
but were not her services rather a lot for a wealthy city like
Winnipeg to take for granted? Then last summer came the
disastrous fire, in which almost all the company’s scenery, cos-
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tumes, music, choreography were lost. There were no reserves
to fall back on, so there has been a disastrous gap in the Com-
pany’s continuity which for a less loyal and enthusiastic body
might well have proved fatal. The only way of N]lOWlll}_, our
appreciation of the Company's achievement is to raise the
second half of the money required to enable it to start work
again in much rlul(,l\er time than it took to raise the first half.

Thirdly, there is the Little Theatre. It provides one of the few
chances most Winnipeggers get to see live theatre, and yet it
works under the greatest technical difficulties. The Phyhouse
is too big a theatre for amateurs. As the Company can only get
into it two days before the opening night the actors cannot get
used to conditions in the theatre. There is no storage space
available there. It is difficult for the Company to find the ac-
commodation necessary for rehearsals and the workshops re-
quired for building the scene ry and making the costumes. For
each production the City takes in rent for the Playhouse more
than the combined cost of the royalties, the sets, and the cos-
tumes. Half the money that has to be spent on the scenery is
due to transportation costs required for moving it around the
City.

h)mthlv, the Winnipeg Symphony Orchestra. Tt has special
pmblcms of its own. In the first place, all the best orchestras
in the world are run at a loss and have to be subsidized. Second-
ly, there is the difficulty of lmldmg together a good body of
players when the orchestra only gives about ten concerts a year,
so that at reasonable rates of pay the average player would earn
less than $500.00 a year for his work with the orchestra. Third-
ly, there is the difficulty of finding suitable rehearsal space
without wasting time and money on the transportation of in-
struments.

The third reason why we need an Art Centre is that it gives
us a magnificent opportunity, from the point of view of archi-
tecture and town planning, for improving our City. There have
been some terrible mistakes and lost opportunities in the past.
For example, the University is much further away from the city
centre than it should be, and the opportunity plef«enled by our
two rivers has been completely thrown away, so that a visitor
hardly realizes that the rivers are there. I often forget their
existence myself, except when 1 occasionally get a glimpse of
one of them thr ough somebody’s back garden. A fine Art Centre
in a central position with well laid out surroundings would be
an immense addition to the beauty and dignity of the City. The
fact that a Winnipeg firm of architects won the prize for design-
ing the new National Gallery at Ottawa and that the runners-up
were also, I think, from Winnipeg shows that we have archi-
tects well able to take full advantage of a great opportunity,

What should our Art Centre contain ?

The answer to this question would have to be worked out
carefully by a committee consisting of representatives of the
interested organizations, So I can be brief in giving my tenta-
tive personal opinion.

I do not think we should be over-ambitious. Some say we
need a new large concert hall. The Auditorium is not perfect,
but it is better than many other cities have, and I should not
include a new large concert hall in a Winnipeg Art Centre,

It should include, T think:

I An Art Gallery This shml]d contain galleries for our
perm.meut collection — and we should have to leave room
for expansion — adequate galleries for our temporary exhi-
bitions, classrooms, at least one lecture-room, a library, ad-
ministrative offices, and adequate storage and packing space.

11 A Theatre 1t should be built to hold about five
hundred, so that the Little Theatre could run their shows for
a week and the actors could get played into their parts. In
connection with the theatre there should also be rehearsal
rooms, workshops, storage space for scenery and costumes,
and administrative offices. The theatre should be planned
entirely to fit the dramatic needs of the Little Theatre, but it
could obviously be used also for concerts, lectures, and other
functions.

III The Art Centre should contain rehearsal rooms for

June 1955

the Ballet, the Symphony Orchestra, the Philharmonic and

other choirs. It should include offices for all the participat-

ing organizations, workshops and storage space for the

Ballet, and instrument rooms lor the Orchestra.

IV It might be desirable that the Art Centre should con-
tain studios for musie teachers, if it does not seem likely that
they will be provided on a commercial basis.

The outward appearance of the Inuldm& and the lay-out of
the grounds would obviously have to fit in with the Centre’s
artistic purpose. Whether it should be one building or a group
of buildings is a problem that would have to be worked out
between the organizations concerned and the architects,

A suggestion has been made that a pooled fund for eultural
purposes should be set up in Winnipeg, a kind of artistic Com-
munity Chest. Though open to convietion on this point, I am
not at present in favour of this idea. In setting up such a fund
we should, I think, run the danger of having too much organi-
zation. I should like each organization to be free to go as far as
the spontaneous enthusiasm and impetus of its members car-
ried it. But what I do think is essential is the creation of a sub-
stantial reserve fund, which could be used to tide organizations
over emergencies — such for example as the Ballet fire — pro-
vide temporary loans and occasional grants to organizations in
need of them, and facilitate the signing of long-term contracts
with directors, producers, conductors, ete. The Junior League’s
experience would I think be invaluable in the setting up and
administering of such a fund.

How is the project to be realized ?

Now comes the question of how the project is to be realized,
or, in fact, where should the money come from? It was an-
nounced recently that O'Keefe's Brewery had offered 10 to 12
million dollars to Toronto to set up an Art or Cultural Centre
which is to be called for public relations purposes “The O'Keefe
Centre”. No doubt if a similar sum were offered to Winnipeg
by any firm, we would accept at once and be prepared to call
it anything,

But I should prefer to see the money raised in a different and
more difficult way. I should like to see our Art Centre come into
being as a result of combined private and public enterprise.
This alone would reflect the nature of the need which is to be
filled. I should like to see rich and poor citizens, the City of
Winnipeg, and the Province of Manitoba give to the people of
Winnipeg, and the great area which its Art Centre would serve
the amenities and stimulus they need and deserve. Ideally one
could aim at getting contributions '1\:(“!'1&[[153 five dollars each
from about twenty thousand people, that is to say about 2%9,
of the population ‘of the Province, several thousand larg ger con-
tributions, a few very large contributions, and substantial sup-
port from the City and from the Province.

[ have already given a number of reasons why a democratic
government worthy of the name should give support to the
Arts. There are certain special reasons why public support
should be given to this particular plan.

In the first place, the rich who can travel to New York and
Europe to see drama, hear music, and look at pictures, and can
afford to buy pictures of their own, would need the Art Centre
least. Why should it be left to the accident of individuals’
generosity to determine whether or not the people of a wealthy
democracy get the full education they deserve, the opportunity
to become acquainted with the finer products of man’s creative
genius? Is it not the birthright of a man whose mother tongue is
English, even if he does happen to live in Northern Manitoba,
to have one or more opportunities during his lifetime to see a
Slmkesp&ue play, without being dependent on a brewery
giving $10,000,000 or on six millionaires making princely dona-
tions to enable him to do so?

Secondly, people inevitably vary in their sense of responsibil-
ity as democratic citizens. Some would undoubtedly visit the
Art Centre without making any contribution to it. Why should
the thoughtful and mbpmmhle bear the whole burden of the
thoughtless and irresponsible ?

(continued on page 233)
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VIEWPOINT

Do you think that the ruthless competition apparent today for
every job is affecting the quality of work produced?

The above topic is most timely. It is not necessary for us as
architects to approve and accept work of inferior quality.
Established contracting firms will still wish to maintain a repu-
tation for good and conscientious work. Care should be exer-
cised in the awarding of contracts. Closer supervision may be
necessary at the start on some particular jobs. Specifications
may require some tightening up.

The current competition is resulting in lower cost for build-
ings, which is being accomplished primarily by more efficient
contractors’ organizations, more supervision by experienced
contractors” personnel and experienced workmen being em-
ployed on the jobs.

H. K. Black, Regina

Yes, I think this is true and there are many disadvantages to
ruthless competition. In a mild form it is stimulating to pro-
gress, but when an architect will sell his soul to land a commis-
sion he has lost sight of the high ideals of his profession. The
syndicated firm of Architect, Engineer & Publicity Agent with
cunningly disguised stock plans and specifications, organized
on a mass production basis, will get the job. The conscientious
architect who devotedly designs each building in the best in-
terest of his client will lose out.

This explains why the large firms are getting larger and the
small firms are dying out. It is no longer a profession but a
business. In the long run, there is only one end to this. The
syndicated firm will give way to the packaged dealer and pre-
fabricator.

Basically the fault is with our materialistic age which drives
one in twenty people to mental illness. The public ambition to
build a fine society has been lost in the rush to Eet rich quick.

P. A. R. Dickinson, Toronto

I must confess that the title of this symposium has left me in
doubt as to whether it is the ruthless architectural competition
or the ruthless competition among the contractors that is to be
discussed. However, as architects are essentially more interest-
ing (and more ruthless?) than contractors, I shall confine my
remarks to the professional field.

My answer then is no; I do not think the ruthless competition
among architects is affecting the quality of the work. Com-
petition is the enemy of complacency and when the staff of life
is about to be snatched out of your babes” mouths (correction
infants’ mouths) by some other ruthless architect, who can
afford to relax and coast on past performances? We are forced
to produce a better job and give better service, for if we don’t,
then there are a hundred architects who will.

While this competition is hard on the participants and a
major source of ulcers and high blood pressure, this striving to
do better work than your neighbour can only have a beneficial
effect on the place architecture holds in Canadian society.

That constant urge to show the other architect that you, too,
can produce a beautiful building or even more important, that
rarest of delights, a satisfied client, can go a long way to over-
come inate lethargy, spring fever, and the desire to earn an easy
dollar!

D. T. Dunlop, Toronto

Ruthless competition in the Windsor, Ontario area has been a
rare occurrence developing in a very few instances and then
only when some large contracting firms, who operate on a
national scale, bring their operational technique with them and
introduce local contractors to the formulae upon which their
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success in tendering appears to be based.

The standards ot workmanship of the trades are high in this
area, competition is keen but, in my opinion, fair both to the
men themselves and to the owners whom they seek to serve.
Full value given and received is certainly the rule and not the
exception. So far we should not be grouped with regions where
ruthless competition obtains.

Let us hope that the few who thrive on such business
methods and come here for the greater extension of their oper-
ations do not succeed in planting the seeds of ruthlessness in
this market. We cannot see that such competition can be any-
thing but harmful for all three members of the building team;
owner, architect and contractor.

George Y. Masson, Windsor

The ruthless competition — as the question states — varies with
the particular region across Canada and varies with the time
of year. In the Winnipeg area, for instance, competition be-
comes very keen for work in the early spring when builders are
lining up for the summer ahead — and in the fall when builders
are anxious for work to keep their organization together in the
winter months.

I do not believe the quality of work is affected so much by
this competition as it is by the type of builder organization
today related to changing building techniques and methods.
The old craftsmen are all but gone and we find those taking
their place unable to produce the quality of work which is still
demanded.

Our buildings today, for the most part, are being designed
and detailed with a mixture which demands both skills of the
traditional tradesmen and skills for the putting together of
machine-produced parts and articles being increasingly intro-
duced into our buildings. Until this transitional stage in our
building design has passed (as it will) confusion will prevail
and quality will continue to suffer in varying degrees.

If a building is built under the guidance a