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praeface

During the 19305 the term '€ ontcmporary” was widely used in Great
Britain and the USA o describe the new fashion for modern design,
The ¢

dlomestic products thar were consciously forward-looking rather than

oice of the word 0

mporary” 1o characterizo bafdings and

re i the panl of socicty o avord dwelling: on

the past, and w0 resalfirm instead sts Faith in the futore, Buildings and
products designed in the ‘Contemporary” style were thus confident, life-
affir
architects and designers 1o be embarking upon their careers: the oppor-

g and optimistic. This was a remarkable period for young

tumnitics for onginal creative expression were unparalleled, and the
attitude of the public owards modern design was more positive ael
receptive than at any time sinee the Art Nouvean movement at the
turn of the centry.

The "Contemporary” style did not just matedalise out of thin wir at

the end of World War 11, however; it evalved in a dircct line of

descent from the Modern Movement of the 1920 and 19305 Duting
this period, Modernist grehitects hal striven 1o creste o tsvle withous a
style’ by casting off the oppressive influence of historical revivalism, or
eclecticism as it was known in the USA, and although the somewhat
austere, pared-down aesthetic of Modern Movement architeciure did
not prove popular with the geaeral public durng the carly years, the
advent of Modemism did at least draw public atention w0 the wors
excesses of nincteenth century design, 1 centainly lielped pave the way
for the acceptance of the new ‘Contemporary’ approsch w architecture
and design which would capture the public imagination sfier the
war. The ‘Comemporary’ style was o maodificd vorsion of Moderniom,
which recogmized that it hadd 4 clear and dastinctive visual identity and
never strove to present el as a ‘siyle wi

e a style’. To rtefer 1o
not to belitle its achieves

Contemporary” design as a stvle, therefore, &
meme rion to the high-minded ideals of Modermism, nor 10 imply
that its creators wiere solely interested in aesthenes, but 1o recognize its
strong visual impact.

arch

The achievements of the 19508 m the field of ceture and deagn

are long overdoe for recognition and reappraisal and, by oeating the

and il

period seviously, highlighting s dynamian and creagvity,
wranng the maim breakthroughs in architecmure and smreror design, thar

15 what this book sets out o do, ln the field of domestic architegiure,

the book con

pirates largely on the lirst cecade after the war because
it waas cluring this period that the main tends were established which
would dominate design during e lage 1950y and cardy 19608, The cut-
aff paint for the book & 1962, becanse | (eel that this date marked a
turning point in the direction of modern design, after which the spiri

of youthful innocence and exib e which had chasactenzed the

carly post-war period was, 10 a certain extent, lost. Papular culture

consumerism and the weenige revolittion of the late 19508 and early

1960 are subjects noe included in this book, as these are well covered

elsewhere and have, 1n 2 eive prenoon at the

v case, wended o e

expense of other cqually importan and interesting aspects of the period
in recent years, Nor i this a hook about nostalgiad that would be o
diminish the ousstanding architectural aehievements of the period and
L undermine the importance of "Confemporary” design.

Although the main subjeer of 1he book is the design and decoration
o nddividisd Bouses, the arclitecture of public babdings s discussed in
the chapter called ‘Society Gors Contemporary”. This 35 not fust the

stary of the achicvements of the big-name architects of the period,

however: the book introduces many less well-known figures and aims 1o
within

illusirate the general application of the “Contemporary’ aiyl
society as & whole, The USA, which was at the forefront of d

PCTIS
in domestic design during the 1950x, is given deserved prominence, bt
the contributions of British and mainland European architects and
designers are albio recogmiacd, cspecially those af the Scandivavians
who played: such an important role ar this tme. To the arclhitects
designens and manufacturers of today, the achievements of the 1950
could actas an example and an inspiration, For thase readers who are new
1o the subject, this book wall act as w stimulus for further investlgation

k Lesley Jackson, May 1994



1. the birth of the ‘contemporary”’ style

‘It 1s significant that the modern aesthetic of architecture is born
elsewhere than in the ateliers of architects. It 1s born in factories
and laboratories, in places where new things for daily use, without
precedents, are created; where tradition has no influence, and
there is no aesthetic prejudice.’

FAS Yorke, The Modern House (sixth edition), 1948

During the first half of the twentieth century, art and architecture were gradually
transformed by the influence of the Modern Movement. Although Modernist
ideas were slow to catch on initally, by the early post-war period, Modernisi
thinking had revolutionized the approach to the design of both the domestic
dwelling and the workplace. Unlike its predecessors, Modernism was not
intended to be yet another style in an ever-changing historical sequence: it was a
rejection of the very concept of change and style. The Swiss architectural
historian, Sigfried Giedion, advised against using the word ‘style” altogether when

describing modern architecture because of the formalistic notions that this word
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Movemnent, the modern house was to be a “‘machine @ fabeter, (2 machine

usier, ane of the leading protagonists of the M Erm

fior biving in), and the workings of thar machine were to be carcfully

formulated to
changed and changing world.
Ihe design of the modern house first began fo take shape in Europe

1 the requirements of real human activities in a

and America during the first thiny vears of the twenticth century, led

by pioneers such s Walter
der Role and Frank Lloyd Wright, Is emergence was well documented
i the illuminating and perceptive survey first pablished in 1934 by the
Brinsh architect, FRS Yorke, called The Modern Howie, which was
revised and reprinted six times over the next fourteen years. The first

pius, Marcel Breuer, Ludwig Mics van

revised post-war edition recorded the construction of fifiy architect-
designed private houses built berween 1926 and 1948 in the USA and
Europe. In his introduction 1o the book, Yorke argued passionatcly for
the functonal basis of the modern house:

We can no longer afford to build the house that makes bad use of
space, or 1o employ ormamental devices to counteract weaknesses in
hasic design, Anything that is for use must be, above all elac,
efficient, and the design of the modern house is hased on the prin.
ciple of utility = it is fundamentally a thing for use.

As the cumbersome lifestyle and the anachronistic values of the
Vicworian and Edwardian eras collapsed in the wake of World War I,
there was an increasingly vigorous assaull on the sccepted visual norms
of architecture by the pioneers of the Modern Movement, Whai was
revolutionary about the thinking of progressive architects between the
wars was fo conceive of the house from the inside out, w suggest thae
it exterior shape should be determined by it interior structure. Yorke
descnibed this approach as:

A plAIl that is conssient with the new outlook on hife, the new
mode of living,.. The architeer, working from the plan, ourwards 1o
the exterior, finds there s 4 new external expression, that there can
be no compromise between the plan that is made for service nnd
the symmetrical or piciuresque fagade,

Undeelylng this Meoa wi

an acceptance of the need to base the choice

ol rooms thetr layout an the actual regmrements of the users; in

the birth of the ‘contemporary” style
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some cases, the design aesthencs of the me

linked to developmenis in contemponiry ar, as

in Utrecht, built by Germi Rietveld m 1924, w
of painier Piet Mondrian and the Dutch De Sjl gr
of the architect, 1|l|0|r|| in Modern Houies of the Warld by Sherban

ap. In the words

Cantacuzing, his aim was (o use ‘clementary forms, simple spaces and
primuary colours exclusively, because they are so fundamentsl and
because they are free of asociations.' It is interesting o noce thae
Rietveld’s justification for the choice of primary colours for the deco-
mative scheme, because they were “free of associations’, was identwal 10
the reasoning of other Enropean Modernise architects that there shoukd
be no decoration at all

Clearly, there were widely dillering views on this point, even ar this

early stage, as witnessed by the funcitional ver overtly decoradve

approach to architecoure and interior design adopeed by Frank Lloyd
Wright in the USA. What united the two camps, however, was thelr

shared recognition of the need for coherence within the design of a Wiove and Oppasit
Tree

Luih[stlg. whether this included decorative elements or not This was

- - 8 i o . i b
in atark contrast 1o the stylistic eclecticiam of Victorian architeors I v
it desspnint

was the quality of coherence within his own work thar Wright was 1o i

refer to in Cantacuzing’s book as “arganmic’, by which he meant the  juieut fe oo

createn of a

gle unified and fully

e aesthetic; or, as he put

i, “Abwavs o the thing, never o it.”
xed vears after World War 11, when the

During the more 1
Modernist ideas were being disseminated in a more
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the birth of the ‘contemporary” style

The atternpe by r | n Modernist architects 10 ereate
Sstyle without a0 stvle’ had ult ly proved 1 ive
buildings of the 192 s ley harid pliysic
acteTisnes with a ¢ identiny T ST i
of simblaritics in building materials and partly as the
inevita ‘ tic vision shared by the creators nf
these Bual ideas start 1o be repeated, they
inevitably e as a recognizable siyle linked o a particular period
in. time. Even when ihe architeci has conseciously sought 1o eliminar
decorative clements lrom his work, the public will focus on dsose phys
ical characteristics and immedinely identify them as o style

It 55 also inevitable that distinetive new design styles will soon be
imitated, and in this respeet the butldings of the Modem Movement
were no excepiion. In fact, because the Modemist house of the 1930

looked 50 obviously differcnt from the tradivional dwelling, it was
particularly easy for the less serupulous architect or speculative builder
to create o ‘mosderne’ house which superficially resembled it The werm
‘moderne’ describes the superficial pastiche of Modernism by commer-
cial builders and manuficiurers. It was just ane of several Guhionable
styles of the 1930x, and is also sometimes now referred 1o 4y “Arn
Do, although the term ‘modermne’ was used at the time, whereas *An
Decn’ was coined retrospectively. The staanch Modernist, FRS Yorke,
dismissed these ‘speculatively built “Moderne Houses™ as part of the
fashion for “moderne’ An Deco design, characterized in Britain by
Juze wallpapers, cubist vases and angular glassware’,

The idea thar sestheties slone were sulficient 1o make a Luilding
truly modern was a fallacy also exposed by Howard Myers in his fore-
word to George Nelson and Henry Wright's influential book, Tosasre's
Heuwse, in 1945: "The notion that the contemporary approach to design

involves flat roafs and corber windows and the exel

sion of rambler

rowes is one kind of nonsense this book aims 1o expose”
Retrospectively, however, the argument about the distinction
‘moderne’ design during the 1930s was Largely

between maodern an
academic because, ar the time, moder
exception rather than the rule. Widely influential as were the pio
ing architeens of the Modern Movement after World War 11 befo

wrchitecture of any sor was the

of=
this

period their ideas were absorbed only by an elive composed of their

close colleagues and their wealthy clicns, Ironically, it was the war
itself that produced a climate more favourable to modern architecture
during the late 19408 and early 1950 It was the approach of war, too,
which cauped the displacement of several kev individuals, such as Mies
PETTNANY [0

van der Rohe, Walter Gropius and Marcel Brever, from
the USA during the 1930s. Here, they were able 1o practise more
freely than they had been able to in pe, 1o see more building
projects come Lo fruition and to disseminme their ideas through each-
ing the next generation of American archiveets. In this way, their

e wis greatly extended and cheir ideas gained wider currency,

wore, although materials shortages w widespread in the
USA, there was less disruption 1o the construction indusiry there than
in Europe during the 1940, In spitc of problems, thorefore, more
progress was made owards the consolidation and development of

Modernist ideas in America during this period than was possible in

AITITL ) I '
P by Melsog A LT !
became widely accepied in the USA i : re rent
appreciated there that “a house, like any other product, is the result of
les nd production proceises. Looked at in th | ¢ 141
different from a pencil sharpener or a tractor. It shares with them the
haraciersic of e g an nem of copsymer 1%

The most significant change o the Lavout of the
was open planning: an des pioncered by Le Corbusies ¥

take hal

uring the 19308 and was to become
luring the 1950s and 1960s. According 1w Yorke [
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ey beiwesn

congidered necessary 1o erect permanent physical ba

every roont. Some divisions could be removed entively, others conld

be of & more impermanent nsture, in the fi

i O

I SCTCCs,

Some walls clearly remained desir-

for example, or sliding glass doors,
able, sueh as those dividing living areas from Ib]r|'|.HII|: arcas and, of

ma bathre

couirae, those iml.ul'mg arean, such

cas, where special privacy
was required. Other walle were now non-essential, however, and had
continued to be erected om of habir rather than necessity, Thus, i the
madern house the dining room might merge with the ving room, and
the living room with the study, while staircases 1o the upper or lower

floors might rise ine any of these quariers: The idea that

roms should be more broadly mult-pur

poac, available For use i

form or another twenty-four hours a doy, and also that the def

of function needed o be even more flexible, were a reflection of the

gy budgets of

ritial hilestvles mnd de

5l
Although most of those who commissioned archirect-designed
hy and could sl afford 1o

ng the 19308 were w

private houses du :
servants g
class houschold was, on the whole, greatly reduced after World War 1,

3o that the general wend was owards the sell-serviving howse, wihach

thiz date, the scale of the average middl

employ live

was easy to maintain and did not require significant ouilay on domes-
tic upkeep, Thiv trend continued alicr Wordd War 11, when the female

head af the household often ook on the housework mmstead of employ-

h

rative for housework to be not

mg A maid. Thus it became impe y
manageable but also minmmal. ‘We do nor need large houses," noted
Yorke, ‘for we have

Tk

ther large families o fill them nor domesi

look afier them,., and because servanis are scarce we rely uj

mechanical devic
home." Given that servants had become s

and efficient organization 1o lighten work &
re Workd War
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the birth of the "contemporary” style

Le Clorly

Lad recom

s or {5TTTRE 1T

ggrovumel ervice quariers, pir masdy
located in the eellar, were » broughe above ground

Alithough such arrar ents were by oo mensns the rule, it did

b ome ch more commaon o find the convenrional ineernal layvout

altered i the modern house of the |5 with <o w all of the

bedrooms located on the same fl T main Hving I'his

challenging of wadition was also extended 1o th ol the

garden, which was sometimes o be found, not at the foot of the house,

but on the balcony or the rool nstead. This feature was o Favoured

ploy of Le Corbusier in several of the houses built in France during
19308, In

w plan

his part anneret during

rship with his cousin Picr

fact, Le Corbusier described the inversion of the tradi

i terms of his idealized v a Hoating ity

Ihe plan of the modem house can be reversed, The receptdon-

o with the roof

rooms will be ar the op, in direct communi
garden, in the fresh air, away from the street with {5 dust and
noise, in full sunshine. The roof becomes a solarium, and the

fied, Generalizanon: the whaole

ground
ground i in a sense doubled; ©

. available for walking on. The

nsported aloft, right in the sun

Flat roofs first came into vogue between the two World Wars
Accordhng 1o Cranston Jones, writing i Arcfalecture Today and Tomar
(1961), reason for thas was that ‘the image of Ha-topped cubes on
srilts, capl red | rion.' The rac tical reason for flat

€ public imagin

roofs, however, was that the atic or loft arca under the pitched roof

was now considered 10 be a waste of space, and the roof itsell|, i level,

could serve as an additional outdoor room for summer use. Le
Corbusier described the Hat-roofed house as having a ‘free’ |n|;|l:.’| and
the pitch-roofed house as having o “paralysed” plan, because the former
gained so much space at ground level and at roof level. During the

19308, in central Europe in particular, there was an obsession with
healthy living and the need to spend time outdoors exercising or
sunbaihing, an attitude manifest in the moral fervour of Le Corbusier's
remarks about ‘hygicne’. Gonsequently, many houses were built with
roof terraces, or with extended balconies ar first-floor level leading off

from the main living room, for use as an outdoor gymnasiom, or a sun

The advantages of these were also extolled by Yorke

hivtage.

The demand for outsof-door sleeping and exercise space on porch
or roof follows the realization of the value of light and air and the
targe window... People who have flat roofs, easily accessible, find it
possible to enjoy the sunshine from March to October

ted by

Often, in addition 10 internal stair 3, Moors were con

exterior ramps or sieps, thereby emphasizing the jdea of the half

indoor-hall outdoor house
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of lurger windows, From the 19305 onw

an increasingly dominant feature of both | e
sery E i " e ¥ 1 y T T

of modern buildings wing not only in sige but alsg in oumber

fact, it could be said that the 1930s was the wi

mania first took hold wi

With the developme

which bands of small or mediam

around the building = there

m sirips or ' wias A rapid in

m the overall ratg ol window to wall, Afer War

culminaned

m the ubiguitous ‘curtaim-wall’ window ¢ of office blocks

the controversial glass-walled houses designed by Mles van der Ro
and Philip Johnson in the USA. The original imention had been
simply 1o reduce the physical barriers between the indoors and the
outdoors; to allow light in, while keeping the elements out, Increasing
the amount of hight inside the house was considered as essential to
good health as was physical exercise out of’ doors. During the

a symbolie rejecton of the olien dark and gloomy houses of the

mineteenth century, the opening-up of the modern interior to natural
light took on guasi-moral overtones, hings of which are capoured in the
comments by Yorke:

In earlier times sunlight was regarded as harmiul rather than np b ot

beneficial; it was considered & stimulant 1o the growth of bacieria be deorribrd

and windows were made small deliberately and placed away from
the sunny side... Through medical research we have learnt bener, Cabadn, Cuiaaciiad, o & f R
and today sunlight s accepted as healthy and dearable; we ke  roge T PP
sun-baths and even artificial sun-ray treatments, we like large the mindsiry 1m
windows, and sometimes fill them with special glass 10 admir the facian

whra-vioker rays

In the most deluxe and well-equipped modern houses of the 19505
elaborate mechanisms were devised so thar even the barrier of the

main living reom window could, on pceasion, be removed. At the press
of a button, the window would glide down into a cavity below, aper-
ated by an electric pulley system, Smaller windows, now more often
made with steel rather than wooden frames, were designed 1o be more
flexible in their methods of opening: special hinges enabled them to b
opened fully outwards, or runners allow ed them to be slid along
behind an adjacent fixed pane

Another srriking feature of the modern house was the carclully

considered inter-relationship between the building and its surrow
ings. If the house was in an urban seiting, the main bving guarters
were usually separated [rom the immediate neighbourhood through

being raised up above street level. 16 it was in a rural enveiranment, a

deliberately dramatic site was sometimes chosen, sa that the building

could be integrated into the countryside. Sumnilar trends were 1

continue in the 19 in inereasingly exagegerated forms, so that urbai
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waterlall wind the rocks Below. D

largely used, as here, as o dermonstration of e
modern architeciural enginecring. Durng ihe
use it less heroically, s g metuos 1o an eod,

When the main lving room was ot ground bevel or opened oo a
terrace, large floor o celing picture windows were often installed o
1A
vl Haas of 1930 a0 Brmo

bring the drama

e landscape right imo the living
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ling example of this was the T

in the Crech Republic designed by Mics van der Rolie swhich had a

"Frenesta” sueel-Tramer] picture window, clecirically o i aiv that i

could be made (o disappear entirely b

w floar level at the push of a

buton, A sign of increasing maturity r the war, however, was the

integration of the non-dramatic landscape into the bowse, which o

the most of even the modest sihbarban garden, for r-s.nu]ﬂu

Architects practising in North America, being physically distanced

from the war, were able to continue to develop the concepe af the

modern house largely andmerrupred during the 1!
heath

cERfErered
derracer. What fi

il emigre architects, between whose work a lision

ater

T :
: 5 BEear Bun, Fienng
it was for architects and designers working in K _“' ‘_'" e

drsigmed By Frank

e LFSA. As ar o ¢ Wivicht
America had clearly taken the lead in the development of modern g3 i

n i take place. During the course ol this

nee cmerged inoo ult, Tav the

hitecture: the European-born Madern Movement Dacl been over-
taken by American ‘Contemporany” architecture. In 1943, as soon as
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Ihe great iradition in building, as Nelson and Wiight pointed oot in
Tamm

Heuse, was not wo copy the styles of the past, but 1o work in

a confidently modern idiom, In their view, architects only moved

forwarcl by developing forms expressive of their particalar age, not by

staying still or regressing. The authors conclude with a deliberately
paradoxical statement: *We are in favour of modern houses; nol
because they are modern, but because they are traditional

In both Eurepe and the USA, during the 1920s and early 19305,
one overt sign of allegiance o the Modermn Movement was in the
choice of building materials and, in particular, the preference for man-
madle marerials, such s stee] and concrete, over natural materials, such
as stane and wood. Reinforced cancrete, in which rods of steel were
embedded in pillars or beams of concrete, provided & major technical
breakthrough, opening up new structural possibilities because of its
increased srrength. As a resuly, from the 19308 onwarnds, the basic engin-

eering ol modern buldings could be radieally reviewed. Architects of

the day were so enthusiastic abour these exciting new engineering
apporiunities that they literally waxed hyrical, not only on the technical
merits of their materials, but on their acsthetic charms as well, Yorke
enthused:

Sieel and concrete have their own form and their own beauty. The
new materials and the revolubonary systems of construction bused
upon their properties make it posible for us o plan our buildings
according to our needs, with freedom and economy, with immense
spans and slender supports, with cantlevered fagades, so that the
traditional sense of dimension, proportion and scale is destroyed, for
not only is the internal onganization affected, but the external form
alsn, The form is the resule of the plan, the construction, and the
muaterials, not of a preconceived idea of what a building should look
like, of an essay in a popular stele.

Progressive architects, such a5 Le Corbusier, felt creatively. inspired by
their new materials, becanse it was these that gave them the freedom
tor plan their buildings in the logical and rational way in which they
belicved modern architecture shoubd be designed.

From a technical point of view, the most impontant breakthough
was thar, whereas it was: the load-bearing walls which had previously
carried the weight of a bullding, now the narrow steel or reinforeed
concrete posts and beams took all the weight, so that what was inserted
inbetween them could be simply infill, This infill did not peed 10 be

cither sirong or thick, it

purpose being for insalation. It was, in
fact, more hike a skin, wiile the steel and concrere framework formed
the skeleton. 1t followed, therefore, that architects could decide 10 make
this skin of entirely different marerials from those thar had previously
been considered standard, and this, in wrn, drastically altered the
phvsical ap

ance of buildings, Onee again, technical breakthroughs

hised resulied in a revised aesthetic codo

<

the birth of the ‘contemporary” style

Modernist houses of the 193, however, undoubtedly hiad a more
restricted visual vocabulary than ‘Contemporary” houses of the 1950
Many were somewhat clinical in appearance, being tvpically rendered
in stucco painted white, and their clean, precise '
the 19308 Modermnist house sometimes bore a closer resemblance 10 a

arance meant thas

health centre or a laboratory than o a conventional home. This clini-
cal aesthetic was often carried through into the design of the mterior
oo, which was also almost invariably painted white or cream through-
out as well, and tended to be as [ree from decorative detadling and
embellishments as the exterior, The over-riding impression of both the
interior and exterior was of hygiene, precision, orderliness and control,

All this changed afier the war when Modernist architecture became
maore expressive in colour, shape and mood. During the 19505 the
‘rules’ were relaxed as it came to be recognized that houses could be
practical without being humourless, and as it hegan to be appreciaged
that the introduction of a variety of colours, textures and patterns
in the form of exterior eladding and interior decoration added impor-
tant elements of visual stimulation which could make a house or an
apartment block much more pleasurable tw live in. The introduction
of such decorative features led 1o the emergence of the *Contemporary”
style of the 1930s which combined the fundamentals of Modernism
with a more upbeat and dynamic exploration of the visual potential
af applied art.

The main diffcrence between architecture of the 19308 and the
19505 was that whereas before the war buildings incarporating deco-
rative features had rended to be dismissed by serious architects as
frivolous or ‘moderne’, after the war decorative art, as incorporated
into the fabric of the building and as vsed in the adormment of i in-
terior, was treated much more positively. Furthermore, the growing
influence of contemporary art on design after World War IT opened up
new possibilities for greater visual expression in architecture. Although
the majority of public and private buildings continued to be rectilinear
in form, the previously rigorous and rather inflexible conventions of
Modernism were, in some instances, softened by the influence of
organic sculpture, Sometimes this could be seen direcily in the adop-
tion of ovenly plastic or consciously expressive shapes within the form
of buildings; at other times it was manifested indirectly through the
imegration of works of sculprure in public buildings.

Aesthetics were only one aspect of the much wider changes that
were to take place in architecture and interior design afler the war,
however: it wias not simply a question of changing taste and fashion
but of fundamental shifts in attitude = social, political and prychologi-
cal. The most significant factor to bring about radical change was, of
course, the war itsell. The massive physical destruction inflicted on 0
many European cities meant that governments were faced with an
scute housing shortage during the late 19405, In addition, because of
the displ of large populations, the shortage was on an unprece-
dented scale. Modern architecture, with its concern for functionalism
and for economical use of space, with its scientific approach to human
and technological engineering and with its common-sense, rational
exploitation of new building materials, was now suddenly viewed as an
essential ally in tckling this momentous problem. Suddenly, the theory
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One explanation given at the time for the widespread public hos
tlity towards modern architecture during the 19208 and 1950s was that

it reflected a resis

o om the part of society to change. This was espes
eially pertinent as the likelihood of & second World War became maore
of o possithilivy. Nelson and Woight reflected on this i Tanoraes Howse
e

can see,.. why modem houses were grected al the owtset with such

violent outhursts of disapproval. *Modern™ was more than a way of

designing houses — it was one more symbol of i

omprehensible

change, And every change these days seems to be a threat to personal

and socinl stabiliey.” By the 1950s, however, becanse of the revolution

in social attides effected by the war and as a result of being deprived

ol choiee for o long during and immediately after the bostlivies,

people relished the thought of change and welcomed the loxury of

heing offered greater che e public were consequenily much more

PLive to the wider and more adventurous range of 'l:nmrm;mmrl.-'

arch
Aer Waorld War 11 there was a fundamenal shift in the philoso-
phy behind the creation of the 'Contemporary” house. Whereas during

and design on offer during the 1950
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engaged in some i of social experiment - the expenience of the war
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archiecture and design developed. Nelson and Wright were the first 1o
expross these chunged pereeptions when they wrote in 1945:
Indwviduality 15 possible only in a medern house because no other
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lifing expresses life as ot s woday, And without cxpres-

imdlividualing.'
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2. the house

‘Where contemporary architecture has been allowed to provide a
new setting for contemporary life, this new setting has acted in its
turn upon the life from which it springs. The new atmosphere has
led to change and development in the conceptions of the people

Whﬂ liVC in it, Sigfried Giedion, Space, Time and Architecture, 1963

Although the ‘Contemporary” style followed directly on from the Modern
Movement, it was imbued with a different spirit. The war years marked a
decisive break. Afterwards, Modernist architects and designers felt less embattled;
the atmosphere in the design world was less uptight; and modern architecture
was increasingly accepted by and integrated with society. One of the reasons for
this was that post-war design was more people-centred, and “Contemporary’
architects were more generous in their assessment of the public’s wider needs.
They recognized, for example, that such needs extended beyond the provision ol
the basic functional necessities to encompass other equally important, but less

rationally justifiable requirements, such as the demand for visual stimulation and

«<»



‘contemporary”

comfort = what Philip Will characterized in Mid-Century

Awreriea as * xture and decoration’.

na less rig determined

s th Contemporary’
ArChileCls Were mor mocrane in the they set out 1o reach,
and maore pragmatic in the standards 10 which they aspired on behalf

ol their clients. Many pursued an active interest in low-cost housing,

-r on behall of local a ities, or in parmership with

for example, it

commercial developers, and the profession as a whole deliberately
sought to avoid being perceived as elinst and exclusive. A desire 1o
encourage a greater three-way dialogue between architects, clients and
usery of modern buildings was reflected in comments made by Pier

Lauigi Nervi at the time:

Eve

definition of his requirements and the choice of designer; the archi-

ne contributes to architeciure; the client, with the exact

tect in the function of interpreter or rather catalysi, of the deep and
us feelings of the socicty in which he hives; the
judges a work of architecture with the imme-

SOMCTIMCS UWNCON S

general pul.li", W
diacy which comes from the very fact of living in it or beside it and,
by its verdice, influences succeeding developments in building.

Amongst the design fraternity, too, there was a strong desire o reach a
wider audience, not just in terms of size but in social make-up as well.
T'his they hoped 1o achieve by encouraging manufacturers to put good
quality "‘Contemporary’ design into masi-production, thereby reducing
the price 1o the consumer. These ideas had their vrigins in European
imitiatives of the 1910s to the [930s — in the philosophy of the
Deutscher Werkbund and the Banhaus in Germany, for example, and

s who purchased an  Opposite Hosie these in the promotion of Industrial Art in Britain and Sweden during the
huwsed were conibonled of inter-war period = but it was during the 1950s that they came to
basic prfabricaisd fruition in real werms

It wias in the USA in the 1950s that many of the most sighificant

A
phatagrnph

compenenti swek as sieel
U bary gud condrels
tlacks, rhay were relatipely

early pastswar developments wok place, both in architecture in general,
and in domestic architecture in particular. This was in part due o the
arrival earlier in the centry of several emergent figures from the
European Modern Movement who had set up practices and began 1o
teach. In the 1920 Eero Saannen armived from Finland along with
Richard Neutra and Rudolph Schindler from Austria. In the 19305
they were followed by the famous wrio from the Bauhaus, in Germany;
Walter Gropius, Marcel Breuer and Ludwig Mies van der Rohe.
Equally, however, it was due to the consolidation and expansion of an
increasingly healthy native tradition, stimulated and presided over by

o Losiini,

g of

wie dergs  this slan of on interioe.

parTeur STty

the 1owenng elder statesman of the Amencan design world, Frank
Lloyd Winght

I'his dynamic cockail of influences, triggered by the prospect of
ecomomic renewal following World War 11, led 1o a flowering of native
talent in the field of architecture and design in the USA during the
fare 1940s. Added 1o which, as the American public became more
recepiive to *Contemporary’ design during the 1950s, thereby stimu-

ng the market, the USA emerged as one of the new design

erpowers af the post-war era, along with Finland, Denmark,
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Sweden and Iaby. In the beld of

s the andisputed

the editors of

» teach a limited public

they also engaged in a wider range of activities 1
hooks on the subject of house desy Wi
ol come v practice = which o wh wider ai ST
helped 1o raise public awareness ol under discossion by
specialists in the field. In so doing, however, they were not uncriical of

icas of

their audience, as they felt that it was the American wea

complacency that was inhibiting the wider accepeance of i archi-

tecture and interiors, 1t was o by del

ately puncturing these
complacent atttudes that they lelt they could make a breakihrough, I

in clear from the tone of Nelson and Wright in Tomerren s Foase that
the cowardly and ofien reactionary natare of the majority of potential
Amercan house-alders and homeowners before the war was consid-
ered the major hurdle to be overcome in converting the public o
modem architecture, 'The pereeived need for stumalation and guidance
in this area was what prompied the somewhar didactc one of Howard
Myers in his foreword:

Every morgage banker should read it to make cerain the bouses
he finances will retain high resale value ten, Rfieen, twenty years
from now, Every house builder should read i if he aspires o
greater sucoess than his smug competitor, Every real estate man
should read it because it can add a new note of conviction o his
plea for home awnership — of the right house. And every architeer
should read it i only 1o stilfen bas backbone w he iells the
“You cannot walk backwards into the funre!”

The metic employed by the authors themselves, however, wis 1ot i
barrage their readers with talk of Modernism and the avane-garde, bus
1o attempt o persuade them that what was being proposed wis simply

w matier of common sense, Interestingly, what distinguished this book
from those that had preceded it and what made it uniquely American
was that functionalism was no longer presented as a pseudo-science but
at a commercial imperative, This pragmatic approach was very differ-
ent to the high-minded intellectual tone of the European Moderniss
during the earlier pan of the century; it was clearly designed w appeal,
in particular, 10 a more hard-nosed, business-minded American auwdi-
ence. It was directly 1o this audience thar the anthors now spoke, not,
as in the case of Yorke and his contempararies, simply 1o fellow archi-

tects. They had no desire to preach (o the converted. Furthermore,
Nelson and Wright perceived that during the firse half of the 19405 a
ge had been taking place in publ UISA as

a vesult of the impact of the war, Since people were now

subile ch attituides

sive to common sense and there wag no longer any need 1o pre
little light-hearted persuasion was all that was required i or

bring people round. Gradually, wo. the somewhar off-pu
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m wr words, muke i""i'l uncoriloftable enough 0 Cuesthon the
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Lo Tiporary’ archiecture,
Nelson and Wright assured the public, was nothing to be alarmed
abwaty “the swing towards the modern” was the mos sensible course for

socicty a8 a whole to Tollow.

Eguating the American pu with a paticnt sulfering from a
psvchosamatic illness, what Nelion and Wright prescribed initally was
the verhal equivalent of 4 good dose of salts, This they admintstered
in the form of an amusing exposé of the aesthete foililes and preju-
dices of the middle classes, drawing attention in particular to the
meonsistenoy of the public’s response 10 modern deagn, which they
found acceptable in the form of a mechanical gadget such as a fridge
pplied 10 a house, He
judged by inlerited or received notons about acsthetics and social

of @ car, but unacceptable whe
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suitability Tor the task in hand.
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Az in Burope, intense pressure o house the Rst-growing population
resulted i an explosion of building acavity during the lae 1940s and
the 1950, typified in the USA by massive standardized suburban

e uch as the Levitowns in New Jersey and Penmsylvania

MR
buili by the entreprencur William | Levitt At times the scale ol build-
ing activity and the momentum it generated threatened w result in a
free-tor-all, especially when unserupulons developers became involved,
Huwever, such momentum could be constracnve if channelled in the
nght direction, such as via publicly or commercially Tunded low-cosi
heusing schemes. This was the motivation behind the many prototype
architwer-tesigned "Conternporary’ houses developed during the period,
niiled 1
pogularity of the ‘Comtemporary’ style, hiwever, very few developers
would invest in housing schemes that were wo overtly modern, so the

which we

7 mass production. In spite of the growing

majority of houses, although they contained many modern features

wiithit the intersor, often had A conventic
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It was during the Depression years af the 19308, when the bulding
le was in recession, that manv archivecrs had bepun to investigate

seriousty the idea of low-cost housing schemes, Tdeally, the aim was 1o
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flourishes,.. Arn ciy who 19308 were dechicared to the

eetiFe a8 a

il of & e 1940y the true IJ.I.||| wan

niefardizanon. ' Chuat

f these experiments grew the rem

the house
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il the Case St
ol Jahn Ente

magazine Aty and Arehibeciure

case study heese 12

iweni r ol from the

InE usiig star

with the ren

commercial pr

programme alimarely changed direction a

the early house

EWi Ve his grusdang

Fatic fegiona
the Modern

mal profite. It also wok on o

to a mouthpiece

magazine was transformed |

Movement in America, with an internat

stylish mew graphic identity created by Herbert Matter and Al

Lustig. Aesthetics also pl Study

an impartant role in the C
Houses: the scheme was not just about functionalism and “fitnes for
purpose’, but about the coeation of what Entenza referred w0 as a ‘good
environment”. This encompassed both the intenor and exterior appear-
ance of the house; as well as its workability from the inhahitanis” point
of view. However, in some wiys the aims of the scheme were rather

vayrue and open-ended, which was why, even ar the outset, the various

architects involved adopted such different approaches, and why, after
some time had elapsed, it began w depart from it original premise -

the creation of low-cost housing in a ‘Contempaorary” idiom,

As with s0 many nitatives of the early post-war penod, there was
something of a missionary fervour about the Cpse Study House
programme when it first starced, Initially this led 0 some misunder-

standing abour the motives behind the programme: some suggesied

that it was just a propaganda exercise while others dismissed it as an
advertising ploy on behall of the butlding trade designed 1o boost s
business. What seems o have sctually motivased Entenzs to undertake
" R —— such a difficult, expensive and demanding project, however, was the

desire o consolidate the progress he had already made through At

and Architecture magazine in raising public awareness about the isues
involved in modern architecture, He was particularly concerned 1o
nhibit back-sliding on the part of the public o their former position of
complacency, In the words of Esther McCoy, “The Case Study House
programme was hased on the assumption = the fear = that architec-
ture at the end of the war would fall back into its eclectic rut'

case study house

What Entenza was trying to prevent was a returmn o the false idesl

of the Cape Cod dream cottage and other forms of historical revival-
ism, or ecclecticism as it was described at the time, so prevalent during
the 1930s. Through building the Case Study Houses, Entenza was
M n Movemens,
1o open up its products to public view and its aims 1o §

Nelson and Wi

hoping to demystify and popularize the aims of th

lic &

His aspirations were one step on from those
A A l ” instead of simply writing about the idea of “Tomorrow’s House', he
. decided to press ahead and build it instead, In this way he hoped o

biring the

dream house, it should be in a *C

tional style. By putting scoual exam
THIE I8 TME FIFTH OF A CONTINUING STRINS OF STUDIES BY NINE NATIONALLY-KNOWN ARCHITECTS
FoOR ARTY & ARCHITECTURI'S CASE BTUDY HOUSE PROOCRAM, THESE HOUSES WILL BE BUILT THROUGH THE

3 A X INT AR 00N AR I8 PRACTICABLE AFTER THI LIFTING OF WARTIMIE RESTRICTIONS
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te Thi Nty s achended fram Alsvye The sper pan
iy W f b by ain liaing deurng poam of Ca
{- wtr, it Kmify Mouse mamber {0

deiggued by Kemiperr
Vorrland and Kemper

ture and furnishings, he was
w's Huo

live one, b

' wan @y

fi were opened 1o the public in 19467, they atracted
168,554 visitors. ln the end, although only two-thirds of the Case
Study Houses were actually built, all the deagns were published

Several of the architects invalved in 1l gramme, such as

Richard Newu | Wil Wursier, were already well established by
the 19405 but the majority were relatively voung and unknown
Chatles Eames, wheo built a house for himsell with his wife Ray at

Pacific P,

isndes, and Eero Saaninen, with whom he colluboraied on
or John En
il 9

Huouses
1 o 1545,

utill ar the early stages of their careers. These two architects had

A on an ad

mbers

ciively, bt between the year 194

L

achieved carlier success by jointly winning the Organic Furniture

Competition held by the Museum of Modern Antin New York in 1940,
Younger still were Crakg Ellwood and Pierre Koenig, whose proto-high-
tech Case Study Houses of the mid- w0 late 19505 st new standards of
sophistication and modernity for the decade.

Whereas in some cases the actual clients and their precise circums
stances were known in advance of the design being commissioned,
ather houses were ongmally designed for imaginary chients. Richard
Neutra, in Case Study Houses numbers 6 and 15, called his imaginary
clicnts the Omegas and the Alphas, Each family had their own
fientious client profile, detaibng the number of people, thelr relation-
ahips, their finances and their habits. Before the houses could be buili,
however, they had o be matched w an actual tather than an imagi-
t, at which point the plans were often modified.

e houses shared was technological

racteristic which all
experimentation. Sometunes this was embodied in the actual structure
al the building itsell, as in the sieel-framed houses of Craig Ellwood,
and sometimes in the choice of building materials, as in Pierre
W use of steel decking. The desire to experiment was also
el i the incorpora ol new, often synthetie, materials into the
interior, such as Formica on work surfaces and Naugahyde upholstery
on furniture. Likewise, the prevailing interest in technology resulted in
the insallation of electric gadgots into many of the Case Study Howses,
such as auntomuted garage doors, hi anid television rquipmrm, el
miulti-purpose kitchen appliances, such as the combined sink-cooker in
Case Study House number 21, Sometimes technical innovation was
pre-determined by the sponsorship of particular manufacturers, who
he hope of benefiting from the resulting
publicity, the Pioneer-Flintkote roofl used on Case Study House
number 7 by Thornton Abell being such an example,

Ideas about physical layout were also common to many houses in
the scheme, These included open planning which was a4 Modernist

provided free marenials in

feature and ‘eoning’ = the grouping weether of related activities inmo
of the house which were in close proximity (such as the kitchen
tion of

aned the workshop) and comversely, the strategic physical sepa

arcas of the house devoted o conflicting activities, such as musie-
making and sleeping. As very lew of the thirty-six houses were

originally designed with more than one storey, zoning ook place
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mastly by locating contlicting acuvities in differenn wings

sed or an L-shaped plan, or on oppasite sides of an interion & F

courtvard. It was because of new hological ideas abour s i

beha

s

iour, therefore and in particular the need w balance the pre:

sure for sociability against the need for peesonal privacy = that oes

approaches to interior planning were adop

Perhaps 1

RC
ipled by the ‘ideal’ cliems —

£3 Were el

meant that fewer compt

expression i experim 0 Were e nelarien:

tal 1o the project. The house was built of pre-fubricated indust Leel
i 1

ilinear in form, the

ros-biracing, Strangly o

framing with diagomn

square panels with which it waa clad were composed of & maxture of

tratsparent and transhicent glass and hightweight opague matenialy,

such as Cemesta board, ashestos and wood, painted in black, white or

atively st

primary codours. Charles Eames apparently found it «

clurd 1

o work within such fixed constrainge, writing in At sad Asch

1949 “it is interesting to consider how the rgidity ol the system wis

responsible for the free use of space and 1o see how the most mater-ol- -

Lact structure resulied m patiern and texture.” -
Inside the house, many of the building materials were lefi exposed, .

such as the steel Ibeams and the ribbed Ferroboard ceiling. The invide

surfaces of the opaque, exterior cladding panels were covered wath siff- =

ened natural canvas, while one of the interior walls of the drmmaris g

donble-height bving room and several other interior walls were fnished

with wooden panelling. The house was furnished throughout wich

furniture designed by Charles Eames, with paintings by Ray Eames  Previous Page, waaabulits v

and other Modermnist artiste, and with & rich array of colourful folk wr,  Opposiie and Above e

textiles and sculprure collected by the couple. :;’e;}, » e
It is interesting’ to compare the Eames house with its partner, the .'A.-Il.:.m. Staidy H-Iu{r g

Entenza house (Case Study House number 9}, which although g imm was mumiber #

whi 0y wn

s~ s faen

techmagues, dhe Boawe

Evkerie

constructed usang smilar bisic matenials, followed a different pattern (o dogmed by O i M sy

e v S940 and
el w J 049

terms of its aesthebic treatmment. According to the Archteetaral Forum, the
two houses were ‘technological twins but architectural opposites”. In

the Eames house the exposed structural framework was a primary oy
feature of the overall design; Entenza house, the stractire was e
played down on the exterior, while on the interior it was deliberately

concealed under plaster and wooden panelling. There was also an Hlicd,

wifwr for

antithesis between the two houses in terms of the J’ulliu] el el
the main living room - so decisive in the creation of the overall aumos-
phere of a house. In the Eames house a sense of openness was created
through the exaggerated height (17 /5.2 m) of the main lving rodm,

whereas in the Entenza house a wense of spaciomsness was created

through exaggerated length (36 00711 my To aveid monetony, howe
ing vadations (n

Eames and Sanrinen exploited the ploy of cre;
level in different s of the main hiving room; in the Entenza he

this wits achieved by introducing raised platform areas and buil
sunken seating units.
The decision as to wheiber (o conceal the structure of the house o

whether 10 leave it exposed was an issue which cropped vp in other

L 53 4
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i Study oo i i 1 [ i L akang
0 ilarly pemine I
i lik
il ; thi ¥ nielu
ir Study Homse of 1950
i T i e ¢ 'S it nerele lor the stractur LITH]S

Hing on the w

the conclusion ihat there would be less resistance ¢

ence of thi s during th

wilter surlaces on the imerior, In some of his buldings, there

rhose o sweeten the pall

Although kmpressed by the smple, steel-framed structures developed

by Soreana

Ciraig Ellwood was less inclined w compromise when i

* 1o the aesthetics

i the imterior, and sought o highlighr racher

than te hide the details of the at siee] framework, Ellwood,

sl
subypected

(s

whose background was in engineering and who thus considered hi

free of the conditioning to which other architects had b

during cheir raining, believed thar as a resuly, he was more inclined

o expeniment both techmcally and aesthetically, His Case Study

Houses numbers 16, |7 and 18, bailt etween 1952 and 1958, were

ung, Hat-rv 1, single ey buildings, constructed largely

from: seeel and glass: with the

teel frames themselves lefi exposed

throughout, The reason why Ellwood pursucd this method of building
was because, i he explained in the magazine Progensy drekiiecivre in
1959, lie believed that *The increasing cost of labour and the growimng

lack of crafismen = our expanding machine cconomy = will more and

more [iroe construction o the units will be manufac.

[actory, wh
tured for [ast job assembly.” Although Ellwood’s vision of

factury-prodduced haousing never really ¢

k ol in the way he had imag-

imed, at the tme his response o this situation was to create minimakis
designs based o simple, regular grid patterns, His open-plan interiors

ncorporated features such as movable w

sereens, the design of which

were inspired by the purity and fexibility of traditional Japancse

domestic architeciure, Ellwood was also consciously working in the
it tradition of ¢

more rec

s Modernist glass pavilion, which had been Elbuiw
Seuddy Homs

pariasions va e uf

> Farnwworth Ho m Hlinois

taken o an extreme i the design of ©

by Mies van der Rohe in 1946, a project which was completed and
widely publisticd i 1951, fust erar 1. Blvodd s volvacecos i tlis
Ulase Study programme Ellwooed's wse of translucent glass p.ml'h 1w

shickd the terraces surrounding the building, and 1o screen the exposed

core ol the howse, reflected & greater concern for the personal privacy

of his clicnts, however, than was accorded by the uncon
Mies van

w

nising
sl during the 1950s

minkmalism and it was this type of

. The houses built by Elly

v hig ated in il

phis

unclerstatedd elegance thar was w ome the hallmark of the American

Contemporary’ St

" wherd alfecoed the Dot o Warking on similar lines to Ellwood was Merre Koenig, who
it peremsid s sets by Beslaried: Fwn Caie Stody houics tewards ke cod of ihe decide
Rocnig was particalarly cormi use of | as o building
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Fallowing Page Nigh!
siven from dhe terrae of
s Sondy Houie ramber
By Pierre Koewiy,
FA50=60, mnidh the
spectacular poaramd of

he Los Angeles
LExaminer commeemied i
o _feadme on the hoice ud
il mesiglemty fn 00 hal
ik Amgeles £ ey proad,
g fromt_pard

ral framework
ls, Mo

cison o leave the |

d on the interior as well as the exie

SR rior, the new techngur

@ bring em ed o ensure that the deval

high sundard,
(st Hsiese

casuring anly

Stucly

A TEPTEEE il the

e

the small

yment

porary | Seudly
House [number 221, designed the following vear, however, which was
o cally photographed ar the time by Julius Shulman, ooe of the

leading architecmural phoographers of the day. This house wok Tull
acvantage of & remarkable site on the promontory of & hill overlooking
Los Angeles, with a clear 240 degree panoramic view over [0 square

miles of the -'i:}' and ity environs, The sense ol natural dres

1 Wil

ronl overhang,
ol the hillside,
suspended without visible means of support over the

further heightened by the cantilevering, not just of t

but of the main living room tiself, well bevond the edgy
50 that it wa
precipice below. According 10 the client, CH Stahl, quated in Sluepromts

for Moden Living, "The view dictated a contemporary sivle.” The spee-
racular success of the house both aesthetically and structorally was a
tribuie 1o Koenigs confidence i, and understonding of, his chosen
material, steel. This house was one of the greatest triumphis of the Case
Seudy programme and, hecause of the extensive publicity it received,
through Julivs Shulman's remarkable photographs
influenaal i popularzng and rmsng the status of the ‘Contemporary’
style, It certainly gave a greatr hoost 1o the building industry in the
precipitous Hollywood Hills, showing hew well-suited the building tech-
niques of 'Contemporary’ architecture were o this type of rough

. wis highly

terrain, Furthermore, cantilevered '‘Gontemporary’ houses of this type
gave otherwise unusable land a higher commercial value, by harmessing
a view that could otherwise ot be easily exploited.

It is, therefore, somewhat surprising to learn that, successful as it
had proved itself to be in the Case Study House programme, the tech-
nigque of building steel-framed houses did not, in fact, become
widespread in the USA during the 19505, According to Esther McCay,
the main reason for this wad the inflexible nawre of the construction
industry in Morth America ar this dare

The steel frame was o steict 1o lend itself (o mass-producton; the
margin for error was oo narrow and no scheduling procedure that

mixed the wood carpenter und the steel carpenter was ever devised,

For these reasons the sieel house never became a common type,

These ¢
programme as 4 whole from a comemporary standpoint in Slueprng

mments, and her summary of the impact of the Case Study

for Mederm Liing, place this achlevement within the social and political

comtext of the time

I'be Case Study houses were an idealized mirror of an age in which
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iled Re lisabisg, Cloteeive
1 w. Standard |
i a they did nt
wis an cllort fo amve a 1
g or detailing I he vice the
s menidence experimentanon embodied in an
of the first eight e tihe and plac

Although the p the last
Case Study houses to b Aired
Beadle and Alan Dailey in R TR |

w0 the scheme was never quite as strong after the deparnure of John
im 1962, By il

“nienaa fr date, h
I late,

wever, the mags

ZINEC Was » the converted, as the ponciple of the

ctire had been widely

Cantemy e arel

accepred for o number of vears
When, in 193%, the American Insute of Architects had pubdished
houses in the modern

ok, while the [

Arcla x Cal
wack of the |
reservedd for buildings in more traditional or “eclectic’ sivles, By the

a survey called B

stvle were hidden awav at the fil was

catly 19605, however, when Von Eckardt compiled o néw survey called
Mod-Contury Archibecture e Amenea, there no longer seemed any doubis

or reservations about the American iml:]u-. w l|||:|§g(|r~< 0 accept

“Contemporary’ design: indeed, this hook was an overt celebration of

America'’s growing world supremacy in the field of architectnre, By this

date, the jibes of Nelson and Wright at the parochialism and conser-
vatism of the Amercican public would have seemed our of place. I was
iy assumed that most of the American middle clisses werd o
discerning in their tistes, According 1o Henry Luce, whose addres 1o
kirdt's

s been

the American [nstinute of Archivects @ 1957 is quoted in Von E

an in architeclure

book: “The twenticth-century revoly
accomplished. And it has been accomplished mainly in America = no
matter how grear our debt w |.'.1J|\lpl'.||1 gerius,’

ent ol

nhdence and pride in the achiey

This new-lou
American architects, and in their hard-won mdependence fraom their
I Iy i Miva- Cemtuey
of its material, but in the riumphant wne of the commentary by i
editor, Von Eckirdi, who summariges post-war developments thus:

uropean colleagues; shines throngh very ¢l

ehabecinre i Amercn. Not only bs it apparent in the sell-assured quality

v than it has

No sooper has America cmbaaced che new arehi

blossomed out mto a richness and ventveness that must, 151 relioe
apect, astound even it most daring prophers. Tis stark, bare and sequare
wative

TSI,

argely @ gesture of protest against over-

has given way to a less sellconscions expression, Taking up the

fundamental tenets of earlier ‘modern’, a new modified modermn w

stiis aie

three basic ch

cieristics hay developed. These chiaracter

First, a wtallv new emphasis on the interior spaces

il their

nfort, and beauty

i terms of their usefulness, o

s withir b

relationship, In the past, ¢

artments. Inte

wr spaces are more flexible and semetmies cai

By

descril

e endd aof the 1950
| by MNelpon and We

that 11 was now the apen

Cape Cod cottage thar had caught th

Tomorrew's Howse' of 1945 had become

b the end of the 1950s the “Ca
the USA thae i had itsell b
1 I e world the e of ¢
America. In 19 elson and Wrighe
Howse' tha

Tramicall

widely a

ped in

ik,

estublish

I'Kl).ll'.hll'
Cape Codestyle “Drea

this plienomenon ‘exists becatme

ot thinking and

to the pr whir |

s autliory
ws'. Withi

had wrmed full circle and such comments had b

|

feeling

solidarity with his |

whird Amerdcan "Contemporary” houise
i

able 1 the sta
Al

national power bud sk

r the it that el

o shilt which e

il mie activity. Furthenmoore, whereas be

werally travelled from Europe to America, after the war

icdeas had
this situation was reversed and, Tor the first time, |

foreed o pay & 1 an

In the missive programimne

Enira e war 1y andd Dualy, the defeared comnone re

oA | iciarics of American investment ahd, as o Japan, abong

with American money came ¢ T
* wrchiteciure, Lin
eh o wictor in the AT i

outstde inyvesiment, and thia, o | with th free i

shortages of building marerials and Iabour, s ¥ e

in the feld of d tic architectyrs up 1 T |

wrtifi I o the output of the T i 1 it

ol which hacl o be channelled towarcs ¢ ) !
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ARTHLEMEM
FYEEL

n T Howve, Nelson and Wrght ha w1 1
e hromistic situation that prevailed In the domesns Iding wade m
T wrmierica belore t I

we have sud about today’s = could now By anyont
wl sense-and cour to rackle it
Alchough technology in the form of new |

sdnce the begin
.

toes built lwetween the wars made

kept pace &

1 appearcd

Bed

advanced materials and eechniques that were actually avalable; stylis.

use of the

tically, the two were incompathle, However, with the acceptance of a
new acsthetic after the war = the ‘Contemporary” style — materials that
had previously been considered unaccepiably modern were now more
2

Whereas in the past i

widely ac

st houses had been built with deep found,

tions in order 1o create the stability w build wpwards, now relatively
shullow conorete foundations could be lakd, making domestic cellars a
thing of the past, except in countries such as Sweden where they
remaned ,:uim'.-.ur lor oither reasons, On top of these foundations,
rather than bulding cavity walls around the perimeter, aften just the
hasic skeleton of the house was erected ac first in the form of a frame-
work of posts and beams. Although sieel-framed houses never became
\.||t<'_|||_ even in the USA, sieel in reinforced concrese began 1o be
, parthcularly in wall
Blocks of flats and offices, which required special strengthening. For

wiidl

widlely employed in 'C

ntemporary’ architecty

individual houses, however, unless they were cantilevered or fully open-

pla forced structure of this natire was not always necessary,
|

comcrele or steel posts wath wooden beams. However,

ar xture of

ra
wen in the LISA,
by used throughout this period, the
prnciple of first crecting a skeleton and then fleshing it out was gener-

the framewnork was built entirely af wood

where wood continued 1o be wad

ally accepred as the sensible way 1o build a ‘Comemporary” house

Omly wlter the basic framework had been erected were the walls
constructed. the substance of the in-fill being dependent on a number
ol factors, including local building taditons. the availabality of mate-

ils and the nature of the climate. Teaditional cavity walls remuined

f
popular in cold northern chimates where insulation was important, In
Britwin, houses were often brick-faced on the exterior but lined on the

w with noreie “Thermahite’ insulanon hlocks, the cavity some-

teT

times bemng flled with insulating foam. In Scandinavia and the LISA,

-and-groove wooden panelling was extensively vsed, partdy

= ol the easy availability of wood, and partly because it was

10 eff
uth

Iom was feql

ctive both in terms of insulatien and for its acsthetic

tes, in the ab

g with n

baorh the heat for this re
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ol f i ik v en | | I

1 iker (A TR L € met light pen 1

W ABleTior, an herx il il ' L Clorhusir
Ly " Haliusrion in Ma les being a good example, Wel cliat
el materials th vl Lf | I therelore exposcd

M reate i nd metals that mugh rade ha L] I |

I ool v I I lel (| n Briau L
1 be regular i | b oreder 1 1At Lo P !
mz. Dry chimates, on the other hand, required mperia 1

Iry vt and crac naking i I TALET IR urh

inity ol the ste

unimee o Los A

Clase Study

tions in cladding, however, ‘Contempotary’ houses througt
world bore nuany sindlarities, becavse they so ofien shared the same
structurial bast

Wha

design was ity tendeney

was relre

hing

howses, bt schoals and of r
modular basis, Although on a large scale this mi have led o monot-

led in v iy aned clariy

ooy, on & domestic scale | often re I
Pypical of this new approach was the single-storey Leshaped hause
bsile for M Edward Pearson in Mamaroneck, New York, by Richard

Gordon durime the carly 1950s This bouse was ariginally feamred in

the magazine, Arehitectural Record, and subsequently cared

ary My

| for especially simple o

the honse

Teanery af Con MTment

id oot om a4 1/4 ft

is desig

[1:3 m] module, with 6 x 12 in [15 % 30 em] long keafyellow pine
beams, The beams rest in sieel siraps welded o light-struciaral sieel
I-columns imbedded in the poured concrete Toundation, Beams are
B2 fi |_I (I

celling panels would go in place without cutr

i centre, ao thar 4 x 8 fv 1.2 x 2

1 ool

rodin wis in one arm of the the bedrooms were 1l
example of “zoning’ - with the entrance and the kivchen st the junction
of the two wings

Although there were many shared characoeristics 1o “Contemporiry”

rules, and the brief to create o

houses, there were
g |

prineiphe ol mo

mporary’ house was interpreted in many e was, The

iy, for example, did nor me

which it was adopted looked the same; it simply provided a fexible

nltely varked,

grid framework, the sciual lavoul of which could b

Prool of the [act that a modular siructuee need o ¢ prominen,

could casily be disguized, s provided by an af the dwellings
featured in 4 Treaswry of Contemporary Han ouse built for
Sigmund Kumstadter ai Highband Park, wge Fred hoeck
and Willimm Keck, This houss, which won e Award for

Howse Desigr

seribed in A Treasrr o0

Chicago Chipter of ¢
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ki 1 1 1
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roofs, but it w
of which were
sratier, and it ¢
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up their practices alier the

for mdnadual expressaod, a
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3. the interior

“The virtues of the open plan have intrigued us all for quite a
while, and stirred up a lot of arguments. By now, few can
seriously question that it is a good method for gaining flexibility
and a sense of space in today’s smaller, more compact houses —
and perhaps for lowering the cost.’

Emerson Gable, A Treasury of Contemporary Houses, 1954

The most distinctive and remarkable quality of ‘Contemporary’ architecture was
its treatment of interior space. When walking into an architect-designed house of
the 1950s today, it is the creative way in which the space has been handled that
makes the deepest impression. The most striking feature of the “‘Contemporary’
interior was its sense of openness and airiness, even when the house itsell was not
very large, which was often the case, particularly in regulation-bound early posi-
war Britain. Clearly it was in this field that post-war architects made

decisive contribution to the development of domestic architectu

recognized by Sigfried Giedion in Space, Time and Archuecture:

«<»




‘contemporary”

 placed in space and relate woone another,

Wy

ed Trom exterior space or B perforared by i)
wversal anrbuic which &

Nelvon and Wright moted in Tomoreoie s Hosoe that, “Contemporary
hesases have been planned 1o provide an acceptable minimum ol living
facilitics within an at mum of sp The 53l

e, had w0 ke bow o masimiee the

iparary’ architee i

ol siee by pensoving so ol those physical barmers, such as
Moors nd walls, which had hitherio defined and defimited space. This

was one of the feares tu distinguished the work of Peter Womersley,

thie mast talented Britksh domesy rehitect

architeet of the period. The
wrote about his RIBA Bronee Medal winning houwse, Farnley Hey, in

West Yorkshire (1953}, in the fdead Mame Veardook of 1957

The aven of approximacely 1,650 sq ft [153.5 sq m] contained
within its walls appears 10 be much greater than i is 1 Gact. The
widle X P ol window, the ouwtdoor terraces amd e lyes £luad
colonise space outside for the house, are partially responsible, but
it i the planning and degrees of enelosure that accoum for the

5

[

wusiess ol the building. Apart from a smiall Lading between

e; the
ase 15 as much a piece of furniture as a link between the

i and bathroom, there i virtually no ciadulation s

sre

dillerent levels of the house,

Even when the hriel of the architeet was more circumseribed, for
example, when developing prototypes for low-cast mass-production
lowsing in Britan towards the end of the war, the importance of the
principle of open planning was clearly recognized. This is apparent in
hie COHILTETILATY in the Arhitechral Resiere 1 1945 on the :xprlilnruh.ﬂ
hawses designed by British architect Frederick Gibberd the previous
B
Minsiry of Works:

year for th b Trom and Steel Federation under the aegis of the

They are frankly experimental in plan, struciure, and material...
Thimgh in essenee an adaptagon of the vardstick plan, these houses
have succeeded i mtroducing within theiwr limited space of the

reguired 854 s §t [79 sq m] Boor area, the sense of spatial freedom

ansdd flexdbility which distinguishes contemporary work at it best,
Every use hus been made af the degree of plan emancipation
peovided by the system of frame construction, The ground floor has

been planse ly as possible, Each hiving unit can be

combined with cach of the others, gwving a variety of choice for the

AN RO

wwner... Another essenmally comemporary feature abouwt the honse
1% the way in which the breakdown of the usial box-like rooms has

been carvied Turiher and applicd 10 the outsde walls, The walled

il the pormal fortress hinse has been overcome by jolning

the interior

the interior with the garden through frencl windows leading op

a small paved terrace
Although relatively insignificant in comparison with the initiative
taking place in the USA, where the domestic intenior was bebng sicd
up more comprehensively, in post-war Britain these small steps towards
open planning were highly sigmificant

This new physical openness had a hiberating effect on the characerer
of the house, as well as 4 considerable impact on the way it was used

Ihe ¢

for the *Contemporary” style revealed much, not just abot

W il

r
bse thinking

enpcouraging 4 more relaxed and mforma)l lifese

of the architect, but aleo abour the characier of the «
t Howse, Nelse

WETE i poor

TSSO

clienis. In Toms and Wright pointed ont that hadly

destgned hot

Hecton on the ]u-upl:- whe M-

sioned them: “What is a house?, . It & a perfect mirror of a society

mast of whose members are desperately afraid of acting like indepen-
dent individuals. lis weaknesses are social, not technical.” By the same
token, when a house was deemed to have been designed suceessfully, it
was because the owners had stated their real needs clearly 1o their
architect, who had wsed these as a basis, rather than aceepted or ©

o
ited design formulae, However, although the new open, airy imeriors of
the 1950s prompted their occupants to adopt a correspondingly unfet-
tered lifestyle, this is not to imply that such an ambiance was easy o
create, It certainly did not arise out of a casual, detsez-faire nrimde on
the pari ol the architecty; indeed, the suceessful "Uontemporary’ house
was the product of an extremely exacnng design process and a minue
attention 1o detail, a (act belied by the nawralpess and spontancity of
its final appearance.

In physical terms what ercated the sense of lightwess and airiness
was the introduction of open planning, a concept developed during the
early part of the century by Frank Lloyd Wright in the USA and by Le
Corbusier in France. In his foreword to Temerrean 't Hawee, Howard
Myers commented that, “Perhaps the greatest virtue of tomorrow’s

howse is thar it frees the plan... from the arbitrary concepts which have
gotten i the way of gracious living these many years.” By wsing the
phrase ‘gracious bving” Myers appears, hike Giedion, to be making 2
link back to the more creative use of space in carlier times, particu-
larly the cighteenth century. Since, by the mid-twenticth conury space
had become something of & huxury as populations had swollen and as
land had become more expensive, the creation of extr space = or al
least of a sense of extra space = had become the first duty of the
“‘Contemporary’ architect.

Open planning did not always mean removing all the imterior walls,
but often leaving only these that were structurally or socially necessary
The rationale of a room became expansion rather than containment
and the principle underlying the design of the interior as & whole was
not to produce o cluster of separate boxes, bul (o create instead o
series of imerlinked and interrelated spaces, their size, shape, and posi-
toen determined by their function

Until the mid-twenticth century, it had been structurally imperative
1o fnstall physical divisions between rooms in the form ol interior boad-

hearing walls, As mentioned in the previous chaprer, the tec hnical

Top and Abevee Tin
Jrerifiettine deirsngn of
Rasnderova Howse,
Midaloser, deviged by
Haith Rubarti in 1958, In
Frix propasals, the archiect
rmeaieged @ Hpktreess ed
Phyacal openmers axsendig
reght throggh from e
amdrance hall tn the Jreimg
dinang e, eckied By
reducing the number of
imbersor mralls wnd mitelfing
flentiful rrundmr
Tiroughisl the ground

fhaor 31 iy iwggested that
there ihould be reguiar
eatruniions o sarfuce
Paitierny ard dradures for
doth Foor-coieringi amd
wall~comerimgn. fa the
dvaiiesiiip af the eniianos

or evampsle, the flaie
st
erliple uf

iy puiobde mner
e piary, oaE i
i biwr, the wiher ha

Jasierned i



the interior

wices 1h Mriclioral ch@nnecing mr thai this was no longer nece
sary, so that modern interiors could beco nire apen in Layvoul
Adapting both w the unlan aesthetics of open planning, and al
wes in established patterns of behaviour ook several decads

pre
ieal archites

r Kathe wh

Even th

those such as b
Modernism — still ¢

As dhiscussed earlier,

had ptoneere

old conveniic lisign

o do dnstadl Wiwenzht Fobdiowiy

walls a8 temporary subdivisions within larger 1

for justifiable pracrical reasons, but simply because of conve 2
an accordion-type wall might be pulled across the room during the

meal mme in order 1o separate the living area from the dining area

alihcugh the Modern house of the 19305 was likely 1o

i

an living roomddining roem arca, ithere was

contain a combined op

siill resistance 1o the idea of opening up the partiion betw

kitchen and the dimng room, In middle-class households the kichen
was still perveived as a place for the servants and it was not considered
socially desirable w connect the dining room with the kiechen,

Of the filty house plans recorded in Yoske's international inter-war
survey, The Medem Flane, almost all resained the kitchen as an entirely
separate, enclosed room, always very much behind the scenes and
aften distanced from the dining room by a carridor. To emphasize this
social division, many examples were illustrated in which the servants
living quarters were located directly adjoining the kitchen. i the same
area as the paniry and the laundry, where most of the menial rasks
would be carried out. The discovery of such socially retrogressive
features in the 19505 avant-garde houses of architects such as Marcel
Brewer, Le Corbusier, Walter Gropios and Mies van der Kobe comes
as something of a surprise, but also shows what a transformation in

thinl
‘Contemporacy” archi
dispensing with the formula of temporary screenstype subdivisions,

g and lifestyle was brought aboai by World War 11

ecin of the 19505, although not entircly

embraced the concept of the openeplan idea more wholehearvedly and
comprehensively. After the war, it became much more common in the
USA, for example, 1o find the kitchen and dining room directly linked
ms combined ineo one, 0 the form of a angle

often with three ro

and
fiving room/dining room/kitchen, Creating a sense of division withow
ig physical barriers was one of the great challenge

crec

*Contemporary’ imerior design, various solutions to which w

proposed by the vounger generation of architects, One such solui
waas 1o subdivide these large multi-purpose rooms by means of the 1vpe
of furniture or accessories that were installed, such a8 storage units o1
plant troughs, or by the way in which the furnimire was positioned or
grouped. Another means of suggesting natural subdivisions within a
large roam, which mvolved a visual rather than physical ploy, was o

introduce changes in surface texiure to characierize diffe L]

ety of 1k

This might involve laying a v

tiles for the kitche

for example,

|
room and living moom floor areas. Different wall o




‘contemporary”’

apwi e




the interior

per in the kitchen, Shigh

reas of the room = even if

level between different

single step upwards or downwards = could also sugy

or imply a change
of 1t occupant
. Such i ¥
areas within what might otherwise have seemed a s Ik
Or Manotonous open-plan room
Owpen planning was by no means resors 0

roomd hiving 1 Arcas « SO A I o

plan naty thie Wils ap a8 sowt a8 the vis
erossed the threshold. The entrance hall was also used as 8 vehicle for
announcing that the visitor was entering o “Contemporary’ house,

Instead of the usual narrow, constricted and often dark ball corridor,

with stairs leading directly up from it to the first r and with e

bly an awkwardly-shag broam cupboard tcked away under
stairs, the hall became an open and !mr.pn;.‘nlr Tr'rrTuinu arca, a fover
with vistas through inte the main living reom, Indeed, in the warmer
climates of the USA, the hall somenimes opened on 10 an internal
courtyard with plants; often it connected directly with the kitchen

To hberate the hall and transform it inie a lobby, the stais wers
voned in the living room, thereby §

olien re-p 1g space in the

entrunice’ for builtin cupboards of & regular shape. The idea of staies
rising directly from the living room might at first appear rather
awkward, but the stairs themselves = almost invariably open-tread -

formed mn

egral part of the open plan, and were often considersd o
design feature. This open-tread design made them look rather like the
ladders between the decks of a ship — which further emphasied thewr
new role as visual conmectors between levels and played down their
former role as a symbol of physical separition between lloors. Alsa,
because they were open rather than enclosed, the open-plan theme was
extended v the firs-foor level, with the landing, or the room with
which they were connecred upstairs, being visible from the ground floor

Closely hinked 1o the nature of the stainn and how they were inge-
grated with the living room in order w extend the open plan, another

feature of ‘Contemporary’ houses was to locate rooms ar half-levels,

rather than umformly floor above Hoor, Sometimes 1his sort of
ment arose out of physical necessity when, for example, the
nature of the site p:umpu-rl the idea of & terraced imterior, 1t was also
often simply a way of adding visual interest, hreaking up the potential

monotony of an otherwise unrelieved open interdor, In crossssecti

such plans resulied in @ stageered inter-leaved armangement which
the effcct of distancing centain rooms = even if only by a relatively
short fight of steps = that would otherwise have been on the sune oo
and, conversely, of bringing some rooms closer that would etherwis

have been on sey

te sioreys,

Ot of thas o

luvered plan developed the concept of the meszi-

nine Aoor — a familiar feature today in public buildings, such ‘ . A 3
theatres, but now less common in the context al the home, In i & §
Contemporary’ houses, mezzanine floors or balcony L wlings wer issde xinve the f A0 1 e




‘contemporary”’

olten installed in ¢ height living rooms, the juxtaposition
r ane of the moa deamanc interior des rifects of the | In
LISA the ellect wis ollen added to en ¢ the excilement ol i
already spacious layout. In Scandinavia and Europe, where space swas
Al @ greater preminm ntroduction of a doulle-height room within
w house might wpg s an unnecessary Juxury, but was in fact

ack the ¢ 1 ol the built

1. M

sht rooms an amractve option because they

considered exy

s w wh wd confir chitects ol

% @5 VArious

n their expresaon as Le Co

i |owe

jente of his Unie d’Habimnion block, Arte Jacobs
cost housing schemes near Copenhagen, Charles and Ray Eames in
their Case Smdy house in California and Peter Womersley in Famnley
Hey, near Huddersfiekd. Womersley, in partculsy, consciously exploiied
the device 1o dramatic ffect, a3 it not only created a large moom with
a double-height ceiling, but abo a double-height picture window bring=
ing even more of the Pennine landscape and sky, into the living room

Apart from the potential reduction in bullding costs and an increase

in living space, there were other practical and social reasons for the

growing popularity of open planning during the 1950x These were
' section of the house, namely the
kitchen, Linking the kitchen o the dining room by means ol & serving
hisrch, or desigming these two rooms as one, {acilitaied the passage ol
food and the return of empry dishes from one area w another, thereby
reducing time spent on the serving of food. It alse meant that when
cooking, the housewife was not solated within a back room while her
children and her hushand en d the freedom and the comlort of the
the hostess was ot cot off from

mare apparent in the “workst

lotinge. Equally, when éx
her guests, but could continue 10 engage in conversation throughout
the oceasion. These benefits may appear of negligible and dubious
importance today, but in the 1950s, when the rale of the middle-class
housewife was ambiguons, @ me that although women bad taken on
many ol the houschold tasks formerly undertaken by domesiic servants,
they need not necessarily be hidden away and taken for granted in the
way that the latter had been, The open-plan kitchen /dining room,
therefore, could be seen as an acknowledgement of the more promis

nent and assertive role that women would seck o play in the fotore,
both in the home and i the workplace,

Another feature of the open-plan house was the Incation of an open
¢ uf bitrhen mondi storage unit ing a8 & room divider between the kitchen and dining-
f eler gy areas. Such @ room divider might contain crockery, cutlery and
'}I‘J" ':""; :::l ':"J':"' and plassware, and it would normally be designed so that the cupboards
Rl sploui upened If"m both sides, In Seut INERnEE wilh high stools set up to
Attt o the working surface, the room divider could alss serve as o breakfist
@1 Mhe fhvnitur bar, & new concept that proved particularly popular in the USA, where

An iln L

iredien ah i

e dimimy ranm

a¥e i
o greian
= W

g tom, Deere it wan soon to beeome a design feature in its own right. Room dividers
W 4 ERraRETREG conld also be installed 0 lving rooms (o separate general relaxation
ArraREe ANl

e areas from specialized study or music room arcas. These usually ook

y shelves for

the form of storage units for books and magazines, disp
1

ormaments, or built-in casings for elecirical equipment, sueh as ridios,
| 1. Alternatively, they might take the form

of o cocktall bar, another fashion which onginated incthe USA.

EViNL
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contemporary the interior

For obvious reasons, it was neither sensible nor desirable for the wi
house 10 be completely open plan. Bedrooms requi EACE i Lt
anel bathrooms demand pri foor which reasons they wers

v d 1 child's bedroom migh ity y aa play aren, or

TE Mg

g parnno
space during 1t
N

ck Y

ol anming: problems wi

the [950s. In The Mowse an

ented;

xample, the editor cor

Alter the war, open planning wos eagesly seized upon as it seemed
to provide the joy of long visras and a really generous feeling of

space, cven i a small bouse. The problems of nodse and diseraciion

that are apt w arise when the vanous activities of parents and chil-

however, be for

dren are accommodated in one sace ¢

Architects have since had second the

t open planming and

towiay’s houses have learmed something from the 11 plan and some-

thing from the self-contained formulas of our forebears.

Oue aolution which offset some of the potential drawbacks, was 10

introduce into the design of the interior the Americ comcept of

zoning. As mentioned earlier, zoning involved the division of the
house into functionally related areas, with “like' activitics located in

close prosximity, and ‘conflicting”

crivities physically separated inio
distant parts of the house. As Nelson and Wright pointed out in
Tomsrvaws Howse, this was an idea that onginally derived from iown
planning:

Zoning has become a common word in our cities. To date,
however, few people have tried 10 apply it 1o the house. In connec-

tion with the house, all it means is that certain jor types of

NeRI e Dre STounal. By A . convnieoce and e pritacy A
v Right ‘goned’ house will have one or two slecping arcas, isolated as much
. 3 rl as possible from the noisier rooms. It will have a service group,
& E ,I ¥; including heater, laundry, and possibly a pomion of the kitchen; and
T ! finally it will have the general living section, which may include

! ' ! outside as well as inside space.

As o direct result of the popularity of ‘zoning’, many American houses

torey dwellings, it

festly casier 1o separate different zones on one fi

of the 1930s were conceived as single

ng m

e

than on
Lomng alse accounts for the comimon Lashaped and cross layouts of
many American “‘Contemporary” houses, as architects sought 1o locate
the different zones in physically separate wings or branches of the
house. Although, due o shortage of space, the adoption of “zonimg” did
a0t become as widespread in Europe as it was in the USA during the

1950s, nevertheless, it did have an influence on the thinking of
atermporary’ archit Prrvation il ([e niven
As we have see ercfore, the “Co wvian iially inedaes ansiting »

COmp wmbis




‘contemporary”

thought

the M

esses when plann

sk, provides a fascimating

whi

ther form the conception of ‘home eati ping. eniers

lar

taining, ctc was 1o be segregated on iis own partic

na further delinition - po walls and screens - 10 be e

niEa

s o ‘room’, Second, these separate Roors were 1o b

like leave stem, around a central core, which we

heuse all serv i | as support the

oo witham

g e ¢ all these elements were o be enels
a plun heared glass box, whose simplicity would provide a contrast

and yei give cobierence o the variety of levels inside

imatcly, although the fnal building did not guite matck this descrip-

tion, in spiric the interior was very close to the architect’s original,

somewhat poctic, conception. It embodied, in a very

mplere and

s wirtues of open planming and zoning, and graphi-
ustrates the direet benefits that conld be achieved by arranging

cally
andd divicing the house on these lnes,

Famley Hey also provides a classic example of the revolution in
interior design brought about by the introduction of large picture
windows, This was another new development in interior design of
cgual significance to open planning, and it was one that the home-
owner of the 19530s was actively encouraged 10 embrace, not only for

13 s well, ap Nelson and

acsthetic reasons, but for practical rease

Wright pointed out in Tomeree's House: “Why do most windows have
eaght 1o a dozen small panes, when single large sheets of glass are both
cheaper and bewer? [Big, simple ghiss an easier 1o clean,

far easier o look out

Duiring the 19305, in both factories and modern houses, the prevail-
mpaot iy te

T R P Py :ﬂ

img fashion had been for “ribbon’ windows composed of bands of small

or medium-sized panes sei the same level in sirips or ‘ribbons’
around the building. By the 1950s, however, & greater divergence
opened up between the type of windows considered appropriate for

housing, and those considered suitable for public buildings. While the

living room of private howse came o be dominated by the single,

large picture window, which sometimes encompassed the length and

breadih of the exterior wall, in schools and offices the system of curtain

walling became standard practice. This involved the creation of whole

walls of flush metal-framed glass panels, or aliernatively, panels of

transparent or tnted glass aliernating with opaque cladding. Somectimes
this cladding was also made of coloured or opague sheet glass or

ins the form of sheet metal

textured glass biocks

timies 11w

Cilass n pfacturers as the powerful Britsh St Helens-based
n, Pilki n, played a | role in the development of ar CTare
Vi onwards, | e it wak the Wa alass

Abave fabormr of a bewse
al (dden devipned by the
leading Damisk archidect of
the perivd, Ame Jarohors,
The fluor
awindosws n the Hying room
af thts arwm-shaped
dwelleng gue o droad

erling

seerping it of tha
garden, The Ephi from
dhese wrindasay £ abowg
exaugh o pensivale fnin U
cenirr of the cirrudar Bonss,
supplesnented by gddifione!
wrhead rogflights

the i

1terior




‘contemporary”

e h he way for innovations in design. Al the end
19 fected the technique of producing continy

loat glass, for example, thereby increasing both the widih and the

Vi tandard-sized sheer glass, Pilkington alio ex wented in the
field of thickened and toughened glass o pro Arimourplate

y [rame, At the same tme, the West Midlands firm of Cha

who were taken over by Pilkigton during the 1950, specialized e the
1

wid or patiermed, sometimes moan overtly Cloni

mioer traditional wchnigque of ml a5, which was often lextured,

nporary” siyle. In

sent rather than

the home, this type of glass, being trans transparent

sively used in bathrooms; while in the work place, it was
promaged as being ideally suited for office partitions

Clear, pl sheet glase was w dominate the aesthenc of the in-

terior of the i

smporary’ liowse. To be visually successful, open

uing required large quantines of davlight 1o lluminate the larger
=5 that were created through dispensing with internor walls: light

o penctrate further inio the micnor, and i order (o do so it had

This was ac

\

cal advantage

1 be atr

atallation ol larger

ved through the

oW arc

e Wi

ularly pict wi. Fewer but larger windows

as well in terms of maintenance, and

also had pri

ceonomic advaniages in terms of financial outlay, It was the sheer

|iu:u1l'il1, of natral light within the 'l'.\lut.‘:n'..-s-.u-," house that (raps-

rmed the chi

ter of the interior; and even at this early siage in the

volution of the ‘Contemporary’ house, Nelson and Wright identified

the large window as ‘modern architecture’s most important contribo-

i ko hoese clesign’,

Acrvording w Nelson and Wright, however, prior to the populariz-

sdern

1 of the ‘Contemporary’ house in America, windows in

houses had been installed *with vo regard for light or view”. In addi-

tion to the benefit of improved interior lighting, larger windows also

allowed the house 1w be opened up e landscape. This benefit was
recognized as being equally important, whether the immediate environ-

Ment Wi

i suburban garden, the precious green spaces surrounding an
urban housing esute, or & more dramane oper rural landse A Views

AW LAITIS OF CHEvE came to e considered the ideal serting for

Contemporary’ houses in the USA, and were particularly fashionable
on the West Coust. Ori

the landscaping of the area immediately surrounding the house

ation was also important, however, as was
as Walf

wweel out in Med-Centery Aschelecivre i Ameree; 'Carelul

von Eckardt pe

Brient

tion., makes the most of existing trees, rocks, and the topogra-

ph |

desgn of the garden b

ames us imporiant as thai of the iving

which, in a sense, it beoomes — a place invinng quict meditation,”
vl the phys-

It was for extending the concepr of the open plan ey

heal boundaries af the bouse fisell

and im0 the surrounding landscape,

thit Richard Neutra became so famous, [ollowing the lead of Frank

v work differs greatly in mood,

by Neutra of the
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the interior




‘contemporary”

il s 15 “[desr (8 EERVEY: ke house built in 1946 for Edgar
Kaulmann in the Colorsdo Desert, The scale of the windows in which
the house was sheathed meant that during the daytime the landscape

o wi integtal living component of the interiors, and at night,
ight, th the mountams

Fiis

r LSt

nierior and the exte been all

Ihe distinet bectween o

bist abolished by the use of pliss, both 0 mitped

Wirizht device to vaporize the vaditionally dark cormers) and as an
allsbut-invisible glass curtain wall that slides open a1 the woch of
c b

rough carrving the wirme

. Continuity between mtenor and exterior 18 maine

rraera oo without change

L h, becomes

g area to patio, so that the house, as sue

merely conirolled environment caught belund glass beiween floor
anid rool

Richard Newtra’s buildings received considerable atention and media
cxposure during the 1950s both in the USA and abroad, and in the
ficld of domestic architecture he was cleardy the most celebraed amd
influential hgure of that tme. Although in age and background he fell
o the gory of first-generation pioneer European Modernist, has
s LSA in 1923 meant that by the 1940 and 19508 he was
mare comfortable and fmiliar with the American lifestyle than some of

arrival int

the miore r

ently displaced immigrants from Eurepe. He was particu-

larly well r-||||',>p|'|i, ther , o respond 1o the needs of American

clients. From Europe he brought rigour, precision and clarity of vision,

but in America he was given the opportunity 1o develop a more human
e 1Jll|.'|ih|.| form of expression. The spirit of his work remained youth-
ful throughout the post-war period, and his designs for the Case Stody
House programme in Los Angeles, for example, sit comfortably along-
mide thowe of the younger generation af architects who participated in
the scheme. His work commanded a high degree of respect among his

YOunger

meemporaries, and his ideas and his aesthetics were pivotal 1o

the devebopment of the 'Contemporary’ bouse in America afler the war,

The house Nentri desigined for Warren Tremaine anita Barbara
in California in 1947, described by Cransion Jones as ‘one of

America’s great modern residences’, was equally successful. In this
house as many as possible of the exierior walls were windows, and a
greal many of these could be removed during times of hot weather,
The upper level of the house had a continuous tier of openings, includ-
ing windows whith swung inwards to form a honzontal glass shelf, a
wystemn first devised by Ne ihbean
e sirke
coording w the Arebitectural

itra b gt the hot elimate of the C

At the lower level, large sect of window could be shd o

‘like the curtain panels draping them
R
il

walls, Nelson and Wright declared thar, “Living outdoor and

of 1950, so that the perimeter of the house was less clearly

rd, but more Bexible than in & cony val house with solid

partially outdoor = is one of the major pleasures of owning a miolern

SR honiae.” 1t was Newtra who, because of his responsiveness to the impact
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‘contemparary”

T Blacks of flaty apere

v landscaped wbe
u lakr 50 Dhaf
peod

end plenhy

the interior

of landscape and ¢ ate, cnsurcd that this facet of "Conten

howse destgn Fulfilled it greatest potental

Although e

known for his privan

ol lie was
eommmit pement of low
the Channel Heights Housing Pr
1942-4, he introduced in a simplified repearable | v ol the
fedtures, including penerous windows, that had originally been

& schems 5 0f a

srivate clients. T

dhwellings of

canceived for

] familics. As a resull of

g for €

considerable size and provided lous:

these designs, he was later invited by the Los Anpeles

Authority to put forward proposals for a scheme for & large neigh-

TE TS

bourhood project to house up ro 17,000 pe at Elysian Park

Heighits, This scheme was intended 1o exploit the setting of a matre
well-developed park but it did no came 10 Instion

In the building of mudtiple howang blocks, some of the most enlighs-
ened site planning was carried out in Scandinavia, where the
impontance of the surrounding environment and the need for Lindscape
planning were taken inte carcful consideration. The blocks of “vouth
dwellings® erecied in the late 1940s by the local council for young
married u.up]n at Genwofie in Denmark, Ll.rsi._u.:lr(’ !1) Arne l]:uuil L,
were 4 good example. Three blocks were built containing seventy-two
apartments, all south-west facing, with their orientation staggered w
that every apartment had a clear view of the nearby lake. A garden
was created at the edge of the lake by the landscape gardener, Axel
Andersen, which meorporated children's playgrounds, The effect of the
whole scheme as deseribed in Architectunal Ko in 1950 was one of
harmony, and the habitat created lor the residenis extremely pleasant,
Each apartment had beautiful views, throngh windows large enough 1o
draw the landscape inside, and although the tenants did not have
direct aceess from their apartments (o individual gardens, their gener-
ous picture windows and balconies proved to be a satisfactory
substitute,

This sort of close attention to detail with regard to both site plan-
ning and the specifies of interior design was one of the most distincrive
features of 1950s" architecture, particularly when the architects
concermed were of the calibre of Neutra and Jacobsen. Thes designers
aspired 1o the very highest standards in bath visaal and practical erms
i an effort 1o ensure that their clients would be fully saushed, The

well-being of the people who would occupy their buildings was consid-
ered of paramount importance and had 10 be balanced against the
impulse of the architect for personal ereative expression. Jacobsen and
Neutra achieved this balance and hoped that their creativity would
foster creativity in their client when @t came o the question of deco-
rating and famishing the house, Fitting out the ‘contemporary’ house is

the subject of the next chaper

ifrmia,
sr (i B2



4. decoration and fittings

‘Let our dwelling have no particular “style”, but only the imprint
of the owner’s character. The architect, as producer, creates only
half a dwelling; the man who lives in it, the other hall.’

Marcel Breuer, New Furniture, ed Gerd Hatje, 1952

Unlike today, when the buyer of a new house is usually presented with a shell
and it is the sole responsibility of the new owner to determine the choice of
decoration, in the 1950s the architect tended to take a more active role in the
design of the interior. There were two clear stages involved in the decoration of
a house. First, there were those elements which constituted the fabric of the
building or which were, in effect, built-in features, such as floors and certain
types of wall finishes (exposed masonry, wooden panelling and tiling, for

example); here the architect took the lead. Second, there was the surface

decoration, such as paint and wallpaper. and the choice of soft furnishings, all ol
which were usually selected by the owner. Much as the architect would probably
have liked to continue to exert an influence on the interior that he had createe
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‘contemporary”’

iier | & been bhanded over ti the client, as Marcel Breuer posimied
wil alwwe, it way the character of the new owner which woubld subse-
gquently determine the nare of coration. Breuce’s ideas;
hewever, were rooted o the Baul

had believed tha

In 19534
i “While it i

n commenicd i Houser of

nemee of &

that the strengtl whiility and pe

are determined by the steuciure,

finishes play a hardly less

h

importane pare.’ His remarks reflect the face that the 1950 was a
peried when great attention was Flti-| to decorative detals, such as
surface finishes, As was the case with many 1950s exterions, texnire or,
more aceurately, the use of a variety of different texmires together, was
an essential ingredient of the *Conemporary’ interior, Sometimes

textures were physical, with a thiee-dimensional relief; occasionally,
they were purely visual, evoked by a flar surface panern. Both types
of texiure, real and simulated, were equally imporam,

Texwires incorporated inte the interior were often composed of the

same materials as the exterior = building materials in face or forms of
masonry - rather than decorating materials. Rough stone and brick-

work were frequently used, particolardy for chimney hreasts, or to

create a fireplace swurround. According 10 one commentator, Robernt
Harhng, writing in The Houre and Carden Book of Small fosres, ths

fashion arose oot of necesssty rather than choee, because of the peed

o economiie;

The widespread tendency to let the actual structure of the walls
provide the wall finish has arisen from the need to wve cosws in new
buildings and 10 provide a permanent, easily maintained surface. In
this cutegory are to be found fair-faced brickwork, painted bricks
and insulation Mlocks, such as Thermalite, plywood panels and verti-
cal and horizontal march-boarding, as well as sheets of plastic
lamminate,

Some architects, usually those of the older generation, disapproved of
this trend, because they found the rough appearance of these materials
unpalatable, and they considered that such untreated surfaces made

the interior cold and hostile. Used in a lin

ed way, however, Colin
Penn hegrudgingly agreed in Mowses of Today (1954) that such intrusions

were acceptable

It is sometimes suggested that in order 10 save money interior plas-
tering should be omitted in favour of hare brickwork, There are

s 1o this) the interior face of external walls should
st be brickwork but in

scvern] able

[ ulation tocks, which have & very unatirac-

Live appeari

;. common bricks are scarcely good enough for

rior facing and more expensive « musi be used; the thermal

I uncovered kwork is high and such w

« unless there is an efficient system of




decoration and fitt

os

kwark, but @ patch of brickwork on o

Among the vounger generation of Post-war arehites there wis a
genuine interest in texture for its own sake. This was o trend which
was alio expressed throughout the applied arts dur er i
Ll in purely architectoral ferms, i led 1o the s thetic
of 1960, inspired by Le G sier, whereby the i of
Cast o wle wias Jef s ilertor a the exierior of
Buoildin Ihe adi of this appr in a domestic setris

however, never became widesprend, bee concrete was used primag-
sy for structural s rath moas the ks building ma |

and it was unc her than i stricedy ied

o fird e el o

of the domestic intenior, In public buildings of an mstitutional nature,
such as schools and halls of resdence, and i low-cost poblic housing
in the form of blocks of flats, where economy was often the main factor

determining the choice of decorative finish for the interiors, it was

s this wiks
1508,
Tect from

employed extensively. However, even in these instiout

largely a trend associated with the 1960% rather than the

Exposed brick or stonework created a quite differeot e
that of exposed concrete; it role in the *Contemporary” honse was 19

act as a foil to the adjacent plassered smooth walls, Visual interest was
ereated by the contrast between the rongh and the smoath, and
berween the finshed and the unfimshed surfaces. Frequently a combi-
nation of up 1o three or four dillerent hnishes were wsed inoa single
rodm, so that each wall or recess contrasted with the next. Most
finishes other than paint and wallpaper were composed of natural
muterials, although plastic laminates were used on occasion oy o form

of walloovering, and other types of printed decorative plastic wallcov-
erings were marketed during the 1950s by firms such as Dunlop and
ICL, who were actively experimenting in this held. On the whole, in
the Iving room arca matural finishes were considered better becausc as

Robert Harling commented;

The great value with the natural texiurves is that mosi ol them will
provide a rich, warm-coloured surfoce, which is, at the same time,
sulficiently neutral to provide a good Foil for furniture and
furnishing.

In the USA, where wood was i plennful supply, wooden panelliag was
used extensively as a buili-in decorative feature in many
‘Contemporary” interiors. A good example of this can be seen in the
Case Swudy house by Charles and Ray Eames discussed earlier,
Tongue-and-groove panclling was ofien traditionally applied to the
exterior Of houscs in both the USA and Scandinavia, ot only because
of its insulatory propeiiies bit also because it created such an attrpctive
finish. This trend also became popular in Br
1960s, in spite of the high level of maintenance required in such o

n during the 19508 and

damp climate. Known in the UK as macchboarding, wood panelling

had also tradinonally been used as a form of imterior cladding, ag

ause it olfered such good insilation, and this waditdon was reviv
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flush plywood panel
he calour and ton
Seandinav where sirr

wed as the miers

MO, PINe Wil
lorm of tongue-anid-g
As Nelson and
i
were, in fact

Ve SITIpS
eorrectly «

ol

Hons ng the 193

LT wted by the ur

nal Style. In

were re-inventing the wheel in their re-discovery of the virtues

the Interr

natural materials, as Nelson and Wright observed

Some architects have used exvenior matcrials inside the house, and
is finished as brick
W natural swone

with greal success. For example, o brick wall

inside ax well as out Similarly, you can have w
or wood. These devices are wsed primuarily o give the house unity
insscle and out that conventional houses seldom have, but o addi-
age of
requiring no mamienance. This s not a new idea; it was used in

tion they have great decorative effect and the advar

some of the best of the early Colonil houses

However, what made “Contemporany” interiors different from Colonial

houses was the context in which these natural materials were used

whereas hitherio the desired effect had been to achieve consistency anid

uriiformity, now the principal abm was 10 create variety and contrast
Arcas of wooden panclling were locsicd adjacent jo painied or plas-
tered walls, for rt.l(n]n[r, and rooms or recesses with |a.|l1rr|:r'1l
wallpapers weee contrasted with rough stare walls,

The interplay between the plain and patterned, or twxmired, a

a8

within an mierior, or berween varying intensities of patterning in difler-

ent areas of the same room, were considered importan desig

1 Assues

during the 195305, particularly in Britain whe

= printed wallpapers and
lurnishing fabwics were so popular. During the 193k, in the ‘moderne’
house decorated in the Art Deco siybe, visual contrasts hiad been extab-
lished between the main wallpaper and the decorative border, which
usually ran along the top or middle of the wall a1 dado or picture rail
level. Because dados and picture rails were both dispensed with during
the 1950 in ‘Contemporary” houses, borders went completely out ol

fashion. In their place, new decorative irends in walleovenings emerged

the day,

which were betrer suited 10 the open=j INLETIOrS «©

Wallpaper baoks wer ta illustrate how two contrasting

allpapers printed with pane

arway, could b used et walls 100 con

rent walls witl

rast migh
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‘contemparary”

i hin o house between the patterns on different types of
s, stch as walls amd soft T Used strategieally in rhis
al ould e exp o evoke subtle shifts of mood

within the interior
shions i ileoveri d considerably 0 couniry io
uniry, In many Europ the walls of a new house would
ften be pasnted in whire or neutral o sz i Britaan, panterned wall-
paper wias widely and in Ialy br ured painted surfaces

piized internationally, however, as Robert

I'hic wi wse are much more than
textre, height, the
spenings can all play a most important part in the character and
apperent sige of o room as well as in its comfor”

Where wallpapers were ueed, the fashion in the 1950 was for whai
became known as ‘Contemporary’ patterns, These were usually
abstract, hncar or styled designs produced esther by means of roller
primting o screen printing. With the latter technique — a process which
bied become mechanized by the end of the decade — the paiierns

tended (o be balder

¢ colourful and on a larger scale. Many wall-
paper patterns were nod dissimilar In spirit 1o those being developed
concarrently in the feld of textiles, and these 1wo areas of pattern
design remained closely relaed throughout the period, although they
were generally produced by different manulacturers. \\"ﬂl;rnprr:,
however, tended 1o be more mechanical in their pattern repeats and
Iess wideranging in their use of colour. Designs uped in the main iving
ot reception room were often highly sophisticated, and were notable
for their use of abstraction influenced by contemporary art, For wall-
papers used in ibe more fommal areas of the house, however, more
whimsical designs were sometimes chosen, such as the amusing and
witly creations of the American designers Ben Rose and Saul
Steinberg. Kitchen wallpapers developed their own unigue vocabulary
which, by today's standards, moy seem quirky and kitsch but which at
the e was simply intended to be light-hearted and cheerful, Typical
desigr imcluded brightly coloured themed wallpapers adorned with
tlices of fruit and vegetables, a trend which originated in the USA but
soon spread e ather countries such as Britam

What surprises people most on discovering or rediscovering the inte-
rioes of the 1950s is the apparently outrageous and radical use of
colour, Colour schemes incorporating bright turquotse, orange and
pink, o wssociated more with the psyehedelic era of the mid- w lae
L1960s, were in fuct developed during the later part of the 19508, The
iden of wsing bold colour contrasts = particularly primary coloury =
throughout the mterior was a design concept which dates firmly back
tor the late 1940s, and was widely employed thronghout the ensuing
decade, Use of strong colour was not, as one might expeer, a mrend

ALK d exclusively with preducts designed 1o appeal o the lower
eid of the market: in fact, guite the opposite, it was a fashion set by
soune of the most highly reganded archivects and designers of the day,
suich as Alexander Girard in his textiles for the American firm of
Herman Miller. Le Corbuster made startling use of primary colours on
the ex of the Unité d Habitation in Marseilles; Eero Saarinen
Il e

siatoments on the mienors and extenors of some of

Tew eitich
LTI
Jremm the
Abeve L ey pgmend

by Tune Lyon for Fukn
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oenend Landony Eaaitovarck
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15 MET. I iiledings, hi e b I r {ont
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L Idest rec uest e, we. | wan
tror 1 our, the utmost 1

In terms of the puhlic’s respons nic of the main reazo F thi

. Not ¢

a greater number of colours were combine

wisiiil @ aloiir

natch ideal. ‘Harlequin® colour schemes were a nawral expresion of

eedom, combining r lones with w v

Fect, “Har in'" sche

rainbow ¢

mestic acoes

tor the full range

o fumnure and hght fongs. The = = F WITH

S
mro ine and exti ation in order o d

r

urs for walls and

Some “hareguin®
survive today an il
Mocks of

rm of the decorative cladding applied (o«

. These show how 'Cone " archirects

shaps

orative ¢

extend ir schiemes o

ric rior of buildings, the

an

continuity, at the same e ms achiey

Colour and pattern co-ordination ol the type with which we are

familiar today were not major precccupations during the 1950,

although matching fabrics and wallpapers were starting to come on
rhetr in L'SA a il in Hr

n plastic laminates, textiles, wallpa

ter the war,

ufactured by differe

Companie

paiterns. | fundamenial principles of intcrior

wore based not on the aim to co-ordinate colow
create vivid and stimulating contrasts. Such contrascs
means arbitrary, however; they were highly c idered
't

in 1950 design. Dull or

actount o xture, pattern and

and patterns. played an important

How to live more colour

ool

auch a3 grey OF mar

1, restiul pomnts within

1 oo conversely t or acid eolours, such as red, or or [

green, were intended 1o be enlivening, and were w

highlights within the

rior. It was also recognieed that rough exoure

atLtracte  smooth surfaces, and that sm

repeats we L

=aiale it

ALEETCREVE 2 house in which «

ontrasting with a neutral beige car

The new fashion in ‘Contemporary







A campaign 4y
T Lanokaom Mamygioctarrs
Aisociation in 1556 wiich
atresied the fecabality of
v maenia! and ilusirated

i une in @ ‘Contemporary’

winng, helped it vevive

iéy fiortane

Bortom Right and
Uhpposite Tiee advertiie-
menty for-the Markey Tile
Company. Thewr earfir
marbie-«ffect rangs, called
Colortene, ix tain oppocte
o an advert from 1933
which sieongdy ndencryfies
ohis fepe of flaor-voneming
with "Condemporary’
furmirure and wnberior
desggn. A new ringe colled
Horleguin. (hotom
right}, lounched in /555,
sirmndaded the effet of
wrrazie.

sleurm n Daniel’s Den

takes the fioor

‘contemporary”

Warlequi

ceause such loors wepe hard-wearir voclean and simple 1o

Vi Robert Harling explains, alier the widespread introduc-

of central heating afier the war, bare floors were no longer

idered unpleasantly cold and a new range of potential floor

came avimlable; a development which many architects fowrd

We are only beginning to re-learn the use of the floor as an archi-

tectural element... Gentral heating, especially underfloor heat

has brought back into Gvour what were once considered hard, cald
floors = the handsome lerrizzo tiles, slate slabs, random marbles,
and glass, ceramic and marble mosaic floors

Wi

den Boors of various types - woad hlock, wood .lrip, parquet,
plywood or vencered ply partquet = were popular for the living room
hecause of the wide range of different gramns and colours of wood
available, Even lowly chipboard and hardboard could be used m less
high-profile rooms, as long as there was no danger of moisture, The

witespread wse of wooden flooring was hardly surprising in ¢ Eries
with rich supplies of imber. such as Scandinavia and the USA. In
Britain. however, the unexpectedly wide range of woods on the market
during the 1950s wax the direct result of the research carried out by
the Timber Development Association during the early years after the
war, when wood was in short supply and substitutes for standard
marterialy had to be found. Also, because of thee tough sealants thar
were now available, minimizing the risk of damage, softer, cheaper
woids such as pine could be used as substtuies [or the more expensive
hardwveods.

Synthetic alternatives to natural wood Hoors included cork tiles and
the various farms of vinyl, rubber, theemoplastic and linoleum dles and
sheet flooring that were introduced or re-lnunched ot the market
during the 1950s. Cork produced a soft and warm effect, with the
added bonus that it was sound-absorbent, making it specially suitable
for children’s playrooms and nurseries, Responding to the demand for
greater vaniety, firms such as Robinsons in the UK produced coloured
as well as natural cork tles. The PVC nles produced by Marley
IMarley De Luxe’) and Semastic ("Semflex’) were popular in the
kischen becasse they were hard-wearing and (unlike rubber) grease-
resistant, but they were also frequently used in other arcas of the house
such as halls, corridors, bathrooms and even bedrooms, because they
were easy to lay and fexible. Competing with them were the new ther-
moplastic tibes produced by fiems sach as Amtico which had the look of
marble combined with the quietness and resilience of vinyl.

The established matenial with which all these new surfaces were
compefing was linoleum which, as a result of the new marketing initia-
tives of The Linoleum Manuvfacturers Association (THELMA) in
Britain during the 1950s, was given a new lease of life alter the war, in
spite of mncreased competition from the plastics manufacturers. i was
advertised a8 an innovative material by showing how it could be cut
and laid in sheet form in customized patterns. Robert Harling, the
editor of The Howe and Garden Book of Small Houws, who waxed lyrical

af ite ments i 1961, was i keen supporter:
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Lino, for so long the Cinderella of the Hloor

. A good quality line is a spl

for d reassessh

resilicnl and ¢

| imsularing, i can stand upotooall

preases mel in the kitchien, Tt soon recovers from mdentations and iy

available in a great vartety of colours

1 interiorn
el by sl
1o define different arcas of the room. The move from the kitch

Tiles of any material were considered useful in the open

ATTHN

because, through o maent wnd patterning, they

the dining room anea, for cxample, might be mdicated by the change

fram a chequerboard armngement of altemating light and dark tiles, 10

the wse of single colour tiles emphasizing the marble-like parerning of
the material.

If something even more hard-wearing was required - for example.
i o hallway or the area of the living room opening onio g paved patio
= the architect could choose from a varicty of natural and man-made
materials, These included traditional glazed ceramic Hoor tiles, known
aa quarry tles; sealed and polished brick or stone; marble, the most
expensive but the most durable and sophisticated of floor coverings;
and various different rypes of aggregates = marble, glass mosaic or
ceramics mosaic = embedded i cement, usmally supphed m tile form
Such floor coverings were particularly popular in Ialy, where the
climate ensured they remained in use long after they had gone o of
fashion in the rest of Europe, because of their elfectiveness in cooling
the intenor. Advertisements from the 19505 reveal that it was ladian
companics which were taking advantage of the growth in popularity of
these flooring materials in the inwrnational market, with the fimm of
Jaconello playing a leading role, and P Barwin and Edgar Udny acting
as major importers i the UK.

In spite of all these new possibilities in floor coverings, carpe)
remained a popular option in Britain. Unlike the 19305, when square
or rectangular carpet designs with borders and juzzy, absorace gro-
metric pattern: were produced, the trend during the 19505 was
increasingly for wall-to-wall curpeting. While many campel manufaciig-
erstended 1o be rather raditional, some exciting new abstract designs
were produced during the 1950s. Among the most adventurous {n the
UK were those created by established 'Contemporary” textile design-
ers, such as Tibor Reich for [ & C Sieele & Company and Stockwell
Carpets, and Lucienne Day for Tembkinsons, The general trend was
away from representation and wowirds abstraction, However, it was still
often the case that the introduction of a patterned carpet inte a
*Comtemporary” living room resulted in imbalance due to an excess ol
pattern. For this reason, mose of the classic "Contemporary” interiors
of the period had a scanienng of rugs on o bard floor, rather than wall-
to-wall pantermed carpeting.
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house, atien

service quariers of the s the kitchen and

No maner how traditional or retrogeessive the tase of the awners in
the matter of architecture and interior decoration, somehow e
kirchen was always made the exception 1o the rule, and fued o wids

ik and serviees. However, when it e

the mosi up-to-date equipr

mstalling a kitchen i a “Contermporary’ house, the architect would go

revolut

further stil Nzing noti « its cquipment but its layout as
well, In the USA, the ‘Contemporary’ kitchen was eq ed with
services that seemed futurisie compared 1o those thar were generally

available in Europe and laid out in an armangement which, by 19305
standards, was extremely radical and new

For the busv housewile swith a house 1w run and 2 family 10 look
after, the kitchen inevimbly came to be considered one of the most, if

not the most, important room in the howse. For this reason, and
Because, increasingly, it had to serve both as the ‘'work centre” and the
‘social centre’ of the home, an increase in size and an upgrading of
facilitics were jusiificd. Size, however, wis a major problem at first
because building plots became more expensive and space more limired
This bed 1o th
particular, the remeoval of the wall between the kitchen and the dining
moom ared, and its replacement with a storsge-unic type room divider.
The three-in-one solution of the large kitchen/dining room/living
room, which was adopted intermationally after the war as a key feare
of the space-conscious ‘Contempo

wpromise solution of the open-plan interior and n

v house, had a lot 1o offer.

Although many commentators of the period openly disapproved of this
development because they felt that the “work centre’ should, on prin-
ciple, be separaied from the ‘social centre’ of the house, it was both a
practical and efficient solution. It meant, for example, that if the house-
wife was busy in the kitchen, she could at the sime time keep an eye
on the activities of the chibdeen in the adjoiming mooms. For this reason,
104, the location of the kitchen in relation 1o the garden or outade play

area was carefully considered; the kitchen was often given a large
window in a prime position overlooking the back garde

mentioned carlier, it meant that the housewile was less solated. The

Also, as

new emphasis on the kitchen and its closer relitionship with the rest ol
the house represented an improvement, albeit small, on the sitation
that formery prevailed for those whose lot it was to spend cheir fime at
home i the role of bousewile and mother,

During the 19505 ir also came to be recognized that the kicehen
need not be a place of tedious drudgery. I equipped with a host ol
labour-saving devi
station, the household equivalent of a laboratory or a workshop. For
this reason the new technological developments that were being made
in the field of kitchen appliances in the USA after the war were
described with grear refish by Nelson and W
1945:

es, it could be treated more as a domesiic work-

wht in Tamoersae™s HMowse in

When we think of a kitchen, we think of three items: sink, sove,

and refrigerator, The work cenire, however, has a lot more than
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three items. It would be wise to plan for poessible additions. For one

bly have a quick-frecee unit — which will

thing, i1 will almoss inevi

Fnally be reduced o , cabinet size, Tt will also contain the

laundry equipment, which, as we have seen, is also shrinking to

manage proportions. The rapid movement in dish-washing

means that more

machimes, some of which will also dry the dishes
and more people will consider them necessary mther than luxury
iteme. The wame is 1rue of that wonderful gadiger which disposes of

garbage by grinding it up and flushing it away.

Indeed, the entire approach to the equipping of the Kitchen became

mote scientific with the introduction of new technology in kitchen

npplinnces, such as eleceric food mixers, automatic washing machines,
dish-washery, giant-sized fridges and waste disposal units, Brand names
for these appliances were to become generic househald names
Waestnghouse, Hoover, Kenwood and Braun, for example) and, in the
USA, the designers of these products anempred o emulare the stvling
of ‘Contemporary’ cars and the colour schemes of *Contemporary’
furniture and furnishings.

Caookers were also greatly improved with the introduction of split-
level cooking facilities, although this was only in wlera-modern
‘Contemporary’ houses. All cooking equipment, however, whether
operated by gas or electricity, became more stroamlined and less
cumbersome i operation, with many new refinements such as nmers
and oven lights. Finally, even the act of cooking was itsell elevaied
1o the level of a science = hence the appearance of "domestic science’
as @ new subject on the school syllabus = while the management of
the home and of household accounting also became known as:
‘home econamics”,

The size of the kitchen itsell, however, was tending to be reduced in
new howses, which emphasized the need for greater common sense in
its design and layout. This led 1o innovations such as the fitted kitchen,
in which a range of co-ordinated units were built in as fxoores around
the walls of the kitchen, or sometimes in the form of ilands in the
middle of the room. In more sophisticated kitchens, all the main
mechanical appliances would be buile in too, so that everything, includ-
ing sinks, was set flush at one level and all the surfaces were
continuous. This provided more workiop surfaces, bypassed the need
for a separate laundry and larder, produced a uniform appearance and
increased facilivies for the storage of food and utensils. Furthermore,
this layout wan altogether more practical because everything was
readily 1o hand and more hygienic, beciuse the kitchen was now much
easier 10 keep clean,

In the early days of fined kicchens, cabinets had 1o be architect-
designed and manufactured o order, Costs were significantly reduced
later as standardized parts, such as metal door handles for cupboards
which the architeet could buy “ofl the peg', began 1o be mass-
produced, Later still, some enterprising furmiture firms, such as Kandya
and Hygena in the UK, began to manufacture standard kitchen unit
that could be installed by the customer. This eventually led 1o the st
ation today where fat-packed units thar can be assembled by the
customer are produced, in order 1o reduce costs stll further

<
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decoration and fitting=

I'he typical "Comemporary’ fined kitchen was streamhned o appear-

ance, the walls completely lined with plain, regular-shaped cupboards

Shaped mouldings were avoided in favour of a flush finishes that wer

casier o clean. Unlike the clinical 19308 Modernise kitchen, which way

described by Nelson and Wright as having a ‘hospital operat

atmosphere’ with surface decoration almose completely excluded, the

‘Contemporary' kitchen had cupboard fronts in attractive natural wood

finishes, such as beech, or paimed in bright primary colours, such as

red, vellow or blue. Kitchen surfaces, including both cupboar
tahles, were topped with the new wonder marerial, plastic laminate,
marketed under the radenames of Warerite or Formica, Such lami-
nates might be plain in colour, in which case they were usually bright,
but more often they were decorated with abstract printed patterns in
the quirky, linear "Contemporary” style. In the UK, textural paerns
resembling abstracted enlargements of woven fibres were popular.
Gaily patterned printed cotton kitchen curtains added another Lively
decorative element into an already colourful scheme. Wallpapers
designed specifically for the kitchen were also lashionable, incorporat-
ing food imagery or kitchen implements into their design. Such
supplementary decoration, although not strictly necessary, was intended
0 create a more stmulating and attractive environment in which w
carry out domestic chores withoul! diminishing the under-
Iying functionalism of the kitchen.

During the 1950s the kitchen became a cheerlul place full of colour
and patern, where many of the latest syntheoe materials could be wried
out. As discussed carlicr, on the floor, for example, wore laid the smart
new PVC tiles made by firms such as Marley and Semastic, which
could be combined and aliernated in a variety of different colourways.
PVC tiles were quick and easy to lay and with their marble-efTect
patterning and their solid opague colouring, they created a positive
wvisual effect on the kitchen floor, Aparn from Formica and PVCO tiles,
other new synthetic materials that came to be widely used in
‘Contemporary” kitchens were plasticized vinyl upholsvery, often used
on kitchen chairs, and vinyl wallpapers, used to combat the effect of
condensation caused by cooking, Apart from brightening up the inje-
rior with their bold printed patterns and vibrant colours, these
synthetic floor, wall and furniture coverings were all alike in being
eanily washable, Their practical and hygienic qualities made them
particularty suitable for use in a kitchen, cleanliness and functonalism
heing considered essential prerequisites for *Contemporary” living.

The ‘Contemporary’ kitchen became a potent symbol of Amenican
supremacy in the field of design and manufacturing during the 1950s.
Even before such fucilities became generally available in Europe, the
idea had taken root internationally in the popular imagination. During
and immediately after the war, in all the countries directly affected by
the hostilities, people had been deprived of all but the most basic
kitchen implements and accessories. After the war, therefore, the
American dream kitchen became something (o aspire to, a symbaol al

progress and a return to material prospericy. Lager, during the Cold
War, it was even used by Vice-President Nixon as a weapon in the war
of words against the Soviet Union, where consumer goods of this tvpe
were not available at this date. During the famous ‘kitchen debate”
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which ok place i Moscow in 1959 between Nixon and Presiden

use, which

= mock-up of an American suburban |

sal exhibition of American

[prmed t centrepiece of a prom

domestic products, Nixon asked Krushehey in front of a hoard of jour-

Ten't it beE 10 1

Ik about the relative merits of washing

s of rockets?

, the ‘Contemparary’ dream kitchen had

hecome a reality for millions of Americans, and by this dare, 100, it
was becoming more widely available in Europe. Whether it was due o
greater restrunt, or whether it was simply that they were slow 1o carch
up with the Americans, however, Europeans never achieved quite the
same excesses in equipping and decorating che kitcchen as did the

increasingly maierialistic and consumerist Americans.

The *scientific’ proach was also applied to the furnshing and

cquipping of other service arcas of the house, such as the bathroom
Basic bathroom appliances were still chosen pnmanly for their pract-
cality but the fittings on offer since the war had become more
streamlined. Whereas previously such fittings had tended 1o be rather
bulky and monumental, the new fashion was for smaller appliances;
baths that were shorter and shallower, for example, and basins
supported by wall brackets or chromivm-plated steel legs rather than
pedestaly, many of which adopied the elegant, organic profiles of
ontemporary” deagn.

In the UK, a sculptural trend was apparently started by one leading
company, after which all the other manufacturers followed suit — one
company, Broads, even adopting the name “Sculptura’ for their new
range. According to Robert Harling:

Over the past few years, Adamsez have stanted a modest revolution
int hasin and we design by emphasizing the plastic qualities of clay
in Bowing, rounded forms. Angles and heavy rima are o hang-over
from cast iron maodels,

The mflurnce of contemporary sculpture on the design of sanitary
wares was taken fo i forthest extregil in Daly, where the sculpiress,
Antonia Campi, designed the extruded mushroom-shaped "Torena’
range for Socicta Ceramica ltalana di Laveno in 1939, Most designs,
however, were more stylized and less literally organic.

The design of other bathroom sceessories, such as taps, also became
more streamlined at this time, and baths were now offered in new
synthetic materials such us fbreglass and perspex, in addition o the
standard vitreous china and porcelsin enamel. The range of bathroom
fittings was abio expanded 1o include the pewly Gshionable shower, in
acldhtion 1o the radinonal bath, washbasin and oilet suite, and bides,
which hiad hitherto failed to catch on outside mainland Europe, started
0 be considered as fashionable cosmopolitan design accessories in the
UK. In general, greater variety was introduced with the launch of
birighter colour ranges for bathroom fiings, and instead of the need
o buy individual fittings from different specialist companies, manufie-
turers were now producing colour co-ordinated suites.

Although the bathroom was a less likely place than the kitchen for

dvebnr from [ 532

the architect to seek to make a design statement, it certainly became
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Even when the ‘Contemporary” stvle was not 1o a house-buver's taste

andl the chent apied nstead for a more conservative siyle of archinec-

wre and interior decor, when i1 came 1o the question of the basi

services, such as heating and plumbing, house-buyvers were uswally

migch more ad rous, ancd slmost invariably opred for the ulira-

modern rather than the old-fashioned. Since services had o be lierally
incorporated inte the framework of the house, however, it was essential
that they be integrated into the design of the structure at the carbest
possibie stage in the planning process, Complex systems, such as
central heating, became part of the invisible ‘nervons svstem’ of the
house and conld no lenger be treated as independent structures in the
way that chimneys and freplaces had been. Thus, as the ange of inie-
peral built-in services expected by the client became more complicated,
the 'Contemparary’ architect either had o have considerable vechnical
know-how, or was obliged w bring in teams of specialist enginecrs.
Heatng was one of the arcas in which major changes were intros
duced during the 1950s which had a significant tffect on domestic
habits, Before the war, central heating was considered a luxury in
many couniries; even where the climate was usually cold, as in the
UK. Previously, the stove in the kitchen, or the apen fire in the lving
room, had provided the main sources of hear and, because jts
beneficial effects were usually confined to one or two rosms within the
house, people tended 1o congregate in these areas. After the war,
central heating became much more commonplace, leading o consid-
erable chunges in lifeatyle as other rooms, such as bedrooms, could be
brought into service for daytime activities as well. As houses decreased
n size and it became necessary 1o maximize the use of space, through
mixed use it became increasingly important to heat the outhang rooms
of the house in order 1o bring them into twentv-four-hour servige,
The waditnonal method of centeal heating was in the form of radia-
wirs heated by hot water pumped around the howse through pipes,
Eardier in the century, radiators had been heavy, cast iron apparalus
requiring large amounts of space, which were not always particularly
effective at radiating heat. It i understandable, therefore, why modern
architeets were reluctant 1o ncorporate them into their new, stream-
lined, airy ingeriors. As Lighter, thinner wall-hung pressed steel mdiators
were developed, however, many ‘Contemporary” architects were happy
10 aceept these as an aliernative Even more discreet were the pew,
Jong, low skirting radiatoes. These were thought 1o distribute heat more
evenly than convent I racliators and they could be installed under-
ncath deeper windows, The most discreet of all was the system of
hot-water pipes set in grilled ducts in the floor or the wall. These pipes

had fing' to increase the surface area from which they radiated heat.

Such watems savishied the demands of the growing number of

“Cantemporary’ architects who considered any sort of visible intrusion

<>
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unacceptable, and who sought instead 1o install hadden or buried

systems. Such systems were not introduced for the sake o

ey

alone; it was hoped that they would also be more eflective in circula-

ing heat, something that was especially important in the new larger

open-plan interiors. OF the many different ovpes of central heatis
pen-g ¥ VI

systemns on the market during the 1950k, some were frankly experi-

mental, others were more raditional, Examples of dillerent systems
mcluded electric heanng coils or hot watér in plastic tubes embedded
in the concrete Hoor; hot water piped through coils built into the

ceiling; and hor air circulated through floor channels and vents, Some

systerns could be quite complex and sophisticated. One prefabricated
hot-zir system introduced inw Europe from the USA during the 1950y
wias the Coleman Blend-Adr system, which was insealbed in g series of
tows=cost houses at Capell-aan-de-ljssel near Roserdam, by HPC Haan,
Thas conmisted of an oil-fired furnace boiler with a blower which sens
air rapidly through tubes in the floor to a blender. In the bicnder this
mir was mixed with air from the room, which was then released noises
lessly back into (he interior, In this way, rather than simply pumping
out hiet dry air, the air from the boiler was tempered by the air from
the room. Another hot air system installed in 2 house in Toronto, by
John C Parkin, involved a combination of both radiant and convection
heating, with a blanket of warm air being piped under the foor 1o thin
slots under the windows. A rather different system was introduced in
the experimental glass house buill by Angela and Michael Newberry
at Capel, Surrey during the 19505, According to a contemporary
account in Monica Pidgeon's and Theo Croshy'’s An Anthofogs of Howes,
this involved hot water pancls embedded in the serecd, each panel
being ‘individually contolled and (ully automatic, providing an even
draught-free temperature throughout’

Carcful attention was also paid to insulation and new houses often
had glass fibre, strawhoard or foil-backed plasier-board built into the
roof; brick or stone walls were lined on the inside with insulating
blocks, and cavity walls were sometimes injected with plastic foam,
Houses were deliberately orientated with the main windows facing 1o
the south in order to take advantage of the sun, and where this was
impassible, or the winter climate parficularly severe, double-glazing was
introduced. Unlike previows eras, sound insolation was now considered
importamt, and it was during the 1950s that it became fashionable w
install ‘acoustic tiles’ on ceilings. Also in Ae Anthologr of Hones Is a
contemporary description of a house built by John Winter in Norwicl
during the 1950 which draws atention o many of these issues, which
were, of course, particularly important with regard 1o open-plan howses:

The ground floor is centrally heated by hot water pipes embedded
in the Hoor, To keep the heat in, the building was made a compact
shape and all surfaces to the outside were highly insulated — Fosalil
under the site concrete, double glazing to all principal windows, a
foam slag inner skin 1o the cavity walls and a vermiculite sereed on
the: roof.

New methods of heating the home bhad a dramatic impact on the struc-
ture of the interior: the atmosphere &nd focus of & room could bo
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o <l by aliering the | wr source. Furth the
t of introducing central heating swhich disiributed the heat through
everal rooms, rather than of concentrating it in one room, stimualsted
the development of the open plan. In the longer term, however,
mgh technically inventve, some of these systems proved neither
elhcient nor cost-eflective, but as post-war architects were

¢ holdly th
15 not surprising that their leguey should be a mixed

Vemiin aps they had eve

e In terms o
techn

1l sugcess.

any architects to technical inpovas

spie of the comn

went of «

1

1d experimentation in advanced new heating systems, the

wical attractic f the &

puye aditional stove or open fire sometimes
proved irresistibly strong. It was not uncommon even in the most teche
nologically sophisticated of houses 1o find the new and the old

combined in the form of a radiant central heating supplemented by a

stove or an open fire. This was sometimes ne

sary in any case with
electrically powered central-heating systems dependent on off-peak
rates of supply in order o be cconomical, which ofien needed opping

up towards the end of the day, However, because the direct heating

¢ rather than functional

source was now installed largely for decora
reasons {although there was no renson, of course, why it could not be
both at the same time), more attention began 1o be paid o i physi-
cal appearance and presentation. The position of the fireplace within
A room was also given greater consideration by designers. Since one
of the distincnve characteristics of ‘Contemporary” design was asym-
metry, within the main living room it was through the choice of
lpcation for the ﬁrcpluf that this desire for AEYMMEITY Was often

expressed, Rather than centring it on the main wall, as had formerly
been the custom, the fireplace was ofien now deliberately placed off
centre, It might be located on any interior or exterior wall, or
alwernarively it might even be completely frec-stan -

The secondary role of the freplace in terms of function was under-

hined in one of two contrasting ways. The Brinsh favoured the subile,
understated approach, saving their more extrovert design statemenis
for other aspects of the interior, such as soft furnishings. British
fireplaces surrounds were usually extremely simple, often fush with the
wall, and characteristically faced with some sort of masonry, which
might be stone, brick or slate. When man-made products such as tiles
were used, decorative effects were kept to o minimum: there might be
i 1'||||5]r repeated printed or relief-moulded pattern on the tiles, but in
a kmited range of colours or complerely monochrome,

This approach was in stark contrast to that of other couniries such
as Australia and the USA, where the fircplace was often deliberately
ostentatious. It was in the USA, for example, that the bigarre phenome
enon af the "feature fireplace’ arose. Ofien free-standing in the muanner
ol a stove, the fircplace was ireated as an independent an obyecy, on a

par with a picce of modermn furniture or sculpture, rather than s part
of the physical structure of the building. Often it was located in the

centre of the room rather than at the perimeter, and its casing, ofien

metal, was usually intended as an artistie satement, and was often

overtly seulptural in form, sometimes strongly organic. It is hard to
helieve, expressive though they were, that many of these fireplaces

<D




decoration and fitti

functioned very effectively, but as the heat from them was psually
supplementary to the main system, this did not appear to matter, 1t is
significant, however, that some of the most extravagant feature
fireplaces were developed in relatively mild climates, such as California
and New South Wales, In Britamn, although the fircplace war dev

The theatrical
% i
us o design feature, in view of the climare, ¥ alf e rage m

function. Similarly, when it came te the qu

subject of the next chapter), the British attached greater importance 1o
practicality and comfort, and less o eye-carching design




5. furniture and furnishings

‘Just because of the variety of possibilities... every interior designer
and every customer should be aware of his responsibility to
furnish a home with taste and modesty. Neither an overcrowding
of effects nor a pure functionalism is the right solution.”

Gerd Hatje. New Furniture [1952)

A genuinely ‘Contemporary’ house demanded equally ‘Contemporary’
furnishings in order to project confidently the all-important feeling of modernity
of the post-war period. An open-plan interior alone was no guarantee of success
if the furniture inside it was heavy and unsympathetic, or if the furnishing fabrics
were flowery and retrogressive, To create a ‘Contemporary’ interior a complete
new scheme was required that encompassed soft furnishings such as curtains,
rugs and upholsiery, as well as the furniture itself. Also vital were the details ol
minor domestic accessories, such as wastepaper bins, magazine racks and light

fittings, as well as the choice of tableware and decorative ornaments

<>
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cok in a house dating from an ea

of possibalities’, as Gerd Hatge recogm

ity for the public, bui there

we overwhielme iy the

What Hatje w

wolld be achieved between the austerity of 1930s Modernism and the

hoping would happen was

over-pbundance of the post-war boom. What finally conerged as the

W0

‘Contemporary’ style, however, represented a mixture of th

elements = high 5 and

ss-marker compromise — but it is this

very combination of high-minded principles tempered by democranc
impulscs that makes the style s

Central to the succes of the "G

ascinating,
ntemporary’ interior was the cf

WHICE

of midern fumiture, During the 1930s, canilevered chairs with tubular

seel ar | laminated wood frames rather than wooden legs had

looked comfortable in the spacious Modernist interions of the day, but
after the war such furniture, even though it was still relatively up-to-
date, was already too large and heavy-looking for the more compact

living spaces that were now being created, To create houses that were

really in tune with ‘Contemporary” hving, the architect had o mstall
furniture of a mew, lightweight, pared-down style, This could happen
only il designers and manufacturers recognized that the whole basis of

anged and that, hencefopth, their farniiure muse

i

interior design had

accominodate these changes. In his 1952 survey of Nao Furmiure,
Hatje pointed 1o the wend in modern architecture:

o give up the idea of the home as a collection of rooms serving
definite purposes, The conception of architecture as a social mani-
festation exeroises a strong mflucnoe upon furmiure production. The
new form of dwelling, which combines rooms serving more than

one purpose, demands durable furniture which is easy 10 move.

This meant that furniture had 1o be more flexible, both in it potential
application and in its methods of construction. One way of satiafy

the need for furniture that was ‘easy to move’, for example, was (o
make 1t more hghtweight; and one method of adapuing 10 *rooms
serving more than one purpose’ was to produce furniture that had a
number of different functions, It was by responding to such ‘social’
pressures that "Contemporary’ fumiture began 1o evolve during the e
19405 and early 1950s, Although aesthetics were imporant too, it was

functional and technical considerations that determined the future

r modern furmiture after the war.

keeps being reiterated in the introduction 10

wary” chairs Hatje writes; “The

1, lightest possible w and
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and elegance of form, adaptability 1o and durability, have cavsed

designers o give up tradi heaviness of the top and

legs gave way to lightmess lender wooder

which often are at

formal expression of this concept

cabinets.., are mosily comviructed of light but ea aried
panels of wood or plastics. These cabinets combine lightness with

stahility, Lightness was considered an es

al quality of all

‘Contemporary” furmiture, and it was this feature which diffe
from pre-war fumiture. In the 19508 designers, such as Finnish archi-
tect Alvar Aaly

, had begun this hghtening process by making [urnitire

more malleable but at this dare they were still much hampered by
technology. With the benefin of the breakthroughs in plywood wechnol-
ogy that had been made during the war, il scemed as though almosi
anything was possible, and this acted as a grear stimulus for visual and
technical experimentation amongst the new generation of designers,

O of the reasons why the furniture industry was able to adapt it
oufput to suit the requirements of *‘Contemporary” architecoure afier
the war wis beciuse of the direct involvement of so many lf-'.|(|'||1“
architects in this ficld of design. This had an appreciable knock-on
effect on the quality of the furniture in production during the 19505,
soame of the moest influential designs of the period being those created
by architects such as Charles Eames for Herman Miller and Eero
Saarinen for Knoll in the USA, Arne Jacobsen for Frite Hansen in
Denmark and Gio Ponti for Cassina in ltaly. It was alio during the
1950 that the new specialist profession of furniture designer wan
consofidated, with the emergence of important figures such as Rohin
Day working with Hille in the UK, Hans Wegner working with
Johannes Hansen and Fritz Hansen in Denmark, and llmari
Tapiovaara working with Asko and several other companies in Finland,
This reflected the fact that furnitare design was now being treaced with
the seriousness it descrved, and was recognized as a specialist form of
design enginecring.

This was also the case in the ficld of lghting, with the emergence of
specialist designers such as Gino Sarfant for Areluce in Daly, Poul
Henningsen for Louis Poulsen in Denmark and Lisa Johanssan- Pape
for Stockmann in Finland, As with farmiture design, the ighting indue-
try also benefited from the creative involvement of such leading
architects as George Nelson for Howard Miller in the USA, Amme
Jacobsén for Louss Poulsen in Denmark, and the hushand-and-wile
team of John and Sylvia Reid, working with Rotaflex and George
Farrest in the UK. Individuals from other arnistic disciplines, such as
sculpture, added significanily o the development of & 'Contemporary’
aesthetic, the most imporeant contribation being Isamu Noguchi with
his organic-shaped lantern-like paper lampshades

The best furniture and lighting of the 1950 satished the joing, but
sometimes conflicting, demands of function and ereativity: it looked

good and worked well at the same time. Designers suceessfully

harnessed the new materials and the new technology but instead ol

furnishing
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splotted this Loy

nountahle |r-.|.|-|:.~ For example, wltho

i size, it wis stll expected o be

b more reliabl

rm of [ramewaork for

Furniture | % much

narrawer, although chair and cabinet legs were sometimes made of

ed wood tapering to foot. Thinner moulded plywoods,

githencd by improved gl d woods and thicker lami-

ed woods for panels, seats seal backs. In the manufacture
:||||.|.|.|-|4-.| Turmmiture, synthetc Toam rubber cushions ..J]”;..nul Iq
Pirelli rubber webbing were widely adopred, replacing heavier materi-
als such as horsehair, metal springs and feather cushions. With new

s in the technology of polymers (another Beld in which

Charles Eames played a key role), it became possible to mould the
actual shell of the chair from plastic, which was strengthened and given
hody and texture by Ghreglass. This shell, produced in a range of
colours in an aoractive organic shape, conld be lefi in s naural szare

without any further rearment, o alernanvely it could be pml with
foam rubber and then upholstered,

Although the idealistic philosophy of the Arts and Crafts Movernent
of the late nincteenth and early twentieth centuries was now con-

sidered of little relevance = especially in highly industrialized socicties

under pressure o mass produce furnitore at aflfordable prices = this is

not to imply that ‘Contemporary” furniture rejected. the need for fine
craftsmanship. There was considerable skill, for example, in hamess-
ing technology so that it produced results of an acceptably high
standard, and even with factory-made goods there was ofien a con-
siderable amount of work carnied out by hand that was not necessarily

evident in the finished product. During the 19508 there were two
distinet aesthetics in furniture design which, althougl apparently
appused, were sometimes combined in a single design. These were the

industrial aesthetic, largely asocisted with the USA, which involved

the use of man-made materials, such as metals and plastics, in designy
which appeared w have been made largely by machines rather than
by hand; and the handicraft aesthetc associated with Scandinavia,
where items were made from natural macerials, such 38 wood, and
appeared to have been made by hand rather than by machine.
Appearances could be misleading, however, and sometimes work that
appeared 10 have been carried out by machine was found, on closer
inspection, to have been carried out by hand; and vice versa. A good
example of the former is the wire “Diamond” chair designed by Harry
Berioia for Knoll; examples of the later are provided by many of the
furniture designs by Arne Jacobsen and Hans Wegner mass-produced
in the Danish factory of Frite Hansen

e Kmall (19 Furniture being an expensive and bulky commodity to export, it was

A ws Hoia aflen the case that a large part of the output was produced for the
oy Ly home market. In the 1950s, however, all three Scandinavian design
land, Denmark and Sweden - recognizing that their

that the home market was

were relatively small anc
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‘contamporary” Ffurniture and furnishings

il large emough wo support their manulacturing pakility, tuened

actively towards exports. Two ways round the transportation problen

included the devel ko k-down furnivure thu could be 1
en crected by the rewuler, and 1l stablishmen of

o that a cor ‘s prodct

sh firme of Asko

or firm
cd by the Fing

others, s as the UK, i was r

o
Changing social behaviou: mfluenced the development ol
Contempaorary’ furniture, In the dining room, [or example. the side-

board was becoming an endangered species. Ineres

dining habits meant that a young couple setting up home wo

longer necessarily possess two sets of crockery, one of carthenware for
ad they

everyday use, the other ¢ | occasione. |

waould probably just ha all-purpose set, which needed less siora,

space. The amount of o | glasoware in rhe age home also
|

declined, and after the war d silver or silver-plaed culery, which

required regular polishing for s upkeep, also rapidly came 1w be

considered obsolete in many householc

. 1t was replaced by low-main-

tenance stninless steel cutlery, stoved 1o hand for rl.n_ul.u s in the
kitchen drawer rather than in the dining room. These changes in social
habits sounded the death knell for the old-fashioned, heavy, space-

consuming sideboard. In Britmin, where old habin died hard, thos

videboards that did survive were vsnally longer, lower and leaner
Often they were located i the hiving room rather than the dining
room where they were used o house hi-fi equipment or cockeails rather
than fine china,

In the open-plan house the multi-functional room divider was often
favoured in place of the heavy, iraditional sideboiard. Such room
dividers were often designed so that there was easy sccess to cuphoards

via shiding or hinged two-way doors from both the kitclen and dining
oom sdes of the unit, Another iype of mom divider might be imtalled
hetween the dining and recreation arcas of an open-plan living room

or o ‘storage-wall’ systemn, of the type developed in the USA by George

Nelson, maght be set against a long in the living room. This type

of flexible storage unit, whether free-standing or wall-mounted, could

be used 1o store books, records and even the record player ise

Decorative features, such as the incorporation of coloured or pat
panels, sometimes plywood painted bright primary colowrs, oF pri
plastic laminates in

mporary” patteros, added welcome new

elements of colour and pattern mto the living room.
The advantage of room dividers, and other ivpes of lexible storage
systems or unit furniture, was that they could be bailt up n blocks w

whatever scale was required, in a variery of combimations to suir the

roomis i which they were located. Sometines various comy Tt parts
were also designed 10 serve an independent purpow, such as the slatied

h could also be used as a bench for

cupboard units wh

of #s an occasional table. As the practicality of such mulu-fio

widely acknowledeed, the conce

I furniture became mor

ck-down unit furniture purchased i kit form began o take ofl



‘contemporary”

iporary’ intenor had a more democratic layout

I the war, there were siil

VeEstiges ol stams
i in
irmal setting of the kitchen, for

tween different areas ol the house, which were feflec

of Turniture. In the

@ fumiture waa usually quite basic and might wke the
wopped able with a set of metal legged
“breaklast |

been installed, seating arrar

ar counter ha

mal il and would usaally involve simple bar siools, often made of
black-enamelled steel rod with padded vinyl-covered seats, By contrast,

n the re formal setting of a separate dining room, there was likely

w be & more substantial and cxpensive ‘Contemporary’ dining room

suite, compased of a solid wooden table and chairs. These might be
made of teak or some other expensive hardwood, and would probably
originate cither from the workshop of a crafisman cabinetmaker,
usnally Damish, or from a prestigious New York or London manufae-

mirer or retailer, such as Viadimir Kagan or Heal's.

Falling half-way berween these two extremes was the semi-infor-
mality of the open-plan living room/dining room. Here, a new design
solution was called for, the answer to which came in the form of high
quadity mass-production: tablés and chairs made of metal and wood,
usually plywood, well-designed but moderate in price. Suppliers of
furniture in this category included Herman Miller in the USA and
Fritz Hansen in Denmark, while in the UK firms such as Kandya and
Race Furniture produced cheap and cheerful equivalents,

In the ‘Contemporary® living room, furmiture was mostly composed
of individual casy chairs, as sofas now became much less commaon.
Space was at & premium, thus the traditional, bulky and overstuffed
British three-picee suite was viewed with disapproval by
Contemporary” architecs. The attention of designers, therefore, wrned
1o the task of creating comfortable but elegant and modern armchair.
Successlul solutions were the organic all-embracing “Womb™ chair of
Ecro Saarinen for Knoll, and the comfortable wood= or metal:framed
upholstered armehairs with teak armrests widely produced in Sweden

and Denmark, Woven uphalstery fabrics were often very bright due 1o
the advances made i dye technology; sometimes these were combined
with interesting textural effects achieved through experimentation with
different combinations of vam.

Because of ity innovative shapes, colours and materials,
‘Comemporary’ furniture plaved a dynamic role in the 19505 interior.
It was cermminly much less ponderous and bulky than sandard 1930s
furniturc, Significantly, too, there was also less of ir; the
‘Contemporary’ interior represented the antithesis of clutter, which
meani cuiting down 1o a mnimum the amount of furniture within
cach room, Pressure on space meant that each item had o have a
purpose: nothing was o be superfluous. In additon o the
i furninure, however, there might be s limited number of other
stnall ftems of fumiture in the living room, such as occasional tables,

miain 5

magueine racks, wastepaper biny and lampstands, a well as examples
of the new elecerical appliances that were now populating the post-war
mterinn, such as televigon seis and hi-f sysiems, In facy, it was in this

area of design = smaller-scale domestic accessories = that the
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‘contemporary” furniture and furnishings=

was first widely adopred. Even in

(] " Vo
g wl plant b i
Formica-t rocm so that, one way or
wnother, ‘€ hte mrvoest peadc romary
nmes
prang up b ¢ market for
Hiscock , who manu
|
: i ol we inavian Mode products, such as
: ned woi r the American market; on the West
{ frilaen Couast of America. the Architectural Potery supplied a range of large-

scale jardiniéres; and in ltaly, the sdiosyneratic designer Piern
Fornasetii created exone, highly decorated amd surreal househinld ilems,
mcluding umbrella stands, screens and wastepaper bins

Apart from furniture, the single most important element of the
*Contemporary’ interior was soft furnishings in the form of carpets,

curtains, and furniture u|:l1 lstery, The degree of --mplmaie (FT3 § upan

these elements varied [rom country 1w country, In the UK, with its
renowned textile indusiey and its long history of achievement in the
field of patern design, textiles were usually prominently displayed,

particularly in the form of ]ﬂi.ul.td cottons. In Scandinavia, although

textiles, especially woven textiles, were comsidered a vitally imporan
element of the interior, they were often used in a deliberately under-
stated wavy and in the LUSA, although soft furnishings of many different
sorts were widely appreciated, they tended 1o be used rather sparingly.
wmal level, surprisingly linde conr ation 1ok place
between textile manufacturers in different countries, a situation which

O an iner;

fostered the continuing independence of native traditions.

A creatve crossover did take place, however, beiween the fine and
applied arts during the 19504, as many leading textile designers wene
overtly influenced by developments in contemporary painting, and
several important artists were commissioned to produce textile designs
for leading manufacturers. This, combined with the injection of colour
and virality into post-war rextile design and the growing fesibility than

arose from the inroduction of newly mechanized rechnigues of screen-
printing, meant thar furnishing fabrics ook on a new lease of life
during the 1950,

The fashion for the newly popular *Contemporary” style was partic-

n printed textiles.

ularly evident in the confident use of abstractio
This was expresed in many different guises ranging [rom playful linear
patterns with a strong graphic quality, particularly appropriate for the
reduced scale of many post-war domestic interiors; to bolder, more
brightly coloured and energetic designs, which required a longer drop

in & larger room 1o be shown ta best advantage; and strking, overtly

painierly patierns, often commissioned direcily from artists, with even

repeats, tesigned for use in the dramatic setting ol spacious :":'\J '” i '
public interiors. At all these level ¢ was o trickle-down eflect in &
influence of leading fabric designers and manufacturers of she 1784
v goods desgned and manulactured for the middle and lower Al i
ratket where, for example, cheaper fabrics, such as myon {depei !
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I'he fashion

i Scan and the USA during the 1950 was o scatter woollen

1a polished woode I'hese rugs were not r it o be

generally
quite muted and restrained, nor were they expected to compete with

1 grabbers, however: their patierns dnd colours wer

the more strident printed curtain fabrics, nor with the often aeid
colours of woven upholstery [abrics, Although by no means dull, the
i ur',-,{'|||'|n|1',|r!' rug exerted its influence in a more subtle way, .\Lm,-
of the best rugs of the 1950k, made of woven or tufted wool, were
produced in Scandinavia. Rog patterns were very different from wall-

paper and cars

in paterns, being more contemplative and less busy,
Colours were often limited (o two or three, and patterns were simpler
and more schematie than those adopred for fumishing fabrics. Often
their visual appesl was in the new textural element; they introduced
into the interior a variety of contrasting textures being one of the

distinctive characteristics of "Contemporary” architectare and design.

To embrace the ‘Contemporary’ style completely meant a new look
for tableware and ornaments as well. During World War 1L, the
production of ching and glassware had been low on the agenda and, in
some countries, such as the UK, government restrictions had banned
the producton of all decorated wares. other than those lor export for

up to seven years alter the war. By the early 1950s, therefore, there

was & huge demand for tableware of any sort, but cspecially for coloiar-
fual and gaily patierned coramics o enliven the home. Shonly after the
war, & number of manufscturers had emerged in each country to ke
advantage of this new market, and in doing so they revolutiomzed the
hitherto tradition-bound ceramics indusry

There were many innovations in the ceramics imdustry during the
4505, including the introduction of more fluid organic tableware
mporary sculpture; the development of
€ AntErmp wary” pattérns of a stylized or abstract mature, a Ereater

shapes influenced by con

range of colours and a wider selection ol techniques of decoration
These ncorporated mechanical wechniques, such nting,

direct-printing and acrograph-spraying, and the revival of hand deco-

MCLEC =)

rating techniques, s h an frechand painnng and .‘F?Illlll.fl.‘!j decoration.
Gone were the colourful bur now dated ‘jazz’ patterns of the 1930s,
applied using the techmgque of overglaze enamel painting, which made
gone, o, were the angular

prone 10 damig

geometri s that were the g lar accompaniment to these
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allert il which were imyg T EVET)

the rejection by many consul s ol the wraditic
bone ching or porcelain, richly decorated in cna
vhich now looked incongrusus in the “Cont

was provided by

impetus for many of th

Ameri

Stig
id Eva Leise]

wompany, the

Seandu

Rusael Wiagt
w8 wnville Po

teron China, H

o Crustavshe

for US. firms such as

is Ol

China

Bpany

Pottery, These designers origini developed the orgati
wend in tableware, ereating fluid plastic sculptural forms which Jooked
equally god, i not beter, in their undecorated state as they did when

decorated with printed patterns, A good compronuse, therefore, was 1o
use monochrome glazes on individual peeces, but o offer ‘mix-and-
match’ sets composed of pieces decorated in a variety of colours, The

informality of this nt, pioneered by Russel Wright in his

g
*‘Amtrican Modemn® service be
American marker, and also caught on imternationally. Similar ideas

ore the war, greatly appealed to the

were also introduced by Kaj Franck at the Arabia (actory in Finland
sharily afier the war, These services were both functional and beauti-
il hiey losked good, bt they wore: alio Bighly satafactary in termikof
storage and stacking.

I'he Scandinavian glass industry was also in a particularly buoyant
state after the war, and its designers took the lead in developing a
it the new

range of ‘Contemporary’ glassware that would complem

cer ¢ tablewares being produced by their colleagues in the potiery

iivdustry, Their glassware was extremely clegant and shapely, celiant
fior its impact on shape or colour rather than surface decoration. As in
ceramic tableware, organically inspired plastic forms predominated.
The Scandinivians were also known throughout the world for their
outstandingly heauriful and original are glass, which was often found
on display in 1950 homes, adding the final touch 10 the sophisticaed
‘Contemporary’ interior, Finnish, Danish and Swedish ceramics, glass
and furninare were considered the helghe of chic both in Europe and
the USA during the 1950s, and it was during this period that a clearly
defined “Scandinavdan Modern' aesthetic emerged, which was such a

| ingredient of the 'C|I1JI|IIL|n|r.lt\" sivle,
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6. society goes ‘contemporary”’

‘Our new architecture is an architecture of democracy, in which
every building has a contribution to make to its owner and the
community in the complex urban design of the twentieth-century
life. The new client of this new architecture i1s the ordinary citizen.’

Philip Will, Mid-Century Architecture in America (1961)

One of the reasons for the ready acceptance of ‘Contemporary’ architecture by
the wider community after the war was its rapid adoption internationally as the
prevailing style of public architecture. As Wolf von Eckardt pointed out in Mid-
Century Architecture in America in 1961, ‘even those who still prefer “traditional™ at
home accept “modern” as the appropriate architecture for the schools of their
children, their places of business, and — a little more reluctantly — for then
churches and temples.” Because of the physical havoc wreaked by World War 11
post-war building programmes in Britain and mainland Europe wer
massive scale. For architects and city planners this represented

opportunity to reshape whole communities. Not only was there |
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ionship. Whether public buildings served a commercial or a social

purpise, they were all being buill for public usage and therefore

althongh the nomi cliem might be the local abthoniy or a private

company, the real clhients were the people who would actually wse the

bulding, whether as service prosaders or as customers
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ab this time, the assertion that the USA was @ country in which
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he was otie of the fow architects

USA who spoke our forcefully about socal issues such as

poverty, and who showed himself 10 ed in the fullest sense

o "an architecture of democracy’. In his \[SII'Illl ve work Newira also

addressed the larger question of planming, 8 subject which passions

lelr it was fundamental to the future, not just of

mnterested hom as
America, but of the world, Aware of the USA'S growing isolaton
which had arisen largely because of its wealth in relation o other coun-
was anxious that Americans shoukd endeavour

tries after the war, he:

to see themsclves as part of a lurger world community, and take

responsibility for their actions on an international Jevel:

Our architects and planners ought to keep an eye on the rest of the
I

become foreigners on the planet, while we busily pay off thar

world, on s economic, soc

" l:s\llluluun'.ll agpects, of elae we

miracle kitchen of tomarrow, The tomorrow will less probably be
pleughed under by hydrogen bombs if we cautiously leamn 1o see
ourselves, our cities, our houses, our modes of living, our aspirations
and also our shortcoming as somehow related o the rest of the

world

Iin the materialistic USA, Neutra was somewhat isolated in his views,
but in impoverished Europe he would have found many Like-minded
professonals during the early pos-war years, In the UK, for example

a wave of sociahst sdealism swept through the country in the immedi-
ate aftermath of the war. A reformist Labour government was elected
to power in 1943, which then swifthy esiablished a comprehensive and
impressive welfare state sysiemn, that was 1o be much admired abroad.
Thus, here, the stite, through the agency of local government, took an
active role in the p

wision of both housing snd community services,

taking an interventionist role in town planning, as well as taking the
lead in erecting large numbers of schools. British achievement in
housing and education was singled out for particular praise by GE

Kidder Sn

ith in his survey of post-war European architecoure:

| Government architecture in most of the world (including the LUS]
sides with a common norm of linle distnction; in England, however,
n superb. Indeed the London

its achievements have often be

County Cao
housing and the finest schools in Europe, and much funous provin-
cial work (the Hertfordshire and Middlesex schools, for example)

eil's architectural stafl has produced seme of the finest

cafi also be atiributed 10 Goverimment anchitecia

The seale of the bousing problem in and around London after the war

was enormous; there was pressure on local suthorities to build in excess
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ik during the 1950s, Whai «

shed them from
sc in the USA

g phviically distinced [rom the urban centres whose

mmch inleres

other housing develope

ients ol the time, particularly o

wiaa that, bei

overspill populations they were built 10 house, they were not sprawl-
ing suburbs of cxisting cities, but independent self-contained towns, In

the words of the admiring Kidder Smith;

I'he New Towns, althongh they were originated in an effort to get
peaple out of the clutch of the grear cities, primarily Greater
London, are not dormitory satellites, but self-contained cities,
complete with their own offices and industries, and their vwn recre-
nal Gieilities,

In contemporary discussions of public housing inifiatives, the other
country invariably mentoned alongside Britam was Sweden which had
dlready become well known for its thoughiful and sensitive approsch
to the provision of low-cost housing during the 1950s, although at this
dane the imiatlve was being taken not by local anthonies, but by the
communities themselves through the agency of co-operative building
socicties. The achicvements of these organizations were singled owt for
particular praise in 1945 by Nelson and Wright Tommromw's Howse.
e of the distinguishing features of the Swedish programme was the
inclusion of integral healtheare and childcare facilities within cach
apartment hiock, which were freely available 1o every tenant regard-
less of wealth.

The other outstanding achievement of the Swedes afler the wiar was
in cley planmng. the success of which was underpinned by an enhight-
ened policy of land acquisition by city councils, such as Stockholm,
during the early part of the century. This enabled local aut)
extend their boundaries in o considered rather than an nr!;itmq.- Wiy

in luter years when the need arme. Ome of the most successful develop-
ments of the carly post-war period was Villingby, for which the
chief-planner was the distinguished architect Sven Markelius, working
with the Stockholm Town Planning Office. Kidder Smith described
this development in evocative and highly charged verms:

tion’ = fot satellite city = in west Siockholm has
lessons 10 offer the cities of our times than any other devel-

The fiew “lown &

opment yet built. It shows o a beaut degree how the sy

that increasingly envelop the worlds cities can be well-planned,
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transportation, mired in shopping, snd frantic for cnough schools
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‘contemporary’

Wi, every niwd

for Vallingbs's 24,000 inhabitants was manutely '|||.|1'.||| d belope
smbodiment of Sweden's intmate reli-
i
sileling

sl on which 1 stands

F Villinghy were

trees; Mee |J,m-
in space with fingers of green everywhere; separation of

pedestrian and motor traffic; direct railway o the centre of the elty;

full culiural and entertainment facilities; a great vanety of housing

iypes; one central plant for hear and power

Vallinghy embodied in real terms many of the ideals and aspirations
of architects and ety planners of the post-war period in relation 1w the
community. It was acclaimed worldwide, and acted s o model and a
point of reference for future developments internationally. As city plan-
ners were o discover, however, building a successful ‘Contemporary’

community which fullfilled all the needs of the inhabitams, and a1 the

same time matched the material resources available, was one of the
most difficalt challenges they faced and one with an oxtremely high
failure rate '_a\s Vallingby demonstrated so effectively, a
‘Contemporary’ community was not just a housing estate, 11 was a
network of carefully considered and interrelated social faci ]
designed to meet the specific needs of the inhabitants, It was nol neces-
sary for the architecture of individual buildings o be highly distinctive,
bt it was essential that, as a group, these buildings satisfied the domes-

i af

i tic, sccupational, educational, medical, recreational and transport

needs of the people they were built to serve.

A communiry housing initiative of a different type which also
received widespread amention during the 19505 was Le Corbusier's
Unite d'Habitation near Marseilles. Although only one Unite was ever
bt on this site, it was orginally intended as the first of six blocks
which wgether would have formed a larger and less isalaved commu-
nity. Eack Unité, in addition to providing sccommodation, was
designed 1o cater for the basic social necds of the people who lived
within it, including ||'|n|1|',|i||n an open street was created mid-way up
the building), education (a school was incorporated into the design) and
recreation ‘a gymnasium, meeting room and sculpture playground were
all built on the roof), All in all, it consisted of 337 apartments of
twenty-three different types — from one-room bedsits 1o large family
flats = designed o accommaodate 1,600 people. As is well known,
however, the built-in services oflered by the Unité were never fully
accepled by its residents.Le Corbusier failed, for example, o reform
people’s shopping habics, and ay this was so fundamenial w the bufld-
ing-up ol a sense of community within such a large hou.ing_‘
development, the idealistic aims of the projoct were never fully realized. |

Le Corbusier was by no means alone amongst architects of the day in
choosing to concerm lumscl with the problem of low-cost housing, but
few came up with such radical solutions, Many more would have tackled
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society goes ‘contemporary”

architects who recogrized that their talents were not being put 0 the

fullest wse ol they were imited o designing houses for wealthy midedle-

class chients. This was one of the major atractions, therefore, of working

for a local authority, and the reason why, at this date, high-calibre

local authorites ssch

architects were anracted o work with l-:|||IL'J‘|'r
a4 London County Council and Swockholm City Couneil.

I}iau\' architcels were conscious, even before the war, that they
should be devoting their energies o the problem of housing Lirges
mumbers of people. In the discussion of modern architecture thar ok
place m books and magazines, however, amenton tended oo be focused
on individual privaie houses or on high-profile commissions for
commercial buildings. This sitaation was amented before the war by
Yorke when he observed, by way of apology, m the miroduction 1o The
Madern Honie:

This book concerns the individual villa type of house; and though
the author does nol pretend that the building of villas is a good or
even o possible solution o the problem of housing the people, he
daes believe that unl Land is so contealled thar fats can be planned
in proper relation o neighbourhoods and 1o open space the major-
ity of people will continue to want to live in detached or
semi-gdetached houses, and 5t 15 inportant that the relation of the
small house to modern archirecture and to the modern social svatem
be appreciated.

The main inhibiting factor that Yorke identified - the acguisition of
suitabile land for such large scale projecis - was one which the Swedes
had been able o surmount a1 Vallingby because the Jocal couneil had
had the foresight to acquire the necessary land in advance, In the UK
after the war, the situation was somewhas different. The severity of the
housing shortage in bomb-damaged London meant that the County
Council had 10 acquire as much land as possible on the outskirts of
the capital, in order 1o bufld new estates such as that at Rochamplon,
This in turm gave architects the spur they peeded o tackle the problem

of low-codt housing seriously.
Some countries, such as laly, Australia and the USA, erccted 2
considerable amount of housing very quickly afier the war, either in

the form of high-rise apartment blocks in arban areas, or estates of
detached houses in the suburbs, bur it was often poorly planned,
Furthermore, when this development was imitiated by a private devels
oper for commercial gain, rather than by & local authority or a
povernment agency, essential suppant services commensurate with the
scale of the new developments were not automatically provided.
Sometimes, communities were left sranded with no shops, no healib.
care provision and even, in some cases, no adequate roady. In the UK,
local authorities tried to address all these fsues at the planning stage.
This in itself was no guarantee of success, but without it projecs were
daoomed to suffer the unceriminty of fickle and unrefiable market forces:

Although much of the speculative housing built in the UK after the
war was as poorly planned and inadequately serviced as in other parts
of the world, there was one notable exception in the work of Eric Lyons
for the Span Development Group. Span housing, was aimed ot the
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1496105 in desira

v, such as Blackheath

TEES

nilscaped com

and well-pro wned, maximize the use of lmited space

Span housing was very popular as it provided high-quality accomme-

dation ar a modest price in pleasant surroundings elose to the ity
centre, In spite of the fact thar dwellings were uncompromisingly
+, with Hat rools ierrs, they

esigned

ymfort and

rary’ homes

nie

15 had been

thie swar very few com

s for public b
Modern Movement, al gh the
Modernise acsthetic had been deemed acceptable for purely functional
buildings, such as facrories, Modernism, albeit mostly in the guise of

awarded 1o architects of the

the more lightweight *moderne’ syle, had also influenced the appear-

ance of buildings asociated with leisure and entertmnment during the
1930, such as hotels, cinemas and seaside pavihions. However, the
majority of ‘serious’ public buildings commissioned by the state during

I siyle. clas-

the interwar years were in a somewhat ponderous classi

sacism being the siill dominant acsthetic of officialdom. After the war
this changed, however, as governments, universities, local authorities
ared private companies internationally began to commission buildings in
the "Conternporary’

One of the reasons for this change of direction was the paychologi-
cal impact of the war, "There was now a conscious desire 1o leave the
pawst bekuned, and linle incentive amply 1o reproduce what had gone
before, Victorian architecture was by now widely discredited and was
mamnifestly unsuitable for providing the revamped services that sociery
needed. Moreover, as with ho g, people were now more resporisive
o modernity, having become tired of shabbiness and buildings that
19508 society wanted to look

appearcd 0 be old-fushioned. During th

o the future, not 0 dwell on the past,
In many countries, after housing, because of the post-war baby
boom, the highest priority for local authorities was to baild new
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schoals, OF the 1,200 schools in Lendon before the war, for example, ¢
only filty remained undamaged in 1945, In the UK the pressure to
provide new facilities quickly meant that local smhorites had o evolve

new gpproaches w the design of school buildings. This led to the devel-
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D schools were built more quickly in the UK during the early post-war

serd ddemialy

period than at any other time hefore or since
Changes to the education system and its infrastructure were, in any

case, long overdue, In the UK the majority of schools in use during

the 19308 had been buill during the nineleenth tury. Oflen they

were grim and pr such an envir

like in appearance
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society goes ‘contemporary”

‘contemporary”

ol teaching were now going oul

more liberal ideas aboul education and «

the war concerns about the state of the nation's sc

meed to raise standards of healtheare, not only by diet b
exposure 10 hght, fresh air and excrcisc. As a result, the
that were built after the war were radically different

Such trends were intermational, New schools buile as far afeld s

Denmark and the USA shared a common philosophy, winch was
reflecied ina new acsthetic. What was striking about 'Contemporary’
schoals was the guality of light — in some cases of transparency —
throughout the building or the building complex, Vietorian and
Edwardian scheol buildings had usually been concentrated in ene solid
block, with high brick walls enclosing the playground. 'Contemporary’
schools were generally low-rise (the educational equivalent of a bunga.
bow), sometimes constructed in sell-contained but inter-connecting units
spread over a large area, and usually surrounded by a generous allo-
cation of playing fields. Even in inner-city arcas agempts were made w
locate schools on green Held sites. The instimitions themselves were also
maore outward-looking, literally as well as metaphorically. There were
windows everywhere, not just in the classrooms, but in corridors and
stairwells, assembly rooms, dining reoms, gymnasiums and laborato-
rigs. This gave schools & new feeling of openness, engendering a more
positive attitude towards cducatinn.,')h:cording o Waoll von Eckardt,
commenting on developments in the USA: ‘School buildings, rather
than being places to conhne children for the ordeal of getting an
education, have themselves become tools of teaching.'|

The layout of school baildings and their inter-relationship was
considered all-important, In Denmark, Arne Jacobsen's Munkegard
School at Gentolte, near Copenhagen, deseribed by Kidder Smith as
‘the finest secondary school in Europe’, is a striking example of an
inpovative layout as o reflection of the new cthos in teaching, Designed
as a grid of alicrnating classrooms and playgrounds, it was arranged
so that each classroom looked our on w8 courtyard, each paved and
landscaped in a different way o avoid monotony, and each adorned

with a work of art. Smallness of scale was considered important,
Although many schools were larger, therefore, classes were generally
smaller, despite population size being on the increase, The large classes
that still prevailed in Britain were much disapproved of in the USA,

for example.
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oo G the iwell-

wrimdnis, Fach alareroe
onby @ caurirard, I[d:nbstn was by no means alone in secking to make arl an integral e Workd o 87
ourivani part of the design within his school a1 Munkegard. During the 19508 it shools wer smcvaringdy

was believed that school buildings, although essentially functional, gl o placks of o
menidal sdomindiiton sather designed i e il |

should seck w foster ereativity, and for this reason both are and deco- R ¥s Richand Skigpard wad
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educational environment. In the UK, although art might take the form looun sdpted of thir time, i
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whether in the form of imaginatve brickwork on the extenior, mosai
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society goes ‘contemporary”

decoration on a stairwell, or an abstract arrangement of

cladding on the sutade of the building, aliernating with cur

alsn a characteristic of many

the places of lear vie ms well ne dnce

Some of these sch » o jodicious and econos
use of an work.”

In Bra

style can often be de

1, sch il during the 19508 an

e ‘Contemporary’

, such

1 by thewr curved organic compo

as wavy canepies or vaulicd roofs, complementing a rectilinear

ure. Such feamires repr nted & groswang international trend towards §
more sculprural form of expression in public buildings, particularly
thiose making use of concrete, This kind of embellishment and detailing
created considerable variery of visual effect within individual schools.
In the UK there was variely, too, even beiween schools in the same
area built I.g,- the same local JulEmrn:.- using the sime maodular syatein,
although recognizable patterns were also evident

Later, a similar approach was adopted in new hospitals of the perind,
where the need for funcionalism had to be balanced against the need

create o positive and life-afhrming environment. Onee again, as with

houses and schools, there was a clear difference beiween the pre-war
and the posi-war acsthetic, as polnted out by Woll von Eckardi:

lop and Left

St Catherine’s Callepe,
Clyfard, denagnad by
The cardier tendency was 1o incorporate into spotess health facto-
ries all the advances in medical knowledge and technology with the
greatest possible efficien

v and aseptic polish. In the fifties our

hospatals and chnical facilities tnok efficiency for granted and ag

i,
concentrated on liveahility, on charm and cheer as an indispensable
peyehological incentive o healing and convalescence.

After the wir the provision of further education was significantly
extended in many conntries, a trend that continued [nie the 1960s with
the consolidation of the idea of campus-based instirutions set in green
ficld sites with spacious landscaped surroundings such as York, In the
UK, the trend towards expansion also affected the development of
established academic instivutions, particularly the nincteenth century
so-called "red brick” universities, such as Manchester, which sought 1o

increase their intake of students during the 19508 by erécting new halls

of residence and faculty buildings. Also keen to expand were the
Chhridge colleges. The acclumed 5t Catherine’s College in Oxlord
designed by Arne Jacobsen was just one result of this programme of  Opposite. The sl
expansion, although by the mid-1960% so much new building had taken  dormiusie of Alar

2 : 2 : ; Ao’ Everstt Muoss
. Cambridge that a whole book, New Camb Architecture by
place in Cambridge that a whole T DR L Biker Honse at

Nichalas Tavlor, was devoted exclusively to this subject. i Tk 4

The 19508 also marked a period of growth for specialized educa- of 19479
logy. In the LUSA, several v faced with
leading figures from the European Modern Movement played an  rough brick, oud this

impaortant role in this area, starting in the late 19305 with Alvar Aalto's
curvilinear dormitory buildings of 1939 ar Massachusetts Institute of

tional institutions such as colleges of tech

Technology (MIT) followed by the extensive involvement of Mies van
der Robe at the Hlinois Institute of Technology berween 1939 and
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After the war, althoug

as a ‘machine [or

iden of the office as a ‘machine for

especially in the larger corp

rethink their approach to the lear lines

of eommunication were recognized as essential, for example, and it was
I

layour of the ofice. Insiead of a

these could be signi d by altering the

thought

v cubicles, therefore,

offices became large and open-plan, partly in order o maximize e

e of space, but largely o improve efficiency through the operation
of & different atvle of administration and management,

Corporate headguarters, especia the USA, were nsually

conceived on a somewhat grander scale and tended 10 be planned in

one of two different ways, either as high-rise or low-rise, depending on

the space resirictions of the siie. The high-rise approach was eml

in the soaring scraper, typified by Lever House of 195].-2
Skidmore, Owings and Mermrill (SOM in the centre of New York, and

by the Pirelli Building by Ponti, Nervi and Associates in the centre of
Alilan (1958-61). Low-rise developments, on the other hand, were
Id site, as with Eero
ter at Warren, M

1951-71, or the expansive new headquarters for the Comnr

spread over a large area, usually on a

Saarinen’s General Motors Technical

ford, Connecticut de

General Insurance Company, near Ha
SOM (1954-7). In both types of T
these confidently modem buaildings, with their force

nts, espe
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1 expression of the newly Above TH
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Aceording to Sherban Cantanzi n Giseal Madern A
the reasons for the success of | Hisuse
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w New York was becanse

wperative client

A
valuahle site in Park A
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chic and
in the works of SOM and Mies van der Robe. In spite ol
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‘elegant’,

it

\

s there was d huge

hetic an
I'he dilfere

pcal, and the mast ot

amenton (o dewmil, both visual and
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=

snding architeets of the period were all

\

shed by their single-minded rigour i

this respeee, It was easen-

i

example, to ensure that what was projected in terms of

¥

"i
|
_a
|
5

— B | W T A
N qi I

materials or structure really worked, Thas could only be done by rigors

omy testing beforchand: it was also esential thar the architecr should

see gach projeet through 1o completion, with an nsistence throughout
on the highest standards of workmanship in the executon ol the build-
ing. (Sensitvity 1o human needs was also extremely important i a

i be successful in practice as well as in theory. |

nen, one of the most successful architects of the |

ned many of these qualities. Although very much interested in
individual cxpression he was also concerned to exploit the latest
advances in wechnology and engineermg in order to bring to perfection
modular building systems and curtain walling suitable for large-scale

oflices. Ar the same time he recognized that office buibdings were for

people, individiak who required both physical comfort and visial stim-

I'—"'

ulation to perform well for their employers. !Atwention 1o detall and
tive expression were an essential part of his approsch to the design
of public buildings, therefore, and for him art was not something o be

conlined to the home (OF his sims for the General Motors Technical

cre:

Center he 1 quoted in the book Eeo Sacrinen Oa Hic Work: FOur intens
von was threefold: 10 provide the best posable facilines for mdustral

rEse,

chi to create a unified, beautiful and human environment; and
I an appropriate architecural expression,”)

A ——_ iy

I his cholce of buoilding materials Saarinen sometimes drew mgpi.
ration [rom the produces of the client company itsclf: this was the case

Yin and Abbove: B - Y in both the headguarters for the finm of Decre and Company and at
L it LK Harry Beria, the General Motors Tecl al Center) Of the latter the arcliect

' s o commented, fthe design 18 based on steel = the metal of the antomo-
. : : bile, Like the sutomobile itself, the buildings are cosentially put
. Y rogether, a3 on an assembly line, out of mass-produced units.”
] (&) Architects o e, who could apply their wlents vo such a wide

[ public buildings, from airports 1o churches i

it could be equally succesaful when applied 1o

mbassies,

wstrated the strengths and the e

ity of the ‘Co

ETpOrary’

und shiewed that
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Corporate power bases ol the 1ype designed by Saannen duning the
19508 were usaally constructed on a modular grid-like plan and
required & new style of “Contenporary’ othee fumiture o eguip thern

This was provided by emergent lirms such as Kooll Ass

5 and
Herman Miller in the USA, and by revitalized older firms such as Hille
in Britain and Cassina in ltaly. OF the four, Knofl headed by Hans
and Florence Knoll, was the maosi progressive i ollice furniture deagn,
and 1t was Florence Knoll hermell who ok the lead in developing thr
squarc-scction stecl-bar framed furmiture that was o become synony.
mious with the mernational corporate acsthetic of the post-war period

This was a construction technique thar was applied 10 both carcase
Turniture, such as desks and cabinets, and seat furniture, Knall
Associes, who by the end of the decade had expanded 10 become
Knoll Intcrnational, also became well known during the 19508 o
puujng back into ||11|[|lu'liu1| some of the classac 1930s dn;_-_ig]m of the
Modern Movement, such as the Barcelona chair by Mics van der
Rohe, which was often 1o be seen in the lobbies of corporate buildings
during the 19504 and G0x

It is intcresting 10 note that while the architecture of offices adopred
the nigonrous geometne planming associated with factory design, & agmit-
icant mumber of newly constructed factories abandoned geometry in
favour of more fluid, sculpural forms, This growing interest in organic
sculptural expression ran paraliel w the pursuit of rigorous geometry in
public buildings of the period, particularly those requiring lage vaulied
shell siructures such as market halls, sports arenas, airports, train and
bus terminals, factories and warehouses.| Although curvilinear forms
had formed an essential ingredient of Alvar Aalw's architecture before
the war, Aakio’s organic impulse was mainly expressed i undulating
walls rather than in roof structures. It is for the laner thar the 19508
will primarily be remembered, however, especially the remarkable
profiles of Eero Saarinen’s airpores and Pier Luigh Nervi's Qlympic
stadia in Rome, although Frank Lloyd Wright, going against the wend
as usual, made one of the most dramatic statements of all in his
outwardly spiralling walls for the Guggenbeim Museum in New York.

During the course of the 1950s the influence of sculpture began to
be seen on an increasingly wide range of public buildings, such as
churches, art galleries, auditoria and finally, i government buildings in
the new cities of Brasilia (chiel architect Oscar Niemeyer, from 1956;
and Chandigarh (chief architect, Le Corbusier, from 1950}, |'|1'| Teiro-
spect, this new plasticity of form stands out as one of the most unusual
and original characteristics of *Contemporary’ architecture./ [t was by
no means just an aberration or an offshoot from the mainstream, bo
reflected the cenvrality of the visnal ars to all forms of creative expres-
sion during the 1950s, from the design of wallpapers to houle coufure. Its
importance was underfined by the fact that, by the end ol the decade,
it had been accepted and ombraced not only by the younger members
of the profession, but also by some of the leading figures from the
Modern Movement, notably Le Corbusier and Marcel Brewer, In 1963
in Spact, Teme amd Archfecture, Siglried Giedion reflected:

}
That architecture s approaching seulpiure and sculpiure architecture
is no deviation from the development of comemporary architecture...

2014
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society goes ‘contempor

of the present deve

wl phase

This trend w
Speakis

nents of this style

They... demonsirate the lical ¢ charae

teristic of all of the ars of ou . Today, paint sculptu
architecture, and the arts of design pursue weightlessness, forma in
tension, and dynamic plastc expression, rather than the soladity and
classic balance admired by earlier generations, A sy v far solid-

ity was natural in a world of brick on brick and stome on ston

i A
prececupation with lightness, dematerialization and dynamic forms
in equilibrium is namaral in a world of spider-sirong seeel, thin shell
concrete, and amorphous plastics that invite new principles of
conatruction and manufaciure and the use of stimulating new

shapes.

hand. |

new purposes, and new forms go hand in

What gave architects the freedom 1o develop this new aesthetic and o
experiment with form in such a bold way were the technical advances
made in the fabrication and application of reinforced concrete. The
strength and Hexibility of reinforced concreie, rather than its aesthetic
potential, was what originally influcnced its development as a building
material, first in skyscrapers and bridges during the lawe nineteenth
and carly twentieth century, and later in factories and warchouses,
Even during the 19508 it was in industrial buildings that concrete was
ofien used most fearlessly, some of the best examples being the
Bryumawr Rubber Factory in South Wales icompleted in 1951] by the
Architects Co-Partnership in conjuncion with Ove Arup, and the
many ingenious designg by Nervi in Italy, such as his Government Sal
Warchouses at Tortona (195051, hiz Tobaceo Factory and
Warchousez a Bologna (1951-2 and 1954), and the Gard Wool Factory
i Rome (19

For Nervi, the experimental work he carried oui for the alian
Government during the 1930 and 40 on the construction of huge
concrete framed nir hangars proved invalunble in suggesting new wavs

i

erete could be used, ot o

in which jorced cor Wy for structural

walls, | lan 1o ereal

aulied rools that could span huge distances

without support. Nervi united artistic brilliance with engineering
genius, and with this comhination of talenis demonstrated that funec-

tional architecture need never be gracelsss, nor lerm materials an

excuse for poor artistic expression. In face, quite the reverse: with a
thorough knowledge of the wohnical properties of reinforced concrede,
bie showed thay it conld be o graceful and poetic medium.

Lllei

but it was by no means the only logical development of the use of

ately Brutalism became the dominant acstheiic of ithe 19604,

concrete: there were real aliematives, as Le Corbusier discovered m hia

chapel of Notre Dame-du-Haur at Ronchamp in France, Ch

wirch baild-

ings in gencral were anather rich area for architectural experimentation

during the 19508, and Le Corbusier’s wa

at Ronchamp should be

nry”
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of eocles
wized in the Vlodern
re and Keith Murray

T T Y

al Movement has rediscovercd the essential creative
Lit
Ch

life ard

v as the source

rch. This re

i
1 luicnce

over & witde spect of the Churel -~ Orthodox, Roman Catholics,
A icany, Presh 14, Methodinis, Bapnisis, Lutherans and
Calvinists.., The Litargical Movement has shown the intimate

COn

necoon between liturgy and architecture. When architecture

beromes a mamer of style, the relanonship between client and archi-

[(IEERLH e consequence But once the architect 1 mises L

TS
wnes il

(i

building fulfils a practical and symbo 1 in the life

community then this relationship by

After the war, determined efforts were made 10 encourage closer

communion between the clergy and the congregation, and o remove

the sense of remoteness char had hi led, This was achieved

ild become more directly involved in the service, Sometimes this

Fi0 previ

I layout of the church so thar the

by alterng the phys MErcganon

nt thal churches were con

e almost or completely in the round

iably, even in Catholic churches. it meamt siripping away the
physical evidence of pomp and ceremony i church intenors, providing

a purer and less cluered environment in which to focus on worship.

Judged fram this susndpoint, many af the best post-war chur
1 West )
If Schwarz achieved a high level of refinemer
o work in chis field f years, Th
1 unex

hitecis such
t as a result of
e was a delib-

iy and austerty abour the interiors of

were b

as Kud

smany, where specialist chur

ver a number

4
many ‘Contemparary’ churches in Europe and Scandinavia during the

19505, as if architects felt the need 1o purge their buildings of any hint Com

ght be interpreced as impure. This is oot o

of stylistic excess that

it decorative clements were excluded aliogether, bowever, or

sparary’ churches eschewed omament

pur itamical way

1 reengoeced

nee of moral degoners and sinfulness; nevertheless,

wration there wias te

d to be charged with special

meaning and miensity, Being such a sensitive arca, designing a church

wiss noeasy marter, as Wall von Eckardr pointed out
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Ty Suinida 0 1
gy and tradit arrrle 1
the need o expres ) TEregALin i
m frawal 1 Tvere I i

[§ T con onsE that *a

eriteria o

150s faaled 1o meet thes

Catl , Few dchivved

and Scandir of the

of the Church of England, ar

¥m im e ohe
for new buildimgs. Thas lack of direction, in turm, had an ellect on the
level of church anendance in Britain, which went into decline after the
war, According o Kidder Smith, writing in muore (me
I the United
ated O

new churches around Basel

Kingdom. To fip through

e Incory

t devaul an

Building Society, Londan, 19570 will make even the
agmnstic
There were also major differences in the approaches 0 modern

chu wilding in the USA, which reflected not anly the greater
afthience of the latter by contrast with Europe, but also a bolder and
more scli-confident ceclesiastical vision. Often American architects
tackbed the design of churches in an overtly emotive way in an s i
1o inspire devotion in the congregation by evoking awe. One way ol

producing un awe-inspiring effect was 1o sitware the church in a

dramatic location, perched on the edpge of a clifT, for example, as with

the Chapel of the Holy Cros in Sedona, Arizona, designed by Anshe

and Allen. Another way was 1o create a deliberately exaggerated shap
and some of the more extreme American ‘Contemporary” churches
were considered aundacious, even disrespeciful, by European standards
In ¢ of the ecclesiastical criticisms levelled
Hashv ildings, however, they were undoul
judged purely on their technical and
first Unitarian Chureh at Westpory, Con

inst these somewhar

ily successful when
sthetic merits. Vicwor Lundy's

nectiout (196 was one such

example: the sculptural expression of the searng, concave tmber roofl’

being a rather sell-conscious anempt o embody the idea iruality
i physical form; a non-church-goer's iden of whar church

to inspire them to devoi At the same time, it was W tedly a

remarkable plivsaical structure,

As with other public buildings, such as sports stadia and afrport
termimals; churches reflected the wadely hield view that *‘Cantemporary”
architecture was ideally suned w arnisne, and particularly seulprural,

expresston. It was this organic, sculprural form of architecture, limited

almost exclusively w public bulldings rather than private dwellings
which produced some of the most memorable and structurally ambitous

Bruileding

and fi WHC IEErpre Gt

s of the “Contempors wiyle

Nat sur

e s L

were allowed the most seope for experir

erefore, because of the imparance of techni

ture at this type, some of the most interesting b he early

post-war peried were thase in which aructural engineers ok a kead ol
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The three outstanding architeet- weers in the field of public build
ingy in the 19508 were Pier Luigi Nervi in Daly, Felix Candela e
Mexico and Eduardo Torroja in Spain, all of whom devoled cheir
careers 1o the research and deve anerel

hough there was nothin

concrete — what was ol

combined, and the mathemancal precision with which

and stresses were calculated, Because of the cerai

P lier

racy and control, the material could be wreated more ambitiously. This

had a knock-on effect on the aesthetic of the buildings that were

proposed s Wolf von Ecklusdr deseribed in Mid-Century Architectur

in America

Comple

by new forms and shapes and the spanning of : SpaCes

without columns or other interior obstructions have been made
possible by a major breakthrough from ihe age-old structure of
compressive strength to o new structure of tension... Based on maih-
ematical caleulations of stress and ten

ion, engineering pioneers,
have Ix

wken the tyranny of cubical forms by developing what might
be called shell construction. In this method, walls and roof, support

and load, framework and ormament arc one as in the egg... Other
Y e I_I. il shapes which derive their strength from form rather than mass are
l | | | | ’ HJ!" I Il fll the saddle-back hyperbaolic parabaloid and crimped trangles... Bt
|

thin flexible skins are possihle only when @t |concrete] 15 reinforoed
with steel wires, *Steel,” writes Torroja, ‘gives ienacity 1o stone
Concrete gives mass 1o steel. Combined they will resist tension in
accordance with the existing nevwork of stresses’ 1w reach om and
span space of fantastic proportions.

Felix Candela i his Los Manantiales Restaurant in Mesico Cirty /1938,

and Minoru Yamasaki in his Lamben-5t Louis Airport [1956]
USA, both exploited this porential to the full, as did Ecro Saprinen m
his design for Dulles International Airpore in Washingron DO (1957-62}
Undoubtedly the greatest achievemens of the decade in the use of
reinforced concrete, however, were those of Pier Luigi Nervio By his
own admission Nervi had s love affair with the material which he
deseribed admiringly in
Jones as “the finest construction material man has found 1o this day’.  Top and Above Perdags
What distinguished him from his contemporaries, the majority of e mant aitnirking aupert
whom had a background solely in architecture rather than engineer. F'_’"“_"“ aer ereaied, K
. " : y Segeinen’y THWA Term
ing, wan that Nervi had a deeper understanding of how concrete really "o Airport
worked, and thus of how it could most effecavely be used. With knowl- completedd in 1961, is
edge came greater respect for the material disell, and an inastence on gl sganie datk s
the highest standards of execution. For Nervi, concrete was a crafis- e e
man's material — not a chedp substitute for brick or stone, but Feomi the oul
i S (e often Ber
medium with its own distinctive character, and thus its ow u“\::r -r\.-r: "‘:
expression. Nervi was aware, however, that the in-depth knowledge of u'.-..n.- ;.-l'u;“'l.rl# e
the engineer was not in itsell & guarantee of success: antstrotefisd

Architecture Today prd Temorrow by Cranston

wwing Page Dwlle
af Haahangion

range of

imsede, it iy perka

It is obwvious that engineering and the mental make-up roduced by

enmnecring training do not suffice to create architecture. But it is
: erén mory

just as obvious that withour the realizing techniques of engineering
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any arcii el conceprion 18 M0 8L T

tinn derive hmica tian

decoranve from siruciural cob

After hi fruciural experiments with zir hangars Tor the lahar
goveriment during the war, Nervi spent several years carrving out

ineensive rescarch o the properties ol conerete, investigaing bow s

I b duir ent of
fert R T rs ol steel
mesh 3 aels which could be « thinly

The ability to cres

without losing any of its stre

nenis, combined with the fact that with the new marers

wils actually needed, meant than when competing for contracts Nervi

vler-cut his while still off weh higher

was able (o

d his

quality product, As a guarantee of gquality, Nervi

CONSIruCiion company 6 carry oul the engine

projects he had designed,

hibsitaem Hall

of 1948-9. When it was completed its vast size and siriness caosed

His first major project afier the war was the Turin E

sensarion, especially when it was revealed that the whole building had

been erecued the space of eight months, The key 1o Nera's suceess

was not in endeavouning 10 be consciously artistic, bat in allowing the

form of the bullding to evolve aut of the functional veruirements of

the siructure, expressed through the most suitable materials! He also

wished 10 anain purity of expression through cconomy of materials and

labour beeawse, in his view: ‘In the absence of tste, economy s the

best incentive for are.’ The buildings for which Neevi became world

e sporis stadia designed for the 1960 Olvmpics

funous were his 1
Ruome, In these buildings he employed distinetive vibbed basketwork

cte, Two af these

roal structures made of prefibricated reinforced co

stadia (the larger Palazzo and the smaller Palazretto dello Sport) w

covered domes; the third (the Flaminio Stadiem) was an oval-sh
open arena, bullt o sear 46,000, with cantilevered canopics projecting
over the speciators. The two domed siadia had elegantly patrerned
ribhed cellings, the smaller with Y-shaped supporis carrving the ex-
terior dome, Spanning 194 (1759 n, the Palazzeto was tie first of che

three stacia 10 be built and was hailed ar the dme 5 o modern-day

Panthe The interiors were motable fior b sletely column-lree,

During the [950s various communities arowwd the world benehined
greatly from the services of a number of remarkable architects such as

Nervi, visionarien of towering intellect and ability whoe were of

stature to fise 1o the enormous challenges facing soc

iy

sullicie

(nhers, although undoubtedly wlented, we sx auceessul i overs
coming practical problems, whether techmeal or linaocial. One

er, the highly

architect who fell into this category 'was Oscar Nies

creative and am) i architect of Brasilia, whose grand schemes were

v realized, however, because they bhrought about the

¢ of the country before building work wiss complewed
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The tension generated by this interplay of the forces of lnads
formmity and for low and order
II

s the human spirit. Bath are

and creativity and the forces for ¢

are the mainsprang of our inner o thie sadT of oiir mental

It is not one or the other which susa

ey, and
cked 1nedi-

eacnhal, Perhaps it s now o i our plan

£FIcE

ality in architecture will ruin us as surcly &5 mo oy il it tsm't

sl 1o arder, We need the halance,

i toelay as they

Eckardi’s perceptive comments and advice are as ro
Indecd.

s and achivvements of architects and design
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epilogue

6, there hod been o
Nk

sier goods: being nroduced in ever

From the varly post-war period untl the early |
ferment of activity in the field of constuciion and manufacirnng

only were huge quantitics

wted designs, bt

more technically and acsth ally soplis AT BTN
mous amount of new howsing had been buile and new public and
commercial buildings erccted, the majonty i the “Contemporary” sovle.
The boom was not just one ol quantity, however, alibough the shee

ghcanl; it nleo res

scale and variety of what was produced was sg
presented a Bowering of artistic activity in the field of architecture and

ely when

design. Cransion Jones summed up the position very evoos

he wrote in Architectvre Today and Tomurow in 1961
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virtually full employment, and although wages in many countries were
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surprisingly, were actively sccking matenial goods on which 1o spend
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In his new mtroduction (o the revised 1963 edition of Spoace, T

witd tecture, Giedion volced lis hopes and fears for architecture in
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