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Architectare is the expressiom of the spiritual and material
needs of lmmanity, evolved by each race in unigue and inevitable

forms. .

drchitecture and sculpture have their founiatioﬁ in the same
principles of 1nnar structure. They are one in the spirit. The groa.t
works of decorative sculpture have always been an organis part of the
edifice for which they were designed. Egypt, Assyria, Gresce furnish
the most convineing mnples.
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The Egyptians were a nation of mathematicians, of builders,
of engineers. Their itat;tu expressed the laws of architecture and
of enginsering throngh the propartions of the humn body. They saw a

statue as ltrueturai volumes in relatiom to each other. This relation

and nothing else makes the beaauty of sculpture. The Egyptian and

Babylonian astronomers had developed mathematics to a high degree,
but Pythagoras was the first who formlated the laws of the universe

by the principle of abstract mumbers. In the Doric temple, this A
principlo foumd upceuion in ctm. £ Idawb-m&‘* 4&-&
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The Parthenon, as an artistic conceptiom, is ome great plece

Tavt =) of senlptare. € oyl . 20 wdt s al” ] Yo
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Seatpfie ./ Never has the science of sculpture been more clearly defined
#- than in the temples of Hellas and - once more, two thousand years

v
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later, - in the cathedrals of France.

{;} il s ? ){/‘— Soulpture is logie, gquickened .by the emotional and aesthetic
.\_Lm!.‘buity of the artist. /”"” %wmum
Each great work of art is the @ot the mental attitude of
its age towards the universe, because the creative artist is one who
most intensely feels the immer rhythm of the period he lives in,
Throughout the history of art, the humen body is the main object of
artistic interpretation, and though certain snimsl and plant forms
have likewise been represented, it has been the suprems symbol of a

conception of the world whose center was man., Within this conception,

it was natural to represent speed by the winged feet of Hermes or by
the eagle, stremgth and power by Hercules or the liom, beauty and
nmility by the subtle curve of the female body.

& Leaving aside all symbolic meanings, we observe that for

| milleniums, the artists, when looked at the animal world, were
T o
£ The forms o

impressed only wi lﬂmch 1s whose moyements were somohow related
\._%0 the movements of the humen body.

Through the development of modern technigue and industry, the
bumen and snimal bodies have lost their significance as sources of
power and means of transportation and locomotiom. Eodu, steam and

electricity perform in a fraction of time what Iuman and animal
mscles did from the time of the first Pharaohs up to only two or

three generations ago. Motor cranes hoist steel girders in g few



seconds to the fiftleth story of a rising office building, With
the express emgins, the antomobile, the aeroplane, the radio, man
bas grown far beyemd his own physical forms and functim:._]
ef *Totlgoru' sentence that "Man is the measure of all things®™ has
~ | Aost all meaning, When we move from place to place, we push a

handle snd step on a buttom: wmotiom, ‘today, is a process of
rolling. Invention has transformed msenlar flexibility into
rotation of rigid metal.

Ef our famliliarity with ocean liners, Pullmamn cars, motors,
subways and flying machines has so far influnenced omly an astonish-
ingly small mumber of creative artists, it is probably because all
machine forms-and-movements are in a pronocunced contrast to the
forms and movements of the homen body; that is to say: to the
traditional basis of our comception of beauty and of art] The only
forms of living organisms to which the lines of a2 steamer or of an

equipped wi th
aeroplane might be compared are those of eertain insects, Awqtor- or m}-./bra,beﬂc.

Em advent of technigne has confromted the artists with
problems of form that never before existed. 4An industrial revolution
with unheard of consequences separates our era from all past periods
of hiatarya The inventions and discoveries of today are of a much
deeper immediate influence on life than the religious upheavals in
the 13th century or the discoveries of Columbus, Vasco da Gams and
Copernicus at the time of the Medieci. Yet those events contributed
a great deal to the character of two of the greatest epochs of art:
the Gothic period and the Renmaissance. How mch mere, then, are we
Justified in expecting an entirely new artistic expression from this

century! Unfortunately, howsver, we have all styles of the pest at

our dig'gg!_a} and it 1s so mich easier to imitate than to create in
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the extraordinarily new spirit of our own time, Bat there are
artists who realige that our modes of living and our ways of
thinking have nothing more to do with those of the ancient Greeks
or of the contemporaries of Palladio and Bramante, and who draw
their logical conclusions from the existence of machinery and from
the example of the engineer. It stni happens, however, that
pablie libraries, bank and govermment buildings - though inwardly
constructed of steel and comorete — are camouflaged as Greek
temples (equipped with steam heat, elevators, typewriters, vacuum
cleansrs, a telephone system and all the rest of modern conveniences
like electric light, plumbing and mail chutes) amd ninety-nine oumt
of a handred are not at all aware how grotesque their Spanish,
Tador or Benmaissance rooms look, while they, dressed in tuxedos
and modern evening gowns, dance to the orthophomic or listem to a
concert five thousand miles sway. If, on the other hand, our
bankers and govermmemt officials should suddemnly yleld to an
irresistible feeling for style, they would have to walk to their
offices draped in togas, laurel wreaths on their heads and sandals
on their feetl

In his "Decline of the West,"” Oswald Spengler points out
that historical art forms exist and are true omly once, that is
to say, only in the period in which they grew naturally out of

the practical and aesthetic needs of its culture. The only people

Ly Sl bt s e l ‘
f"b‘i:mj’_ il who create forms which are essentially of this time and have never
oo B Q
aoeliien ,«?" :’ existed before are the few builders of thoroughly contemporary
ﬁ"ﬁ::‘ wﬁ‘i‘:";"f’ skyscrapers, the engineer and the invemtor.
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Some of the latest office buildings in New York and Chicago
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F ik q - momaments to the genius of soms 0f our greatest architects, =
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vialh Hheay \—(f.g reflect in their general design and in every detail of their

-Bs Doric temple

; ,'_,.»: -] M.r A
That is ﬂ:at.\:r expression in

dldkmd the Gothis ea "
the latest architectural tendencies in France, Germny, Holland
and the Scandinavian countries.

We are no longer a feliﬁoua people, and if we build
charches, we imltate, without feeling or imward necessity, the
Romanesque or the Gothic. The skyscraper-office-building, as

the immediate result of ecomomie, m-aetical and other conditioms,

ﬂ[kv‘uﬁ £ ‘lﬁ
A= the most significant symbol of this era. Aesthetically
UARAL.
complete results, however, could only be achieved, beczuse the

T be
architects in question are also gifted with the feeling for

organization of masses and th ir relation to other, - with ~
Cgminid LoTPLY sede v, -\n\m«w{a‘n @&g&de a4s welf ze /LW

the feeling for lmt-and-lhndw effects and for proportions.

In other words: these architects are also sculptors, by i.ngt t,
Thayg and aeal QAL LEH
Just as were the builders of Egypt and of Greece. s The soulptor

of today is only a sculptor if he is also an architect, which
mhuTelurad  paipurce
meang: if he is able to think in terms of mdern/\mma

instead of in terms of anstomy or of the academic life class.
A
All decorative realism is, naturally, out of place in /anding

of-steel=nd-consrete, - just as are Corinthian columms that have
nothing to earry and plaster arches that are without funetion -
glued on the surface of perfectly reliable reinforced conerete.
The contemporary sculptar, as an intimate collsberator
of the architect or bullder in steel, 1’;9‘“‘ be what he

".“{L,Lu‘ hanal, \4,»;;& B Q1 uev"v.,\ e 6)4,:./(—
wagy, The former mannfacturer of draped monumonts and ths copyist
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of historically sanctioned ornamentations can only destroy instead
of emphasize the clarity and directness of the steel chletunh-—’z& "‘:3 fl“'%
Bealistic or vaguely stylized nndes, lions and peacocks, as one S %5’ ;
still sees them on otherwise gquite comtemporary recent buildings,
Kll, of course s the entire artistic effect, since such "dscorative”
elements are Iithont any relation to the purpose of the building and ﬁa-«.e wo
to the spirit of the period we live in. What can a bas relief of a
"prancing steed” possibly mean to us who are used to thinking in
terms of thousands of horse power? The reason of the existence of
such zoological imeges on s building of the twentieth century can
only be that former centuries cammot show us how to transform and
re-create mechanical forms into art _fto\r_:d(

Considering the character of m%mdom obeel structure,
considering also that such a building is, in i.tself;\ scalpture om
a gigantic scale, we come to the conclusion that the sculptor who
collaborates with the architect-engineer at its decoration mast
realize that the sculpture of the past was a natural and logical
mroduct of the period and of the building material which formt% it.
He mast be abl;;o invent b&?"%&? lii‘:?.{:;:;?rlim uﬁ::;‘ns
with the idea of, steel aﬁd,\qom:t& 88 Woll as with the mew memner

of motion that teclmigune and invention have givem to the world of

today. Of this motion, the wheel, or rather the cog wheel, is the 7
C bfnd mdessc) tle elicw? w.,'m,g.u!z"_/ $ Mouplic 2uiscy |

basic elememt.
One very important contemporary factor will - and already

does - play a great role in the decoration of buildings: electric

light. With the aid of powerful flood lights, the sculptor-architect

can not only apply colour in a mich more interesting way than did
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the anoients, but, as he can work with comstantly changing shades

of light, he can produce effects of unlimited possibilities. We
have already examples here and abroad where intelligent and well
oaloulgted use of lighting arrangements has lead to the most
surprising results. Antomatically comtrolled floodlights can change
shape, height and character of a building so radically that it may
lose all bodiliness and may begin to move with light sdvertisements,
signs and traffic. Besides being, of course, sbsolutely "durable,”
such ever-changing light effects can with further perfection create
a night-architecture guite different from the daylight city. Deco-

rative seulpture, omceived = like the building itself - in simplified,

Dechanistic forms can produce shadow effects that will give it an

even more important function than during the day: The sculptor-
electrician can carry experiences of the motiom picture camera into

his rigid blocks of comerete, glass and mirrors, and cam arrive at

effects of enchanting playfulness and fantastic illusions. (The

entire absence of sculptural decorations outside and of pictures

inside, gives to the buildings of certain contemporary Buropean

architects a utilitarian dryness and uninviting meagernmess which

can never be counterbalanced by the doubtless interesting placing of

windows, doors and stairways.) e g%-a:z..-":':?:“"?,‘ ry wefirce sl
Sculpture in more or less gh;;raot forms, and in almost any

of our new materials, played upon/é’\ electric light, mst, in its

further development, ereate a unit of decoration thorpughly in

PG vt Ga
keeping with the contemporary thought of the st®ed, structure.

Born out of the spirit of this very period, it will bring
to the minds of the people the tremendous distance which separates
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_ Ag an integral pert of the building, if will finally maks iR,
those realize their mental lasiness who continne to build up O

' histor:loal ruins as symbols of the past, instead of erecting
' mmu symbols of the present m ot future growth.

N 3 AW ORI,

‘&_‘“ e P X TN If tho m u't forms, ‘uo‘h mtupom architecture SRSl e 2l

-y i needs, uehndcnmmdoratnﬁngetthnmt,buthnlom | ","‘i‘ .
el f%“‘

*in harmony with the wider possibilities resulting frem this. oo ] oo
mechanistic age, they will, in time, sppear as the natural con-

tinuation of the great traditiom in the histery of art.
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