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THe WORK OF PAUL T. FRANKL

as exemplified in 1hss couch and
chair shows originality in han-
dling forms and materials, with
g tendency perbaps tou ard dra-

a¥iC a‘.\']-’h ssion

SOME MODERN FURNITURE DESIGNERS

Are there any who will take their Place in History with such Men as Adam, Chippendale, and Phyfe’

NONYMITY has been the fate of most
men whose names have been carved in
beauty on the objects closest to our daily
lives. Down: almost to the contemporary
designer of furniture, the only record left
has been the material embodiments of their
talents. Some few names — Robert and
James Adam, Thomas Chippendale, André
Charles Boulle, George Hepplewhite, Thomas
Sheraton, Duncan Phyfe — of the furniture
designers up to the beginning of the nine-
teenth century are alone known to those
casually interested in the history of the
decorative arts. A scant handful more —
Biennais, Jacab, Desmalter, Gouthiere, Cai-
fier, Martin, Darley — are probably fa-
miliar only to students. In the main those
men whose work had a wide psychological
‘ﬂﬁft. individual and social, upon their gen-
grau})m were just so many obscure springs
feeding the stream of the decorative arts.
To-day we have reached a higher point
on the incline of social awareness that re-
c"‘@fl lts elevating impetus in the invention
Of.pnnnn& s0 that now the last chair from
D!Q'Bouqeois or table from Ruhlman s
teproduced in magazines throughout the
Wﬂd. and their names have become common
8 1n parlor conversation. Other names —
M Hoffimann, Bruno Paul, Pierre Chareau,
Louis Sognot — are known to those who
mw attentively read their periodicals.
oix work of little-known and little-valued

BY C. ADOLPH GLASSGOLD

men finds its printed record too. lo separate
the good from the bad, to judge the con-
tributions of these men, to estimate their
single and collective value, and 10 forecast
(though prophecy 1is inexpensive) their final

ONE OF FRANKL'S SKYSCRAPER BOOKCASES,
in a style characteristic of much of bis work
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place among designers of all time is no simple
task in the face of this superabundance of
material and the inevitably myopic Vision
of contemporaneousness.

By the strange telescoping process of time
we come to see the history of the decorative
arts as a series of styles or periods. Periods
have a distinctiveness about them that is
apparent to any meandering museum VISItOT.
About the objects of these periods and by
means of them we have reconstructed their
ages, of which they are so revealingly ex-
pressive. That the decorative arts of our
age should be equally coherent, expressive,
and characteristic is only a logical and justifi-
able expectation. That they must be unlike
all other periods follows inevitably from the
differences between our age and the past.

Very briefly, the present differs radically
from the past (for our purposes) in 1ts
methods of transportation, its fabrication
of synthetic materials, 1ts domestic and
business architecture, its inventions, and
in its exploitation of the machine. To be
truly reflective of our age the decorative
arts must take cognizance of these differences,
must intelligently employ these advantages,
and wisely accommodate itself to the new
needs and modes of life. The adjustment was
naturally and unconsciously made in the
case of the automobile and aeroplane, which
had no traditional mould into which they
might be cast, whereas in furniture the change
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namentation of more luxurious
the belief that the form of a pi

must be patently conditioned b
and that each piece should b

in a2 harmonious ensemble
ordinated to the whole, and th
ordinated to the occupant. Th
were true of all great periods. but
obscured until recently beneath the
stuffy Victorian rooms and period in

Tue WORK OF KEM WEBER s§hows [ am not one to deny the beautv r
Iog’ml'l""’gf";” and sane ”mcrjrf" a Louis XVI cabinet or a Spanish ta
Severe of bis enfm 7Y Jeatires 5 but I do feel them incongrucus in moder
the illustration above

surroundings. The designers whose furnitur
reflects an awareness of the truth of tt
basic facts are the ones who will most v
contribute to the growth of a full-bi
modern style —a style whose tendenc
alone can now be defined.

These tendencies were incipient In
William Morris movement in bngland as
early as 1860, and it 1s therefore uncritical
and unjust to consider modern furniture as
a mere unrelated phenomenon of the moment
The Morris movement was, paradoxicall

A CHAIR designed by Eugene Schoen
which shows French influence
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enough, a revolt against the machine and
reversion to medizeval craftsmanship. [t was
THE WORK OF EUGENE SCHOEN 7§ more basically a revolt against the abomina-
notable for the skillful use of beauti- ble furnishings being produced at the time
ful woods and rare veneers, a point The Morris revolt took hold of Germany &k
welldbrougbt out in the desk illus- helped develop a type of work called Juze?
trated below stzl. The significance of this movement ¥ =
its search for a non-imitative style and thy
ftort t

o N e Y »  employment of the machine in the ¢

AL &
£ : . .
produce large quantities of furnmiture
' ‘ : B s 1D
reasonable cost. Natural motifs wett
basis of the Jugendstil as they were of \r
W

NOU\'CQU. \\‘h(_)Sp ;.{R'.‘H' Pr¢ tagonist |
Sicgf[’ied Bing i Paris, about 1000 Bput Lk

natural motif soon became too 1SSl nt ati
brought the movement to a decadent ’
where grapevines and flowers ™ ned A
over the furniture. |
Out of the more structural « lemments O Y
Jugendslil dey \‘lup\\{ abhout 1000 the pPi
of German design that was distinctiy it e
In the 1914 Deutsche Werkbund Expostt™
the modern stvle was seen to have | ken 1T
root and attained definition m G0
Austria, and the Scandimnavian < t'."ri"‘*

France meanwhile was
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the right combination of materials, steel, pigskin, and glass being used for the furniture and cork for the walls

Art Nouveau had exhausted itself and looked
shout for a more vital and appropriate
style. It found the new decoration all about
it. and immediately after the war began so
rapid an assimilation and refinement of 1t
that in 1925 at the Paris Exposition it
emerged completely transformed, and be-
came, for America at least, the leader 1n the
modern decorative movement.

Although we in America had received a
traveling exhibition of German applied arts
in 1912, little attention was given the modern
style until the Paris show of 1925 brought 1t
so vividly to our knowledge. Since then its
growth and acceptance here have been nothing
short of startling. Our most distinguished
designers are those who work in the new
spirit, for they alone, awake to the demands
of a social existence so radically different
from previous conditions, aid the integration
of the applied arts with the other modern
phases of life.

Among those Americans whose furniture
shows 1n greater or lesser degree a con-
sciousness of the basic principles of the
modern design and an awareness of its
tendencies are Donald Deskey, Paul T.
Frankl, Wolfgang Hoffmann, llonka Karasz,
Lescaze, Walter Nessen, Winold Reiss,
Bm; Schoen, and Kem Weber. Such
m alone does not, however, entirely
‘ﬂﬂl&m selection for special mention
&m the long list before me. Many

mm OF WINOLD WEISS comes closest to
- SROping an individual touch in wood
SORSE vemoved from Continental practice.
o vecentiy displayed at the American

others show an intimacy with the theory of
the modern style and some few more practise
it with commendable delicacy or vigor. But
the nine whom | have designated by name
warrant first comment in any discussion of
the subject by the extensiveness of their work
and its beauty. Had they been designers 1n
one style or another they would rarely have
drawn a bad piece, for they are primarily
artists in the field of design, and only sec-

ondarily adherents to a cause. Their final

[165 ]

positions among the furniture designers and
cabinetmakers of the past (whose glon
would be zealously preserved by admuirers
through slavish imitation) will depend not
only upon the modernity of their work, but
upon its beauty as well. It 1s by these two
standards that they will be judged by
futurity — beauty and appropriateness 10
modern needs. It is by these two scales as
well that we, their contemporaries, are
privileged to weigh them. | am only too
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the dc\'clupnu-nt ol the con temr
in America, where simplicity
martics 1s the great requisits !
aroused popular interest of 5
kind in modern furniture, byt A
a time the more durable quali
majority of his pieces ]I;\;\_.
fine sense of proportion, elegans
of masses, heightened by 1},
ornament, interest in the ys
materials, a knowledge of lacquer
feature common to all the better .
a functional simplicity

Schoen’s development seems o |
the path of refinement. His taer,

use of woods, his ornamental Je:
suavity of lines, are impeccabl
elegance 1s derived from the pec
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A KEEN STRUCTURAL SENSEC

well aware that @sthetic judgments are
made on shifting ground, but | nevertheless
beg to be permitted the dubious pleasure of
passing tentatively upon these designers.
Among the earliest of our modern furniture
designers whose names have acquired a cer-
tain prestige are Paul T. Frankl and Eugene
Schoen. They had both begun to invest their
furniture with the modern quality long be-
fore its popularization through the depart-
ment-store expositions of the past few years.
Frankl’s furniture shows considerable origi-
nality in handling forms and materials with
a tendency toward dramatic expression.
His skyscraper furniture, for instance,
threatened for a time to become his symbol:
an occurrence which would have been un-

fortunate for his reputation as well as for

grves the furniture of Les-
caze (see above) an effec-
tive simplicity, beight-
ened by ‘the judicious
employment of metals.
Wherever possible, be tries
to incorporate furniture
into the architectural lay-
out of a room, as in the
office seen at the right

WaALTER NESSEN  [imits

bimself to metal arts and
15 one of our best designers
i this material, as demon-
Strated in the table and
chairs below

Conrtesy of 1 Newark Museum

modern French school.

He 1s little addicted
to the use of lacquers, metals, or synthet
materials, but he i1s to myv mind withou

peer in our country in matching beautil:
grains and rare veneers. Schoen, 1t might b
said, 1s working in the tradition, giving I
basic principles polished expression

Allied with Schoen in a broad general w
are Hoffmann, Karasz. Reiss, and Weber
They have in common with Schoen ther
allegiance to wood as material for the com

hin

struction of furniture. They differ from 1
greatly, however, in spirit, for while Scho¢
shows French influence, the others, excepti™
Miss Karasz, evidence an artistic heritag
culled from German or Austrian sources
Miss Karasz is the mos! ;.'Mg\n_iu;ll
original of the four, and by far the bold
in conception. Yet occasionally on¢ deplor
dan Over-vigurous statement in her picce

',‘,l{ A

a heaviness due to (Continued on b
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too great solidity of the materals
in which she works. Weber and
Hoffmann perform a major service
to contemporary design in furm-
ture by the neat and logical
restraint, the practicabihity and
the sane structure, of their preces.
A great growth, both i feeling
for material and n design, 1s
shown in the work of Winold
Reiss, who bids fair to supersede
the others in wood furniture. He
has not as yet Schoen’s elegance,
Frankl's taste, or Deskev's bold-
ness, vet he comes, as does Miss
Karasz, closest to developingan in-
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architectural
but unlike the Frenchmen he d
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architectural lavout of the room.
By so doing, much space 1s saved

— a consideration of some weight
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in this age of small apartments.
This structural sense gives les-
caze's built-in furniture an effec-
tive simplicity, heightened by a
judicious employment of metals.
Deskey has made some of the
most outstanding contributions
to the modern style. Secure in
an extraordinary sense of propor-
tion and a feeling for the right
combinations of materials, he has
courageously and successfully ex-
perimented with a large variety
of substances with telling eflect.
Many of his pieces are composed
exclusively of standard industrial
materials in which there can be
discovered not the shghtest trace
of mechanicalness. Machine-made
products are a handy and logical
medium and Deskey uses them
with artistry. When combined
with wood these products produce

WarninG-rooM of @ Dactor’s Office, designed by 14 ol }
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an L‘!Tt‘ct unique in the hicfes.
turm.turc, and 1t s to [;. Y y
crcdnt that the release from ‘:'
tional methods tlﬂnnlmi Iy e
has not led him into c\-w”.;r

Nessen
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works exclusively

{ : . : 1
metal, in which he is - Mast 3
» . o ~ . ‘ \ ‘.
craftsman without cqual in A r

er-

ica. Limiting himself as he |
to metal arts, he cannot of ;r’\
htf expected to rank in imp..”\,n.\:,
with others whose equipment
more varied, but he has ngl.‘;
considerable reputation for pi
very fine furniture in that mater; 1]
[he furniture of a2l 1h(:\,'.
p('()plc ;\()SR(‘\\'(‘\ one or more of
the features characteristic of mod-
ern pieces, and the best of them
[requently achieve the ideal com-
bination that distinguishes the
frue u)nl(-mpnl;lr‘.' plece. [ o he
truly modern 1t must be beautiful
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city, chaste in 1ts
";l ctional 1n struc-
 practical, composed of
u able materials, easily
» -machine technique,
ve in an ensemble, and
WA d comfort as well as
sauty.

msh that space per-
¢ to speak in detail of
*‘h, Herman Rosse,
;.M F. T. Whitman,
deman Alexander
Herbert Lippman,
Dthers who would all
alysis In a more com-
urvey for either their
’* vitality, sincerity of
worthy talent.

ism in the applied

T S gt

& MODERN FURNITURE DEsiGNERs
(Continued from page 210)

arts 1s dlsdppcarmg, In the Oc-
cidental countries (and the Erow-
mg, Internationalism of the art
spirit appears undeniable to me),
then we need not lament the
presence of German, Austrian, or
French strains in contemporary
American furniture. For national
traits threaten to disappear in
time, and there will emerge a
style common to all. We may,
however, be grateful that we have
the many men capable of working
with such distinction along the
paths marked out by Continental
originators. These pioneers of
Europe will rank in fame with the
greatest furniture designers of his-
tory when time has allayed the bit-
terness of controversy.
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[EADING ARTISTS HAVE DESIGNED THE NEW
SANITAS STYLES FOR YOUR HOME.. .. - -
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By way of celebrating the

wwenty-fifth birthday of Sanitas, well

known artists W
he most heautiful collection of o

ere invited to join in cre-

ating 1
designs and colorings ever offered in

his very practical cloth wall covering.

And now you can see Sanitas in modern

and period designs to harmonize with

tbe furnishings of your home.

Sanitas is the original, cleanable cloth |
vall covering. Doesn't fade, peel or crack.

Styles for every room. Foryour protection,

each roll of Sanitas has the frademark
on the back—look for it. If you have any
difficulty in seeing the new Sanitas line

at your decorator's, write us for samples

and literature.

A A A

The Standard Textile Products Co. |
320 Broadway Dept. 30 New York |

SEE ThE SAITAS SAMPLE BOCK AT YOUR

DECORATOR'S
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WALL COVERING
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ms long as there is hospitality in

the world, Linen Damask will hold its
time-honored place as the fifting con-
summation of the correctly appointed
table. As long as the hostess calls
upon flowers and candlelight and
gleaming silver to enrich the cere-
monial of dining, she will summon the
suave luxury of Linen Damask to give it
exquisite setting. And the taste which
prefers Linen Damask favors only those
loomings that most opulently reveal its
individual beauty. Through centuries of

Jn /Mﬁniu, or f{pcnh'[ (?inb
()"%o‘leralely ’g)rich

“We Dine on Linen Damask”, a chorming booklet on
correct table settings, will be senf you on receiptof ten
cants 1o cover mailing cost, Address The Irish & S5col-
fish Linen Domask Guild, 260 W. Broadway, New York.

| THE NEw 1g1sH AND

P e OTYIEN

hereditary craftsmanship, Ireland and
Scotland have loomed superlative
expressions of the ultimate loveliness
of Llinen Domask, in subtle harmonies
of design that blend faultlessly witn
both formal and modern schemes of
table decoration.In homes where taste
is the inevitable standard of gracious
living, table cloths and napkins of

Irish or Scottish weave are essential.

~_— : :
( lu' K.Jjn'n.l u[ B )ju‘inq

loamed in dull gold against a field of silvery white,
this cloth of Linen Damask is an opulent expression
of the Spirit of Spring ... Agoinst a symbolic pottern
of budding things, gracefully curving iris leoves
unfold 1o an effect of golden sunlighl,. The inner
field Is bordered with a formalized pottern of tuil-
blown flowers...The cloth I3 suited equally 1o con
servative and 1o more modern schemes of docoration

h 5 (}7“/ (-Jn,-, (J’ H'.(‘} '(u‘,(,/ ey re ryhi1051 ' {, m

Irish and Scottish looms, now oflered 1he hostess,

LOVELY LInch
DAMASK TABLECLOTHS & NAPKINS |
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