
figure 5. Eric Kennington, Mustard Cas, pastel (Photo: Canadian War Muséum).

troops were engaged in a peripheral 
campaign against Bolshevisin, were 
cancelled. Preliminarv sketches for 
major works were not acquirecL then 
or in the 1940s when many were 
offered once more. A gallery to house 
the collection got no furthcr than a 
roughly sketched proposai; bv con- 
trast, Australia was reasonably prompt 
in finding a suitable home for its more 
modest assemblage of art and military 
trophies.

Maria Tippett’s book is sprinkled 
with anecdotes relating to spécifie 
works. Bvam Shaw used two of his 
sons as models for his large, symbolic 
canvas, The Flag\ both were killed dur- 
ing the Second World War. Derwenl 
Wood's bronze, Canadas Golgotha, 

drew protests from German spokes- 
men who described it as vicious pro- 
paganda - which it was.

The book bas few faults. There is 
little about the conditions under which 
artists worked in the field, or incidents 
to show how they were received bv the 
soldiers themselves. The decision to 
use black-and-white illustrations was 
undoubtedly niade to reduce pub- 
lishing costs, but it was still unfortun- 
ate. l'he index is not complété. Never- 
theless, these are petty given the final 
resuit — a comprehensive, pioneering 
study that recourus an important pièce 
of history never told in depth.

HL'Gll A. HAI.1.1DAY 

Canadian War Muséum, Ottawa 

klaus herdeg l'he Decorated Dia- 
gram: Harvard Architecture and the Fail- 
ure of the Bauhaus Legacy. Cambridge 
(Mass.) and London, the mit Press, 
1983. viii + 125 pp., 120 illus., $31.50 
(cloth).

Consigned to eternal passage within a 
revolving glass door, the heroes we 
create are either 011 their way in or on 
their wayont. but never atrest. Noone 
needs ask in which direction Walter 
Gropius, once fondly regarded as the 
individual who rescued American 
architecture from its moribund re- 
liance upon the Beaux-Arts mentality, 
is travelling these days. In f'act he is 
nioving ont so fast it is conceivable his 
path will be linear rather than circulai'. 
Already convicted for most of the 
crimes of International Stvle archi­
tecture. he is also being held respon- 
sible, in 110 small measure, for the 
weaknesses of the architecture 
and architects seeking to displace 
rnodernism.

Klaus I Ierdeg's thesis will do little to 
decrease the velocity of Gropius’ re­
cent passage. The book associâtes 
many of the ‘ugly new buildings 
around’ with the teaching éthos en- 
genclered bv the ai chitect's 1937-1953 
tenure at the Harvard Graduate 
School of Design. I11 doing so, it ques­
tions what lias been until now a 
relativelv safe facet of Gropius' career.

From at least 1973, with the publica­
tion of Charles Jencks’ Modem Move- 
ments in Architecture, the works of suc h 
Harvard graduâtes as Philip Johnson. 
Paul Rudolph, I.M. Pci, Ulrich 
Franzen and Victor Lunch bave been 
recognized bv soine as constituting a 
problematic, formalist approach to 
architecture. Through careful analy­
ses of a number of 'Harvard' build­
ings, Herdeg seeks to articulate more 
clearly the nature of this American 
formalism. It exhibits certain positive 
values — functional zoning, expert 
attention to detail and craftsmanship- 
bnt, according to the author, these are 
merelv isolated retninders of what 
might bave been. They appear in 
passionless structures which fail to 
address. let alone display 'the struggle 
involved in attempting to reconcile 
opposing functional and formai con­
ditions, or a struggle with a difficult 
site.' I11 the end. the buildings subsist 
largely through the plays of textures, 
patterns and materials that are almost 
casually superimposed upon dia- 
grammatic responses to functional 
demands.
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I'or this demotion of architecture to 
au art of retinal stimulation, Gropius 
the educator is held culpable. On the 
surface, the evidence Herdeg présents 
is compelling; a design problem givert 
to Harvard Master’s classes, intended 
to bave elicited scheines for suburbia 
that reconciled standardization with 
individualité, reads like a catalogue of 
visual tricks: ‘c) Alternate the mate- 
rials, their textures and colors, and 
alternate the bright and dark effect. cl) 
Confine the adjacent outdoor living 
space around the house by varying 
combinations of pergolas,... screens ... 
and groups of trees’ (Appendix a). 
Contextual aspects of buildings were 
characterized as those ‘less definable 
psychological requirements which, 
when met, provide a stimulating en­
vironment’ (Appendix a). The pub- 
lished curriculum framing such pro­
jetas was clevoid of any substantial 
continûment to the rich potential for 
meaning in architecture: knowledge 
of historical paradigms was but an 
elective, as was any study of sociétal 
forces. Instead the guiding ‘principle’ 
is found to bave been pragmatism, 
with the architect’s office serving as 
the model for classroom activities.

l.ittle wonderthen. that Victor Lun- 
dy’s 1973 Intermediate School 53 in 
New York ‘grinds lorm, fonction and 
appearance against each other' (p. 60). 
Untutored in the rellective processes 
reqtlisite to a compréhension of the 
complex nature of architecture, I.un- 
dy was launched unto bis profession 
with particular talents and no poten­
tial for synthetic vision.

Or was he? A one-page assignment 
sheet listing the material arsenal to be 
deploved in a design problem is nol 
neccssarilv proof of the educator’s 
faillira to provicie guidance in theprin­
cipes of design decision-making. Nor 
dues the operating of a design studio 
as if it were an architect’s office pre- 
clude the understanding and création 
of résonant architecture. The voices 
that speak to one anolher in the class­
room détermine what is there to be 
learned. No rnatter how difficult they 
are to reconstruct, unless they are 
‘beat cl’ again one cannot proceed very 
far in evaluating the direction or the 
qualité of the educational expérience. 
Interviews with students, subjective 
and contradictory though they might 
be, would hâve to form a part of such a 
réclamation of the past, yet The Deco­
rated Diagram explicitly eschews such a 
task. Instead, it relies heavily upon the 
texts of onlv three design assignments 
and the official calendar. Few, if anv 

educators would wish to hâve their 
contributions judged on such docu­
mentation.

Even were I lerdeg to hâve provided 
a more expansive account of what 
actually transpired in the Harvard stu­
dios, his case against Gropius would 
still hâve required further strengthen- 
ing. He would need to hâve asked 
what, if any, specifically American f ac­
tors might hâve helped shape the 
pedagogical orientation of the ‘trans- 
planted Bauhaus’. We can excuse 
Tom Wolfe for his colourful moma/ 
The International Style conspiracv 
t.heory - he does, aller ail. hâve to sell 
books - but it is disturbing to find a 
Columbia Professor of Architecture 
wearing the same Captain America 
apparel. moma may well hâve been the 
‘most emphatic and best organized 
among thc propoganda instruments’ 
(p. 5) which prepared the United 
States for the Bauhaus invasion. 
Nevertheless, any balanced hypothesis 
owes both Gropius and the so-called 
‘Bauhaus I.egacy’, if no one else, pas- 
sing référencé to such general factors 
as the effects of the Dépréssion and 
the second World War, as well as to 
such specifïcities as the educational 
préférences of Joseph Hudnut, 
appointée! Beau of the Harvard 
Graduate Sc hool of Design in 1935. 
Prior to taking up résidence in Cam­
bridge, Hudnut had been Dean of the 
Columbia School of Architecture. 
During his tenure there. design stu­
dios emphasized actual projects, these 
subject to spécifie financial constraints 
deemed appropriate to the post- 
Depression marketplace. This parallel 
between thc: Columbia and Harvard 
svstems is but one indication that 
Gropius may hâve attempted, 
indeed may bave been enjoincd, to 
design a programme responsive to 
the milieu he entered.

The author concédés the paucity of 
his testimonv and consciouslv avoids 
making of Gropius an intentional cul- 
prit: ‘My principal argument is that 
architectural training at Harvard 
under Gropius and Breuer stronglv 
promoted — unconsciously, perhaps - 
the kinds of design decisions that 
shaped the buildings discussed’ 
(p. 79). However, in sporadicallv turn- 
ing to the Scope of Total Architecture for 
confirmation of evidence produced 
by either the Harvard documents or 
the buildings of ex-students, Herdeg 
calls into question his own hesitancy. 
So too does the book's promotional 
commentarv: ‘formai analvsis of the 

work of the school’s most illustrious 
graduâtes ... shows that they hâve ail 
failed to niove beyond Gropius’s indoc- 
trination and the Bauhaus legacy.’ Not- 
withstanding suggestions that Amer­
ican formalism may hâve developed 
accidentally ont of the structural fea- 
tures of éducation at Harvard, Her­
deg clearly believes in thc: essential 
infirmity of Gropius’ approach to 
architectural éducation. Once the 
tentative shifts to the certain, the thesis 
of The Decorated Diagram moves from 
the stimulating, if weaklv argued, to 
the irritating.

Never intended simply as an indict- 
ment of Gropius, The Decorated Dia­
gram is at its best when it addresses the 
second of its concerns: the définition 
of what architecture must encornpass 
if it is to survive as a ‘major resource 
for the intellectual and emotional en- 
richment’ of life. Put simply, the build­
ing is obligée! to articulate through 
controlled formai, associative and 
symbolic design, the nature of its 
being, even should that nature be 
composée! of polyvalent or contradic­
torv impulses.

While some might wish to argue 
with Herdeg’s vision of architecture, 
few should contemplate criticizing the 
means usecl to illustrate it. These 
generally consist of comparisons of 
buildings by the Harvard graduâtes 
with favoured designs from the likes 
of Thomas Jefferson, Schinkel, Le 
Corbusier and Aalto: each and every 
one might serve as a model of what 
attentive: visual analysis can accom- 
plish. I’he 1930 Errazius house of 
Le Corbusier, probably never con- 
structed, is brought to life in Herdeg’s 
text through an exceptionally obser­
vant account of relationships between 
its constituent éléments, whether they 
be material, environmental or cultur­
al. The V-shaped roof of thc: Errazius 
project, a simple component in a com­
plex design, emerges as the key to 
deciphering the major thème: of the 
house - ‘a véranda sympathetic to a 
difficult but dramatic site.’ Read 
against its intended mountainous 
backdrop, the roof announces the pos- 
sibilitv of an intimate union between 
man-made object and nature. When 
looked at in conjunction with the < - 
shaped internai mezzanine ramp, the 
same roof confions both the material 
stability of the house and thc: capacity 
of artifice to structure a realm as cohé­
sive as that of the phvsical environ­
ment. Artifice further proves itself 
equal to more than the simple replica- 
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tion of fixed vistas. The spatial con­
finement created by the meeting of 
the low point of the roof with the high 
point of the internai ramp is relieved 
bv its juxtaposition with the most ex­
pansive window in the house: sensa­
tions encountered in walking through 
mountain passes are thereby evoked.

‘Brilliant’ though the analysis of the 
Errazius project and its comparison to 
the 1949 moma exhibition house of 
Marcel B relier may be (as argued Col­
in Rowe on the dust-jacket), more in- 
teresting are the confrontations of in- 
stitutional designs. A quick look at one 
of these. involving Lundv’s Intermédi­
are School and the 1962-64 London 
Secondary School of Alan Colquhoun 
and John Miller, reveals an author 
who must hâve felt betrayed by what 
he perceives to hâve been the shallow- 
ness of the Harvard commitment to 
humanizing architecture.

Discovered in the English example 
is a successful récognition of the many 
functions performed by a school. In 
contrast to the fortress-like exterior 
appearance of Lundv’s building, the 
London School offers a formai state- 
nient of the accepted connection 
between educational institution and 
community. Equallv important, it pro­
vides an interior articulation that con­
jures up bot 11 the large home and the 
small city, acknowledging the need of 
a young student to feel the security of 
belonging somewhere befbre s/lie can 
be urged 10 participate in a larger 
forum. Interior articulation further 
addresses it sel f to the imaginative na­
ture of the chikl’s mind: receding gal- 
leries surrounding the assembly hall, 
taken in conjunction with < hanging 
natural light streaming through a cof- 
fered ceiling, establish the potential 
for diverse associational or experi­
mental enrichments of the structure.

Proposing that the emotional needs 
and imaginative potential of the indi- 
vidual can be reconciled with the de- 
mands of society, the Colquhoun/Mil- 
ler school is an entity responsive to the 
stated values of democracy. The au­
thor of The Decorated Diagram tends to 
favour such propositions. 'f tins we can 
well understand his decision to ques­
tion Walter Gropius, long deemed 
the major advocate of démocratie 
architecture. Nevertheless, the deci­
sion is to be regretted and not just — 
not even principally — because the case 
against Gropius is sketchv. I lie pages 
devoted to Harvard éducation might 
better hâve been used to develop more 
systematically Herdeg’s notion of an 
architecture conceived in genuine 

relation to the expériences, lived and 
about to be lived, of those who enter 
the building’s domain. Left tinstated, 
for example, are the means through 
which the designer selects an 
appropriate historical or associational 
paradigm for a given work. Gropius’ 
emphasis on the ‘pleasure principle’ 
indeed may bave reduced the scope of 
architectural discourse, but Herdeg’s 
commitment to the possibilities of 
symbolic and associative design might 
result too easily in an even more 
authoritarian discourse, one which 
forces the individual into an artificial 
relationship with a bankrupt past or 
with faulty assumptions about human 
expérience and imagination. To call, 
as Herdeg does, for a more ‘selfcon- 
scious’ attitude, for an analysis of the 
nature and rôle of‘créative instinct,’ is 
simply not enough. He must be more 
spécifie befôre the evocative glimpses 
he permits us of an engaging liumane 
architecture can be translated into a 
programme - educational or other- 
wise - which will replace the Gropian 
way. This reviewer does not doubt 
Herdeg’s abilities to move a long way 
in such a direction, although she does 
regret that his abilities were not de- 
jfloyed in greater measure in TheDeco­
rated Diagram.

CATHERINE MACKENZIE 

Concordia University

eric shanes Turner’sRivers, Harbours 
andCoasts. I .ondon. Chatto & Windus. 
1981. 160 pp., 116 illus., $44.95 
(cloth).

Silice A.J. Einberg’s important Life of 
j.M.W. Turner appeared in 1961. a 
number of research monographs bave 
been published to fulfil what appears 
to be an endless demand for well- 
crafted récapitulations of the artist’s 
life and work. These publications are 
always properly seasoned with morsels 
of new information and liberally gar- 
nished with high qualitv illustrations. 
Encouraged bv these popular mono­
graphs, and spurred by the 1975 Tur­
ner bicentennial, there bave been flur- 
ries of scholarly research 011 varions 
neglected aspects of Turner’s work: 
one of these important but relativelv 
unexplorcd areas has been Turner’s 
watercolours.

Since Martin Butlin’s Turner Water­
colours (19(12), sonie valuable general 
studies of this subject hâve been writ- 

ten by Grahani Reynolds, Gerald Wil­
kinson. and more recently, Andrew 
Wilton. There hâve been also more 
specialized Works by Adele Ilolcomb 
and Gerald Eindley on Turner’s 
watercolours for engravings. And 
now, Eric Shanes has added his con­
tribution with his ambitions and ori­
ginal publications: Turner’s Picturesque 
Views of England and Wales and Turner’s 
Rivers, Harbours and Coasts. Until now. 
Turner’s watercolours for the sériés of 
engravings of England’s ports, rivers 
and coastline bave not received the 
attention they deserve.

In muséums, galleries, private col­
lections and auction records, Eric 
Shanes has located a large number of 
watercolours used or conceived for 
engravings in a sériés of marine and 
river subjects titled The Ports of Eng­
land, The Rivers of England, and Pic­
turesque Views of the Southern Coast. 
which mark an important phase of 
Turner’s development as a waterco- 
lourist.

Discussed in the initial part of the 
text are Turner’s first commission 
f rom Jack Fuller for watercolours to 
be used for the engravings Views of 
Sussex and, even more important, his 
work for William and George Gooke.

In the second part of Shanes’ text, 
titled ‘Mr. Turner,’ there is a general 
discussion of the development ofTur- 
ner’s art between 1810 and 1827, and. 
more specificallv, the watercolours 
associated with the engravings for the 
Southern Coast, Ports of England. Marine 
Views and Easl Coasts. This is followed 
by a catalogue with separale commen- 
taries of eacfi of the watercolours for 
these varions projects, including stvlis- 
ticcharacteristics, medium and techni­
que. The subject entries bave relevant 
historical and biographical informa­
tion which contribute to a clearer 
understanding of the work. Aller the 
‘commentaries’ there is a full set of 
hclpful photographs, mostly in col- 
our, of ail the watercolours cata- 
logued.

In the third and final portion of the 
text, titled ‘Concordance of Waterco­
lours to their Original Sketches,’ 
Shanes présents a chronological list of 
the sketchbooks in theTurner bequest 
pertaining to the watercolours already 
discussed. The watercolours that can 
be related to a particular sketchbook 
are listed under the title (and Kinberg 
number) of the appropriate book. The 
sketchbooks are listed chronologicallv 
with the page number of the related 
sketch placer! next to the title of each 
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