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Conference on Industrial Design, a New Profession,
beld by the Museum of Modera Art for the Society of Iadustrial
Designers, from November 1l to 14, 1946. = . . . ...

rpt of § ok 91&3'; f.---:.if.;e.' Phe exMooms of

Jhonn vae thalk the Seciety of Indasteial
November 11, 1046
ignees kepth 3)liag o tkad ey bad o raslly pevions pro-
. MR. EDGAR EAUFRANN, JR.: T .believe we ought to
start nov, although there will still be & few pecple coming

in, ve think--we expeci--ve hope, I think that most of those

vho will be here later understand, just as mest of yeu.do,; .

knov, the Museum has had many exhibitions of vhat we cemfi-
cases those exhibitions have been somevhat useful in dreviag
the attention of the gemeral public to design that we thiamk
is vell executed from our point of view. . . = i cmeeian
~ That peiat of viev is one whigh we believe is a
fairly long-range one. We think that it 1is not a.questien, .
of the immediate commercial necessity, as it must be frem
many other points of view, but that it is a question eof & . .
sort of genersl understanding of the fact that an ebject has
lavs of grovth and appeavance inhersnt ia itself, and, that,
this appearance can ceme through in a form that is oftea
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beantiful as vell as sensible. . = . oulems e el
In the past, those exhibiticns and the use of .
the term "industrial design” have caused & great many ques-
tions on the pert of a great many people. The cuteeme of. . .
some of those questions was that the Socliety of Industrial
Designers kept telling us that they had a really serious pro-
feseion in hand and that they did not feel that ve alvays . .
~ ¥e sgreed that that might well be the case.. We .

didn't knov vhether or not that necessiteted a cheage in

our judgment, or whether it simply meant that we were &p- ..
proaching the ssme problem from different pointe of view.

Hovever, one of the things that we did feel ves
that their very strong statement that they wers & prefession
was & very interesting one. It had been made to us semewhat
fore--not only by 5.I.D., but by many other design orgenisa~ .
tions and desigRers. - . . oo ceon Dave ask shamed

¥e felt that there vas a good deal to what they
sald: that this vas a nev activity in the world; that mass
production and mess distribution had obviously necessitated
a nev kind of designing, and that 4t ecould Justly be called
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"industrial designing"; that it was fscing problems that had
never besn faced before; and that it necessarily would bene-
fit the community at large if these problems vere faced from
a professional point of view, rather than from & purely mer-
cenary and short-range point of wiew. . = oitios Deon
Ve therefore asked the Society of Iandustrisl .
Designers vhether they did mot believe that the whole problem
of a new profession--wvith nev problems to face, with new con~
ditions to meet--could be discussed to mutual advantage by

and perbaps among the most important, people interested fa.
odusation. 7 wsll; aud ke hut alwaye bead Latepested dnil e

iesis ~ 1 stress that last group becsuse, as the mew ..
profession began to take shape, the needs of the nevw educe-
tional program were pretty evident; and the attempts to meet.
those needs were, I think ve can justly say, somevhat ohaotic.
The different curriculs that we have seen have not shared ..
many tendencies in common. They could share such tendencies,
and ve believe (as, I think, most of you do) that, for She
benefit of design as & profession; they should, = = uah
In that very brief summary of the way in whish
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the mesting happened at all, I have perhaps opened up some of
the questions vhich ve hope you vill put to us lateren. =
At this point, hovever, I vant te turh the meeting over to

our chairman, e mreults ever 49 FRG.

Geerge Hudnut, of the Sehool of Architecture at Hadvard; to
act as our chairman, We had originally gotten George Howe,
who is & vell-known architeect, to take on this duty for us--
but it turned out later that he could net be preseat: As it
is, I think that we have in Dean Hudnut a chairman vho. repre=
sents & great many of the points of view that are erucial:in
these discussions: he knows professions very well, since he |
bes had so much to do with architecture; he certainly kuows = . |
education very well; and he has alvays been interested ia. =
design. I think ve are extremely fortunste to have him heve.
.+ .+ I should mew like to turn the mestimg dver to
Dean Hudnut, wvith the particulsr hope that he will be able to
say a fev vords to us todsy sbout what he belioves it mesns
to be & member of a profession in the modern world: ‘I thimk
that mest of us know that the word "profession” has & very .
long and somevhat confused background. It isa't very dme - °

portaat, aand it eertainly isn't very rvevealing, to go back to
some of its original mesnings; but it is very important o',
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knov vhat the generally accepted meaning of the word is in
teday's life. We have asked our chaimman to ssy a few words
about that before we start the general discussion. Dean
Hudnut, I nov turna the meeting over to Jouws . = on L¢ “io

- CHAIRMAN HUDNUT: It may seem a little strange
that an architect should appear in this company. NHewever; '«
let me hasten te say that I am & reforsed svchiteet. I mesn
that the word "design” has come to be recognised in wy.mind
conscious, the manufsetured, part of their eaviromment. . There
is no great distinction as to the processes and imtentions
of design whether one is making a chair or making a eathedral.
(It is rather striking that the word "eathedrel” weans “ehair.")
Lt waj ~ If we weve golng to pick out the charasteristiecs
of & profession, I suppose ve would say first that s profes=
sion is & body of men vho pessess some special skill or
special competence in s welledefimed field.. = .onoioon of

Ve might say, secondly, that that body of men

continue their interest in that fleld and their aectivity in
that field for a long period of time, perhaps for a lifetime.
A man would not be & professional if he teok up the prastice

of medioine Lor & month o forua'yeamisy, 14 111 Nive W N
Thirdly, ve might say that, to be & professien;
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their responsibility in that field should be recogalsed;
they should be knewn to be the practitioners of that ast, = '
vhatever the art may bBe. ~ ¢ 00 men Lawsation

" But I think that the fourth definition is the
most important: namely, that a profession is & body of men =
all, that is the thing which distinguishes a profession from
a business or a trade. A professional is & man vho foels
that his skill and his devotion ave directed not only to the
velfare of his employer or his #ssociates or his art, but %o
the general happiness of man. The doctér is comsersed mot
only with his patient and his hospital and his selence, but
with the health of mankind and the Felief of pain, vherever
1t may ocour. mwwm
sase in court mmmpM
abstraction of justiee ameng men. e

It seems to me that MW

a definition of the vord "profession,” the important don<

sideration in using the word. 7 ond sedd womld
Among the professions, the profession of indus-
trial designer would seem to be, by definition, one of the
most important-<and, if 16 doess’t exist) 1¢ Vi1l Nive 'te B¢
invented. What is more oharacteristic of our day ‘thad ‘fuven-
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tion end production? If you wers to pick out the things that
separate the modern vorld from every other world that preceded
it, you would probably hit upen these tve terms; iavemtien
ond PReduetion; o wolilnilelty el compkoxlty of aatuve's
... . Ve have mot advanced very much beyond the Greeks
and medieval seciety im the humanities, in the knowledge eof
@od, in literature and the arts, or even in goverament and,
given us a charsoter beyond thet of all other ages is this.. .
torrent of invention and of production. - Py
Just imagine the immense renge of things that
ve make and do, the lavs of nature that we have put,te.ouw,
sorvice, as compared to any preceding age:. There.ds. A, ...
dividing 1ine there that brings.us,into.anether.yorld satire-
1y, You cannot make any comparisen betveen our age and the,
Georgian Period or any Otber. . . . o o U dieeolton aad
. As for production, we sre engaged in a fever of
production--perhaps nov more than ever. The Wultipliedty, .
the vholesale amount, of the goods ve make sad sell wewld
seom absolutely imeredible to any man of an age othepr than.

QUr oVn.

I sometimes think that, in sharing this aeed ef
invention and preduction, we have come very Bear to mature.
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We alvays think of ourselves as living in an srtificisl world
somevhat remote from the realities of life. But just think
of it for & moment: What is more inveative in production-
than nature? The multiplicity and eomplexity of nature's '
ereations is a striking fact about the natural worldes -
animals and minerals and vegetables--and her lavishness ia

production. Perhaps, then, euriocusly emough, in turming te -
S0, astwre. Thare iy one thing wape Yhish T think 15 charas-

Lot ot 1p-that is so; then it-weald seem that indusss
brial design a8 & professton might be more:in tune'vithithe
sctualities of our 1ife; that ths industrial designer m
be sble to sontribute mers to our envivesent; %o the VAT Of
117 vhieh ve have sccspted, could he by ohance:centrol that
tavention and productien or could he give itdirectiencend
Mbanligeid msistalied by them <L
If that could be aceomplished--if some mw
be found through vhich that could be done-sthen the induse
trial designer's profession, among the hierarchy of profes-
atens; might btell slmout: iseneid prdonide i h8 Poetanalon
It could be done only vhere there is & profess.
stonsl group vhich places: that ascomplishuent sboyecwelf-
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interest, so that (1like the lawyer and the dootor in their
fields) they would be devoted to bringing this about: to
seeing to it that these horrible and ugly things that sur-
changed in some vay to bring them back to the ideal VhLéh
nature sets us--for natuve, vIth all her {nvention &nd all

her production, meves fails ¥6 srvive at beauty. " Fhroagh the
creation of funetiensl furss; of useful Perss, Uhe Surrounds
us with & sivilisatien wore SEVANTHGM' vhkh Wi olay" Anduasmiel
teristic of a profession besides & skill, Lvs prasvibe, its
csatinusty; St8 sedogaliibistel’thit 1h S et il e H '
established diseipline: Ofie of the things that gives m iz
16y and stadility to the 14w 14 i8é sdosptince iy UHE'pR0S"
fession and by the public of some understosd m
requisite for its prastice, established by that profession

itself and maintained by Shem, <~ 0 I e "m
. Perhaps the one thing needful Wmm“
solidity among industriel designers ‘and 'd Fivees estadile |
ment in the public mind, in the mind of industry, might be
some such basis For mcceptance and practice WM
You von't get that diseipline by sseident.’ You
von't have it done for you by M‘ﬁﬂi'ﬁ“ww ‘
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naturally. It esn't be done hurriedly. It must be the

pesponsibility of the profession itself: that seems Lo We .
quite obvious. | oanr To b fespivasl grouy, Yhat
The matter of MM mié
dustrial desigaer 1s an extremely complex ons--extremely se.
And don't begin by tryig to simplify it or thinking that,

there is some short way of arriving st it. You cannot throv

together a few courses in architecturs and & course or tvo ia |
design education. Still less, can you threw together courses

in fashion-making and poster-making vith.s course 1A.WR...
mistory of art and ¢all that industrisl design, You eaaif

‘have & mnmmmwm-m“m
of sohool at.three thousand dellers a year, Youmust Baye
-w-.u.mmvmmmm-

and you must have the guidence of this professieds ...

|

It i no mean undertakisg, them, to establish
that currioulum. Yoty I think it is very urgent; I Phimk 1%
1s one of the things that will make this, professicn and give 4.’

1t the authority that it needs.

‘.
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then, I should like to throw the meeting open for your coms .
ments and discussion. Today, we are to discuss the nature of

& profession: vhat it means te be a professional greup, vhat
the requirements are, and what the means are by whieh that.
may be attained. I should nov like o hear from some member
of the group on that subject. [Psuse] Mr. Beormenn, vill

you tell us how you feel abeut this? . ... = oo colir dn
... MR, VALTER BABRMANN: Of course, as some of you
knov, my interest has been mainly in um-onmat_u,:t
the actual prastice of the professien, I feel at.this moment .

very embarrassed that I should be the firet ene to stiek his |

at some later sessiom. : c.ntsol oo whethew %o seordiaale

\ .+ 0. Leb me.say, Desa Euduut, thet I fimily belleve
that your fourth point is perhaps the mest important of them
allj and that your uaspoken, but illustreted, fifuh poiateni
the slov development of & basie training and basic avarsness
of the relationship betveen professional education and the.;
(se to speak) exiating professicn--is of almost equal im- .
portance. g i esoeroh ia e werchesdising Fiald,

In my ovn limited experience as an educator; I

have sttempted, vith others, te iantroduce into the iadustrial
design professicn a very broad understanding of these things
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vhich make up our contemporary social and economie life. We
have been trying te put it on an educationsl basis by com=
pletely eliminating, as it were, the comsciousness or melf=. '
conscicusness of the designer, and introducing him as a man
vho eonscientiously coordinates forces which eveatually lead
to the making of & product. We belleved--and I myself, I
think, still believe--that that is the erux of the matter in
the introduction of & recognised professional standard for
the industrial desigher, = oy Loos Chan s Lher cemm be
.~ Heve, hovever, I must say something whigh I'think

is important: When I talk about coordination Of forees, 4% . .
becomes an enormously important issue as to whether ve co-

ordinste forces vhich we control or vhether we coordinate
forces which are simply given to -G8, ~» ‘ha sronl prohlem

~ In order to make clear vhat.I mesn; let me 4d=.
lustrate it: An industrial designer (%o be very bamal.sbout
1t) coordinates oﬂw“umwm;
or as he finds them out wmw
demands, as they are given to him by merchandisers or as he
finds them out through resesrch in the merchandising field,
and with demands that are put to him by the advertiser.in.
relation to the produst he is designing or that:he himself .
sees as appropriste in the advertising of the preduct.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 46 3.2¢

The Museum of Modern Art Archives, NY

He slsc has to coordinate them vith preductien |
methods, with manufacturing procedures, vwith materials vhish

are available and feasible for the product--and last, bas not
least, with the ultimate function and behaviop.of She product
in our daily life. He may go beyond that--and I wish he ..
vould=-and also consider it as a social instrument.

Nov; these forces may either be primary forces
vhich he analyses and, in some form, sontrols through bis .«
is (by sheer luck, or possibly by his instines) s good product
or which may turn out to be just amother focsl poimt.efi..
existing uncontrelled conditienss ooovuniod L geiting
. 4isee - ' believe:that:Shereinilies:the.grest problem
in any discussion of vhether we will be a prefession omamet.
Cen ve, as industrisl designers, ever have the opportumityrs.
control snd influence these forses which have to be coordi-
nated, or do we have to take what is given So ms® .. - oo

Education alone--sducation in our professiom -
and the edusation of these!professions vhioh give Nsithess
forces vhich ve have to ccordinate~-will eventually give the:
ansver, I think, in the direction of & prefessie;s .\ =
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“CHAIRMAN EUDNU¥: Thank you, Mp. Basrmann. Will
somebody else take up the discussion at this point? = ...
‘MR, GEORGE SAKIER: I am spesking up at this
point only because nobody else seems to want to speak: there
vas one of those painful silences just nov that semebody has
80 Juwp:AnNesvicl Susiumane
I feel that I should take this opportunity teo
express the gratitude that the Society of Industrisl Desigmers
feels for having this opea discussion conducted in the .msmner
and the atmosphere in which it is being conducted, I am very
happy that it is Nr. Ksufmano under vhom these problems.are
being resolved. I think it is clear to everyene; from Nr..,
Kaufmann's remarks, that he is primarily ianterested in getting ‘
as close as he can to the truth of She mat¥ers. '« wially
© I bed a rether reminiscent thrill vhem I vas
listening to Dean Hudnut. 1 was reminded of my.college.days,
vhen I listemed to the inspired visdom of the men who.devoted
their lives to the truth in their prefessions su, ioun
My remarks are to be understood as the remarks
of ome vho is speaking as & representative of the Sosiety ef
Industrial Designers. If it is not out of order; I should
like to point out hov our claims to being a profession; fellov
the pattern (at least, ve think so, and we are striving in
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that direstion) that Dean Hudnut has laid out.

In the first place, as to the duratiens ‘I have
perhaps a better right than anyone ¢lse to point out pur «
claims in this direstion because, with the excepticn of one
person who is not alive today, I am probably the very first
of the industrial designers. = - oo o0 Wbe Sallone
I do not remember exactly vhat the secend and -
the fourth and the unspoken fifth. I agree with Nr. Baermann
that those last two are the mmsm ey
that direetly and iadivectly, wum '

tovard a profession. Responsibilisy te Wl .
vhat the last two points smount $8. . foweano Lo |

S0 Yoo % T implied a moment ago that we have followed .
in these directions almost by imstinet. In: that cohnestien,
1 think that many of you will pemember the activities, about
ten years sgo, of the National Alliance of Art and Industry.

It vas at that time the only--or the most inclusiye--repre-
sentative of the creative artists in industry. It was am
institution vhich ineluded the industrisl arts, as they had:
been kmovn before, and the mev overlapping profession of
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industrisl design. 6. surieusly coough, Lhose Nen Seasbls
Ve had a number of exhibitions, about Hidh ve
vere all very happy, and a number of activities took place
vhich we felt were helpful to everyome. Then, & big exhibi~
tion was planned at Rsdio City--and, for variods ressons,
al Alliance began to feel that the whole thing was getting a
l1ittle bit too big for its shoes, . 1UUTIY wlvlan L
never had exast proof and I dom't wish to clsim %o, because
vay to the possible sals of & SePtain sEOURt OF sPESs V0 darge
Vvhich we didn't think were as honest as they should bej Just''
for the purpose of making a splash and getting someons t&"
pay for L8 on e molvo. . o w0l
ve felt we had some evidence to support our position. A'mEms
ber of us therefore drev up a statemént of objections and *
seat it to the papers--and the result vas the temporary =
vroakdova of the organisation and the exhibBitieni’ The urd="
ous part of the matter is that almost every ome of those men
has, in the years since then, become & sudcesafil and &atdd-
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lished practitiomer; and, curieusly enough, those men consti-
tute the bulk of the founders of the Seciety of Industrial
Designers. : s Produvetism.

That shows our instinetive objectien to the dis-
placement of what ve considered an ideal greater than & .
purely commercial one. I think our objection was valid; and
1 think we proved by direct astiom that it wasa't just an. .
service to our ideal. We lost our only public cemnsection or
opportunity to express ourselves publicly, and we did that
villingly because we felt that our ideals were in danger.

At the other extreme, We felt that industrial S
‘that ve were nov entering industry, Where there Was A mew
type of problem to selve. . 0 peadaoiion mad

 In this comnection, I must speak omly m
put I thimk that I represent the point of wiew,ef the others.

I exhibited my work several times at the Metropolitan Museum
of Art--and very glsdly--but I vas alvays s 1little bi dis-
gruntled (begging Mr. Bach's pardon) sbout the faeh that the
greatest part of the vork, although extremely besutiful, hed
ao relation to industrial design. 'It ves a tour.de foree
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on the part of this designer or that designer--or this archi-
teet or that architect~-with no pelatien to what ve Sheught.
ves the larger problem of mass predusbloms . ~iosuil woom
. There were a limited mumber of people. laviied--
tvelve sltogether--to be represented at the last exhibitien,
and 1 had the honor of being ome of those who were asked,
I said that I would suggest a thirteenth invites, Af I might,
in order to make the exhibition--to & somewhat greater: extent
than vas true in the past--an exhibition of what we thisk is
Andustrial dosign. i 17 they had been fased with the Lsseb.
Being asked vho the thirteenth inyitee vas, I.
said thet there should be an "Anonymous Room," deveted So...
and the chain stores, and also to the snonymous verk of men
in the fagtery whe, by & happy faculty of inventiveness--
the methods of their markets, and an enthusiasm for beauty--
have turned out new end then what I consider momwe.of the gews
of industrial design. . coptant. We o are 8)) haraess-

: This may be arguing a little bit against my. ..
peint that industrisl designing constitutes a profession. ...
Nevertheless, I think that these produetions that we.may.esll
sports in nature are sometimes equal te the fineat work.ef ...
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the practitionsrs. : 1100 o8 4ap 13N
Well, ve had & charming and amusing correspond-
ence about 1t, but they did not set up the thirteenth room
(slthough England, in its exhibition, has sgreed to do 80).
I therefore refused to join in. T am tos fond of Mr. Badh,
and he has done too much good work, for me to have vanted
to do any proselytizing in the matter, and consequently I
scted alone. HNowever, I think that the wen in the Soelety--
these men who are trying to form a profession--vould have
S6Uo 1n the dime vay 1f Shi7 Nad Vodi tail VI RITH.
T think then, that at both ends of tHé 1ine we
nsve demonstrated & sense “W"m

- : ouy 433 ihken of ppodnnBlans

Mr. Ksufmann, am I loving the horm of our

é Yo Tl St A S ifesliee Feseshans

‘. Wr mm Just vhet ve vould 1(ke

2 IR SRl ma“
to hear.

vhich, of sourse, is very important. Ve ave mw .
proken--ve men vho have become the so-called prims donnas of
the industry--to the extent that we have accepted the greater
functionalism: that, in order to get any of our ideas over,
ve had to choose a vay vhich was practical ﬂﬂm

-
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our ideas, if only in part, to see the light.of day: If we
didn't do that, ve wouldn't function &t allj our ideas would
zomain: ab4ldRemn. . )¢ corecss @f pant Spadition, sa Lndustyy

.. As a matber of fact, I suggested to Mr: Bach -
that be give an exhibition of stillborm ideas--ideas which:.
were rejected for one resson or snother--many of which, I
think, will mske their way later oms. = ooui ol heoatn
. The point I vish to bring out:is;this:. There), -
Asm't one of us--ead I think this 18 Gmereason.that.ve have
remained successful--vhe undermesth does not have & buraing
desire, in spite.of his.adaptability; te.create:whab.l call.
... .. Zhe fact of our being harmess-breken, together
vith this inner enthusissm, has made this idealism fumetien.
Ve have shown, time and time again, SRt We uadevetand.the
problems of the men in the plante-vthe producers, the saless
men, sll of the men who make the machinery of distributicn
go--and that has gained us their respect and an eppertunity
%o put over more snd morve of this ideal of beauty te whieh
all of us cling. coeal Cio and ent-end-dvied adutops, Bisl

It is the fact that ve mm

that is geing te be the entering vedge for the other Shings
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which we vould like to do. The preof of this is the fact. ..
that, vhen & nev ebject is evolved which deesn't have te. .
drag along with it the carcass of past traditiem, an industry
that respects & designer will take from him an excitiag bit

of pure design because it kmovs that that man is going te de,
a thing that is sound from everybedy's peiat ef wiews, ..
1 bave tried to shov, Dean Hudnut-~I hadn'® . .,
pianned to do this, but everything fell late place.se nicely-~
how we, as a group, have consciously snd unconsciously led
tovard the ideal of a prefessien. ... - . coocatore,

I vent te edd just two factusl statements.. The
tmmawummam-cm—m :

in some cases, pinched this person or that pevson--and.ve.. J
have all svorn to adhere to it. The second is that, as. ..
ohairman of the sducstional committee of the 8.I.Di, I.vas
very glad to hear what Dean Hudaut m va
that you canmot throw a fev.courses Sogether. and,get.whab.ve.
O afher, s notlen of indusizial design &8s m wi

| At the.verious meetings that ve have had with
educators, 1 have censtantly disappointed them by being.uAr...
villing to give any specific and cut-and-dried advices, I,
keep saying e them, "Yes, that's fine--but.yeu ere. the people
vho understand the process of education, and for you the .
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important thing should be the sreative spirit." If you teach
s man this subject of fail to teach him that subjest; Shat '
msy be more or less of a help or a detriment, as the case may
be-=but, after all, the development of a thinking mind and

the creative spirit is primarily the funetion of the educator.
It is an extremely difficult problem. We, as
members of the profession, feel that it 18 our responsibility
to the people who will take our place ia the future ‘to pay= =
tieipate in this educational movement as wuch as possible.
We feel that it is primarily the funotion of the educators;

but ve are alvays ready to give our time and our thought o i:

any organization that wishes 1t. = = 0 Jesioisana. Whey

a profession. That vas éme of the hirdest things to’'dou sn’

Through the efforts of the picmeer mmMﬂ Y

sistence upon a standard and UPOR cOrrect Practices end velas -

tionships, the notieom of industrial design as a professien

is pretty well established. '~ il n memeral, mm
In doing that, T think that you have also ersated

quite an understanding among imdustrialiste. Among bhe ‘lm=''

portant industrial managements im this sountry, T believe,

there is a very real sense of a oértain sesponsibility for




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs

4e 3. 2¢

deceney in these matters. It is not, I am sorry to say, »
‘universal. But & man's conscience troubles him & 1ittle bit
now vhen he puts out a line of hideous lamps or chaips—- . -
OP Géun’ $ 1480 poinst  [(Bo yeaspomss | Sr. NoBsunsdl by
Frivten s vorndT@ls L MOt @t an these guewtiens. I sar 1%
© CHAIRMAN HUDNUT: I like to think so. I was
‘brought up in the eity of Grand Rapids. (I have tried hard
‘to hush it ap, but I guess it comes out. And I hope you won't
tell it to anybody at Harvard, becadse up there they think I
am a genuine antique.) My father was & manufacturer of fur-
‘aiture--and I den't think the eonception of good or bad design

I den't believe that, if you vent back to:Grand
Rapids today, you vould find quite that same temper in those
large furniture mills. They plek up our graduates frequently--
set them to vork at it. I thimk that, in gensral, the feeling
there is that they ought in some way (when it doesn't gost
too mueh) to throw their weight behind the sreation of degent
furniture and Detter taste on the part of peeples '« v
My feeling is that that is true in almost svery
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section of design--except architecture, which guite cbviously
is going %o the dogs. w4l otmere. (Osvtalaly, L% hOs soNe
~ Does anybody else went to continue the diseus~ ' =

sion from this point? [No respomse) Mr. McConnell has =
written & very brilliant paper on these questions. I saw 1t
in the Institute of Architects' Journmal, and I agree with
almost all of it. Mr. McConnell, vould you like to talk for -
a moment om this subjeet?® o | oo Thal de pond fuduss

. MR, PHILIP MeCONNELL: Yes, I should like to say
just one word, I den't think that anybody has as yet really
stated vhat seems $0 be the crux of the problem. We had:’ v
the profession of industrisl design. There wasn't as/mueh i~
misunderstanding ss ve had at first feared vhen the question
came up & year or 50 ago. This series of meetings is ome of
the results of some of those talkss. - it wwww of & AAFFLe

vas that industrial design is not a gadget or a produsty 4%
is an setivity, And the people who are making their living
at that setivity ssy that it is more than an astivity emsi iy
more than a vay of making a living; that it is a profession’ '
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whieh has all the charaoteristics that Dean Hudnut has men=:
tioned, and possibly several others. (Certainly, it has some
special headaches of 1ts own that other prefessions dom't have.)
gal . That seemed to be the crux of the discussien
that arose here and that has arisen in several other places.
In one sense, it is perhaps merely a verbal
problem. People have been in the habit of looking at a well-
designed chair and saying loosely that "that is good indus-
to say, and it is probably perfectly true. If a lamp ema
locomotive is semething of which you approve, in terms of the

1y begin to think of the locomotive or the lamp or the chair
as an objeet of industrial desiga. . 00 cve clrsnssardsing
© Well, that seems to have the germ of & diffis:
culty, because it invelves a judgment on something that you
can't possibly lmov very much about. I have not actually
earned my living as an industrial designer, so that perhaps
1 cannot speak vith the authority with whish practicing de-
signers can spesk, but I think I see the point very clearly.
If you sre given the problem of designing & hair-
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drier or a locomotive, or anything you vant o name, Jyou are
very rarely (at least, in this precticsl vorld) given the .
job of designing the mest purely perfect product: that you .
possibly can or the product with the grestest possible sales
appeal. onesgaeatiy, vhen Lbw result of his wverk (or M8
- Bssentially, you sre given a problem, rather

than an opportunity. That is the real point that the prae-
tieing industrial designers try to get across. The profes-
sion of industrisl design is a technique; an ability sad & '
AemSysex through t2 get 1T %0 that eenditiga. ;
carte blanehe to produce the.most:besubiful or moas perfest:
object that could ever be imagined. He is usually givem &
lot of information sbout the market 1o be met, the price to
be met, the menufscturing difficulties that areseircumaeribing.
the whols situation, the tools o be umed that haven'tibesn.’
fully smortized, and any number of things. - (You pecple who
are designers knov that better than I .de.) oo oo of Hhas

All of these things mean that what the designer
has to o is to selve & problem, not iandulge in seme iwvery-
tower oreative set. If he is going to solve it well; Reihas
to have certain ereative geaius or certain creative abilisy




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 463, 2¢

The Museum of Modern Art Archives, NY

vithin him, and it has to result partly from his natural gift

and pertly from the training he has had. But essentially he
is dealing vith hard reslities that are throvn im his lap by
comparatively hardboiled people. ¢ o [ otraw i
vork and the work of several other pecple) sppears on the
merchants' shelves to compete with other products; he himself

has been through to get it to that conditiem.

If he is then put in the position of havimng that
judged as though he had had complete control énd had ereated
out of his inner consciousmess the perfect object; vhish he
1s here offering as a perfect object; he is put'in'a vather
as it was, and I think that all the people who engagedidn it
understand one another very well. There comes out of Shat
argument an even clearer understanding of the fact that in-
dustrial design is basically a professional setivity which
requires training and education and considerable experiemnce,
and that it is alvays & business of solving problems’ rather...
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than retiring imte towers to wait for the divime thunder to
roll and the lightaiang to stedke. . o o0 oty e

_ That is the essence, I think, of the poias.I
vanted to make. I should like to hear what Professor Rugs
thinks about that somebime, . .. o ceolihest e

DR, HAROLD RUGG: Mr. Chalrman, I thiak yow -y

should let me remain an onlooker and & listener for a little
while. I am afreid I am an interloper here. I should like
to hear vhat you men and vomen really think and feel sbout '
come in with some real iatelligemee: .. .= Ll wLald Geid
... GHAIRMAN HUDNUT: People often compare the in-
dustrial desigaer's profession with other professiensy for:
exasple, ¥ith arehitesture. When 4% is compared with asehi-

tleman vith the pointed beard and the pince-nes. But.the
problems of the tve professions, you knov, are quite the ..
the tradition of studies and assoclation with the rich, He -

has & little more mystificatien. . .o s we san Det _
Vhea you come to think of it, less than five .
percent of our buildings ever go through an architect's office
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(and that is a generous estimate). Ninety-five percent are
pure commereial products. @God knovs, they’re ugly encugh.
And even those that go through an architect's office are .
largely not the mhlt'l. wvork. The number and the direc-
tion of the pressures put on him, only an architest knows.
 Take, for example, the guestion of advertising.
You think that you are enmeshed im the conventions and re-
quirements of advertising. Well, think how mahy buildings-
for Woolworth. It had to be striking and sensationalj it had

to be mot what the architeet would like, but vhat would call

secure they are @nd hov you can trust a bank. (Those big

rocks are held up by steel braces=-but you trust the baak

just the same.) < "o comnatnn Thens tngrediente vhieh |
A11 the vay through cur professica, ve'sre .

crowded by these things and ve struggle vith them and give «

vay to them and compromise vith them--because ve have to. = |

And, all through 1t, ve try=--I believe that most of us twyss

to hold up our heads and give vay as little as ve can. But

no ome should imagine that ve have an easy time with those

things. - ' Cred sesiniag was duesioped
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Tt is the same way vith the profession of lav.
Wr. David Sher, & lavyer, is hewe, and T should 1ike very
much to have him give us & fev comments on this subjeet in
relation to the law. LS WRARASURR e

MR. DAVID SHER: I vas hoping to hear & 1ittle
more sbout industrial design, about which I knev nothing when
Mr. Kaufmenn first asked me to come here. I didn't even
knov the meaning of the term. T wust confess that I rather
thought 1t had %o do with the design of production instead of
be enly such observations as I think might be pertinent from
the standpoint of the law as a profession--and, if they fall
here appropriately, then 1t will be a happy sccident $o far
as I am concevned: = s comu Al T s Sekbe A5 WRER B

I suppose that the definition of a profession
that has been given here contains those ingredients which
vell as the great additional number of professions that have
grown up in the last 100 or perhaps 150 years. In the anclent
world, I think, the term "profession® vas hardly imown--éven
though there vere these vho practiced medicine and lav and
there were those, of course, wvho were in the religious orders.

It wasn't until a form of speeislized training vas developed
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at & mach later period that formal prefessioas, I think, -
came to be recogaised. Particularly within the last humdred
yesrs, however, in the light of the mechanical revelution,
nev professions have sprung up in very great multitude. . But
all of them, I think, conform to the definition thet has been
offaved apescid. Sue aadd, 1 4un's Feal ke SAFD TENE S0l
© . There 1is perhaps still saother factor to be

taken iato consideration in arriving et & definition of the
perhaps there can be no such thing as & profession in-the. -
full semse of the word unless there is a group consciousness
and an assccistion (mot with a capital "A" so mueh.as with a
small "a") on the part of those who are its prastitioners.

| With Tespect to the experience of the other . -"g*:,"-
professions, such as lav and medieine--I think those are the
two that come more mmm -
that I think one vould make is that those professions have {
addressed themselves to the development of seo-called profes- 4
sional ethics. They vary in contemt, in sigaificsnce--and
even sometimes, I suppose, in simeerity. - - . 00

I remember the last class I attended at Harvard
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Law School, where it was castomary for professers to deliver
benedictions to their classes and instruct them in the forms
of professional ethiss that they should fellow. 0ne of. .the
more iconoclastic professors said, "I am geing te deliver no
lecture to you; I am merely going to recall what Derothy =
Parker once said. She said, 'I don't want Lo earn very much;
I just vent to make enough to keep body and soul aparst.®
And; wvith that; he msent us off to our profession.

It is true, I think, that in-lav and medicines-

the momeat--there sre characteristics which impose on those -

of professional ebhicds - -~ loae 0 4n fe Lan Awws
~ Ia the first-place, they practice & bedy of ..«
publiec, vho may have to call on that body of knovledge at a
moment's notiece without any opportunity teo investigate the =
caliber or integrity of the person to vhom they are $o emtrust
either their personal health or their business health. A
certaln degree of protection is thevefore developed,in order
to glive the public & little greater assurance that vhea they
do ferret out & member of the profession--perhaps suddealy -
and hurriedly--they vill be able to rely on seme rudimentery
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standards that will be folloved. -~ = ..o Chwnaslieas
Another cheracteristic of those professiems, I
think, is the exchange of idess that is made possible, par-,
tieularly by the assceiations. I think that is more trus ia
aren‘t usually very good listeners--especislly %o ether ... .,
lawyers, about the other lawvyers' cases. They weuld mueh .
rather talk about their own. .
In medical associations, hovever, I think that
one will find a large amount of time devoted to the discussion
of technical matters. Perhaps that isa's 80 true ia the legal
profession because of the publication of cases that have been
decided, so that the lawyer can himself go to the source
material and therefore does not have to listen to other lawn,
yers. For the most part, legal assoclatioas concera them-
selves with other matters. - oo o0 cuelities whlen
I should like to suggest: the concern of professional assos. .
elations with problems snd matters of publie poliey: that per-
tain to those professions.. -(That, I think, is zooted in the
fourth point made by our chairmsn this afterncen in givisg
his definition of & profession.) S
Medical associstions concern themselves with ...
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questions of public health. Perhaps they concern themselves
more vith the administration of public health than with
progress in developing nev forms of protecting public hsalth;
there may be certaln conventional views that stand im the '
vay. But, in any event, medical associations do make 1t
their business to see that the administration of pablic health
in their respective communities is ob as high a plans as’ they
can poseibly achieve. ' v o0 Clpcussiag Codey, AN aaens
~ In the same way, the legal profession conceras
itself with the selection of judges and with other matters '

having to do with the general public interest; and arehitects,
1 suppose, concern themselves--or should consern themselves--

with matters of city plamming. o0 ono of mmociaiien,
. Without attempting $o0 philosophise; it @oes seem’
that this presents an opportunity for bringing the éxpert
inte demoeracy, for bringing together those qualities whish =
roquize expevs maseiodge i fenpert SO ULEMESYNL
democratic pattern which must leave to the gemeral public the
final determination of basic goals. Tn that respect; of =~
course, professional associations ean play & highly sigaifi-
cant role--and particularly this sssodistion Whioh we ‘are ™'’

discussing this afterncen. = 00 Lweoas serely &

Finally, I think it is the nature of profeseional
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assoclations to be, for the most part, rather orthodox and
rather formal. Medical associations are not notable for the
changes in the nature of medical practice vhich they suggest;
legal sssociations are not famous for their unorthodox vievs.
Lawyers, I suppose, oah live although they remain static. o
grov as fast as it might (although, perhaps, patients can't)s.-
But in this profession that ve are discussing today, it seems
to me--as & complete outsider--that there must be progress -
if the profession is to live; and, in that sense, it perhaps

has & unique role to play among professional asspciations. - 3
'~ CHAIRMAN HUDNUT: I think that the point Mr. .

men could be divected to the social usefulness of the prer
Institute of Avchitects vas formeds bo raise the tastes of
the country, to promote & lmowledge of good architestume, .. -
and to support one mnother in the practice of good srchites~
ture. : o 120 i) e sede of oinice, of prefeshienil
Then, again, an associstion-might address itself
to the protesction of its members. It might become merely &
pressure group, a group of men having & certain interest to
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promote. " sud practiasily uwhahunaged slase that
vary betveen those tve roles. Frequently; s seclety is.
nothing more than & trede union, to keep other pedple from
practicing in its 1little place in the world or to. fight some
other group that is getting on in Washington==that sert ef
thing, you kmow. (Don't think that the architects are entire-

1y tnnosent of thati)ar, bel that is the way 4T weskss (Jb _
~° As to the tendency to be conservetive, I .am.sure
that that is ome of the evils that will net aispusbothis

group very soen. It is a fact, however, that old sssocistions
really stand up very fimmly for treditien. I'think 1t Beek
about thirty years for the Institute of Architects 5o recog~
nize the tubular chair in vhich you are sitting today as
having any merit. It will perhaps be another thirty years..
sign. (Perhaps not quite that lemg.) v v ‘viowiani. 1 .
‘In that comneetiom, of course, ohe of tha:favor-
ite devices of & professional group is one of the things that
Mr. Sher has touched upon: the code of ethics, ‘m
practice. I think 1t veuld be very interesting to'heswsome
cemmoRte’ oh' Shadi ni! Wa neve llatened 4 sese verpriniemeets
We have such a code in architecture, devised .




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 46 3.2¢

The Museum of Modern Art Archives, NY

tventy-five years ago and practically unchanged since that
time. That code prescribes that you musta‘t steal your .
neighbor's design, and you musta't compete vith him on &
financial basis, and 30 on and s0 on and 80 on. ~It.was.des
vised with the moblest intentions-~bus, 0ddly emough, 4t &
operates every time in favor of the large firm as agsimst the
small ome. That has gone on for tveaty-five years. It .
vasn't meant to do that, but that is the way it works: It ‘
makes it difficult for a young erchitect to get om; e get'
started--although I am sure it vas meant to help him.:s Tn-

shisute. I think a code of ethics, them, is & very danger-
ous thing. I am not going to argue sgainst 1%, but I think ¢
it might be pertinent to hear some expressions of opinion oa.

shas sabjestsc-icns painls that we have disewsosd and, Sa intg
lishment of & profession, the question of standards~ein:line:.
vith Doan Hudnut's last statemsate-is very impovbemtisI
should therefore like to ask two questions: Firet; What are
the standards of design as practiced by the industeial.des
signers; and, second, vhat should they be? o' v ifone,
MR. KAUPMANNs Mr. Chairman, may I dnterfect &
remark at this point? We have listened to some very dnterest-

ing statements, but it occurs to me that perhaps.there is.a’

W
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side of the pieture that it would be well te introduce im
ansver to Mr. Prestini’'s questions snd. alse for the gensral
purposes of this diseussiome .- o o hoosevile meaE Ao

_ Codes of practice, interest in the problems ef
education, professionsl asscciation and the iaterchange of '
ideas, and all these other aspects which ve have discussed .«
as being essentlal to & profession, are things whieh for.s
nuaber of years have been part of the practice of amother .
group besides the group for vhich ve bave called these meet-

SBANUO. (s Now Tork TRaptér OF the AUDIT.) eeElEiLRe BeNR ,;
... .. Several.ef their members ave here, and I thimk J
it vould be & very good thing to hesr mm

about these various points that ve have discussed and, in L
particular, about the question of vhether nm o
public on the outside; not professicnsl mpmmf{
of sny organisetion) cen look forward to.a dey vhen thei. .. ;
aecessities of protecting the public imtepest through:pre-..
fessional standards can be met in the design prefessiencby. ..
these two active organisations--beth of vhieh have ideass...-
voth of vhich have members, and beth of whigh exert an influ-
ence at that Mimémhmnm described #0
vells the rush moment, vhen the gemeral public hasite depead
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upon the reliability of a prefessional persem. <« — © gniow
That happens more often in the profession of
design than in any other. BEvery time s housevife rdns around
the corner to & hardvare store or & five-and=tesm-cent store
or some other Store, essentially she is putting $hat kimd of
trust in the designer, vherever a designer is used; and as the
designer fights to be used more and more times by more and
consumer’s 1ife fn just that eapesity. s o vollaiiiger
1 aen't knov vhether Nr. Kostellov, who is'the
head ummpw
ansver; but T certaialy Hope he willy "o foen himge Alle we
. MR. ALEXASDER KOSTELLOWY Me. Vassos is the °
ehaivman of that ehaptes, ~  ° == rp i senufectuser in {'
CHATRMAN HUDNUT: Wr. Vessos, would you care to m"'
,,.“..m“ jou Ss¥9 & hev mmmmaym “.-
| MR. JOWN VASS0S: 1 don't kmov vhether m f["
or not; but, sinse I have been ealled epon; I should Mike to
speak as & representative of the Amepies Désigners Institute.
Inasmach as my colleague, George Sakier; spoke about plenser-
ing, I might say that I am also one of the ploneers.
This profession is Jelling new; and'we have ' .
peached a point vhere for many years ve have sscepted eduea-

'-&
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tion as one of our primary functions. The Aserican Desigaers
Institute has existed since 1938, and at that time we dmmedi-
stely created s group to study the problem of éducatiom. '~ =
Mr. Kostellow has beén the chairman of that group for the
last three years, and I hope that latér om he will enlarge
apon ANLe SWdJdet; n. ¥h sre ¥ary saxiows faw thak, sad we
© Ia the over-sll picture Of the funobtion of ‘ias .
dustrial design as a profession, there is also the elément
of safety. A designer is conserned vith the vell<béing of
the publiej he is very much concerned with producing things

that work and that sre slso safe. His Pesponsibdility is very
much 1ike the architect's: Sometimes he does things 1ike the
Woolworth Building, but it is Kot becsuse he vants Loy itils

PUSLANG®. |0 Lrlp Lo »riag sbeud sur mabeal eDJECtivas.. g,
night, the Tesulté miy be very disastvous:’'But'the goeds
designer, when he gets an opportunity to oreate something
functional, alvaye does so. Whea & nev product is-te be ‘i oo
iatroduced, T think he pats his heart and soul imse itend (i
The group that Nr. Sakier represents has nars:
roved down into a very small group of really astive deaighers.
The Ameriean Designers Institute has taken in the very people




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 463.2¢

The Museum of Modern Art Archives, NY

vhom Mr. Sakier vas defending s moment ago: the ones whe de.
things that are mot heard of, That is why today our member-
ship consists of 307 people, of vhom close to 200 are members
of the Nev York Chapter. . - .. . ‘wel ‘s swtonded W e
his place in the sun, Ve are very anxious for that, sad ve
screen them very carefully before they eater, Ve have a cede
of ethies, (When Mr, Ksufmann invited me te attend this .
mesting, I lmmediately preseated all this material. to him, so
that 1t would e en reeord.) .. .. Lt th Cloun geestien
pasdy "A ‘*JM'MW‘
We in the American Designers Institute vent o have a.profes-
sion; ve ave very aaxious for it. The enly thiag.I.ean sey

at this time is that I hope this discussion at the Nodem
Nuseum vill help te brimg about our mutual objectives......
... . CHAIRMAN HUDNUR; .The quesbicn of ethies toushes
on the guestion of licensing. That is & subject on which

you might vant to comment. . . . loooolag laduateial dee '
_  We architects have to be licemsed (there ape three
kinds of licemses: marriage, dogs and architeetural), and the
reason for that is that we have te preduce thimgs whioh are ...
safe, Othervise, we vouldn't be lisensed,  The qedes in the
various states thevefore pres¢ribe that we must kmew how. te..
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design certain types of truse and hov to caloulate a founda-
tion 80 that they will eomply with WW
sumcsrats in the eadiense-or A
. r m.»mwnm»pﬂ*ﬁ”“
appeazance of our bulldings. “That means that we have ts séa-
form, at least in theory, to certain standands of tastel’
That has been an exceedingly obaexious and fuulty process in

eads A man 18 gbing to BUlld & 'lirgs PUBILE giragein the'
somter of a gredt eitys Which'of he Polleving styled should
1t ey (&) Gothie, (b) Frenth Provimsisl, (&) Grecian™--and
s0 on. When He sald that it snould Be mons ‘of these) Wiy,

of oourse, he g6t & Eere for that duéntion. “DA‘other words,
Liceasing has “mmm :
countPps words, Lt 53 waceRbed WALRAS FONR SN0 cipcles; 4%

s there dny thought of 1icensing industriel de-
sigaers? I am not informed sbout ‘that. Would that Be mn’
evil? Does anyone care to speak on that point?

MR. JAMES C. BOUDREAV: T am in the masiifscturing
pusiness, and therefore T have & great deal’ ab'¥take herer
I manufsctuve the youngsters vhem you Tellows HiFel ' I'Sh the
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Dean of the Art School at Pratt Instituse. ... wis corp -

%o me, this is rather like attending & Democratic
rally, where you see only Demoorats in the audiencs-—or &
Republican relly, where you see only Republicans. We are
trying to sell ourselves. I am as keea fon the prefessienal
standing of industrial designers as anybody ia this room,
put T think you are sddressing your discussion to the vyeag,
poople.vell na saybedy else in the dsislge Tislds

I also fear that you have met yet hit mli-
erax of the question of professionsl stending, exeept fer .

the ohe statement by Mr: Vasses (and; henestly, I.dida's tell
him to say it) to the effest thet the industrial desigaer is
concernsd vith safety and the welfare of secletys. . .. .o

. You spesk of the industrial design astivity as

« profession. Gentlemen, it is not a profession.  If it were,

you vouldn't be mesting here this afteracen. Am I Fight? .,

In other words, it is accepted within your ewn eimeles; it

1s sccepted pretty much in business (and your sentast is .

primarily with pusiness, rather than with other professional

‘ovganizations). thut 43 a1l not Raking you & pheS
You are not & profession. You are & semi~

profession. All the requirements that Dean Hudnut se ably

outlined, and that were mﬂhm
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smplified by Mr. Sskier, would be met by a very sble automo-
bile mechanie. They vould be met by a master bartender--
becsuse, for my money, & master bartender is an artist end
comes as close to professional standing as a 1ot of use:

rork | . We are limted at present as industrial desigaers,
in the same category vith bartenders and besuticiens and = -
ohiropodists. When I say "ve," I mean you ladies and gentle-
men as vell as saybody else in the desiga field. ' ' . - =
. The preblem I should like to pose for you is
this; If you will gramt that this is mot the group %o dis-

cuss the desirability of being & profession,:let us find cut

the group we should address in order to become a profession.
Dean Hudnut has touched upon it: that is, that you mast ad- -
dress your desire to be a profession to legal ergsnizaticns
such as the eity, the state; the federsl govermment. If you
vish to practise internationslly, then there wmust be a world
ergsnization to vhich you ean apply.for-registratiom, i i
.+ Hov, you may register yourself, as in the case
of the 8.I.D.; you may register on & brosder base, as im the
case of the A.D.I. But that is still not making you & pro-
fession. srolfesalen Bowersp, you Wew S SigRE
I vorked for quite a while with the Ameriesn.
Institute of Decorators, vhich has established a profession
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subjectively. They have set up codes of ethics, they have -
set up an educetional program, they have set up an intention
of interchange. According to their ethics, they don't work
for monsy. (I don't kmow what they work for if they dea't'®
vork for money. I work for money ané so does everybody in
and I don't kmov anybody here who is in that category, and I
knov all of you.) They have set up a progrem qualifying ome
to become & senior member of the American Institute’ of = i %
vondering whether the S.I.D. and the A.D.I. are going to do
Aho pamd thigmgirover body (amd, for us, TEaY propar bBedy is
. of eourse, the architects themselves write their
owva program, but it goes through esch state=sand you oan't
even prectice from one state to another without takinmg
examinations (although mow the architects &re getting very
registration). o o vonoE induyivisl desigh o8 &

You must address your desires frem nov on %o
those legal bodies which are sonstituted vith the pover to
say that you are & prefession. Hovever, you have the »ight
to set up the qualifications, bscause they don't khov what =
they are.: ' L culd sesh dr. Teages and RNy
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1 think you are going to' find quite & hurdle in
the matter of the safety and velfare of the public. ~You may
say, "Well, enything that we work on and desigi does have &
safety implicstion.” But you must bear in mind that that is
already protected by a highly recognized profession kmown
as engineering. They are responsible for the safety of eles
are respoasible for their esthetic appearamees . ' ' 0 10,
I should like to ses you address your discussion
this week to the proper body--or; at lesst, to direct your
efforts tovard getting encugh material together so that you
can go to the proper body (and, for us, that proper body is
in Albany) end see vhether or not you can crack this thing.”

I question that you vanv T happes to have <
looked into this very carefully with Walter D. Teague and .
Raymond Loevy seme years ago, and with my Mr. Dohner (who '« -
it vas rather impossible to set up industrisl design as'a

Profession.. .; suspls fa the sdvertisiag field whe are relerred
0f course, one error there vas the faot that ™ -
the desire to become & professich was pressed for seonomie
ressons: the desire $o avoid & tax that you voulda't have if
you vere a profession. 1 told both Mr: Teague and Mr. Leewy
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at the time that I regretted that their first request %0 .
Albany for professional status vas oa an economic basis, be~ .
cause, as Mr. Sher said, it is the intention of mest prefes-
sions (at lesst, in their code of ethics) teo keep body and
soul apart. am (ay you ene hundved pervsaty IF Pt

. As I say, 1 am in the manufscturing business and
I have s product: youngsters vho vant to vork vith yow and .
who do vork with you. Ve have throva & few courses. togetber,
as Desn Hudnut ssys; but ve do go.further than some sehools:
ve have & 1ot of excellent equipment and pover machinery,
and ve have a professionsl staff assisting us. We.are &:i...
long vay from being recogniged as a school that has a pro-
fessional course inm industeial Sesiga. Such programs in.the
f1elds of medicine, law, srchitecture and englneering are...
people: portrait painters, landscape painters, muralists.
neve are top people in the advertising field who.are;referred
o &s "the profession of advertising." Nome of those organi-
zations and none of those sctivities are legally professiens.
Washington the fact that you are & profession, then nobedy
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will have a right to say that he is an industrial designer
vithout having passed some set of examinaticns and havihg had
a certain amount of schooling and a certain amount of pre~ -
fessional experience.

1 am for you one hundred percent. If Fratt
Institute or T myself ean be of help to you in say vay, I
want you to know that we are at your service. I do knovw that
the product that ve now send but gets one’ hundired pereent
suployment at a very feir beginning vage, and I'am Gentent =
up to this point--mot satisfied. .« o0l and o el e
©© ' Your big problem; T think, is legsl recognitien.
T should 1ike te help you if 1% iw possible. o 1 Lk
© CHATRMAN NUDNUT: We sll knov that Pratt Tasti-
tute stands vell out in front in the edusation of designersy
may T rvemind you that, among the charscteristics of a profes-
sioh vhich T mentioned, vas that of being recognized as such.
(If T didn't way that, I meant to.) That does not mesessarily
imply legal recognition, but might be waid to be & prelude
to 1t or & step toward it.

Once the mam“uw i
s professional man--rvecognized by industry, by sdvertisers,
by the public--it seems to me that the legal difficulties
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vill not be as formidable as they are new. . And surely you
could not be recognized as a profession--legally recogaised,
I mean--until you had attained some standing ia publie opimien.
That seems guite obvideus. . © . o con ook
.~ ... As 1% is nov, vhemever an arebitest is refused
& license, he mmumw-w
Of WOy - 1 os 4o const!tebe a professies revoguised ar sush
Lo e oBomast tell Jou 8 story.abeus. §hab., I vas chair~
man of the licensing board in ome of our great states for six
or seven yeara (I den't kuow exactly why), ead I bad to
license both engineers aud arehitects. It vas quite.a pred-
lem to deside on stendards. . Fiaally I hit.upen whet J,think
is a perfect solution to the questien. I gave two examinas _
tions, one in design and cme im cemstructien, en twe diffepent
days, If & men failed in design, we licensed him as aa
engineer. If he failed ia construction, ve licensed him as
en srobitect. It vorked extremely wells . uips's definiiies
. At this peiat; somebody.always asks:me;.'Well,. 4
suppose he failled in beth?" Then we licensed him as.ea ...
srehitectural engineer. . . . .oval o wery dafiniie ‘
I think that this legsl question ought to be fol-
loved & little fuvther. I vish someons else veuld centinue
this discussion. . - Ly wnat wag e dbdeatelsl deshgeer
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MR. EDSTELLOW: There are two points that I
should-1iks SO maRSi- <4y, Che Prescher and the teashsr, WhE
 First, in certain decisions handed down in vela-
tion to the sult which the State Tax Commission brought ' .
against some designers, there vas some agreement by the '
Supreme Court of New York that certailn aspects of industrial
design practice do constitute a profession recognized as such
(I have the abstract of that), and there vas evem a defiaition
of vhat {t consists of. Some of the efforts in this direc-
tion, then, have been very definitely suscessful. = "roiisi
~ on the other hand; the effort vas not successful
in snother case (the De Vries cass, to be specifis). That:
industrial design is a profession was denied because it has -
been recognised as an occupation of the character that Dean
Boudreau has deseribed. '+~ - - Lo hok dlpscslon, Me
" We, as designers, certainly have something te
start vith in the form of & Supreme Court Judge's defiaitien
for proceeding; it is there in black and white: It estabsncr
lishes (to use the langusge of attornmeys) a very defimite.
precedent.
have not really defined im vhat way the industrial desiguer
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puts himself in & position paralleling that of the lawyer,

the dostor, the engineer, the preacher and the teacher, who

are very much recognized as professions and to vhem licenses

must be granted (that is, in certaln states--not everywhere, . .

but in certain states--certain examinations have to be passed).
~ Vhat is interesting about the decislen I have

referred to is that the Judge said that the practieing of

the professien of opeating esthetics is legally more or less

of a profession. + v

that they give to architects in the State of New York-- =

1 don't remember what page it is on, and I don't remembew the
exact terminology--it is stated that the creation of esthetics
is part of the arehiteot's equipment. Nov, the industrial
contributes o the general cultural grovih of the ecountry,
and naturally he has to be well informed (both seccietiss, .
vhether they agree among themselves or not, agree on this .
point) and has to be able to work with an engineer. . In other
vords, he has to be to some degree an engineer, a chemist,
a market aNAlySle - - oo necds snl sucsldeving sertads
To be an industrial designer demands a certain
quality of brain and s certain training which takes Sime.
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Most of the designers get to have gray beards by the Sime

they get to be good designers. o wade of wg-end I
There is every reascn, then, te presuppose that

Ve can make some progress if the problem is properly approsched

and properly defined and if certain things are established.

Thet is vhy I am here: %o hear what the Society and the

is contributimg: kol seal Mo, Siey =eds By mm
~ Mr. McConmell, I agree with you that the designer

has a problem rather then an inspirational effusion. But,
certain definite patient to trest, he has & definite problem
there is something wrong vith the patient, and the dostor
1f you are trained properly, you will alvays be able o ex-
architects have a problem in the use of materials and the
uatter of considering human needs sad considering certain
puilding lavs snd codes, and so forth. The point that Ne. '«
MeConnell raises, them, is not particularly a hindrance.
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1 think ve vill expese oxreslves S0 Rreeisely.
the kind of analysis thet Desn Boudresu made of us--asd I
think it is justified--if ve do not plage ourselves in 8 very
clear positien es to the perellelivm and the rejsticnshis.
betvean ourselves sad other prefessionsl prestitiegers in,
terms of vhat ve ave trying to sccomplish. Thea, vhen the
But the wmmm Vhet are e Ar7inG. fe seseuplishs. .
coong en T, 3860 what Np, Sher, sald., Nvexy hmefessien
is spnegraed,, instituiesslly, with sertale pppests,of. Shes
profession vith relstion to the public good. The docter is
oerned vith preserving certain aspects of human relatienships
and protesting property and protesting perscnal rights, The
engineer is concerned with certain safety faators iavelviag
. Wind you, safety 1s not the only purpose. per
instance, preachers are more or less of a profession; they
enjoy all the lmmunities and privileges of a professien,
They are ooncerned vith public morals. Teaching is concerned
vith public emlightenment. We also have & very defiaite
place in the scheme of things, aad I think that yvery defimite-

1y it is of a professional charaster. . . . .
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T sm sorry, Mr. Sakier, that not enough repre-

sentatives of your Soelety are héere to really do somethifg.
I think our A.D.I. is better represented than your B.1.Di%=
strange as it may seem. (I don't consider Nr. NeConnell as
one of yours; he is just a hired hand.) But, really, this"
13 a question that goes beyond societies and beyond personal
ambitions: What do you think we are eontributing to the pub-
1167 T knov vhat I think--but vhy should T force my opinion?
T should 1ike to discuss this gquestion, Dean Hudnut, lomg
before ve begin to disouss organization and standards and
ethics and all those things. Why ereate headaches? It seems
to me & 1ittle Bit too ohildish to spesk of those things Wow,
vhen we don't knov vhere the heck we are. i

" As to this aceidentsl designing, it is het quite
good. A¢tidentslly, when T vas a youngster, T had Wy Sooth
pulled by another youngster. I don't remember vhether my
tooth was good, bad or indifferent; but it vas almost Sut,
and he pulled it. He vasn't a dentist--but he did a goed '
job, T assure you. (A good many times, the youngsters took

out splinters, and so forth.)
Before there is organized humsn knovledge, there

18 human experience, out of which grovs the basis of ‘& pro=

fession. That is vhat T am primarily intevested tm. ="
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Would you agree vith me, Dean Hudnut, that ve .
don't really kmov whai it's all about--some of us, anyway?..
S0 SAY emothiagt cai. T irying to get &0 the ddeas waler~
oo DR, RUGGs I should like %o interject ene.mote,
Dean Hudnut, just at this peint. I confess I am inspired bY
vhat Mp. Kostellov has said. I am impressed by the enormous
scope of the problem that you people have undertaken to deal
vith, and with the interminable time that it will teke im ..
order to get aaywhere with:it,. . .o e Lrpamtanic vlaw,
- 1 vatehed the development of this little group
of industrial designers with enormous interest, 8s.ea edusator
tions of learnimg. But you are amasingly young for the prob-
lem you have undertaken to work at. When I first ran afoul
of you and vas told that engineers and manufacturers and. ..
abstract artists aad social psyshologists and I den't kmev
ereste one nev group, I said "Well, that's marvelous--that's
venderful--but vhat & problemi” . . . oieiaen, whese

Of gourse, in a Peal Sense, JOUr VEry Gmergenge
is a reflection, it seems to me, of one of the meat impertant
trends in our seeiety. As you look back on the ninetesnth
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century--at least, as I look baek on 1t<-it ¢an be said ‘(and
perhaps this is true of the eighteenth century alse) to have
been primarily coneerned with analysis. Everything, ‘it seems -
to me, vas analytical. In trying to 'get at the idess under-
may say that they were concermed fundamentally with mechanical
processes; the idea of mechanism ran all through it.

In our dsy, however, as a vesult of ‘the last '
hundred years of astounding developments on s good mamy fron-
tiers, the very converse of that is true: the organismic viev,
the organie view, the integrated view, is the thimg. - -
I bave looked at the products of & seore of you
ave the very acme of that trend toward the imtegration of '
profesttens :i=ii sty af the sxtrems byPe, and 1t S W N

~ 0 In one sense; it 'i® mm
be & profession?” for s very long time. I look bask wWpon -
engineering in that sonnection. T vas originslly trained as
an engineer. I am & renegade engineer; I ran avay from it s’
I worked for a quarter of a century trying to get the young
people of America to understand & fev of the great outstanding
trends in our ova histowy. 0 ro olhervias b couwlds 'S
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In the doing of that, I vas pushed out on to
still other frontiers. That is, in order to understand our
eulture, I had to try to understand the art life of our people.
And I ran afoul of the emergence of & tremendous worldwide
Burope and emerging, independently of Western Europe, here
in Shiy’ GBbMMBPF IO B ion o weasradlas Trow aov, Shen T would
7. . . In a very real sense, it seems to me; your group
is taking all of these expressive movements and combining
hov to make mechaniecal things through the processes of: imven-
over to the abstract artist--and some of your first designers
that they succeeded because they vere abstractionists. - Then
you reach over to the public and you say, "These things that
we nov design must sell; therefore, ve must make a seientifie
study of the psychology of the wants of the people, the nseds
of the people.” And then you go to the manufacturer--who, I
guess, hasn't raised any questions as to vhether or not he ds
a profession, but vho brings together a tremendous body of
rigldly dooumented imovledge (because otherwise he couldn's
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manufacture). o o7 Bre Megluaing V9 lean Neians
All I am saying, ladies and gentlemen, 1is that I
think these meetings are vonderful things to have, and I hope
you vill have more of them and will have more people hepe
(as Mr. Kostellow says) from the 8.I.D.  But let us not be
too impatient &s to whether we ¢an be & professionm mow. If
ve could feel a profession a gemeration from now, them I would
be happy indeed. And I think I speak mov as & layman here
and as & student of education--the oldest profession im some
ways, and yet the youngest--becsuse, as & professor of educs-
tion, I am a mere infant in the realm of higher education.
. 8o here it is--a tremendous thing that you are
trying to do, and a fundamentally right one and sound one.
I would say: Let's explore all ve ¢an this week. ' Let's ex-
I don't think I would shave Dean Boudresu's con-
ecern as to vhether you are a semi-profession or a guarter of
a profession or vhat-not. We have to see all the time whether
ve are getting at the ideas that are necessary to create nev
design. And I think ve are going to mmm
how ve can bring together all these bodies of knowledge. You
ought to have here some people such as the psychologists of
consumer education--that vhole group. They are beginming S
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learn scmething; I mean, they are begianing to learn seien~
tifieally. There is & vhole sector that has to ceme inte . .
this Shing: @ ‘lcae feliove were villing te we ipeh hesns and
.. Well, I am afraid that perhaps I am interjecting
a false note, and I think I had better sit.dovae . ' - reoug-
. CHAIRMAN HUDNUT: It is quite intevesting, Pro-
fessor Rugg, to knov hov the engineers became & profession.
As I recall the history of it, there was ne professien of ...
engineering at the end of the eighteenth century; theye were
only architects. The vord "engineer," soming frem the Latin.

root mesning "to be witsy" or "to be ingenious;" was used.

sbout that time, I shimks . ..y Joselopiag Lobe tw e
© When they built the Waterleo Bridge im Leaden,:
the largest bridge of its time--in 1802 or 1804, I think--
they had a competition smong architects. And only thirty-five
years later, vhen the grest Aven Bridge vas built, they
vouldn't allov an architect to compete! In thirty-five years—
I am trying to remember the exact dates, but I know it was
about as sudden as that--this new profession had sprung up
and pushed the architects out of the bridge-building business.
The curious thing about it 1s that the apchitests
vere greatly pleased. They let them go vith & "hurrah”; Shey
didn't vant them around. The consequence was that the englneers
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did better design in the ninsteenth century than we did, be-
causs ve vere clinging to & tradition--ve established & pro-
fession--and those fellevs were villing to use iron beams and.
to show them, to expose them. - = woiied o wigoer
I don't Imov vhether they became legally receg-
nized thea or not--but they vere there. And Telford built
bridges as beautiful as ever vers made by any arebitect~=
and be did it vith no treining in estheties or design of aay
kind. (0f course, ve knov. that Eiffel did, teo--snd so on;)
“ov .o o T think that industrial design might.be imagined
too big an inpult) and gradually developing into iss ewnr
testure did. There vere no lasadscape architests wntil the
time of Repten. (¥hat was around 1850, vasa't 41%?) He called
himself & landscape architect and he designed estates and
gardens--end the architects said, "God bless us, ve den't
vant to bother with 1ittle things; let them go." Too bad!
Reglly, there is only one profession of design,
and 8ll of us--even though we have our meparate prganisations--
ought in some way %o be able to know cne another and to stand
together and to realize that ve all have the same objectives.
It's a great pity that we veaken ourselves by these divisions:
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It might be well if vwe all had one general Aame.
When I came to Harvard twelve years ago, I changed the name
from "Sohool of Arehitecturs” to "School of Design"--and almost
got throva out on my esr for doimg it. T wanted a biggéer -
term. I vanted to tell the people that we thought of eity '
planning as design--and landscape and industrial design=«
and that all things vhich have to 4o with the creatiom of
forms for eivilized living, for the envirenment of man; &re
plastic design and are therefore basically one astivity. To'
design a chalr and to design a cathedral is the same process;
the same organization of form, the same evoluticn Of techniqués.
©©  ‘I'was ia Vienna some years ago; at Professor /.,
Hoffmann's school-~he was the great teacher of thirty years
ago--vhen a young man, & freshman, came in. Professor Hoff-
mann vent over to him and sald; "Well, my boy, vhat dé you '«
vant o design this morning?” 'The béy said, "I will do a
cathedral.” And Boffmann said; "Oced; start pight-dni We .
vill do ome.” Just like thas! ¢ o Coge 0 owade an

Well, I thought Hoffmann was s pretty good
teacher--because the boy wanted to do that, and he found out
something when he tried it. o 0 oan de

I vant te tell you one more story befors we end
today's meeting. I thought of it just a moment ago~-and 1% 4»
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& true story. It has %o do with the question of the seeial.
responsibility of the designer--and that ought to be wery
close to your hearts: = v 0 seciate. 10 bath ar
sponsibility te my wife, and I said, "We ought to start right
here in our own house. Here ve have a ¢olored maid, named
Nellie, and you give her the most horrible set of dinnervare
to eat on." (It had a pheasant and a rose aad & castle.)
“It is our job to teach her some good taste; it is our socisl
»ospaastPLUALYE? nopo 1hnt the west af thase mwetings (the
" I vas se sloquent that my vife said; "Yes, I.will
give her my best set; I vill give her my Russel Wright.". And,
the next day, Nellie gave metdee. o 1o 0 olon Wi
| Well, we have spent two hours here, and it is
now time to adjoura. We'will meet again tomorrov at 2330; to
continue the discussion from this poinmt.

NR. BOUDREAU: Before ve bresk up; Dean Hudnut,
may I eorrect a misinterpretation that Dr. Rugg has mads of -
something I said? I am mot overanxiously concarned as to.
vhether ve are a semi-prefession or a prefession; that is the
concern of these tvo societies (to neither of whieh do I
hol.ai;: I guess I am s maverdek). . o oslely bae, e

What I sm concerned vith is having an ever-better
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program of eduestion that will sllow the pecple who graduate
from the art school of which T have the homor to be dean
to become self-supporting members of soeciety. If both of
these groups together can help me produte & better preduct)’
and st the same time contribute toward becoming eventually =
s profession, I am all for it. But vhat you interpréted as
being my eoncern, Dr. Rugg, is really their concern. I'wvent
to get my product on the market; I am in busimess.
MR, SAKIER: 1 should like to say & Vord befére
we close, in the hope that the rest of these meetings (the

integration of which he spoke) will Aot be taimted by & eon-
tinuation of this talk of two organizations. T think Shat T
am o member of the A.Dils 77 Seawn The lad whers we

I should like to say, with Professor Boudresu,
that ve believe that ve are not legally a professioni ‘I, ‘pes-
somally, hope that we never will be, because the thought of
licensing industrial designers is vevolting to me--and, I be-
lieve, impossibdle. o PN e

The only distinetion that our Soeiety has, ds
far as the other ls concéerned, is along the lines mentiched
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by Mr. Sher:; that is, we have tried to set up a standard
vhich will ensble the prospective user to have some sort of
yardstick. pl) L. bagathey, vhishever organisstion we

In ansver to Mr. Prestini's question, I can say
that ve have tried to meske it as inclusive as possidle, with-
out a specific definition of what a designer is or is not.
We hit upen a very simple pragmatioc method of determining it
(which we are willing to changs): that a man vho has served
three diverse industries vwith fairly bonorsble and good re-
sults is eligible to johall is veleome in our midst. If
any other society cares to set up standards equally satisfying
to a prospective buyer, I think it would be & marvelous thing--

The curious part of it is that our younger mem-
bers--we nov have over eighty--are the ones vho are conserva-
tive. Most of us, I think, have reached the point where we
vould probably hire them. We have tried to include as many
young people as possible--and they are the ones vho are becom-
ing exclusive because they are jealous of a certain measure-
ment vhich distinguishes them commercially in the eyes of
those who might wish to see the yardstiock.

What I wish to say is that I hope that, at the
rest of the meetings, there will not be a question of twe
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soclieties. Every aponh h.n has m so inspiring in a
broader sense that I tulk ve t'hlill'i'ﬁmt sbout the two
socleties and all build tmlhn. mm organization we
are in. WE. KATPHAEZ: Dean Tedaut will be Deuk An Sk

. I sm serry to have delayed you, but I.veated So
make that statement,

MR. KAUFMANN: Thank you very mueh, ladies and
gentlemen. I hope you have all enjoyed this meeting s much
as I have., We will meet again tomorrev afterneom, ' © s
Rers. We had sabed him Lo Salk bocsase v felt ke had some
sxporiznas &2 & eliant of the industyis) desigmer.  Mie leeg
sssoclaiion vith retaiiing sad his very cioss sciitosta with
mapafaciurer: made us think he verld o ¢ geod gay o' say &
fow words shest Shat. TS

jimde e gen’'t be heve, hwwaves, 1 thisk weihuww
somy uP wALR & wvery vorderful sclutlen o the prablewm. ibbel

tg she presgidest of 5.1.8., sad Nr. Toague,
wave Said that they *ill e glad 58
; o the demsnds of the ellent and the
mnd wWTeet the Menctiisning
Wik
ttap LD wo ware Justh t
of Baving any ferthap
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vy, 47 yeu would liks S0 staEs.efr,
TUESDAY AFTERNOON SESSION

November 12, 1946
AATHUND LOWYT: I% seame %o ud lwt She: ShGr

. MR. KAUFPMANN: Dean Hndnut will be back im the .
room in just a few moments, but perhaps in the meantime I ecan
get the meeting started. . a0 moaper o0
.~ Ve vere a little disappointed when Mr. Ira
today, phoned at the last moment to say that he coulda't be
here. We had asked him to talk because ve felt he had some
experience as & client of the industrial desigaer. His loag
association vith retailing and his very close contasts with
manufacturers made us think he would be & good guy to say &
fov words about that, . . cepeisloor VLUE A grest ey .
. Sinee he can't be here, hovever, I think we have
come up vith a very vonderful solution to the problem. . Both
Mr. Loevy, who is the president of 8.I.D., and Mr. Teague,
vho has been president, have said that they vill be glad to
say a fev words about hov the demands of the olient and the
expectations of the elient limit and affect the functioning
of the designer as & professional. o oe b, el

Perhaps it vould be better if we were just to
ask them te start right in, instead of haviang sny further
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preliminary vords. Mr. Loewy, Af you would like te stars eff,
that vould be fine. b witgets sze quite in a slags Wy
NR. RAYNOND LOEWY: It seems to me that the gea~
tleman who should reelly discuss that vwith us--unfortusstely,
T don't think he will--is Mr. Breen. I didn't know he vas
coming, but I see him here nov. He 1s business mamager of . .
my organization, and he does the contacting of eliemts--at
least, at the beginning of a contract--much more often than
Yogpsoytiing vith widgsts- asver desligned say.,
‘together. Would you like to take the part of the olient?
© . MR, VALFER D, TEAGUE: ALl »ight, £ine« ;.oiaoia
. Well, Wr. Loewy, I knov that you are & desiguer
guccesses to your eredit, but you have never served & business
‘exactly like mine. I sm perhaps the largest widget msnufac-
‘furer IR AMOPLORS "o (Mvul sad swinual saswers Go yeds
MR. LOEWY: What type of product did you say?
MR. TEAGUB: Widgetes. = 0 . sosocmabay
MR, IOEWY: Oh, yes. o of cur dewnige dee
MR. TEAGUE: You probably dom't realize it, but
the business of making vidgets is very differemt from any
other business. I know that you have designed trains and
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sutomoblles and household applisnces and business machines,
and many other products, but widgets are quite in & eclass by
themselves. I am just wondering what gives you sny assuranse
that you could do for us vhat my ova staff of engineers has,
B0 DOOR D10 89 .48+ o ui0 v to Lselebe the sessen WhY
MR. LOKWYX: WVell, mmmmﬂl‘"

vidgets before. However, to answer your question and txy to
eonvinee you, I vill take the attitude that ve have mever
done anything with vidgets--never designed any.
ve imow the reputation of your fimmj ve knov that the preducts
the most part styled right. However, we feel that the influ-
ence of an outsider.with en.open miad, with ne 1ahiditiens: .
problems. we ale of yours, or ¥r. Dbreyfuse or . Apena~

We can't promise to do 80j but we feel reasonsbly
confident that if we have the socperatien of your desiga de-.
partment, of your engineering department, and if we have an
opportunity to study the msnufacturing facilities you have,
the kind of equipment you use, Wwe can do a Job for you.
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Ve vould like to study the widget market, how-
ever, before we go ahead and make any proposition to you.
Ve would like to knov what is being done in the field By com=
petitors, and in vhat price range, and vhich are the vidgets
that sell best (and ve would try to isolate the reason why
they sell best: vhether it is price, appearsnce, funmetien,
quality, or a combination of these factors). Then we can
talk to you intelligently about doing design vork for your
SPRMALSENMEN. ¢ (i i sutan semgs They soll Wiseagh She

MR, TEAOUE: Well, of course, Mr. Loewy, that =
goes much further than I had in mind. I had assumed that you
vould simply make me some sketches of what you thought my
mind in conmeetion Wwith youp <=~ 0o

MR, IOEWY: Well, I vegret to say that we don't
vork that way. The leading designers, those vho have estab-
1ished reputations and have reputations to maintain--such as
Mr. Tesgue, a namesake of yours, or Mr. Dreyfuss or Mr. Arens--
don't work that way. They don't like to start doing say
fancy designing or blue-sky designing without knowing all the
fastors of the problem involved. o e sty 5

We couldn't do that, then. Ve wouldn't bde in-
terested, and I don't think you would. dadhnd of
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MR, TEAGUE; Well, do you think that you could
come into & business like ours and in a short time scquire .
encugh information about it to be able to make wise desisicns
in the various fields in which, as you have outlined it, you.
vould like to operate? . . . ..

MR, LOEWY; Yes, That is the pesson we are here
to diseuss it with you. We have done vork in fields very =
close to vidgets. The produsts may net be exactly widgets;
but they are in the ssme price renge, they sell through the
same kind of retail outlet, and the servicing preblem of these
units is quite similar to yours. We feel senfideat ve can do
e job. I would like to have & look at your facilities, at
your plant, and see vhat kind of equipment you have. We would
also like to talk te your sales manager, if that can be ar-
renged, in order to have some idea about your retall outlets.
take you into the family and into our confidence in a matter
of our business methods and procedures and so en? . . ..

MR, LOEWY: Yes--completely. That is the enly
way we eould possibly work. You may not have heard about the
reputation of our firm as far &s ethics is concerned.  Yom .
may be sure that any nev development that happens vhen we
vork vith you, or any nev idea you may have, will be kept
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completely confidential. You don't have to vorry sbout that.
But ve vant to fesl that vé are admitted as s wember of your
femily and that ve have your ecomplete confidence and respest,
so that ve oan get the cooperation of your engineers and your
development department and your sales foree. =
7 MR, TEAGURY Well, of Goupde, that Gpens up'a’
whole nev vista in regard to this work, snd ‘the question of
you could get along with our techniecal stafft After all, cur
& little sensitive sbout people intruding from the outside.
I just wonder whether we wouldn't have a sonflict on édr °
vho can vork for & me type of manufac-
turer. > pietura, Thay will very gquickly wealise
MR. TEAGUE: Just remember that the vidget busi-
ness is different, you kmow. Tt's different from any other
business. T AR Wall, you have enevered & Mot of
MR. LOEWY: You ean't be tougher oF Woré impos=
sible than railroad people. And you just don't look 1ike
people who vill be espseially diffiecult to get alémg vith:
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As far as gaining the confidence of your own men
is concerned, we could give them examples of the vay ia whieh
the introduction of the services of our orgenisatien iate &,
certain company was of great benefit to the staff designers.
of that company. We are not trying to take credit for sue~
casses developed together. We are alvays anxious to have your
ova men get & great share of the credit. They sppreciate the
fact that ve are not trylag to say that this preduct is . .
"designed by Raymond Loewy"; ve alvays say that it is designed
ment of the particular company. - oo owenowoo
© We lean over backwvard to give them all the oredit
possible and to make them feel that we are not after their
Jobs. I'm not interested in getting & job vith your company;
1 have my ovn (vhich 1s doing reasonably well). They dea't
have to fear, them, that they will be out of & job hessuse
ve coms into the picture. They will very quickly realise
that we are & great help to them. 8o I don't think you have
to vorry about that problem, either.

MR. TEAGUE: Well, you have ansvered a lot of
the deubts that were in my mind. I am just vondering, theugh,
vhat guarantee ve would have of success. After all, this is
going to be & very expensive thing for us. What assurance do
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Ve have that we vill get the pight returns? - woiv s

Of course, if you vere just to make & bumeh of
sketches, and then if ve could buy some if ve liked them, we
vould feel safe. But if we are expected to commit curselves.
to & long program of development, we have to fesl reasonably
sure that it is going to be profitable for us. We must sc-

MR, LOEWY: Well, I don't think you would ask a
docter, for example, to give you a positive guarantes of
success. It is very difficult to give such a guarantes. All
ve can do is to tell you that the chances of success are very
great, and that the record of our past performance in the:.
field of design has been a rather successful one. No doudt,
you knov many of our clients--presidents and sales managers
of companies we vork for. You might ask them, "How did you
get along with Loewy? And vhat about the results? Did his'
oLl 8e31PY accciavs? vith ped, thun, 15 dhould B9 wadens:

MR, TEAGUE: Them you wouldn't mind our dissuss-
ing this with some of your clients?

MR. LOEWY: Oh, not at all. In faet, I would
velcome it. I will give you a list of oup sccounte=<there
are ninety-eight &t present--and I am sure you will find some
people you knov on that 1ist. - o Cor Lhal faemsleent,
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Nov, in vegard to your asking us to make some
sketches and then buying them if you feel that they ave good
or that they represent possibilities, T am sorry to say that -
ve can't do that. It is against the ethies of the profession.

© MR. TEAGUE: Well, you are very convineing, Mr.
Loevy. I think ve might like to try this out for & fev -
veoks, or for a month or two, and ses how ve get along —=--
© 70 MR, LOEWY: Well, that's very difficults I dem't
think we could possibly do it. One of the most important
items in the code of ethics that I have mentioned 1is that one
field. We ave interested in your field. Therefore, Ve want
$0 make & permament ¢onnection. We are not interested in:«
vorking for you fér tve months and then going somevhere else;
the fact that ve had started with you would keep us from '«
designing for & competitor of yours for quite some time. .If
ve are to be associsted with you, them, 1t should be under=
stood that it is for & minimum of 6ne year; that is an abso-
lute minimum, " EADUE: Tt loelr sy Dadgd 7od have a 188
MR, TEAGUE: Well, if you ave going to veally
inform yourself about our business, I suppose it would take .
some little time for you to get your feet wet in the widget ..
pusiness--and after all, if we are paying for that investment,
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then ve vant to capitalise om 1t. T suppose 1t is & falr
propesal that we should undertake to go along for a reason-
sble length of time, to find out how it is going to vobk out -—-
MR, LOEWY: I have suddenly had an idea. We
might meke it easier for you. If you den't feel 1ike getting
involved vith us or any other designer for & period of &
yoar because you feel you would be gambling on a big fee,
vhich would be hard to justify with the Board of Directors—-
I say that you're not gambling but, after all, you are ea~" '
titled to your ideas--why not make an arrangement whereby
the retainer would be a nominal one of & fev thousand doilare
a year, and then ve would get paid on a royalty basis accord-
ing to the success of the product we design? Your origimal
investment vould then be vreduced t6 & winmimam.
A designers, ve would veleome mich s fimsmefal” -
arrangement, which has besn extremely susesssful in the past.
1t is one of the most suscessful arrangements we have im our
organization. We like that sort of deal. = = “»u wus
MR, TEAGUE: It looke as though you have & 168
of sonfidemee in vhat you are going to do. Of course, if
that's a good gamdle for you, maybe {t lsn't for me. Perhaps
ve had better have something more in the nature of u fixed-ree
arrangement. e % G2 ve Tiad out whews e stasde?
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MR. LOBWY: Well, that's just what I was tyying
to lead up to. 5 pred : Eloeuss Vet Tur
MR. TEAGUE: You have given me an emtirely nev
slant, Mr. Loewy, on the possibility of iadustrial designing
in our business. I will have to diseuss it vith my asseclates
and my Board of Directors. We would then like to have you .
visit us and look us over on gur home grounds--and maybe ve
ean come to an agreememt,
— MR. LOEWY; 1 certainly hope so. Thank you very
mach. Wj R T e T e
. TEAGUE: lh the sudience] That was eatirely
uarehearsed. - wemasd W QA T giaehy Ay
- CHAIRMAN HUDNUT: It vas & very exciting experi-
ence to have sn inside look in this vay at the processes of
the designer vis-a-vis his elient. It isa't so very different
from what tekes place in the case of an architect--exeept,
that unfortunately ve csn't take a royalty on our buildiags.
1 vas struck by the fact that there was one
like te bring te your attention. Neither the designer nor
the manufsectuper menticned the consumer: the man vho is going
to use this preduct. I wender vhether he shouldn't impinge
s 1ittle on the situatien. How do we find out wheme he stands?
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Has he a stake in this matter, other than to be told some~
thing? Do you think it would be proper to discuss that for
s moment? o7 & paricd of weave mued Duild & Papatetisn
MR, LOBWY: Surely, that would be velecome. Ve
assume that if the product is going to be & success (and that
is vhat ve vere talking about: the suscess of & produet), 1t
has to do 8 job for the consumer st a reascnable price, has
to require a minimum of malntenance, and has to be of good
quality. We assume that the interests of the consumer would
be taken to heart, that that would be Problem Number 1. If
that veren't so, I don't see how the product could be & suc-
cess for long--or be a success at all. Ve assume, then, =
that whatever ve would design for Mr. Teague's company would
take ecare of the consumer's interests and requirements. '
© CHATRMAN HUDNUT: Would you say that it is's -
question of importance to the Wanufacturér and the consumer
vhether the design 1s good or bad, or is the important gues-
tion whether it is something that csn be made efficiently at
a profit and can sell? Does it matter, from & practical
peint of viev, vhether the thing is really good or neot?
MR. TEAGUE: Oh, yos. "Each Fear, we pak
. CHAIRMAN HUDNUT: It really does? wil} buy 1%,
MR. TEAGUE: Practically mone of our elieats, I
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think, are in business on & short-range program. If they are;
ve don't vant them as clients. People vho are going to stay
in business over a period of years must build a reputation
for producing & valusble product, & product that is werth
all 1t costs and that will serve the public.

I think that that question, as it touches upon
the matter of the industrial designer's relation to his
client, vas covered briefly by Mr. Leoswy vhem he spoke of
market surveys. We usually do go into the market, snd we
examine not only the selling of the product in the market and
its competition, but the consumer public--what the consumer
is looking for in the product and what vins his favor. oOur
desigas are influendced primarily by that. - . o oTloaloo
. CHATRMAN HUDNUT: I knov somecns who is ‘a:sales-
looking at the catalogue, I said to him, "My Geod, but you
heve a horrible line of lampsi” He had about fifteen lamps,
and each one was worse than the mext--except for ene lamp
that vas quite good. - v oo L0 sewe coaewst of Laghs o

He explained :a.mmm year, we put
out one good design, in the hope that somebedy will buy it.

But nobody has ever ordered ons." . ¢ oo n oy fiela
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Now, it didn't make any difference to him whether
the thing was good or bad, did it--just so leng as it sold?
Perhaps, then, if he were going to smploy an industrial de~
signer, he would say, "Give me the ugliest lamp you can de-
S DOEERY 1V SOMSV™ Li of perfirmance. The housevives

© MR. LOBNY: Really, I don‘'t see that sert of
case. Do you wee 1%, Mr. Teague? . o Tl aniol sivies
" MR, TEAGUE: Wo. 0f course, I do think that
there are curious hiatuses ih public taste~~and they ususily
quite vecently, radio cabinets provided a very vivid example
of that type of lack of taste, because the actual functiening
of the radio had practically mothing to do with the desiga .
of the cabinet, and it vas bought on sppearance standards by
= public which had no functionsl standards by which to judge
« make op brealk eny of the Duaitara oy sy of She lanpe
 The same thing is true of lamps. They will all
give you the same amount of light vith a 50-wstt bulb im
them, and they will all give you the same amount of light . .
with & 100-vatt buldb in them. Consequently, they are bought
for vhat are presumed to be their decorative values, . .o
That lack of taste does not oscur in any field
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in whieh the function of the product is & factor in the design
or an influence on the design. For instance, in buyiang kiteh-
en equipment, most housevives shov excellent taste in their
judged largely on the basis of performance. The housevives
understand the performance of those preducts, and comsequently
they are influenced by other standards than the period styles
or the home-furnishing magazines or vhat-met. .

o s Most of the products that we deal with are in
that latter class. I think that very few of us design in
those flelds im vhich products are bought purely om esthetic
standards.

MR. EGMONT ARENS: There is another poiat that
has to be considered im this secondary class, the class that
taste of the buyers of the large department stores, vho can -
either make or break any of the furniture or any of the lamps
that might come inte their department either by stocking it
or by simply refusing to steck it. If & department store
pute in & buyer vho has good taste, the department lmmediately
gets better. . i Al Lotarest L3 An the &

Hovever, one of the reasons that the department
stores don't do that is that the buyer vhe has good taste is
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usually more expensive. Therefore, they usually get sleng
vith one who receives a smaller salary, and consequently the
department has & lover standard. In refrigerators and kitchen
equipment, on the other hand, and things like that, the
buyer's taste is not consulted.

CHAIRMAN HUDNUT: It seems to me that, in the
average American home, the only really besutiful thing is the
refrigevator. Thet usually has some esthetic merit. WNext,
perhaps, is the range. The kitchen, then, is certainly far
in advance in the matter of good design. = & 0 Loaas
. .. . MR. TEAGUE; Kitchens, bathrooms and furnace
rooms., URATISAN NUDMUT: Weedda'd thut be the basls,

~ MR. ARENS: The reason for that is probably the
advertising. Manufacturers of kitchen equipment and of bath-
room equipment have spent millions of dollars in the magasines,
and the result is that the public has been educated to accept
those things. Thers is no similar movement, however, in
furniture or home furmishimgs. - ' = o o v wnlan

CHAIRMAN NUDNUT: I was struck vith & line in
the pamphlet published by the S.I.D. It sald (if I quote it
correctly), "Although our primcipal interest is in the ap-
pearances, yot ve also must take into sccount the fumetion ' .
and usefulness.” In the case of the kitchen, you have &
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striking example of the work of designers who are chiefly ' -
interested in the funotion, and who yet arrive at the only
really satisfectory and beautiful thing in the house. ~Isa't
St SPURN is o0 easily, while pseple sull eling o the

S0 MR, TEAGUBY Yew. 0 0 e Living weent

CHATRMAN EUDNUT: I would think, them, that the
should be with function--and, if it vere, they would arrive
st something satisfactory inm appearsnce. Vi o0 Lo
MR, TEAOUE: Actuslly, you see, that is the basis
of our approach to all design.

OHATRMAN HUDNUT: Wouldn't that be the basis,

Cou vbginy SEROUNG "Wege s o8n T WLl eme So Lpok like
© ' CHATRMAN HUDNUT: Woulda't he First want some~
‘thing vhich vorked and vas technically correct? A

MR. TEAGUE: Yes, he would.

MR, LOEVY:; Something which works vell, whiech
pequires s minimum of maintemance (and that is quite impor-
tant), which is easy to keep clean and %o dust and %o oil,
and vhich is silent (if 1t has any motiem im &t).
the kitchen has just about as firm a tradition as the parlor.
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The old-fashiemed kitchens vere beautiful things, with their -
great hearths and their brick ovens and the besutiful.eld
utensils hanging sreund., Isa't it strange that that tradi-
tion should die mo essily, while pecple still cling to: the
Colonial and Georgien end what-not in the liviag room? .
. KR, TRAGUE: I think the reason for that is that
the preparation of food, like bathing, is a medern art. As
they are practiced today, they have mo traditional backgrounds.
The preservation snd prepsration of food snd the use of bathe.
rooms, as knovn in Americsn homes, are vholly nev phases of
BALeis thal seen %o intersect sos snether, that have 2it&ls
. MR. LOEWY: ‘Do you mean c0oking? -«n o ke o
renge is a vholly nev thing; you can‘t build one to look like
a vood-burning fireplace. If you could, someone probabl)
ave dele:h$y ic, 1u what mames 1% ssll. (A% leash, ihat A8
MR, LOBWY: That's righte oo oo

bethan telephone boosly, you KBOW. « | Con i (hink pou wes

MR. TEAGUE: That's & little easier; you see,
becsuse that's merely an enclosure. I sav some telephone
booths just the other day that were obviously copied from:
Gothie confessionals.. coka phategrapha %0 see vhere 1N
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~ MR. EAUFMANN: Mr. Chairman, I should like te ask

& question, Te excuse vhat I am going te say i a memeat,
I should 1ike %o say firat that I agres, of courss, Shat ..
American home in their design and in their efficieney, and, .,
that the quality of their design is »eoted in the anderstend-
ing of the funstion that is performed An BRem.. |.. w.ssvirs
wpd the deor JOWEVAR, AS K 488 MW“
of the American kitehen, 1 began to wender about some of these
refrigerator deors that are divided uwp inte four or five .
panels that seem to intersect ome another, that have little
ohromium bars tacked oa the bottom that don't seem to me to
be partisularly functicnal or partioularly easy te elean.. .
betveen the functional soluticn of & problem and that thiang
vhich, 1 suppose, is what makes it sell. (At least, thatis
the Peason we are 8o often given for these trimeings.) .
refrigerator unit for household use, I don't think you see
many projections that are not absolutely essentisl, Even .
the hinges are recessed snd faired in,

When we design a Frigidaire, for instanse, we
like to spread fine dust and take photegrapha to see where it




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 4é3.2¢

The Museum of Modern Art Archives, NY

L]

collects. When ve ssy that ve stresmline a door handle, ‘then,
1t 1sn't as silly as 1t sounds. It is streamlined in the
sense that it offers s minimum of resistance to the flow of =
dust and therefove collects & minimum of dust. ~ =
e slso designed sll these units of a Prigidaire
so that the 1int from a piece of cloth, vhen the housewife
and the door. You See, ve arve really thorough sbout that -
kind of thing. I you look at the draver-pull at the bottom
of & Prigidaive, you wvill see that in the latest models it
1s very often recessed, so that a little child playlng n
the kitohen vill not get hurt by the hardvare. That slse
applies te the door handle: wany scsidents involve ehildren
vho strike their eyes against hendles. =~ = L@
" Al1 these things are taken into consideration,
and it seems to me that the latest type of unit--if you look
et it sarefully--is not complicated at sll. It has Beem _
reduced to its simplest expression consistent with correct
funetiont #3008 gtam L sniiet Ake 30

MR. KAUFMANN: Do you think that is & resl ten-
dencyt to eliminate some of the trimming? Tt POP=

MR. LOEWY: To eliminate projections, yes.

MR. TEAGUE: Oh, yes, definitely.
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MR, LOEWY: Or, at least, to recess thea to get
& perfectly smooth surfese. . . -

CHAIRMAN HUDNUT: I heard an interesting comment
on the kitehen just last veek. I was at a meeting of &he
Woman's Foundation, vhich is a mysterious organiszation e
promote the happiness of vomen (as if that were necessary)--
and the argument vas made, rather persuasively, that kitchens
are too small and that the concentration of counter and range,
and so forth, into a small unit is not congenial to family
‘collaboration. The housevife should have her children helping
the husband should come in snd do his share. But nov the
housewife retires to & kind of laboratory, and she is lesing
ner importance and dignity in the family. (I am just quoting
this Bow.) T R Y T YT TS

I thought, in that connection, of what my uncle
told me vhen I vas married thirty-four years age. (I have
been happily married ever since,) When I asked him the . .
secret of a happy married life, he said, "It's very simple:
you just have troubles together.” And 80, if we found our-
selves groving apart, ve would get one of these nev kitghens,

you see, and move im there. . . 1 o oo s
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But ilan't it true that the tendency %o make the
kitchen into a laboratory has gone pretty far? . . . ...
MR. LOEWY: The architects, you knov, give us
very little room to place in thatv kitches all the things that
the housewvife requires for efficient oparation of her home.

We therefore have to make the best of the area that is.given
e @e intlesnees of Wsetime, Thase iaflgences v SOESVESS
~ Qur chelee would be to have a very.compact as-
sembly of units (such as sink, vashing machine, ranges) in a

minimum of effort in order to have access Lo the various
unite. This compact group vould be in & large and airy aad
plesasant and cheerful room. The family could have access to
her from the outside of that unit, so that they could still
talk and be together--and she wouldn't have to run around a
large kitchen at the same time in order to go from the sink
0 SRSPERGe: o=, slang thy line that has bees maaticoed by
especially in Californis, that the kitohen should be brought
into the living room. I mean, of course, in a small house,
MR. LOEWY: With all its smells, %ee! .. ..
CHAIRMAN HUDNUT: The smells are golag to . be
eliminated. Mr. Wurster, who is one of the lesding arehi-
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tects on the Coast, has built such houses.
the business of living-~the business of cooking, eand so forth--
is brought into the family 1ifes  “ofu iy, Ju suu vant e

MR. LOEWY: It is integrated with the rest of it,

CHAIRMAN HUDNUT: Yes, that's »ight.

MR, TEAGUE: I think that design alvays responds
to the influences of thetime. Those influences are somevhat
contradictory, and they change from time to time. T thimk
that kitchen design in the past tventy years has beem perhaps
too much influsnced by apartment house design. After all,
apartment dwellings in this country represent a very small
percentage of the number of homes (& surprisingly small per-
centage: only about five percent, or something like that),
unduly influenced kitchen design. = = o

I think there is a very definite temdemey in the
other direction, along the line that has been mentioned by
Mr. Loewy. You see that in many of the designs that ave now
being shown. Kitechens are now larger and more ailry rooms, as
Mr. Loevy said, and they usually provide pleasant arrangements
for serving meals and dining right in the kitchen. PFregquent-
1y, there are also desks and telephones and cases for cook-
books, and so forth, for the use of the housewife. I feel =
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that the kitchen is now becoming more vhat it used to be:
a sort of center of home industry and activity. =
OEAIRMAN HUDNUT: Mr. Rudofsky, do you vaat to
spesk on this peint? BT 1 should Lie o valse & gishee
MR. BERNARD RUDOPSKY: I fjust want to say that
I am very, very surprised to hear a sulogy of kitehen and
bathroom equipment, becsuse I alvays thought 1t vas sempletely
inadequate. I am of average height, but I have never found
& bathtudb in vhich I could really take a bath. I ask myself
vhy all the American bathtubs are from four to ten inches Soo
short. Bnglish merchandise and French merchandise are much
more adequated’ < Tud 2o srouad mad explala these Thiags W0
~ tThen, too, I have never found s bidet (end I
think that that is Where hygiene begins). I think there are
six houses in the United States in vwhish there ave bidets.
' The ssme goes for the kitehen. I think all the
equipment 1s for varming food, but not for the preparation of
food. I haven't seen an iren Pot; & GOPPEF Pot, or EmyShing
of that kind vhich anybody who likes to cook food would wamt
to seo. r & vis mot there firel; San't that Sawe?
Then, vhy is the wefrigerator alvays treated
1ike & plece of sculpture? Why does it have rounded edges,
whea 1t has to fit into & wall unit? T mever found & satiss
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fectory form in a vefrigerator. It looks very vonderful in
a etore by itself--but, vhen you try So fit it in with the
kitehen equipment, 1%t is always a very swiward fomm.
 CHAIRMAN HUDNUT: I should like to raise & gues-
tion as to hov it happens that designers can sell these
extraordinarily beautiful and efficient things for the kitchen.
I am referring mot cnly to the range and the refrigerator,
but also to the knives and the other utensils. That question
is rather pertinent from the point of viev of an architect,
because occasionally ve also do modera designs--and we never
soll them. -~
people, and find out that some consumers vanted them, and
then come back to the msnufacturer and say that people want
these fine simple aluminum things, that they vaat this kiad
of pefrigerator, and so on? Did some consumers say they
vanted them? Just hov did it come about? It reslly would be
s godsend to architects if we lknev that secret. I suspect
that vhat happened was that somebody made them and seld them,
that the consumer demsnd vas not there first; lsa't that trus?
MR, TEAGUE: I MM have te give the mapu-~
faeturer a lot of credit in that field. After all, & great .
meny menufseturers are guite forvard-looking. I showld like
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Lo hear from Ray Patten oa that subject, because he has de-
slgned a lot of household appliances and kitchen equipment.
ME. LOEWY: And later, if possible, I should
like to snswer Mr. Rudefsky's criticism of bsthroom equipment
aud Frigidaires--the reason vhy ve have rounded coraners, aand
$h8Bs villiont of dollare s yud that bype of predevi tn the
. CHAIRMAN HUDNUT: Would you like to do that |
first, before Mr. Patten speaks? . . . = . oo e e
S 4.0 MR, LOEWY: It is up to you, Mr. Chairman.
CHAIRMAN HUDNUT:; Mr. Patten, would you like to
spesk on this subject mew? . . . . oneon, o
'MR. RAY PATTEN: I want to say--ss far as General
Electric is concerned, of course--that, vhen ve first started
in, ve made square boxes. Hoveyer, as soon as you get inte
& businees which is competitive, and somebody else mskes &
vetter-looking refrigerator for the same price, and the con-
sumer buys it, you have to compete vith that other manufac-
turer. o, WOW Tes lasaes bERe of ‘sefrigsveloy LN
It is my opinion that, as long as vefrigerators
and other kitchen equipment are sold as individusl free- ...
standing units, they must be designed as such. As soon as
you design a kitchen as & complete unit, thea you will be able
to reduce the eost of refrigeration, the cost of your range,
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and the complete cost of your kitehen. T think that evemtudl-
1y that will gome about. eautiful eclored plo~
At present, hovever, vhen a ¢oncern such &s
General Blestric puts out & million refrigevatoss & year, 1t
cannot afford to change over all its tools and dies--vhen 1t
spends millions of dollars to put that type of product on the
market--until it obtains that acceptance. It i{s s gradusl -
evolution. I think that is the reason why ve design them as
free-standing Wnite. ooo¢ #eLA, 0,00 Cape Ged antheges.
' CHAIRMAN HUDNUT: T can see that there is an
evelution there--but what puzzles me, as an architeet, 1s
thiss Here is & horrible Victorian cheir--and you make a
beautiful, simple, functionsl ohalr, and nobody duys 1t. But
here is a horrible rvefrigesator, sll dolled up vith baroque
trimmings--and you make s beautiful white refrigerator, and
they Allbuy 482, ~nd ihen b9 will go oud and mell 3hed, end
MR, BAERMANN: It's advertising.
MR. LOEWY:; The latest type of vefrigerator is
really not covered with ehmeme. =~ on Cren w dasdsmert

CHATRMAN HUDNUT: WNo; I know it's not. It's very
beautiful. ' gy Rather than fram Ghe SoRATENY

MR. LOEWY: It is much more chaste and simple.
MR. ARENS: If you formed & company to mamufac~
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ture besutiful chairs and spent millions of dollars in adver-
tising and improving them and having besutiful colored pic-

tures in the vomen's magasines, showing how lovely they look--
and if you kept it up for ten years--you would sell them just
as the refrigerators are sold. te . wrads e e

OHAIRMAN HUDNUT: Well, ve have been designing
simple houses nov for twenty-five or thirty years, and putting
them in the magasines, and vinning prises--and ve are nov
puilding in Boston, someone said, 170,000 Cape Cod cottages.
‘trouble in establishing your market.

MR. ARENS: When the architects get into pre-
manufactured housing, the manufscturer will then build &
house in the way in which an automobile is built. He will
decide on & style, and them he will go out and sell that, and
then probably ---

CHAIRMAN HUDNUT: In other vords, the decisien
comes from the manufacturer first, and then from the consumer?

MR. ARENS: Partly. ) - e

CHAIRMAN HUDNUT: Rather than from the consumer
to the manufacturer? : du. e i

MR. TEAGUE: I think the question is largely
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influenved by the fact of mass pro@uetiom. =~ = v Jub on
MR. BAERMANN: That's right., =+ oo
MR, TEAGUE: When you mass-produce & millien
refrigerators a year, as Ray Patten has said, you must make
your tool and die investment first. The reason that pefriger-
&tors have rounded cormers is thet they are stamped out of
oheet 8500 2erialy 1hal you sre beitiug oo & surs Ching.:
MR. LOENY: I wanted to say that, . = o000
.. . MR, TEAGUE: [Continuing] <~~~ and they are
covered vith porcelain enamel--and you esn't put porcelain
enamel on square corners, and you can't econsmically stemp
steel Af you have square corners. .
MR. LOEWY: That is exactly the reason wé have
040484 c tesia, tegause the peblie and The BERRIASLARNN
MR, TEAGUE: To my mind, they leok better; any-
how. It gives them an effect of umified form which they =
wvoulda't otherwise have. ' vl g gamnie o suah o8
in those fields vhere mass production prevails is simply that
the manufacturer must sommit himself in the beginning e &=
very great expense and must risk his fortunes on & design
before he ever gets inte production. GConsequently, he is
under & great compulsion te make it & good design. Further- .
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more, all the silly extraneous elaberations that are put on
furniture are too expensive in mass~-produced produets,. Fur+
aiture is mass produced oanly im a very mimor semse. It den't
made from jigs and dies, as refrigeraters and ranges are
made--jigs and dies that cost hundreds of thoussnds of dol-
lars before you ever make one object, so that you have to .
make pretiy certain that you are betting om a sure thing.
. CHAIRMAN HUDNUT: It would seem, then, that mass
production is a means of raising the public taste. ..
... MR, TEAGUE: I think so-~defimitely. . ... .00
. GCHAIRMAN HUDNUT: That is just. the opposite of
the theory of William Morris, for example.

MR, MOCONNELL: It is alse a means of holding
as a4 mass get committed S0 a particular desiga. The vesults .
is that something which everyone agrees would be an improve-
ment is not available. The outstanding example of such & .
erying need is a gas stove with an oven that you can get at
without busting & pair of nyleon stoeckings. = . . o
sumer buys these things for the kitchen because they are
geod-looking. Does he lmow they are good-looking? .«

MR. MCCONNELL: He knows it because he is teld it.
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VOICE: Not mecessarily.’ ™ = 0 0 n
MR. TEAGUE: I don't think it 1s quite that. I
think that consumers vespond to the bésuty of those things
when it 18 shown to them in a functionsl object, an objeet
that they judge on the basis of its functional qualities.
Me. MoConnell is right in criticising the renge
range is still manufectured as & separate applisnce vhieh is -
imported into the kitehen, and is mot actually an integrated
part of it. Hecnomy and other considerstions of convenienes;
rather than the use of the oven, dictate the rectangular or
cubical form that the ranges have takem. o Guin
one thing, sll of 1t looking just about the same, more oF less
are completely bewildered and don't know vhat's vhas. .
I believe that Mr. Arens and Mr. Teague have
covered that: that it is these tvo things--the mass market
and competition. AS soon as one manufscturer took & ehance
and made one of these very expensive experiments--and the

mass sev o lot of it sll over, dn sompetition with other '~V




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MoMA Exhs.

The Museum of Modern Art Archives, NY

products, and liked it--then all of the eompetiters of that
manufacturer had to do something of the same kind, .~ . .
1 believe it is true that, as & whole, indus-
trial design vould raise the standards of taste in masses of
people much more quickly. You san't do 1t if you sre dealing
vith one men after amother; he is golng te see tem different
things and try to deside which ene be likes best--and fisally
he is goimg te go back te the thing vith whieh he is familiasr,
because that is the only standard he has. . .. o
.. . GHAIRMAN HUDNUT: A curious thing is,that houses
are standardized in given localities; there is & certeln
type in Chicago and & certain type in Boaton, repeated over
and over ageim, like refrigerators, The Cape God cottage .
blinds in Boston with little heart~shaped perforaticns in
them, and they go on being made. They are just as menotenous
a8 refrigerators. The difference is that they are very bad.
MR, TEAGUE: They mever shut those blinds, either.
CHAIRMAN HUDNUT: That's right; they are per-
feotly uselesa. 4 lmpartant part of he sesial wad
Just consider the dormer window. A dormer win-
dov is one of the most illogical forms that man could Shiak
ofs At is expeasive to frame, it outs out the light, 1% alvays
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leaks, and you can't furnish the room. Nevertheless, all the
nev houses, squere miles of them--mot the old houses; but the
nevw ones--have tvo little dormer windows. liowv, the same man
and besutiful refrigerator and range and radio that you cam
imagine. Isn't there something very strange shout that? -
‘MR, VEBSTER: I:have noticed a sort of dividing
line in people's lives between those parts of their lives
design and those parts vhere they shov a great resistance to
it. It seems to divide itself into the functional end of
their lives, which is cooking and eating and heating their
social end of their lives;, vhich is shova in their ldving
rooms and front yards and dormer windows. = 0 o
operates in the functional emd of the thing, such as the
kitehen or the heating room or the rumpus room in the eellarj
you can sell them anything for their garage or even for the
sun-poreh, vhich is not an important part of the sosial end
of their lives. But you can't sell them anything functionsl
for & living room, even though you explain the ease of keep+
ing 1t clean and dusting it and all the rest of the things
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vhich & housevife who has lived with functional furniture can
tell you about. It is very difficult to get it across be~. .
cause, ag in the case of so many social things, 1t is hard
to get people to change and to get avay from tradition. That
is vhere I have moticed this dividing ldmes . vorr el
"~ MR. ARENS:" The opinion of their meighbors, you.

see, is the thing that determines it. -~ .~

MR, PATTEN: Aren't we a little off the subject?
Isa’'t the problem that ve are supposed to discuss today the
problem of the industrial designer and the clieat; rather
than the poupumen®: His iaking & chance. VThea, Lf be backed
taken. Let us say that you are an industrial designer who
is sngaged by a manufacturer. If he is a menufacturer of
I must be a trsditicnalist; otherwise, you von't sell your . .
line“-~and you would be serving him effisiently by saying .
that. That is what he vould expect of you. Am I right? . .

MR. WEBSTER: It is one of the things he weuld
expect of you. On the other hand, you might peint to some
recent surveys on trends in publie m.:--nw.wh
a point nov vhere people who are planning to build--at leass,
some ten or eleven percent of them, according to figures Shat
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have béen ménticned--vant a so-ocalled modern house.

That is begianing to open the door. If you were
dealing vith a manufacturer of dreving-room furniture whe
sald that he not only wanted to sell a lot of furnituse, but
vanted %o lead in the fileld of furniture, you might very vell
say to him, "Do you hive the courage to go aléng Vith us on &
program of truly functional drawing-room furniture?"

CHAIRMAN NUDNUT: He would have to decide whether
he vants to take a chance or dcesn't vant to take a chance.
vhioh vould warrant his taking s chance. Then, if he backed
it up with adequate advertising and produced in & mass vay, -
so that the prisce would be proper, this vould be about the
right time to get started on 1t.

CHAIRMAN HUDNUT: The veason I bring up that
guestion is that it goes to the heart of the discussion today,
doesn't 1t? Does & designer, as & professional man, say to
the manufacturer, "I will not design anything that isn*t good)
and, if you arve going to insist on this kind of stuff, you
might as well take it to somebody else"? Or does he say,
"I will find out for you what will sell, and I will give it

50 you'? . o eplasiing on the Floor

ME. VEBSTER: You have put your finger oh & very
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delicate point. | , hidy pees deoidwd Shab
CHAIRMAN HUDNUT: I kmov I hawe. = = "0
WR. VEBSTER: I kmov & good many designers Whe
have said, "No, I wen't design that lousy stuff; you go some-
where else with 1t." sald be 4ifferent ety we el
MR. LOBWY: Absolutely. That happens all the
ay e nasvsy, Rt Oer o Ony RS
Grand Rapids; you don't vant we.* -
Gvend BaPlagess . .+ | lea vl rEgE. TR Sa P iias o ]
. MR, WEBSTER: I vas using it as s generic tewm.
CHAIRMAN HUDNUT: Ny father vas a manufacturer

of furniture. s APl B W eSS RN
MR, LOBWY: Nay I ansver the gentlemsn vho made
the vemark about bathtubs? b eeEtwg B R
CHAIRMAN HUDNUT: Please do.
MR, LOEWY: I know that there is never emough
vater in a bathtub to take a really comfortable bath. How-
ever, ve have found that housevives who have 1ittle shildren
don't vant too much vater im & tubi it might not only be
dangerous, but it alse means a lot of splashing on the floor
of the bathroom--and they have to clean it up. Therefore,
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after years and years of practice, it has been decided that
the drain should be at a certain level belov the upper edge
of the tub, so that it will be prastical for the vhole family.

If ve ocould make bathtubs for growvn-ups and
bathtubs for kids, that weuld be differemt. Then we could
have the vater level mear the top edge of the tub. But ve
have to desiga for the masses, not. for & fev pecple.

As far as the range is comcerned, let me say =
this; When a company like the Consolidated Bdison Company,

designs & rangs, 4t 48 the best range. thab.can be prodused.
end developed at & given time. If they knevw hov to produce
& better one, they would do &ty -« = 4 & oo oo

If you could see the laborstories where Gemeral Elestrie is
developing those electrie ranges, or where Gemoral NMotors is

developing electric ranges, you vould realise the tremendous

amount of effert and talent snd intelligemee that is put iate
the development of such units. There is just no vay te make

shem better. If there were such & way, they would make them

petter. Certainly, it is not in Europe Shat they make better
bathtubs or better ranges, either electric ranges or gas

ranges. saes LT 5B SROPESE
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MR. EAUFMANN: They certainly make a better re-~
frigerator in England, doa't they? ~ oo 1 L0 o Snoaas
MR, LOEWY: What kind? ¢ = o owill oo
‘MR. KAUFMARNN: It fits right into the unit and
is very niece and incomspiouous. = 1 oras b haed
MR, LOEWY: What make is it?

mann--and ve happen to kmow that market very well. I thiak
they are Mm 1 = jwr & desis S 00 PeE R S
. MR. RUDOPSKY: I think it is a mistake to sen~
about the bathtud, has mentioned the splashing. I alvays ask
puilders here why they den't do the same thing that is dome
a1l over South America: in every modern house in South .
Americs, there is a drain in the kitchen and a drain in the
pathroom. That would take care, of course, of all splashing
of vater. But nobody wants to put a drain in that room,
because the costs vould go up and because ve can do vithout

- s . e dajrmd
MR. LOEWY: 1t would take care of an enormous
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splash, But the splash that creates dirt is not tweaty gal-
lons of water on the floer of & bathroam; it is just emough
vater so that valking im it will create mud which will be
tracked all over the rest of the house. The drain would mot.
value in the average home. = o coel Lo ansame L0 e

- MR, RUDOFBEX¥: Why would hundreds of thousands
of homes be built with drains, then? After living Tor ssveral
years in spartments with such bathrooms and kitcheans, I felt
that they had a tremendous advantage. But I think it is all
part of the design of the bathtmb, . . o 0w g

Sei o hes MR, JOBNEL Toam for s draim Af4t d0SEASEC Sui
penaligze ths cost of censtruction too much. You see, the =
in mest cases, to much better advantage. Don't you thiak so,
Nr. Toague? i so nappems that ve wre deplgning & great Seal
‘ MR, TBAGUE: Yes. You saan't overlook the factor
of cost in mass preductien. After all, we have bathrooms ia
pretty nearly fifty percent of the homes in this countyy
nev, which is  very high percentage~-far higher than exists

anywhere else in the world. One of the ressons for it is
that a practical and attractive bathroom has been developed
at & low cost. The factor of cost influsnces design in every
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field of mass productiea.
As to the question sbout She difference in stand-
ards of taste as betveen house furnishings and house eguip- .
ment, there are twe things te be considered. One is Shat the
public judges the equipment on the basis of fumstion, but .. -
judges the furnishings on the basis of vhat they assume to be
esthetic stendards. (They may not be esthetic standards, M
the public assumes them to be.) Fhere is. that difference.
inte it. The msnufesturer of equipment must stake his money
on a practicsl design and an ecomomical design end A good
s thousand chairs or & thousand couches, and then change his
o see. Whis cYSend o minw wpes SRy S
It so happens that ve are designing a great deal
of furniture. Neome of it is for mass production, hovever;
1t is sll for speeisl installations, vhere ve ean do things
shat ve feel are right. (I must say that it is not beat
plywood furniture. I think there are other vays %o make good

furniture.) - s SU0ENS
CHAIRMAN HUDNUT: You shock mel! MNest of my
students don't vealize that there vas anything geed before
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the iavéention of plywooed.

1 do think that people buy these thimgs for the
kitehen becsuse they 1ike them, because they are good-leooking
things. T have come @cPosS $0 any Vomen vho are very prouds
of their kitchens and will tell you how besutiful their kiteh-
really to feel that those things are besutiful. tensgtional,

‘MR, ARENS: One of my elients in a small towa
 in the Midvest is an engineer--the president of his firm.
He has & conventionsl héuse: big thick briek valls and small
windowe and a derk interior. When e go to his house, we
alvays arrive in the parlor first. That is full of over-
stuffed furniture, and none of it is very scmfortable.  Bvery~
body sits around on the edge of his seat for & while--and.
then, sll of = sudden, this clisnt of mine says, “"New, some
om=-let's go out in the kitehea." ~ - 1 ool
1ittle breakfast mook, and everybody goes in there~-and they
get something out of the vefrigerator, and everybody has &'
good time, e sivesml iDed appearanos skl

This man does that vith all of his friends.
fThey all go through the convention of sitting in the parler
for a few minutes, H‘MM’“‘“M“
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been designed to have a good time in.

1 find thet that is true more and more: that .
vomen like their kitehems a little better than they like the
rest of the house, but they have $o keep up these scaveatiocns
because of the Joneses across the street and the Ladles' Aid,
and 3o forth, that might disapprove of modern taste. . . .oy
Loo, isa't it?

MR, WEBSTER: Yes-~but vhy aot the bedroem? ...,
o the ... GHAIRMAN HUDNUT: Well, why not?

MR. VEBSTER: I doa't know, It seems to be s ..
00818l POOR. ;i WUy 0N, 1079 Uhe rellveed Sempalyy

MR, LOEWY: Mr. Chairmen, could we talk abeut ..
soms other field? (Could ve try to get avay frem the kitchen
After all, they are gompletely im the field of industrial .

GHAIRMAN HUDNUT; ALl right, let us take the
locomotive. What 1z it that is transforming the locomotive?
What impulse is giving it the streamlined appesrence and
making it really good-looking? The recent ones are very .. .
handsome, aren't they? SRR

MR, LOEWY: Yes, they are. At least, they're
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better-looking. P S ——
CHATRMAN NUDNUT: What is doing that? What is *
the seeret force that is bringing thst change sbout?

MR, LOBWY: It is simplifieation, just ss'im
many other produsts. We are trying to eliminate all projec-
tions (or ss many projections as ve can) or superimposed units.
We try to fair in all the piping, all the tubes, all the
velohs Glemmmbdi sart of Lhe vellresd sespasivs e She new
OHAIRMAN WUDNUT: Well, that impulse didn't come
from the constmer. = ¢ idss.

MR. I0BWY: No. But it means easier maintenamee.
| OHATEMAN WUDNUT: Oh; 1t's the rallread eempany?
| MR. LOKWY: Tt is in the intevest of the opsrator
of the losomobive to group &1l his unite together in sces-
sible plases, to try to make replacement eawier, and alse %o
have a better-looking and simplified uait. The British have
done that for W&!W
MR, ARENS: T have just vead a statemest made
by & chief engineer of the Budd Company. He said that one
of the reasons that the streamlined train vas so’suscessful

vas that the outer appearance of the cars move or less drama-
¢ized the imner functioning of the caps, Vhich had been '

greatly improved; that it was & sort of outer demonstration
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to the public thet this thing had been thought through im
terms of travel comfort. He said that the railroad companies
vere beginning to meespt the streamlined train as a whele
from beginoing to end, that all its functions had been ye=
exsmined and vedesigned. o o o Arenas toalb The
. ORAIRMAN EUDNUT: Do you think Shere was any
Adoalrars miaiiomed tha sutside of the Bedd car: Ihds oup~
. MR, LOEWY: To sny mew ides. ' oo ot Lhe
© MR, EAUPMANN: I Shink that perhaps it vould be
a good idea to take about two minutes (or less) to lock over
vhat ve have been saying, because I belisve that a number of
te me that vhat I have been listening te is this: that the
elient of the industrial designor has influenced the profes-
sional work of that designer in the folloving two prineipal -
vays: _ cile wt Ui DN ee
Pirst of ell, because of his very large invest-
ment snd his very great gamble, he imposes on the designer
certain very serious limitations ia his vork.  The work mast
conform to the laws of such & gemble and of such an average
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taste and such an average distribution and such an average
aeeepRAnees y e watard el heve wlee

The other fsotor that I think has been meationed
a number of times, although mot quite se strongly (but I have
& suspleion that it is equally important), is the one that
has been touched upoa most recently by Mr. Arens: that the
manufscturer does expect the designer to evolve adequate
symbols for the product that is being sold to the publie.
posed %0 be a symbol of the thinking and the Vork, and the
results that have been achieved, inside the car.

It doesn't seem to me that that kind of drama- .
manship, in & sense--is very different frem the kind of omma-
ment that has existed in design in eny age. The ourlicues ..
on & roeoco elock actually fulfilled & similar fuynetion: they
proclaimed certain virtues of She owner and certain virtues
of the maker, in exactly the same sease in vhich that is dene

by the decoraticn on the outside of the Budd care
MR. ARENS: But you must remember that the out~
side of the Budd car has been manufsctured on the basis of am
entirely mew sonception of the handling of materisls. They
are using thin sheet metal--sandvich construstion=--amd it is
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an entirely nev method of manufscture. Therefore, the
material and the new way of handling the material have alse
had their influenees on the form. « 0 . ‘ag, 40 noee
MR. KAUFPMANN: Of course, they have. . oai:
ME. ARENS: It is the same in the case of the.
kitehen stove: when it changed from cast iron to sheet metal,
you got an entirely differvent form. ol want ol
MR, EAUPNANN: True enough. I wasa't Srylag to
vas trying to ssy that it is a series of similar necessities
met by entirely different means ==~ = o e
' MR. McCONNELL: As to your second point, though,
the impaet of mass production has made it & very different
thing. When the maker of & rocose sloek put & lot of gadgets
on his slock, he vas doing it in order to make that particular
elook--or one of twe or three eclocks--look pretiy or attras-
tive or interesting to somebody. 0 e L
MR. ARENS: O» expensive.  on onaane
MR. McCONNELL: The man who puts some chapse= .
teristic symbol either on a mass-produced thing or ok & thing
like a reilvoad train, which is & aymbol of service to & mess
of people, really has guite » different objestive. At least,
the quantitative ol-n there ia 80 large as to make 1%
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actually a differemt thing qualitatively.

MR. KAUFMANR: Yes. All I was trying o do waw
to bring us back from particulars to genmeralities, if pos—
sible-~vith the hope that, by funneling the particular through
the gemerality, we could perhaps get a 1ittle more reaction
in the conversation. wiak all great 4r epriage Frem

~ What I should like to hear (and so would most of
you, I am sure) is this: As to this impasct of the elieat on
within the limitations of mass production, as ve understand
thereby seriously limits the kind of product made avalilable
to the general publis--~what does that really mean? Is it a
good idea? Is it a bad idea? ¥as anybody gquestioned 1t be~
fore? Is it vorth guestioning? Maybe 1t isn'S) maybe 1t is
a svell ides. But he ALd Rave. Tiwre vere WYY

MR. ARENS: T don't think it is quite true the
way you state it. Consider the first Pord car: vhen every-
body said you couldn't make a cheap car, Ford vent shead and
did it--and then he proved that he could sell it, In other
vords, he vas oreatively imaginative. I think that happens
in the case of the industrial designer all the time. The
designer is crestively imaginative, and he does something to
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which the public then responds. Bus 16 ie SOt WL
MR. KAUPMANN: But he does it only if 1t happens
%0 fit in vith the tremendous overhead that is worrying his
client. That is what T should like to bring out here, and
that is what I should like to have diseussed. =~ ~©
MR, TEAGUE: T think all great art springs from
limitations. That is true in the arts of expression as vell
as the arts of utility., The thing that has made painting a
great art is that it is necessary, in two dimensions, to
ereate with pigments an illusion of three dimensions and to
express qualities of the visual vorld vhich are not alvays
MR, KAUPMANN: Trwe. . o ooern
MR, TEAGUE; If the artist had a medium vhereby
he could simply re-create that world, no art would be involved.
MR. KAUPMAMN: But he d@id have. There vere very
elaborate sculptural groups, there vas the art of bas-velief,
and there Were mafly === .0 0 U8 san ocaes s e
MR, TEAGUE: Then, again, you are vorking with

very different limitations, you see.
MR, KAUPMANN: Oh, alwvays. = 0 %
MR. TEAGUE: The nearest thing I ean think of is
three-dimensicnal Kodachrome. TIf you have seen thab, you may
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feel that it is very, very beautiful. But it is mot art.
That is, it is not an art of expression; it is & techmological
art. / ‘ - wehe Sralgser, penilcatarep
MR. KAUPMANN: Isn*t 1t possible; sir, that the
art--in the 1llusionistic art of the Westerm world-~lies less
in the capseity to reproduce the third dimension by sn 1llu-
sion in twvo dimensions than it does in the expressive dis-
tortions that were achieved on the vay?
MR. LOEWY: Ah, now ve are going to have & good
dimscussion on art! Ra ¥ v Sumibhion of 8 9D
MR, KAUPMANN: I don't vant to use & let of
highbrov nonsense that is --- =~ a0 o
MR. TEAGUE: I spoke of creating and ecnveying
sertain aspects of qualities of the visusl vorld vhich ave
aot evident to the =-« <% g e Rige degpeon OF
MR. KAUFMANN: In the world itself. =
MR. TEAGUE: That's right: in the world itself.
MR. KAUPMANN: Well, if ve can agres that the
limitetions produce the art, let us now translate that iato
what ve have been talking about. C W e Ghas
MR. KOSTELLOW: I agree with Mr. Teague that the
limitations unquestionably channel the effort of the designer
into the right direction, because that immediately invelves




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 4e3.2¢

A5

economy aud imvolves the proper use of the material and the
equipment and everythbing that goes vith it, snd 1% immediately
begias to click in terms of merket, desiser, meaufasturer,
uu;_ consumer, It is a very integrated plcture.

WR. EAURMANN; Bug deas 151 1Lej.ug, ety §ie
case that Mr. NeConnell brought up--ebout the aylen stogkings.
There 1s one sase in hich it deemn't seem te be feeding di-
Tegtly iato the needs of the CORSWER. . . . ..

_ MR, TRAGUE; I m-nwmm.g-m
range tmm At Aattiar ol e Boaibien of he oven,
bothers every raage desigaer, but thers sre alvays other fae-
tors involved, The oven of & modern gas range is heated by
the passage of flue gases Areund it The Redem Sqateners
of gas ranges have studied that problem.vexy, very Sledely,.
snd assiduously, and have arrived at a very high degree of
efficlensy by mesns of variqua Jaffles and genfuite Figpehy
the flue geses are conducted arcund the oven and, with a
uinimum of fuel expenditure, you get the maximum heat--end
even heat--all over your oven. Now, that is far easler to
do vhen the oven is integrated in the cube of the range than
when 1t is placed up on top. . 1 inge.  Yhen

What vill happen eventually is that the range
vill be designed as part of the kitehen, and the oven will be
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& separate unit from the cooking top, and 80 on--and then it
can be placed vhere 1t vill be most convenient. The broiler
¥ill also be a separate unit and vill be placed where 1t is
most convenisnt. ] & bat resliY BacdEEe
In all design, I think, you start with these
limitations, and they slvays conditiem the result--and the
value of the vesult depends on the success with which those
conditions are met. In modern design of mass-produced prod-
uects, you have first, of course, the consumer and his mneeds;
Thet, I think, is vhy the results inmase- .
the house. In the rest of the house, limitations do not 1_\[ A
apply; the sky is the limit. They can do any damned thing
just going to suggest that that theory of limitations might
acoount for the differences in the home fwrnishings. What
it really comes dovn to in home furnishings is a matter of
style instead of design. They have so fev limitatiens, and
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thelr competiticn becomes a matter of having tve or three or
four lines a year. Those can't be really designed linesy
they are just style lines. - end welallors Red ‘Botiieg
MR, KAUFNANN: Well, isa't that really because
the limitations aren't recognized? o iner e
'WRS. LEICESTER: Well, perhaps. = =
s LR ROENEY WOl L7 twenune they coeldn’'t sPfeRd
vhich hampers it. I think that is the major point in this

dosign in the home furnishihgs field, let nen
anything else (as Mr. Arens has mm-m} '.
%o the comsumer heve much more influsnce on the finsl product
than the designer and the manufscturer really have. .
WR. EAUFNANN: Certainly, there is a great dif-
ference betveen that influence as exerted on things that are

manufaotured in great masses and that influence as exerted on
things like lamps and furnituve. | iy
NR. TEAGUE: The mass manufacturer cemtrols his
AT ok
MR. EAUPMANN: Yes, to a much greater extent.
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That is certainly the major differeade, = = '~ (hawgs of
Well, ve have had & chanéé to vated &n expesifient
ia England, vhere the menufscturers and vetailers had Bothing
A fow designs vere settled on, and every manufsctuver 1n ‘the
country had e do those designs in ordes to prodice wniform
items at a uniform price--simply beeauss they couldn't afford
the tremendous over-variety that we enjoy here.
I don't kmov hov many of us have had a chance =
%0 look at the utility designs in Engldnd, vhere the Sene

unnsu-unu»auumwup;uumallnnnuulnlll1nrillillidllllituilihn.
ances existed in wmwmmm“w'
VTGP P I PTEP R ———————

in love with what they 4id put on the market,
+ LEICRSTER: ~|ul»\n.ncmi-dnl»dln|||||lna|||p
vas lacking in that. g %o ronist & msven~dalliay chaly?
MR. KAUPMANN: Thet's pighte = 000 ler mealas
MR, MOCORNELL: In other werds, you have to have
bad things, as well &s good, in order to make competisien '
effective.
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MR. BAERMANN: One of the people in charge of
the furniture department of a large departmeant store in Los
Angeles once sald that, vhen a woman comes into & store to
buy something, you gauge her--whether she is Mid-Vietorian, .
French Provineial, roeoco, or vhatever the case may be--and
then try to sell her vhat she is, As long as that kind of
sentimental traditionalism is fostered by our retall outlets,

If Charles Eames vants to produse econemically &
least ten to tventy thousend & month--s molded produst, &
mass-production thing. Unless he can do that, S
Guse an inexpassiye medern ehalz; B0 Rlere MR MR L
produced inexpensively unless it is dens in mess produetien--
on dles snd jigs,. Jmn%,mme. Y
requires precision vork. Consequently, ve have 5o good, . J“.'
mmmnmm wrten of o nowse wkel IS IER

». EAUFWANH; »mmmﬂ
.nmmmuumpmpmunm_ N 3

MR, BAERMANN: I don't thiak the retaller would-- _.
Af he vere not seared. . DPEpprram—

MR. KEAUPMANN: He couldn't afford to be scared
at seven dellars retail.
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MR. BAERMANN: No, I don't think he would 'be
scareds that's true. v thay arve pess Solseliald, pol knaw.

MR. KAUPMANN: In that dase, vhile T agreée vith
all your strictures in regard to the wetailes up $o this last
one, I den't agree With the =s-

MR. BAERMANN: Maybe Charlie is going to m
éondfulé’ o's selling them. < rdimg, _

MR, EAUPMANN: Let's hope 96 - ot S

MR, MeCONNELL: The logle of M . .
can find  manafasturey vho s villing to take s big emough

gamdle -~ WR, TRAGUR, What this cmwmu.””,‘u )

.7 1" MR, KAUPNANN: To be a big enough

mass-produced accessories--because no one yet X
to take vhat vould probably mn-.um.g %
vould be vequired to go into produstion of a house whish %
vould be sufficiently imexpensive and sufficlently good im r’ "
quality to supply the waiting mavkes. B ~= <10 LRy SeR | 1;' . |
CHATRMAW NUDNUT: You have seen the Guinfsén’’
houses, haven't you, mummmm '_.
putting out? TPRAS I hupe Shat m.uumm_;
MR. TEAGUE: Yee. Ui Lain el intaract @8
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CHAIRMAN HUDNUT: They are putting out a good
many thousands of them--and they are pure Colonial, you know.
MR. TEAGUE; Bxactly. That's the troudle. Gun-
nison is trying to do & cest-iren range out of pressed sheet
steel. (That's a good amalogy.) = = o sdvenimae.
CHAIRMAN HUDNUT; Ne's getting avay with it, -
Seh'S BoP AWelarselliNgiohen. vaxt saything boo: Eed-1eing:
. MR. TEAGUE: Yes=-at $15,000s oo, fo gent
¥RS. LEIGESTER: It could be.a'lot chesper if
he forgot the cast-iron business. . ' oo of sout; WOPE?
o leas?
$2,500 house. ' i UnanEy Ruwaotiy.
. WR, VEBSTER: Some day; M
that a Quonset hut is rather goed-lookinge. . oil. Lhaiin
MR, LOBWY: mwms
Kaufmann, that you have the impressisn that the.designes ia:
restricted by the manufacturer. = o onnad w,,njlf !
MR, KAUPMANN: Surely. . v Taabs !:‘r
MR, LOEWY: I should like to clarify in my ova : LI
o

in the price field--or just hov you mean &%e: ., sood-iiaiing ‘;,

those fields too separately.
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one another. b 208 < ; LI 4% wepe jual & fow
MR, LOEWY: They are interlocked; but-swell; it
would really take a long discussion to clarify that. o o«
| MR. KAUFNARN: T agroe with Nr. Teague and sll
MR, LOIWY: Do you mean that the menufacturer
tells the demigner, "I don't vant anything too good-looking,

because 1t vouldn't wel1™ ' You don't mean that, do'yewr
S0 MR, EAUPMANN: Not in the least. ® i,
. m‘wmm r

B Aoy S¢itis sanss, 1 talak shat i% hes eertata * *
ST T MR KAUPMANN: Exdcvly. mm}{
that famous restriction that we hedr sbout wo often, vhen &
man brings & nev design in o us, and ve 'say, "Well, that's . gl
kind of nmwwmmm z{ i
that happen?" - And he says, "Oh, Vell, that's ) ¥
to use the old dies over again--but Ve Vere M_ﬁ‘f
something that vas nev-locking out of it, snyvay.” That's ‘-F}-f .
the kind of restrietion T Have i wind/ »» wush shant Shet. ¢
WR. LOBVY: There is snother sngle theve: ‘If
using the 0ld dies and still making a reasonsbly good-looking {
anit allovs & menufacturer to sell his produst &t & m
price, he can then resch & mass market of Poor People whe ‘i
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eould aever afford that sort of uait Af it were just & few.
dollars higher, If, by retaining the old dies for another

year, ve can peduce the 0ost of a carpet sveeper (let us say)

b7 five dollars, and till bave s pessensbly.goedrleokiag <t
¢arpet sveeper, there are hundreds of thousands of families

vho normally eould act affovd a carpet sveeper who vill be
able to buy that one because it is & little cheaper. There-
fore, restrictions sometimes have & beneficiel influemee, ..vi .

because they enable more people to afford those things., |
alumawmmm

VPR M aaBs Amane R URL WA SIPITION W
tages for the masses if he has ¥
mmwmmmmmmm"’f y
. e . MR EAUPMAWN:. Yes, L thizk ve would all agres.
. RUNOFSKY: Do pecple really buy the cheapest 'J
chings? mwsmmw‘ :
last argument.) It has never been defined. . WM* |
that people buy the cheapest, things. 'ill‘@
I am inclined to thiak they m-m&mmu. ,
formed. Prodi Lioms--Aad She YE\Y saem JeaW
MR, TRAGUE: rmmmmanm
costs go dovn. Y.u can sell four million cameras st & dollar
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aplece--and you can sell only a hundred thousand cameras at
ten dollars apiece: . . 0 vrd g ousumers’

8d

usleotive capaulty.
MR. RUDOFSKY: Oh, yes, there is merchandise and
there is merchandise--but ve are talking about gas ranges and
sveepers and things like that. Thet is another class.. . .
MR. TEAGUE; The same thing applies. . = ...
MR, 1OBWY: Absolutelys o0 Lne Jomasen
MR. RUDOPSKY; Or take cars. You must knov about

A

Fils somilsgntal atiitvedes I Foetéswd) u

el

_ Sl
. MR, TEAGUEB: M-W

et HJLI
certain standard categories of :

. WEBSTER: nmmmm
ammammmmmmwmmn¢
a lot of these mass-produced summm
move out of the stores. I don't kmow why. . o

MR. TEAGUR: I den't know the ansver. '
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. BAERMANN: One should make a distinction be-
tween consumers' acceptance and consumers' selective eapacity.
I think the consumers' selective capacity is cenditioned
(end very strongly conditioned), firstly, by the vetaller; =
and, secondly, by the misuse of advertising--exploiting his
Mid-Vietorian sense of possession and such things. The ornate
lamp is nothing else but & showplece--because the Jomeses
BAPEIANg bolng pestape (he mash SeRpASUeDS sasgylosv~in WRieh :
. Tnis sentimental attitude is fostersd, Bulek
girl, I sav a piece of Dov Chemical advertising which, ia- " '-_ ‘
stead of having plasties displayed, had Garnations oF ome- '.
maum-u-wmm f
mmnwnuaﬁm v
think, with the selective capacity. I think'the sceeptance "‘,-f‘, _
depends eompletely at this moment upon price; for there 18 Ho
really qualitative sslestive abilisy, /=% lic Me ar el
| WR. KOSTELLOV: 1If ve keep on wieh Yosger, Ve '\
vill be through with tomorrov's meeting, becsuse this i pre- ':f'-'
oisely the subject set for tomorrov. S
MR. PRESTINI: I have a question on wtyling. '
Is our industrial soeisty becoming s efficient LHAY we can’
produce more than ve ocan consume? | [ Ur bnamuE L S
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MR TEAGUB: Ok, ®eq . bocsuse nev Lesls muet

MR. PRESTINI: Well, thea, vhy must we shange
styles each yesr? Styling, to me, is 20t & questien of geod.
designing. Hov do industrial designers direct their glients
10 'Sho wde 0 SOPALAGYLNA L Yha Lools wesr ouk every 50 ofben,

' MR, TEAGUE: I should like to make one comment
on that. Theve are certain lines~-vemen!'s hats and other ..
olothing being perhaps the most conspicuous examples--in which
seliberately created sbeoleseense is apparemtly.ens.of sbe
objeotives of all mamufecturers. There are other iimes, bew-
over, 1 VRIGH MAG IS MWW 11ttle wpets of pedeeand.
evarydedy in mmmﬂmw(
With a mass-produced Mrﬁ-w
dollars (sbout Fifty million dollars, say) M
line of cars. Those tools will last forabout two years'.
production. At the end of mﬁammw.
That gives the manufacturer & chance to redesign his “
ineorporate such improvements as wumuw
and eliminate the bugs that he has disecovered in previous
models. t By P taings That pesple m

I don't say that they nm
by one hundred percent pure esthetic motives. Hewever, the
nev models ave intreduced mob primerily for the purpose of
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obseleting the old cars, but simply because nev tools must

be made at certaln imtervals, and it is quite pessidle teo
incorporate improvements and changes at those times. I thiak
thet is true of most mass-produced consumer products in

household appliances; that the tools wear out every 8o often,

and then they must be replaced. . . ... . L desiae
givea to the basie question of vhether new things stimulste
interest. Perhaps you have been watehing the leaves turn '
sooa, s you drive along, you see 1ittle spots of red--and.
everybody in the car seys, "Isa't that pretty?" Them, s ..
11ttle later, all the voods are red--and then brova--and then
that no lenger oreates very much interest. Seon after, the
green (vhish vas utterly ualmportant all summer long) suddenly
comes up, and you see the great old pines--and that is very ? :
exeiting. L waren e Seakghe T
%01 newness, difference, interest. I think M“ﬁ .
why the msnufacturer, when he does change his tools, has & ..

very legitimate veason for changing design to ereate mev in-
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ftﬁii.. s salld . pesubiful jeb--and it dessn'S
MR. PRESPINT: But does he do It Por mevness
or because it is good design? T M'&ivn‘um
difference.
MR. LOKWY: As léng as he has umu‘m
for his next medel, he 1a tryiig %o Indérporate 1a the design
SVery tRLae he ' 0l b S kb1 Y Rl S 00RIA Wc!""”

ittrastive, mot only ¢svhetically But Prém Che W
“ﬁt ‘fw pe last peiat). We have cmiited Shose BN, - ,

PO TN ARENS: Take the change from mechanical QP!. b7

trensnteston 44" Hid WMWM‘} {,:-.
M*Ah&&.m boeily Fodbe 253, WU T Sou

less tentative trials here and there. One mandf i

ey s b

it L6 1ate ‘anotnes 'model, "lne 66704, ‘oraduaily, hill™.
rdisnission gots 6 bé tné aceepted thing. In & m

{4 PR 6 S ol Aot TOTT. A00NS Niein WlLinate sems

' mu.u:&h:ﬂh-%ﬂ%' .
slements. The best possidls design couldn't possibly be “ 7.
ant1l the punlie Bkd veda sdneitledsd 8 @ iiipions i 26 |
by trade shovs and people's discussion "ﬂnl‘m,m' ,
good design is sccepted. It very Jﬁ-“m“ L il
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designer is called in, does a beautiful job--and it doesn't

sell very vell, because the public isn't conditioned te 1t yet.
. HAIRMAN HUDNUT: Mr. Vassos, would you like to

SAY SemetRARgT, .. . ..cused by the fatvedustion of sueh 4 de~

MR. VASSOS: Yes, I would. I am very much iater:
ested in the questlon of what good or bad design means to the
manufacturer (vhich is the third peiat cn the agends for beday)
and the question of how the distributer judges industrisl der
sign (vhich is the last peiat).. We have mm
peints completely, .. ..

Since it is in order for us te dis

think the tmm_dl to refer to case hi ‘ : f 3
and Mr. Teague gave mmmm&‘&!&w -
o designer meets e manufecturer, aad bow M
together.) I happen te have been involved in a product-- i
radio--vhich vas fest-moving. True, it vas best to spend ;;’:“
most of your time on safe ebjects, whish you knew you,oceuld
cleen up snd merket and not worry about their ultimate eon-
sumption. But radic vas & problem; it had to be treated 4s - |
such, and eventually improved. We cleaned up the radic, ﬁ?
the dlsl on tep, snd took all the extraneous monsenss ouS of
it, It took four years to do it-rand then m
that horrible, awful object which you all Mu,_
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vas priced at $69.50. ot petate. I Whiak Ve

The manufagturer vho vas producing & -cleansr -
object, & better object, was completely rattled; and the .
public itself was confused by the intreduction of such a de-
vice. Eventually, that affected the distributer, whe imsisted
“From nev on, give me that type of merchandise.® . - ...y,
~ This is something that does not have to do di~
restly with the problems of the designer. It is & problem of
education--and it is going to take many, many years before we
reslly achieve the ultimate, . = o Seen of Lmeee

~ We knov what & room should look like temorrev. e
kitchen is well dene and well taken care of. » §a0F ¥

Architects are respomsible, to a grest extemt,
for this lack of design. As long as wve are given Cape Cod
cottages, ve cennot produce the perfeet living recmj and &
long as the cottage is not thought out--inside out or outside
in--as a complete unit, we will not have good design. .. .

It is not fair for designers to vorry constantly
about doing only refrigerators and trains. I thimk our daily
living in America should be taken ecare of. The living room
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has been avoided as if it wers & hot potato. I think we
should face it. I believe the industrisl designer csn do &
very good job in making the srchitects conscious, and they
vill eventually evolve & better imterior. v 0
'CHAIRMAN HUDNUT: I don't think there are very
many architects who design Cape Cod cottages. The architeects,
a8 T have said, design less than five percent of the houses.
Those Cape Cod cottages are & kind of mass productions they
den't come off the assembly line in the vay in which aa auto-
mobile does, but they are mede literslly by the tems of thou-
sends from one pattern, with little varistions. They are &
kind of industrial product and they foves these senditicns
on the designer. If the arehitest hed his vay, certainly all
the arehiteets under thirty (or under forty, I might even say)
would design moderam houses. . o lam e
'MR. KOSTELLOW: Why don't they? They vould like
80, DU SHOY GeAtE.) Chilie Unariin Fhevuses, WS VEEL see _
CHATRMAN HUDNUT: I think they would--but they
have almost mo influemce. That is the most astonishing thing
to mey that you people in industry can design these perfectly
stunning things (1ike an aivplane, for example-~the most
beautiful thing you esn imagine) and do it so simply, and
nobody objects~-whereas we can't sell a modern house to anyonse.
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MRS. LEICESTER: Again, 1t is that tremendous
impset that the mass has. One designer doing an airplane or
a refrigerator affects a great mess of pecple vith that, and
slmost instantly enother manufacturer has to come forvard in
in fabries or lamps--or any of those details that go inte the
living room--one designer would be just s drop in the buecket;
hie stuff vould never appear in any masy to affect the taste
of the pecple or their buying hebits. If you are going to
affect the mass, it has to be by mass production, which does
not exist in sny of those industries.  © “ov o L

Rashines ”tmw*" %
public opinion in the matter of interior dscoretieon is to be

found in the movies--especially now, with a lot of color
movies. One of the things that iv important in vaking & ple-
at some of the early Charlie Chaplin piotures, you will ses
that they didn't know 1t then) 1s the faet that, if you have
a simple background, your sction is much clearer. You are
therefore seeing more and more simple backgrounds im the = *
moving pictures, and that is very definitely going %o tarle-
ence taste in the direction of simple home decoratioh: 'There
you have an example of the conditioning of your publis.
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MR. GORDON OBRIG: We happen to have quite & .

little to deo with home furmishings in the line of furniture.
1 have sat here and listened Lo statements te the effect that
it is an archaic industry. I think that industrial designers
as & vhole ocould very well profit the whole country Af they
would realige that there has been & terrific change in the
methods of making furniture~-the basic methods, in the way of
the development of machinery--in the last few years, Plyweed
as such is not the only way of making furniture. = .. 0

The possible mess production of furniture would

be very evident to you if you vere to review some of the
machinery that Miles-Wysong has produced, some of ﬁtw? 3
ery that has been produced in the South in the last twe-and- &
achalf years, and some of the Aew.methods of upholstesys «f
try as such is changing, thet furniture.is on.the way te.be-

coming a mass-produced article. The price of furaiture-=. -
the cost of faetory production--has dropped considerably
vALhin She' 1ass M0 JOaRE=st-akars Tisting drevsrsy SNt el
1 think you could very well look over the dia~
thermatic machines, the thermex of Girdler;, and s few of the
other innovations. You will find that changes have taken
place. The imdustry is not quite so archaic today. It is
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true that it is embryonic, but it 418 well on its way to tum-
ing out a mass-produced article--not with jige and fixtures,
but vith methods that will develop good preoductiem. .= .
MR. PRESTINI: I disagree with that. They are
using machines to make s handmade product; the design is still
a handmade design. Before you can do what this geatlemen is.
talking about, you must have designs that are designed for. ..
the machine, I think that what has been done 1is hardly preg-
ress; they are using & machine Lo imitate handvork or hand
deSAgR. ~ “isirser e thy nodoEchile Smdadtey, ad 13 28 Go8s
~ ... MR; QBRIG: WNay I .reply.te thBas® .. e sltess
LLee. 0% in CHAIRMAN HUDNUT:
MR. OBRIG:
sot true--or, at least, it is true in only certain parts of
the furniture industry. I don't knov vhether that gemtlemsn
hes been through the Mengel plant and seem its productive : -
possibilities. I think you will find that they are.mot prer
duoing handmade designs, that the sssembly work is. Jigged.. ..
up, that there are no csbinet-makers fitting dravers, that ...
there are nome of the old handioreft sttributes. .. .. .iiw
MR. KAUFNASN: Mr. Obrig, isa't it true that
Mr. Mengel's drevers arve fitted by hand in the department

stores, hovever? 0 v wianes o vl '
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MR. OBRIG: I don't believe so. In the beginm~
ning, vhen they first came out, there vas trouble--just as ia
the case of any new article. But I think you vill find teday,
Mr. Ksufmann, if you ask any varehouse superintendent, that
they are not fitting anythimg. ~  oolorooniiLow few achadle

MR. PRESTINI: It is impossible to get mass pro-
duction ia the furniture industry because they o sbout theee
billion dellars' vorth of business & year, and it is done by
three¢ thousand compenies--vhereas you have about the same
amount of business im the sutomobile industsy, and 1t is denme
by seventeen companies. I think that will explain the situa-
tion. It 1s fmpossible ~s= . ¢ coowmo oo Lolomanlodn e
derviens m.-wunw
dustion in terms of large volume With the possidle use of
mass production im terms of & smaller volume. I thiank the
two things are not the same. /o0 o0t Coreugh vk W

MR. TEAGUE: I don't vant to talk t60 wieh, But
I do want to make & comment in connection vith this discussion
of furniture, and especislly in connestion with semething that
Mr. Vassos said: that ve designers ought to turn our abtention
to the living room and not have 1t directed exclusively te
kitchens and bathrooms and §o om. ~ ~ ~ vln Clmsilaedtio

After 8ll, ve are subject to the wishes of our =
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clients. (This discussion has to do vith the client-desigasr
relationship,) MNost of us may have the status of csll girls,
but we are mot streetwalkers: we wait for the ¢lients to oome
to us. z ¢ sasher of ben in Orend Rapide; end

So far, the furniture industry--vith & few motable
exceptions~-has shown quite marked indifference to the ser-
vices of industriasl designers. (I think Mp. Robde has done
some awfully good furniture designs, and done them very suc-
sessfully.) Tnforemstely, Lhuse 15 sa atiitusts Uhas oun

1 am sure that the industrial designers are mot.
snooting the furaiture industry. It is quite the reverse..
I am sure that, if Grand Rapids shoved an interest in the . -
vith a great deal of alsoyity: That interest just hssnit..
Deen: ovidont NP 80-BWyie snnoinsed that he was bringlag & “
surniture industry; I hope you vill turn youriattentiemtor.
the architectural industry.

MR. ROBERT WHITELAW: I don't vand to hurt your
feolings, Dean Hudnut, but I donit believe that Grand Rapids
is the center of the furniture industry any longer.

CHAIRMAN HUDNUT: I'm horribly “hummilated®) ...

MR. VEITELAW: Mr. Prestini has pointed out Shat
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the furniture industry is scattered over multitudes of little
companies all over the couatry. I had an oppertunity te dis-
cover that for myself. I looked at a number of them ia the
South, snd I looked at a number of them in Grand Repids; and
1 find that, as far as Grend Rapids is concerned, the horse
has already gotten out of the barn.
they haven't found the right ones yet~-but they're hunting.
Unfortunstely, there is an sttitude that can
perhaps be encountered in too many little cities in the South,
vhere Chambers of Commerce raise postvar planning funds and
hire industrial emgineers, so-called, to bring im little ia-
dustries. (There is quite a movement of industry inte the
South todsy.) I had an opportunity to talk to one of these
industrial engineers, vho announced that he vas bringing & :
farniture festory inte this partieular eity. T satdy Seell
me sbout 1t. Why did you do 1t? Just hov did you happen to
hit on furniture?”
He explained that furniture vas very logleal:
the state bought three times as much as it made) they had a
lot of hard woods; and they had cheap labor.
Well, I didn't disagree with any of those poiats
out loud. I said, "Well, that's logical to an extent. Now,
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vhat about the designer? Where does he fit in?"
SROSTION

The n;tmr nu. "oi, _nn. ve don't have to

vorry about the designer, because the public will buy anything
ve can make for them for 8t least another five years:" -
not hunting for designers yet. a0 ol ows o aias
" CHAIRMAN HUDNUT: I see that we have arrived at
the cocktail hour. I think this vould be a good point at :
vhich to adjourn. We will mest again tomorrow &t 2330.. .« . i
he Cewir sBoul mrod and bed desige and the develupasnt efiad
prufesnion sf desiga. L
Lo thtlnlap ARGRL reuterdayie diecession ond She
ésy's digesssion, LV soecaryed 40 Me M\m
cafarinnds ol tcuemerd urdve YW m”
T . ¥ mﬂ.&
Fawe. A cohEumar WL 4 geavags, hAS MJ,.{!*'
30 wants e pght Xind of M!l}‘r'_ ‘ ,
cvale goed dpaloagst e vsnls ey 9
ramte good 1ighhing end deatingd |
e a sdscsdease with o esaened
LY e dafes i draviag-Troes WP
whisesl prelovences, and ey

s, Bas U B s Seuble
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1 ypatty malh Gres of indnatedisd

~ GHAIRMAN HUDNUT: We discussed yesterday the =
atiitude of the manufacturer and the distributor tovard the
profession of induatrial design, and I am afraid that we also
introduced the subjeet of the consumer from time to time,
(It is pretty hard to aveid it.) Teday; ve vant to talk
especially about the consumer and his problems and t¢ mote hov .
preofession of desiga. - o lus wRLE e e
~ Ia thiaking about yesterday's discussion and the
subject of MML‘#M
olassify the preferences of consumers under two _
and irrational preferences. = - mm-lm
. When a consumer wanis & garage, his preferences
that operates smoothly; he vants good drainagej he wants a
good firm cement floor; he vants good lighting and heatings
His cholce vill be determined in sccordance with & veasened
hie bedroom--and out pop his irrational preferences, and take
control of the ship. The arehitect, then, has to be /s double
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perscnality--like his client, the consumer. He has $0 meet
his elient on those two levels. '« o Suihorhn s

I think that is pretty much true of industrial
products. You can design & refrigerstor rationally--but dem't
try to do it with a bedroom set or with textiles: s men's .
choice there will be dictated by fashion or habit or emotion.
I think ve greatly underrate the role played in design by
feeling, tempersment or emotionsl values. .
and I vas vondering why in the world clients (my elients and
everybody alse’s) vant those demmer vindows; which ave'so
aiffieult to mmmwm. |
aifficult to furaish in the interior. I M,
thet thers is a feeling sbout it. That w‘ﬁ |
saugness, youlnow: the roof settles M
you a feeling of protection and emclosure. You like that 4
kind of thing because of that emotional content M

The flat roof, on the other hand (vhich cne ean
sasily prove is infinitely better from the point of wiev of
planning and comstructien), does not give you sny of Shat .
symbol, that romance, that feeling which the dormer-window
reof gives you. . va  Eptubel W WSS

I am golng to ask Professor Rugg to lead the




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 4¢3.2¢

The Museum of Modern Art Archives, NY

discussion today on the point of view of the sonwumer. ~That
is something on wvhich he is move or less of an sutherity, and
to vhich he has given a good deal of thought. Dri Rugg) will
you please sarry on from this petmsd 0 lon b LgEe
SreR of . DR. RUGO: I Mmust immediately dimelalm any eom-’
petence to speak &8 & sbudent of the constmer; 88 regards

either his sceeptance of your designs or (to use the term

that vas mentioned yesterday) his seleetion. I protested to

eny minor contribution that I ocan make. I um

now much  can do teday. ‘At shy Fate; I'Shall'nottake‘leng:
1 em terribly tewpted; by Vhat Desn Hudhut wald

in his opening remarks this afterncon, to be drawn off into 3

msm-wmhmmﬂﬁm"‘mﬂ: ik

ing in the vork of the designer. It 8o happens that it came ?'f |

us & vather exeiting colneidence to'me to hedr himmake those

romarks, because thet particular 1dea is one that I have been

vorking vith 1n the last three or four years--particulasly

in the ease of & nev book to whieh I have devoted the war

- winsh le Ssilsd NN
years.
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It is & book on the foundations of education~=.
and I mean foundations. I mean the concepts that ve have
discovered in our moderan times in the field of peyshelogys
biepsyehology, upen vhieh the form snd organisation of a pro-
grem of study rests; and in the field of the study of soclety
and culture, in the field of estheties and ethies. = '«
. of course, the comcept of design is one of the.
central omes in that body of foundaticnal materisl. That ...
hes compelled me to become for & good many years & student of

been the main line vhich William Jemes snd Charles Pedrce
ovigiaally dovelopads povenclogiate-uas very Sueh SoabemedRl
 Just this veek, I have gotten & new book ea
Peirce, who wvas the forerunner of James and the teacher of
James and of Oliver Wendell Holmes, Jr. and of Thorsteln ..
vVeblen and other studeats of soslety. This book has organized
the Peirce materiasl vhich has not been availables. . =
Concept Humber 1 to Peirce--vhat he called the
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concept of firstuess, the basic idea~-is precisely what Dean
Hudnut has been talking abouts that is, "feeling.” The .
second ides is "bedy reaction,” vhich is the instrument of
feeling, the conveyor of feeling. The third idea is "idea”
or “"econcept." . sersa of Peseling, end 89 0B . JbdAn
precisely the same thing. I em inelined to think that James
gob it from Peirece, but I am not se much cenceraed with thass
Scattered through James, hovever, is an enormous smount of
material that has gotten lost in the last fAfty years-=due, I

think, te John Devey's tremendous prestige and his great con~

tribution on the side of mm
thought--veflective thought. "Concept” or "idea" became the ”., -
same mm.'wwmmm i w‘ :
Professor of Anatemy At one time at the Harvard Medical .
School, before he manbmm y (8
of course, with the bedy &s the vehicle of feelimge « v oiv
Well, I mustn't go on and take up your time with
thig--except o express my delight at Desn Nudnub's eoncems
with thAS 4408« ¢ wrpanfiaat upad mess publielly SEEl SSRRS
fhe concept is cenfirmed by an overwhelmiag body
of meterial Ghat came fyom a wide range of Amvestigetdomss.is::
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the German psycholegiste (Lipps and others), from the whole
field of esthetics. You go to s modern painter like Joha -
Marin and find that, vherever he does become articulate, he
speaks in exaetly the seme terms--alvays in terms of the re-
action of the bedy, in terma of feeling, sad so on. I%.ds . ..
dooumented from & vast range of seurses. . . . .
board for me than anything else--but I must confess that I am
delighted to hear Dean Budnut place the emphasis on that
peiat, Nov, let me come mere directly to the subject of ...
soday e MOORARGy: .3, ut She o sww Sarkoeg DR A Beaer's
. As ves said yesterdsy by Mr. Kostellov aad ethers,
yesterday's mesting did deal to a very large extent with the
questien that 4s set for teday: 'T¢ what degree is the eca~.
suser avere of design as s value in his purchases and as &
stimulus to his purchasing?” Perhaps I can restate that
question and ve can address ourselves to it mere deliberately
todsy. But, first, let me reviev briefly certain commeats
thet vere made yesterday, o Ll
The point vas made fairly frequeatly that eea-
sumer accepiance is dependent upon mass publieity that comes
from the body of advertising of the sales department of & . .
menufscturer, but 8 clear distinction vas made betveen consumer
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acceptance and consumers' critical selectien. I sheuld like
to devote myself to the latter for & moment and give & bpief
answer out of my experience with one very seleeted group of
students of the problem. From that, I shink, we may arpive;
at a sound ansver to the vhole question. It is my belief that
that ansver will be thet the consumer is not at all aware, on
the level of oritical selection, of the design elements ia
‘the products that you men and vomen create and produce. =
' For example, in Teachers College this year, we
not graduate students, but they are working for a Master's
‘degree, and a couple of hundred of them are worklag fora
‘Doetor's degree. They are sbout as good as mest students
‘best, but the rank and file. oo L Ll Wha whos Larger
 prom my experience with groups of that type for

& good many years--and I deal vith & very small oross section
of them that are selected primarily in terms of interest in
‘estheties in edueation--I would say that mot more tham feur
or five percent of that entire group are conseiously avare
of the design elements in these modera products.

They are sonscious of certaln eppearsnce values:
it has been drummed inte them. They are ceascious of ceptaln
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sloganiged terms that have been brosdcast a good deal (such
&8 "stresmlined,” and so an), But to expect even those people
to appraise the products that are put before them in terms

of clear eriteria of good design vould be asking too much, I
think--asking too mueh, I repeat, even of those people. '

- Now, wy guess is that they represent a small
fraction of cne percent of the general buying pudblic. They -
are much more intelligeat, in general terms, than that buying
of design. They are beginning to make a conseclous use of the

concept of design in their own educationsl work: (They =
couldn't make & good defense of the concept~-but they are '
making & good deal of progress.) Yet, I am confident that

been cutlined. pod oupve L0 An sertala wars Dessuss off

I think I will make one point first, and ask the designers

here to react to 1t; then I will make another one later; and

%0 on. st 'a Soade and JoRr AN
The first point springs from yesterday's discus~

sien. A number of the people here (Mr. Teague and Mr. Loevy




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. 4é3.2¢

and, I think, three others) commented at various times en
¥hat has become practice in your midst: thet market surveys
4re made, Ghat that is & step--and & very important step--
in the total process of desiga. . . o a0
I should like to stop my brief remarks at this
point--to gontinue them later at an appropriate time--with
this question (and & comment); Will you tell us a little bit
here--to refresh the memory of those of us who are mot pre-
fessiomals in your group--as to how these market surveys ere
made? Im doing that, I hope, you will meke twvo distimetions:
~ Piretly, I think you should distinguish bdetveen
the needs of the consumer and the consumer's expressed inter-

ests. There is a fundsmental difference there, Are you
studying bis needs--vhat be really nesds? Do you ourve that
refrigerator handle in certain ways (as Mr. Loevy deserided
Lt yosterday) because of certaln expressed interests of the
consumer? Or do you eurve it in certain vays bessuse of.
studles, you lmov vhat will funotion best for the safety,
comfert (and so on) of the consumer? Distinguish, them, be-
tween your studies of the consumer's needs and your studies
of the consumer's interests, sverensss of design, and so forth

and 80 on. " Tl T o tntovedied
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Secondly, vill you tell us a bit more as to
vhether--and how--those surveys are used? Are those surveys
of needs of consumers mctuslly used in connection with design;
or is that just a good talking-point for industrial design?
The peint was made yesterdsy, tvo or three times, that the
manufacturer's declsion comes first and that the consumer's
role is a decidedly bad secemd. o Gan

1 think ve might have a more worthwhile discus-
sion of this subject if, instead of your listening to & laymsn
in this field (whieh I am, utterly), you were %o tell us -
Originally, you knov, ve started out with a discussion of
iadustrial design as a new professicn, and that vas mers or
less supposed to cemtrol the subsequent meetings. Dean Hudnut
and Mr. Sher defined the general meaning of "profession.”

The industrisl designer seemingly vants to pursus the common
path of other professionals (if he is net already a profes~
sicnel). R A& gedd e wf  eedeniiien.

Mr. Boudreau sald that ve are semi-professionals
or quarter-professionals or something like that. Well, I am
net really interssted in the percentages. I am interested
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in the fourth (explieit) definition given by Desa Eudnus, . . .
and the fifth (implied) definiticn. What dees.the industrial
designer as & professional econtribute to the publie, and vhat
degree of interest does he shov ia the consumer? If ve find
out vhat general attentionm the industrial designer pays to
the consumer, what interest he shows in him, a lot of these
questions vhich sre posed would begin to snswer themselves.
MR, KAUPMANE: T think ve would all agree with,
you, Mr. Kostellow. I think that is exactly what Dr. Rugg =
(and he has just asiked that question) the industrial designer,
in his professional capacity amd using the mesns vhich vere
mentioned & number of times yesterday, attempts to sound out
‘the interests, the desires and the needs of the gemeral public.
That is preclsely vhat Dr. Rugg has been sayings I think
that both of you have posed the same question. . . ...
TEE MR, KOSTELLOW: Net quite.

MR. KAUFMANN: Very nearly, certaialye.. . .

MR. KOSTELLOW: Dr. Rugg's is a very practical
question whieh is still dound up with a problem of produstica.
Mine is in the fleld of humanities, completely and absolutely,
vithout any consideration of practical aspects-rbhecause I
believe that the industrial designer is not en eugimeer, Om
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the basis of yesterday's discussion and some of the SOMALE
that have been made so far todsy, it would seem that the =
industrisl designer 1s a sort of illegitimate offepriag of
the eagineering profession who concerns himself with function.
Hov, that doesa't lead anywhere. The big movements in cal-
ture (Renaissance, Greek or Egyptian) did mot ¢oncern them-
selves $o much with the fumetion. That 1s o little Bit ‘avay
from the type of profession vhich the industrial designer is
trylog to oreate, which is something to satisfy the esthetie —--
MR, BOUDREAUY I think I oan put us &Il back on
the track by saylug that very possidly Mr. Kostellov fs
anticipating some of the impoytant things that Dr. Rugg is
going to bring out. I am sure that Dr. Rugg, &s an expert in
seciology, is going te raise the implications 1nvelved in a
possible professiom of industrial design in terms of ite =
obligations to soeiety, other than just designing goods that
vill sell. Am I right, Dr. Rugg? = 0 o oolonan
PR, RUGG: Well, I think that is imvolved in the
problem, certainly. vt serlapd Vo have 10 bave & LASMIM
MR, BOUDREAU: That vill come in later, T feel
v sasmekle %6 She dafisde
MR. KAUFMANN: I am sure you are »ight, Nr.
Boudreau. However, I think there is another point of view
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from vhich ve can look at it. These meetings were planned to
have & very simple arrangement: The first meetiag would in-
¢lude & general definition of the problem of being a profes-
sional in today's soeciety. Then we vould spend the next . .
three days in studying a number of the practices im the field
and a number of the problems that the designers face, &s
pecple (regardless of wvhether we vant to eall them profes-
sicnals to amy degres or to no degree). Then, on the final
day, ve wvould come back and drav together what we had learned
experiences and that knovledge could be related to the initial
definition presented on the first dey. . . . . . ¢ o
sround in a spiral. We started out vith the generalities
(which, you correctly believe, are important); we are going to
take & olrcuit around the problem; and we hope to come back to
the very point at vhich ve started, after having explored
some of the practices and problems on the way to coming back.
I think that perhaps we have to have a little
time to explore the field before ve can find out whether some
of these problems and practices sre amenable to the defini~ .
tiom with which ve started, and to what degree they are
amenable. Does that explain it for you a little more? -




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs

H4é3.2¢

MR, KOSTELIOW: Yes. In other vords, let us
start vith the publie, rether than with the designer.

MR. KAUFMANN: Surely. it im divided Lmbe o

DR. RUGG: That is why I asked my question. Here
is the publio, with 1ts actual knowledge, its wants, its
habituation to style (as was mentioned so often yesterday);
its temdency to buy the vorst (Af you like) instead of the
best in design, and s0 on. The designer is a professional
student not merely of the limitations of the manufacturer's
facilities and the limitations of the material. He is s
student of the consumer, too. He must be. - 0
. Vhat I am tryiag to get you %o do is to apply
yourselves directly te the third polant: How does the indus~
trial designer study the consumer? But, even move important,
usts irrespective of vhat he finds out sbout consumer needs
and interests? « o o of Lwmmendias baiw

MR. WEBSTER: I have indulged in various mavket
surveys from time to time. I think that the firet I ever got
invelved with was back in 1931. 1 have defined market surveys
as of two types: One is aimed at discovering vhat the son~
sumer wants that he doesn't now have; the other is a study of
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his behavior <== . .. .= . e peyicd whea he gae stove
DR. RUQG: His needs as shown by === o o0
- MR. VEBSTER: Well, no. It is divided into two
parts: What does he vant that he doesn't have, and vhat im
hix prosent bahaviop? i) : »irwenlizg gan stovs sesefastorer
he need, as shown by his behavior? What does he really need?
MR. WEBSTER: That is the point I vant to make.
A study of the consumer's behavior can very often help am '
industrial designer in figuring out what the consumer needs.
If you ask the consumer what he needs, he isn't able to tell
you--because it is something that he has never experienced.
L. . DRe RUGG: That's PAgHE. o ol i Lhe oookiog
. WR. WEBSTER: Any market survey, then, that is
directed at getting the consumer to help you design & product
is & vaste of time. A tﬂﬂﬂowa“m can
apply your brains to giving him something better with which
he can behave, is géing to be of tremendous help. . .
I sm now going %o mention a partisular example
which is so old that it can be publieized mow: & study of ges
stoves. We got dowvn to gas stoves yesterday, and I hate teo
bring up & specific product again--but this happens to be one
on whieh ve went out and surveyed the behavier of the consumer.
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This vas during the period vhen the gas steve .
vas going through the transition frem cast iron to sheet metal.
We had marbelized gas stoves, vith Queen Anne legs, &t the
time. The particular organization with vhich I vas comnected
had been asked in to help & struggling gas stove manufacturer
to capture a larger share of the market, (He made & good
S%We . Jonsidsrations that eutaved iate i%)) 4t was bosughh:
. We vent out and asked the consumers all kinds of
questions. We didn't ask them vhat kind of gss stove they
vanted. We asked them hov many times a wesk they fried food,
hov many times they made coffee, hov many times they used the
oven and whether they used it to roast meat or te make pies
or cakes, and so on. We tried to find out what the eeoking
behavior of the average family was. v for) yor fon't have

 We didn't ssk them vhether they would Like &@....
have electric lights on the stove, or electric sclocks or
timers, or eny of those fancy things which have since been
introduced; or whether they would like the steve to go te the
floor, instead of standing up on legs. We asked questions
designed to shov how they vere actually using their stoves.
as of that time. - gublietty pecpie, youwr salew

Based on the answers to those questiens, we oame

through with certain recommendations. In the first place, ve
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reduced the number of styles or units of stove that this manu-
facturer vas making from some thirty-odd dowvn to five. (There
vas an economy in manufacture right there.) We brought She
stove dova to the floor, and ve made 1t vhite. The oven vas
placed lov because, as far as we could find out from this
survey, 1t wasn't used very often (and because of certain
other considerations that entered into it); it vas brought .

‘That vas & case in which a consumer survey vas
used to good sdvantage. After we had learned the behavior
of those pecple, we sat down and figured out ways to make it
easler for them to eook. The advertising department could
thing apert and vashing 1t in soda every day; you don't have
to do that any longer. - You have been trying to get undernesth
it vith a mop; you don't have to do that with this steve.”

~ In other words, it was a study of behavior-- ..

not s reguest that the consumer help us to design & stove.
Does that answer your questiem? =~ oo loe e e

DR. RUGG: Yes. Now, there is another guestion
I want to ask yous Pid your publieity people, your sales
department, your advertising department, and so om; then make
use of these improvements (improvements from the standpoint
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of the meeds of the consumer) in the advertising itself, so
89 to educate the comsumer? - ¢ o oocicilng L flaamas o
'MR. WEBSTER: Instantly. In other vords, we
gave the advertising people something to put their teeth imto,
instead of just going on talking about “this is the oldest
stove company"--or this, that or the other thing. We veally
which made that stove entirely different from others. (I hope
nobody will mention a stove again this aftermeon.) - - ~ = o
© . MR, BOUDREAV: - In other words, you incdrporated
' MR. VEBSTER: We used the iaformation from the
survey to help us im improving the stove. . ' 0
MR. BOUDREAU: And also in your sales? ..
© MR. VEBSTER: Ve did mnot refer to the survey dn
of the survey were ussd in the prometion snd sdvertising cam+
paigan that put that stove across. :
MR. BOUDREAU: That is interesting, Dr. Rugg:
he got a doudble result from the suswey. ' . v v dhwi-
DR. RUOG: Are thers any other comments? =
WR. GEORGE NELSON: I should just like to state
a convietion T have that the survey (except in the way im«
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Vhich it has just besa desorided) is not only ‘s -useless thing,
but is a pasitively destructive and degensrating influemce in
the design picture. There are many examples of ‘that; Shey
could be oited almost imdefinitely.

Take this business of canned meats, like Spam
4nd others, which were originally made of good beef; with
herba, onions, garlic, and so on. They didn't sell quite =
faat emough, and they were subjected to surveys. It was dis-
covered that certain people didn't like onions, others didn't
like garlie, others didn't like various types of hewbs. All

few pecple as possible--the result being mush. -~ -~ =
MR, WEBSTER: Negative design, I call that. =

~© MR, NELSON: I sav the same thing in conneetion
vith the design of seversl mev lines of furniture by a vewy .
large manufacturer. The furniture vas designed by this =
negative survey method, and & more denatured product could mot
POBSADLY Do IMAGLEGA. . - . o eelap 0 peeduet we e
1 suggest that there 1s some basic thing which
is operating, whieh is that your industrial designer 1is obwi~
ously & contiauation of an smcient type of artist who has &
distinet ereative function. Whether it is a gas steve or am
suclent plece of poLtery, the fundamental operation must Be
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absolutely the same--and esseantially it is a ereative opera~
tion. In the end, the guy has to turn out a thing vhich he
thisks he likes and vhich he hopes that other people will
aceept. There i no replacement for that process. = ¢
The survey, as I have seen it used, is actually
an instrument for evasion of respensibdility by the menufac-
turer and the designer, and all it does is take out whatever
positive qualities the thing might have. I don't think that
is in disagreement vwith vhat Mr. Webster ves saying -=~- . . =
- MR. WEBSTER: It ie in complete agreement. I
havea't seen an actual program of this sort, but I know that
some designers have been using panels of consumers throughout
type of desigha” GILAERT NOETy T have nater uSad & SiaaEmy
~ If you knov what the consumers are trying to de,
and then shov them a vay to do 1%, you have performed your
function &s an industrisl desigmer. If you go to the cen~
sumers every month vhile you are designing a product and ask
them how they would suggest doing it, that is & negative
thing. The consumer can tell you ohly about what he has al-
ready experienced. In the mass, he is not the person with
the imegination end the creative faculty that industrial de-
signers are presumably bringing to the problem of the coasuser.
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MR. NELSON: He can nevep add anything: He can
only take something avayj he can only tell you vhat be deesn't
1ike. - ' the semsaecr level. New, thes, cam yon

‘MR, KOSTELLOW: That is precisely ia line with -
vhat I vas saying: that it is not semething new, that it is &
continuation. What Mr. XNelson says 1s completely correct:
that it is an art and, as such, 1s based on emotional re- -
sponses rather than on the study of processes of manufasturing.
To be sure, the new tools and the nev materials give a greater
end different soope to the designer, but they do not funda= .
the consumer.. IFFYey was cues made in Lhe Beaton statien By
~ CHAIRMAN NUDNUT: That is very trme. oo copie’s
MRS, OILBERT RONDE: T have never used & consumer
survey, either by myself or vhile I vorked with my late hus~
band, and yet T think that we have done as good design for .
the home furnishings industry as has been dohe. You vouldn't
go Lo s doctor because you had an ache here, there, or some
other place, and say to him, "Call in my neighbors snd find
out vhat's the matter vith me.™ Well, I certainly can't
understand vhy a designer vho is hired sad paid pretty big
money would 20 to the public and ask these things of them. .

Dr. Rugg says that omly four or five percent of .




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 4é3.2¢

160

& atudent body representing a select group of peeple, far
@bove the average consumer, vould be capable of analysing
their selections &% the consumer level. How, then, cam you
expect the gemeral comsuming publie te select the things that
they do select on other than emotionsl or price bases? . There-
fore, the vhole thing is just 80 much nonsense--even if
there's a decent cheice there, whieh there ravely is. (I'm
spesking of mormal times, not the last five years.) Added to
that is the faet that there is this sort of survey that menu-
facturers and other very reputable people make. (I thinmk mest
of you will recogaize the thing I em talking abeut.) .. .
-+ . A survey was once made in the Boston station by
Professor Hooten, the Harvard aathropelogist--studying people's
vear shapes. Nov, it vas very lovely te have several thousand
passengers of the Boston & Maine (or vhatever railread it was
up there) that sat in this seat--but who, out of the millicus
of people who sit ia & rallroad car, has that average shape?
That vas only the average that they got. . . ... ... ..
The same thing applies %o everything else. If
you take an average, you get novhere. - . .- o o oo
DR. RUGG: The average 1s a myth; that's right.
MRS. ROHDE: Bvery one of us here could sit in &,
lump of elay (or as many lumps of clay as we have people here),
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and then take that average to make s sest--and it would be
the most uncomfortable seat for any of us. JIsa't that true?
' DR. RUGG: All but one, perhaps. oo
ari ‘MRS. ROHDE: Harvard sponsored such a thing.

The publicity was in all the Nev York papers and the Boston
papers. It doesn't make semse., - - i ontl ohes s oawiul
©° . MR, VEBSTER¢ 1" sorry Mr. Avens isn't here;
he has had pecple sitting in clay, and he selected Povers
sodels %o @0 46 == v oo g iann e

MRS. ROHDE: It just doesn't make sense. I used
that as an exsmple because 1t vas the only thing that came to
mind as you spoke, Deetor. = o ooiman

Another thing is that I have sometimes been
stopped on the street by Gallup or somebody else, just casual-
1y, and my ansver never fits in with vhat other people have
sald. Questions are so designed as to make the perscn snswer
in the way that is vanted: oo oo

There is slsc the fact that psychology enters
into that. When & young man vith slick black hair comes and
knocks on the back door and asks guestions of you as a house-
vife (and I am s housevife, t0o, you see--which mest of you
boys can't say), you say what you thiak the young man is going
to be impressed vith, not vhat you veally think. Whea you
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go to Gimbel's or to Macy's to buy & mop, you're not guing
to buy the kind of mop you ssid you vanted vhen that young
vork that way, (hew 1s that thest whO cam
. " It's the same vith your stoves, And vhoever
designed the low-down oven in a stove evidently had an awful
lot of nylon steck. That's all I ean s&y. ' = = wioe
. OHAIRMAN HUDNUT: If 4t's true that only two
percent of consumers are design-ecomseious ~-- . oo

© . DR. RUGG: Less than thas, I thiak: .
So. . CHAIRMAN HUDNUT: Yes, less than that.. ' .
DR, RUGG: Less than ope persent. =

get very much out of & survey by asking them questions: You
S MR, McCONNELL: Is it important that the consumer
be design-conseious? Does it make any differenpe ~=- .
should do the same thing that the fashion people do. Even
Mrs. Doskes in Staten Island--or anybody else~-knovs nsmes
like Nettie Rosenstein and the blatk basic Gress and all that

stuff. There is no reason vhy such names shouldn't be as '
important in heme furnishinge and industrial-design goods.
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There are two reasons why those names are known
in the fashion field: One is that ladies 1ike to read about
those clothes vhich they can't wear and vhich they hops o bde
able to arfford some day. The other is that those who can '
vear them 1ike to let their girl friends know, and they tell
them vhose design they are wearing. =~ =

© 0" fhere 1s no reason vhy 1t shouldn't be the Hame

in our field. We fust haven't done enough propsganda.

© ' CHATIRMAN NUDNUT: In eonmection with apchites-
ture, 1t is rather surprising to lesrn that people are not
design-conseious in vegsrd to buildings. They certainly seem
to have very positive opinions: they may like a Cape Cod
Is that an emoticmal or s veeisl habit, or vhat 18 it--that
aan 18°Hot avare fn $he «s- o LAUE Loaia ol Jomme . 0 deaty

PR, RUGG: Tsn't that a matter of being style-

conscions? When they say that they 1ike & Cape Cod cottage,
they are really talking about a style that they resognise
and vant. Tt isn't that they ave design-conscious, is 1it?

MR. BOUDREAU: Not only that, but they are buy-
ing a empital goods produst and they want to be safe. I think
there 1s & great desl of e¢ologiedl nostalgla. i
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CHAIRMAN HUDNUT: 1 grant you--and yet I thiak -
that fundamentsally it bas an emotional basis. . =
MR, NELSON: Is it possible, Dean Hudnut~-this
may sound like heresy in this group--that the Cape Ged house
provides sertain legitimate emotional satisfactions? You
roof with dormer vindove. (That can be treced back te. the
vomb, or & cave, or vhatever you like--but apparently it has
& s0lid psycholegical besis.) Is it possible that s design
are not obtainable in & modern flat-roofed houset ..
. I have had the feeling more and mere ia prescent
yoars that a good deal of the so-called simplieity that.we
associate vith "modern" could more properly be labeled as
stricted to an sxceedingly primitive scale of forms. I dem't
know when, since the lake dvellings, architects have had a
more limited vocabulary that they consistently uee. . . .
MRS, ROHDE: I would like to ask Mr. Nelsem
since vhen & modern house is limited to a flat »eof. .
MR. MELSON: All right; I said "flat reof” be- .
cause Dean Hudnut vas talking about flat reofs. We all knov
that there are other shapes of roofs used on modern houses, .
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MR, LASZLO MOHOLY-NAGY: I think that the design-

er's tesk is a creative task, and every creative task has
some cultural aspecte and implicaticons. I feel that among
the rational and irraticnal preferences, just by study, by
feeling, by their vhele background; and there are some fev
designers vho are just trying to lmprove the status quo by
vhich they imagine it can be improved wpon.
1 bvelieve that this discussion has brought out
something which it is worth vhile to nail dewn--and them go '
over Lo your second question. What it has brought ocut is
1 think that ve have learned about this--so that we may now '
continue, if nobedy else vante to make & statement. =

. 'MR. NEL8SON: I should like to ask one gquestiom, = -
if I mey, ia comnection with this survey discussion. @Geing
back te this idea of the industrial designer as & crsative '
artist, is it possible that a basiec problem im the sontradie~

tion betveen the activity of am artist, whose function has
alvays been to plemse himself (in spite of the faet that Shere
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have been all sorts of seeial justificatioens attaghed to his
creative activity), and the existence of a system of mass.
production and distribution such that the producer is forced
to sttempt in some way to se modify his produst (Bend Bread,
you know~+mush) that nobody will dislike 4t? ..
“v.;ov . Is 1% possible that between these tvo pressures
there developa this contradiction that gives the profession
of industrial design its peculiar atmosphere and its particu-
lar problems? I don't know; I am simply askiag a question.
.~ MR, KAUFMANN: I should like to ansver thas. ‘I:
think, Mr. Nelson, that there is & point there that it is
all designers vere artists in every period, even before there
vas industry. Nevertheless, the concepticn of the artist
as & romantic lost individual, isolated from the rest of ..
society, is one which has comparatively a very short history.
the artistic sotivity of eraftsmen. At that particular layer--
and until you get to this very recent and very top develop~....
ment of the artist as the isolated individual--the artist was
completely integrated with seciety, completely ready to serve
his fellow beings at every level. . - o0 i e nedle
If the conflict that you have mentioned exists
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today, 1t is because ve are slightly bewildered by this recent .
phenomenon of the isolated artist. Certainly, there is no
reason to be bevildered by it, because there is a much longer
history of the artist vho is integrated with society and
vhose aetivity is much closer to the actual funetioning of
SHY AUBRgRRF © t et i e ld

MR. McCONNELL: You could make it more emphatic
by saying that the truth is almost the opposite of vhat Nr.
FNelson said. The artist in history has not been & self-
entirely engrossed in his problem, vhich vas a concern vith
matericls and the application of materiasls to some partisular
PIBLOED 4 Teal ehecin hwms aee swbpesea; Vie e extTesR

CHATRMAN HUDNUT: I heard that explained ohce
rather nestly by a eritic vho said that the artist believes
himeelf to be engrossed in himself. o0

MR. MOHOLY-NAOY: fThe artist believes himself

~ary S0sisty.

CHATRMAN MUDNUT: Yes. He is not really engrossed
in himself; he is really ansvering to ourrents of thought and
feeling which are a pert of his time. Nowever, being wore
sensitive (for some reason) to those currents than the ordi-
nary man, end feeling them more deeply and more acutely, he
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believes them to be his own feelimgs. = = » ‘e Listewy
The great artist, them, is slmost alvays a man
vho, in that somewhat mysterigus vay, has caught the feelings
of his times and made them articulate. Wagner writes his
operas and believes that they come out of his soul--but they
come out of the Freneh Revelutien. | 0 “hw foinge we
MR. MoCONNELL! Tt may make the artist, as an
individual, offemnsively self-centewed. =~ 0
St 0 CHAIRMAN HUDNUT: He 18 both: he 18 'a great
individual, and he also represents the time and space in which
hocds 'Begmst ©F Pip crvatlive Sosires and abilitien, hut he
'~ MR. BOUDREAUs Dean Hudnut, T should 1ike to"
take s middle road between these two extremes; the one extreme
according to which the artist is the self-centered, self-
perpetuating and self-satisfying person (vhich has come cat
of the romanticism of the Latin part of Paris); and the sther
extreme scoording to which the artist finds himself in the
service of his contemporary sooleSy. =« 0 o Lo Lageiies
T think the artist is half-vay betweem the twoj
1 think he is in the middle of the rosd. Ne serves soolety
as much as he has to in order to survive as & human being,
but at the same time he gets as much of himself inte his

L
product as he possidly ean. 0 Loninn e e
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Any artist wvho ever sold anything in the history
of man vas a commercial artist--just as you pecple are com-
mereial artists today. When you don't sell, you may call
yourself--if you wish--a fine arts person. That is & distine-
tion that is not as important as the fact that all of us are
vant to do, I would bet that none of us vould be here this
afternoon. Ve are urged to come here by that same divine
dissatisfaction--and we &re trying to adjust ourselves %o
society. It is difficult for the artist to make that adjust-
ment because of his creative desires and abilities, but he
does adjust if he survives. I think 1t is & middlerof-the-
pobl A8AsENR. = Ploting Briove ar what L3 bo Ghah She Aae .
vhether he vrote for money. His reply is a classic. He said,
“Sir, & man would be a blockhead who wrote for anything else."

Mr. Wright, did you vant t¢ say something?

MR. RUSSEL WRIGHT: I should like to tie together
vhat Mr. Kaufmann said vith the idea that was Brought up with
regard to the Cape Cod cottage, and partieularly vith vhat -
George Nelson sald. 2 ihey Dehawe

It seems to me that the industrial designer is
st1ll trying to léarn his tools) he is still trying to leamn
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something about engineering. I think that we have gone .
through, or are still going through, & stage of beiang com-
pletely fasainated with the vhole school of funetionslism,
and that ve have forgotten that ve are artists, I think ve
must also be artists. I imagine that more attentiom will soon
be directed to that ia industrisl design. I think that that
will have to be the case if ve are to do avay vith the Cape
Cod cottage. I don't think that simplicity needs to be. ..

| sterility in the hands of an arsists - 00 Lo

. CHAIRMAN HUDNUT: If 1% is agreeable, we will. .
ssk Dr. Rugg to0 go on to his second peimt mew. = = .
DR. RUGG: In the last half-hour or %o, 68 I
anderstand it, in plaoing before us what it is that the in~
dustrisl designer surveys, vhat it is that bhe studies, you
have agreed that he studies--as an integral part, an inhereat
part, of designing--what the people do. That is, he studies
the behavior of the people. No matter vhat the predust is
to be, the designer does not ask them what they vant ar what
they 1ike or vhat they are interested in. He studies hov
they behave, and he designs & product in terms of the limita-
tions of the manner in vhich they behave. - . . =
the limitatioms of the manufacturer in his plant, his teoling,
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his facilities; the limitations in the materials themselves.
Some very good illustrations of those limitations wers given.
There was also & very brief reference to the limitations that
sre to be found in the consumer. It Seems to me that today
you have defined what you passed over yesterday: you have
sald that you design in terms of limitations set by the con-
sumer's behavior, firet and foremest. ~ o
It seems to me that the discussion of the artist
vhich has justtaken place is alse in that framework. Instead
of Mr. Boudreau's middle-of-the-road idea, I had the feeling
that Dean Hudnut vas trying to get the artist above the road.
He isn't in the middle of the road or on ome side or the
other, but sbove the road, and he is behaving as an artist-=
not recenciling or compromising social meeds with his own
expressive urge, but producing a nev expressive urge vhich is
born of a self-conseious living in a partiéular culture.
~ Aetually, the artist is not only a product of
the culture. That is, he s not & naive product of the ouls
ture. If he 18 & creative artist, he is self-consclous. He
is a self-conscious, fully avare, student of the culture.
It seems to me, then, that he produces his nev household
goods not as a giving-up of something he Vaits 6 express,
bt as an inevitable mev kind of expression vhioh he has been
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foreed %o make by the culture LEself, ... - .. . 1.
I don't knov vhether that is what you are trying
to say, Dean Hudnut, That is what I fell in vhat you said.
Hov, s thet the totality of vhat you desigaers.
get from the public? Have we canvassed it all? I vaat to be
sure, because I am going on to & different polas. . . . ..
MR, McCONNELL: I vant %o suggest the poseidility
that Rey Patten may have something te add to that. W
tor at G. E., he has had & good deal of experience with sur-
veys--and surveys oo & very large seale.
MR. PATTEN: In our company, of course, we have
& consumer research group at various plaats throughout the
country, and they are centinually making all sorts of surveys.
We get copies of almost all of them, especially those that
pertain to the produsts we vork on. Some of them are very . .
helpful. However, the majority of them are not; the majority
of them are confusing. . . . 1 oo coanlowe crauen, el
I can reocall one survey in regard to refrigera-,
tion that ves made some years age, 4% & time vhen.ve used to
make refrigerators on lege, In that survey, ve asked vhether
ve should make a refrigerator going down to the floor. About
ninety percent of the ansvers said that ve should not; that.
ve should keep the refrigerators cn legs, so that pecple sould
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olean underneath them. Of course, you know vhat we did, =
~ However, it is true that the surveys are helpful
to a certain extent. You just have to use your owva Judgment
as to what you think people nsed. I feel that we get quite a
bit out of them--but, naturally, we don't alvays follow them:
DR, RUGO: The survey that you have just given
as an illustration vas a survey of what the people felt they -
vanted. The others who have spoken on that subject were
talking about what you, as designers, saw that the pecple
needed on the dasis of their behavior. = oo
‘MR, WOROLY-NAGY: Why 4id you make the refriger-
ator reach the floor? What vas the resson? ' Lo oo
© ' MR. VEBSTER: Hov did you sell the idea to your
company of goimg against the survey? -~ = oiio. o
MR. MOHOLY-NAGY: And vhat was the reason for it?
MR. PATTER: Tt's just a matter of judgment.
We have an executive committes in all the various groups, and
the people on the committee decide. A lot of the answers you
receive, you knov, may go against your better judgment.,
MR. MOHOLY-NAGY: Oh, I see. It would be better,
then, to survey the executive committee. = 0
MR. KOSTELLOW: We are speaking of the consumer
as one body. I think there are different levels of consumers--




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 4¢3, 2¢

174

and therein lies most of the troudle. Ve are & hige sountry,
& huge oonsuming public--and five million, ten million; eons
stitutes quite a body of consumers. After all, industrial =
design is not only a matter of a refrigerator or a stove or
an sutomobile or semething else whish is s0ld im the milliems.
(1 would be plessed if all designers were doing those things.
I would then engage in other sidelines of designing. It would
be wonderfuls I would have an open field.) 1If you take five
million teachers, let us say--consumers wvhe have certaim oul-
tural sdvantages and have & more or less enlightensd taste--
you find in that category, oa that consuser level; lots of
suming paBles’ vicl people ased dn the reom and vhet they
- CHAIRMAN HUDNUT: The remark about making the

refrigerator go to the floor, vhen the people had said that =
they didn't want 1% %o g0 to the floor, reminded me Of Some=
thing that Alvar Aalto,the great Fimnigh arehiteet, said to
me the other day: "I doan't have to ask the pecple what they
vant. I knov what they vant better than they do." 4And that
is a remark by & really great artist. HNe is so much in tune
with the times that he feels these ideas and sentiments beyond
the factual analysis, L oas enny “hey Aile or et LSk,

MR. BOUDREAU: May I ask Dr. Rugg one question
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before ve leave the subject of surveys? From vhat has been
discussed here this afternoon, Dr. Rugg, do you feel that the
survey still has s place in the aetivity of industrial design
and mapufacturing? . o 0 Loionne Shan 1owm v
DR. RUGGs Well, I distinguish very sharply be-

and think they vant) and the survey of vhat they do (frem
dsspite the fact that the peaple they questioned were divided
ninety percent to tea perceat, his company weat slomg with
the ten percent because the judgment of the people in his
company so diotated. I sssume that their judgment vay based
upon a study of what people need in the room and vhat they
need in the vay of refrigeration. - = = Cocasaeeos

- MR. PATTEN:; That's right. Naturally, the needs
of the consumer are the first requisites--and alse the fume~
tion of the preduct. I do think, though, that the consumer
surveys are very helpfuls -« oo tanl o casla

©* DR« RUGG: Do you mean that you get leads or
hunches from them? ¢ Gecigner L SO Prieet of ‘Seld

‘MR. PATTEN: Surely, ve do. We get ideas as o

what the people need, as vell as vhat they like or don't like,
and ve have to try %o use our judgment as %o vhether they are
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right or wrong. ; wselovs individual;, ever bhalag

DR. RUGG: Well, ladies snd gentlemen, shall we
move on to some other aspect of this problem? I assume--
and I want you to imterrupt me and indicate that I am vpong
if this is not a correct assumption--that the industrial
designer and the msaufacturer vould like to have the consuming
publiec more alert to designj; that they would like to have the
than the bad ones. That is to say, you people, as designers
and manufscturers vanting to sell goods, vould profit by
having the public more intelligent about these Shings aleng
your lines, along the lines of good design, wouldn't you?:
You weuld like that, vouldn't you? [Ne respomse) . ...

~ Well, if that doesn't need to be discussed-- -

and I don't knov vhether it does or not --=

MR. MCCONNELL: I sm not absolutely sure of that.
What I am going to say is just my own idea, but it seems to
me that there are tvo gemeral trends of thought that could
be developed there. AR X an feetl wiggessing theye

One is that the designer is the priest of some
kind of mysterious kmowledge through vhiech he is able to tell
the menufacturer vhat will be the best thing for the user of
the product, and vhat vill make the user buy that proeduct~-
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without the consumer, as & conscious individusl, ever being
avare that the designer is in the picture or has & fumetion
at all. ¥r 1 sheald ilke t say, Mithg ERER

‘There may be a variation from one kind of product
to another, but I don't think it can be taken as sbsolutely
proved that the consumer, vhen he goes to buy a flatiron,
should necessarily alvays be taught to think comsciously,
"Hov, this one is a better design than that one." He should
be taught to think, "This cne is & better flatiren than that
804? soaservative; AT 46 & 18 Bowdilyn, 1% is Porax,; Yoo

" DR, RUGG: I wvas just going to drav that ---

MR. MCCONNELL: Othervise, the possibility is =
opened up that the consumer is taught to judge om the basis
of what sre really fashion elements, rather than design ele~
Siieg; 7ou can g 0 tne deadgn. Bet A% bas te be Scosptable

DR. RUGG: Oh, yes. By the vay, vhea I spoke
of elements of good design, I didn't, of course; wean appear-
ance value only. I meant the total production of the product.

MR. NeCONNELL: Well, I am just suggesting there
that the danger is a sort of partial edusation of the een~ '
sumer, 0 that he becomes conseious of design as another
kind of magic word like "streamlining® or like various other
vords that become the vogue. The advertisers than take hold




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 4e3.2¢

‘178

and you have a great vun on that particular word or that par-
ticular ldea--which I den't think really does any good. =
MR, PATTEN: T should 1ike to say, along that
1ihe, that that is one of the reasons that ve have & variety
of designs. A flatiren, for instance--just 1ike horse-rasing--
18 & matter of cpinien to & certain extent, &s to ¥hat people
like or don't 1ike. One person likes a borax job, and amother
1ikes a simple one. Of course, that depends on the locationm,
and vhether 1% is national or loeal. If it is in Bosten,
1t is conservative; if it is in Brooklyn, it is borax. You
have to consider apmvmw sell vhat the Oﬂw
in order to have them acceptable to the various markets. If
you sre just eatering to a certain class, that's m
thing: you can go to one design. But it has to be acceptable
to that class to vhich you &re catering.

MR, KAUPMANN: Dr. Rugg, might I suggest that
there is a small body of pecple who still hope that good '
modern design is based onm fumétiont  ~ ° o 0

WAS. RONDE: T vant €o msk Mr. Patton sowethisg.
Supposs that you, Mr. Patten, as head of the design depart-
ment of Genersl Electric, and the executives and the Chaivman
of the Board, and ¥o on, decided that there vas nd place in
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the world for borax design and refused to put out a borax

iron or refrigerator; and that all your advertising money and
your mame and everything else wvere put solidly behind good

design (because thav weuld be the ealy kind of design
vould have available): Do you think that people vould refuse
to buy G. E. preducts because they verea't boraz, and that
they vould go on buying Mr, Zileh's stuff? Wby eoulda't you
just mot produce borax design?
MR. PATUEN; Well, ve've tried i -r-

MRS, ROHDE: And you weat broke?

MR, PATTEN: You bave to sell what mm
vill buy. You can help educate him to & gertain exteat. We
have dome it to a certain extent.

DR. RUGGS. . :Wﬂm
vhile 8g%: 5. GaG: Thet's the sele WNhg: ’e

MRS. ROHDE: Yes--you see? . . .. .. .. ..

~MR. NELSON: I don't think he 1s. .. . . . .

MR, PATTEN: Just & minute. let me tell you
vhat happened in the radio line. Years sgo, ve had to put
out the clock-radie sets because Mrs. Ziloh like to be able teo
think "Hov fime! We've got a nev radic” vhean her neighbor
came in to see her. From a design standpoint, I den't think
anybody particularly caved for them. But that's what that




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 463.2¢

market vould buy.

MRS. ROHDE: If it veren't available, they

souldn’s duy #8, PATTEE: Vien yeo show desigak S0 pleples
J , . PATTEN: They would buy the product that vas
put cut by & competiter. o ilon.

WRS. ROHDE: The competition vas much smsller
l1ittle guye eouldn't do Lt ' o0 el 0 oyeu
S MR, PATTEN: We would go out of bubiness. "

MRS, ROMDR: ‘Wot @. EBul 0 eonit dre molisg
© 77 0 DRLORUGE: " Them wo wanb' té qualify what'we sald ’
s 11ttle vhile ago. You mwwm
mﬂwww'w o

NR. PATTEN: You pay attentish to vhat they buy.
'DR. RUGG: That'a the same thing. = ° ‘woiis
© MR, PATTEN: But the survey doesn't slvays'con-
sider what they buy. Let me tell you sbout a radio survey
back in 1933, in regard to putting s redlio in & clesk. 'Te
eame out fine: that that was the thing to de. hiﬂn“
ten thousand of them ==- =~ . V000 Ghs selet o was Sepleg

MRS, ROEDE: 1 hope you were stuck with them.

MR. PAPTEN: Ve coulda't well them. We wers
stuck with them and we sold them out for about §25 aplece--
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and they should have sold for sbout $200. . ' sue
MRS, ROBDEs Gooddl = - . . “esfall. fukebes
MR, PATTEN: Whea you show designs to people,
they think it's fun; but, when they go to spend their meney
for it, they think it's & different thiag. - - o,
MR, SAKIER; Mrs. Rohde speaks of making only -
800d design. The question of what is good design can become
8 very puritanical one if you want to insist thas, Af you
think scmething is good design, everybody else should think

to like simple things and some psople are going to like things
that are not simple. No one ¢an say that the first growp ..

is right and the second group is wrang. loaan
It isa't a question of slavishly fellewing what.
they say they are going %o buy. There are a lot of pecple
vho vill alvays really be happy vith faney things, and & .
smaller number who will always e === . - . . i
8000 SABNP, $O0s . 1 cesigm. sud whish PEople have Svey sdght
, ME. SAKIER: Well, that's the point I vas trying
te bring out. Let us not talk about borax and sdout fune~
tional purity. Both of those are extremes vhich are narrow
and puritanical. mld Like 8o sty telking, Shen,
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MRS. ROHDE: There is & thing ve haven't men~
tioned: these large double-borax, double-waterfall, jukebox
radios for 198 bucks, where the speaker is this big [indi~
cating], and there are five tubes and a chassis and nothing
dising manager say, "People vant a lot for their money." If
you vant to be that phony because you vant to stay im business
(vhich G.E. has to be), you cam put that in s big paskage--
but the package doesn't have to be quite so avful. Even you
von't say that those packages are good--and 1t isn't & case

of my taste agaimet youss. . o il S e gon

' MR. SAKIER: I &m not defending borax. I merely
say that borax is one extreme, and the strietly funotional
thing is another extreme; that dme 1s overcommevcial, and the
other is highly puritanical. T didn’'t vant to see the argu-
ment just proceed on the level of those two extremes, because
there are fancy things (vhich the Museum vould rather die
than have as part of their list) vhich are still good design
and sound industrial design, and vhich people have every right
to be happy to possess. As I say, Mr. Ksufmann, I know that
you would die rather than have them on your shelves. =

MR, KAUPMANN: I would like to see them.
MR, SAKIER: I would like to stop talking, them,
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Just about those two extremes of borax and functional things.
MR. KAUFMANN: All right, let's stop.
DR. RUGG: Before ve go on, perbaps I have %o .
retura to vhat I sald about assusing that you would like 4t

design, about the question of why you design and build the .
vay you do, and qualify it vith the pessible question-mark . .
vhich Mr. MoConnell and scme others have aow intreduced. .

, -1 think ve can new turn from this phase of the
--um to mmu sides the question of how ve ave

"-,', 1-_!-! .!F 6o you develop Shab? . . .. ... o men Sleds.
tion, 1 think ve have to distinguish betveen the long-time ...
ferent. The long-time job is the one that I lmov best. It
is the generation-long job that comes out of & eyele of
slightly better schools and slightly better higher institu-
bions--those going back inte another generation of families
producing slightly more intelligeat families, and se onm.

It is & long developmental process in & culture.
A hundred years from nov, it will be locked back upen as the
only fundamental one, of course, It is the thing that my, . -
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hesrt and soul are in (or 18 in, if they are one): the quess
tien of wvhat to do with youmg peeple. o L o0

I can't prove this statistically, dut I thiak ve
have learnsd what can be done in one gemeration. Consider
the phenomenon of & small body of self-conscious private
schools that sprang up just after 1900, under the leadership
of men like Colonel Parker and Dewey and the pecple who wers
inspired by those leaders and by others and vho vent into
the higher institutions and then out into the schools amd =
or forty years, there is a tremendous development in the
svarensss of a small segment of the population in that field.

~ Statistically, I say, ve don't know vhat that

made to the general population in one generation, I dom't
know. But from & small group mmﬁmw”u.
pretty olear inkling of vhat could be done if the pudblic
schools and the great state institutions on the college level
and the university level could consciously apply in their
educational processes what you now kmew. .

In one private school, vhich was established
more or less to be an experimental school, I have tried to
got the administration to set aside money to put on the staff
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(part-time, because they probably ecoulda't get cme full~time)
a professional industrial designer, on the ground that he
vould be the integrating person, he would be Edward Gorden
Craig's regisseur--the artist-director who is & student of
industrial eivilization. For industrisl design is just that,
isn't 1t? It is a design for industrial sivilisation. It
isn't a design for a factery, it isa't a design for industry;
it is a design for the vhole eivilisatien. =~ o1 o0
the key man--as regisseur or artist-director--to put om the
faculty of & school. He reaches out to such & vast renge of
materiels of the consumer (that is, the psychology of the
public), snd the processes or art design themselves, and the
materials in the culture and in scclety--that, of all the key
people, the imdustrial designer is a person of tremendous
potentisl on the staff of @ sehood. 0 o0 Glueaiing
~ As T say, I tried to get this one school to do .
it and to set aside some thousands of dollars a year for his
part-time services. That would be a wortlwhile thing to do
instead of depending upon & sculptor to come in and build wp
a series of courses in ceramic sculpture and the Like im the
school (although there, too, the result would be very useful),
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or employing & paiater, as these never sshools have dome,
Those schools have learned that, if you are

going to get children to paint, you must put & painter with .
them, not & pedagogue; iAf they sre going to write, you have . .
to put & movelist or poet with them; if they are going o . . -
make music, you have to put & musiclan vith them. That, I
say, has been learned. It follows, them, that if they are
men and vomen are finding and putting together, it has to be
doae through the personality of an industrial designer. .

~ Now, that is on ome side. That is my pet hobby,

but I will atop talking about it nov and go on to the more
immediate problem of whether this practical result is pos-

sible in our day (because the result of this long-time process
is meager in any one generatiea). ;
our time--right now--wvhat is the positive problem of educating
the consuming public? Let us take the phases of it--A, B, C,
DvAry BRAAf1Y i co vavsoditieat That i, of sousee; She

- (A) Will the mere mass production of commodities
of "the better design” (ss per yourselves), placed upon the
shelves and counters of hundreds of thousands of retail out~
lets--bought at low cost, mass-produced and placed at low
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cost-~itself "educate" the publie? Is that to be depended
upon as the educative devieet . 0 o oow

I assume that that ie coming now. We are in the
midst of that, aren't wve? The five-and-ten-gent store (as vas
said the other day)--multiplied n-fold throughout the eulture--
is alveady educating the public.

But notet that is a naive process. The people '
nov go to stoves vhere they can't buy things of bad taste
(ve vill assume they can't--although the bad is there and
they vill still get it, Dean Hudnut says), and they are not
told vhy this ‘is so. The stuff is there. They buy it and
take it home and use it: they vear it, eat 1%, eat with it;
and so forth. But there is ho articulate self-gonsciousness
about the quality of it. Pretty largely, that is what we are
in the process of doling now, isa't 1t?

Wov, what else do ve do? Is there & conseious
plan on the part of the sales departments of your clients~-
big or small elients--to make articulate the qualities of
excellence in thess commodities? That is, of course, the =
second stage--snd ve have to raise that question: =~

MR. SAKIER: May I bring out a very interesting
point in that conneetion? The one country in whieh there are
goods of a very high level of taste avallable to the publies
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and videly used, which has evidently had a great effeet on
their culture, is Sveden--and that happens to be the one
Place vhere the salespeople (in the cooperstive atares) were
very carefully trained to point out the merits and besuty of
the commodities. Its effect has been profound. Swveden 1is a
shining snd solitary example. =~ ' 0 Jlaas whoare fhare 8
| If you follow thet through, you vill find it very
interesting snd a somplete answer to that question. Maybe
someone oan add So-that.- oo oo sndeo D0 wewlde's
© ¢ ¢ MR. BAERMANN{ Yes, I can. They met only have
educational fseilities for their sales personnel, but they
get together consumer forums in vhich they make comparative
studies of the good object and the less good object and the
bad object. VIRTEAT: Mey I spedk to that pedalty . Bee
DR. RUGG: Who does that? -~ . = o wiode
MR. BAERMANN: The cooperatives do 8. - .
DR, RUGG: Oh, it is done through the eocpers-
seaufmeture and sell geeds ob &
MR. BAERMANN: There are regular seminar courses
in the evening, at which they will have & whole series of
coffee pots (let us say), ranging from a very bad one all the
way up to a very good one. The different gqualities are ex-
plained. First, they ask why one thing is good: The people
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are shovn vhy, they are permitted to handle the objects: That
is done in order te raise public selectivity. .
DR, RUGG: That is very interesting, isn't it?
The cocperative, them, is & yardstick for the buildiag of
taste as well as & yardstick for the sontrol of prices. .«
o . MR. BAKIER: It is the one place vhere there is
enough interest om the part of the salesman--because there is
an interchange between him and the buyer--so that he really
bothers to put scross the better-looking thing. It vouldn't
happen under our system at all, because they just den't cvare.
~ PR. RUGG: Wby couldn't it happen under owr '
system of eompetition? . . 0 iowr oan e
0usi o0 MR. NELSON: There is no incentive.
MR. BOUDREAU: May I speak to that point, Dr.
Rugg? Pirst, I think that ve should get clear in our minds
vhat the function of industry and commerce 1s. In & capital-
istic type of society, as I understend it, the funotiom of
cosmerce and industry is to manufacture and sell goods &t &
profit. 1t is not their function to raise the esthetiec level

of socliety; at least, it hasn't been until now.

As long as an industrial desigmner is employed by
industry, he is & businessman who is being employed to make
it possible to sell more goods and bring in mere profit. I
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egree vith you thet the fumetion of raising the esthetiec
level of Americs rests primarily in other areas, of vhich
education is one--but only 0@e. .+ 0. o0 e Lon
DR. RUGG: Well, let me ask this: Wouldan's it
inerease the profits of the manufscturer to educate the taste
of the publie? = ¢, ve wight us w41l PEse 164
MR, NEL30N: Not necessarily. 10
MR. BOUDREAU:; Let me go on. We are working om
& sustaised project with commerce and industry that is going
to take several years to develop. It is rather on the plam.
of Sveden. Ve sre working vith Bamborger's as & commercial =
establishment, and ve are vorking with Genersl Notors as an
404ustpial G0ROMYRL: . tuie Thely funeticn 18 mHt o véalee '
- They are putting & lot of money on the lime, &
lot of interest, and & lot of direct service in terms ef in-
struction. Both conserns give us the pun of thelir entire
orgenizations. However, it is clearly understood--at my
insistence--that they sre doing it purely with the iatention
of making more profit as a result of having fever produsts
manufactured that do mot sell: = oo 0 fs Lol e
This 1s cslled & sustained experiment in ereative
esthetic research--but creative esthetic research for commerce
and industry. Their business is to produce and move goods at
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a profit. If they should raise the level of taste of the
Ameriean publie, they Are perfectly villing to do it 1if it
vill sell more goods, mean fewer loss items, and give them
more profit. And that s nothing to be ashamed of. That is
the vhole thesis of cur Americean philosophy of government--
and, as long as ve have it, ve might as well face 18,
1 ean see vhere the industrial designers could .
be useful in ralsing the esthetie level if they vwish to do so.
But I think that not only must they them be very sble indus-
trial designers--and I believe you will agree with this, Dr.
Rugg, and so will you, Dean Hudnut--but that they must alse de
able teachers. We have several industrial designers working
vith us at Pratt Institute. Their function 18 not to paise
the cultural level of Amerieaj their fumetion 18 %o train de-
signers. But those same people would have quite & Sask if
they went up to Columbia University and tried to raise the
cultural level of your graduate students--because they do not
knov pedagogy. e wbats of bhapelasss ol Lhe SORATNPY"

A eultural subject is any subfect that s taught
by a cultured person with cultural intent. It is mot the
function of commerce or industry to verk in the area of eul-

ture at mm. jemd ciwe gresiliT 4908ER89N & m
If the industrial designers reach that level
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(which ve all want, and which is & professional lewvel), then
1t will be definitely a part of their assigmment to help
raise the oultural level of America. But they won't de doing
1t by designing products for this company or that company.
They will probably be doiag it through the ares of adult
edueation, as well as child education. When the industrial
dosigners take upon themselves that part of their assigament,
they will be one step nearer to & professional level--begause
they will them be serving society, rather than just serving .
DENLRERSs o r srdas 0f opsative werk. I Ffind & Feetly semeen

MR, PLATTs; It seems to me that, in all this een-
versation, one point has been omitted that might be clarify-
ing: that if ve are going to impose a cultural level vhich wve
preconceive as being desirsble, ve eliminate the supposed
opportunity of every individusl to seek vhat he considers So-
be happiness.

It seems to me that nome of the questions raised
have probed into the state of happiness of the consumer=-
which might very vell be parallel to our owa thinking, but
vhich also might mot be. If a lovel of taste is geing . te be.
imposed, I think 1t vill have te be done by a broader grouwp
(or a broader concept) than just the creative designers.. They
are certainly an important factor, but they are net the satire
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ansver. Nor is the monetary bemefit of the designer im his
relation to industry the ansver te it. We do presuppese the
privilege of every humsn being to make his ova cholce of
deaign. p Meoys vodld &1 ¢z abart & bealisggisg in
BR. RUGO: Apropos of what has just been said,
1 vas assuming--perhaps incerrectly--that the principles of
design that you pecple have been reaching for (and as to
vhich, I judge from what I know of your vork, you stand ia
pretly falr agreement) are the principles of design that come
out of other aress of creative work, I find a pretty commen
to sagreement about these prineiples of desiga o which you
vould try to educate pecple. I vasn't assuming, then, that
any small body of so-called industrial designers would be do-
ing it, OB 1 ‘dans shoul design. I -eaf vhoughs
MR. PLAT?: Well, I think that agreemeat on . -
design is one subjeet that we have all tried carefully te
aveid. : wry--sad Lvs deaigners a9e
CEATIRMAN HUDNUT: I don't think that aaybody has
proved that good design makes peocple happy, bhas he?
DR, RUGG: Ne. Perbaps you vould like to go iate
B Lme SeaniDy by
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- CHAIRMAN HUDNUT: I would like to hear that.de-
bated sometime, I think that if you sav to it that all the
and all the Macys--1t would at once start s bootlegging in -
bad design that would sveep the souatry. o ‘..o w0 oo
oo s DR RUGE:  Very likelye cure o Lus earhee
So4 MR, MOHOLY-NAGY: I am most happy that we are,
bov coming to a very major discussion. I like beimg here - .
for the first time; I like to go aleng vith the details and -
analysis of one point or another. But nov ve are coming 50
the erux of the problem: namely, that the design attitude &s.
dictated by the economic interests of different counmtries,.
end that that attitude in this country is somewhat different
from what it 4s in Burepe. ' oo puie Chaw Mhesadose
~© ~ When I came to this country ten years.ago, I had
to relearn completely my ideas about design. I-had thought
that European measures could be applied to America immediate-
1y, vith the seme force as vas done over there. However, I
found that the poliey of this country--and the designers ave
unwillingly, and perhaps subconsciously; the instrument of
that poliey--is & poliey of artificial obesolescence. .. . ...

That means that this country vas so rich--and
everything that vas used vas used vithin the country=-that,
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in order to create large employment, large profits, and »é on,
they constantly had te change the design. In other vords,
they made the designs in such a way that--apart from the
renge of the teschnological or teshnical life of the object-~
thoy created a kind of fashion obsolescence. Designs had to
be thrown avay in tvo years or three years or five years--
vhatever pericd the factory man decided vas appropriate for
A1l the devices vhich this country oould use for
iafluencing pecple--advertising, education, and so on--wvere

keyed to this conecept of an autarehy, as against the Buropesn

materisl vith vhich to get their economy going; they had to
import it. For this, they had to have gold. They therefore
their producte could have lasting use out of them. These
two consepts will suddenly come into conflict in this country,
too, becsuse everybody says that in the future we will alse
be an export econemy. X . o el SRS
I vant to give a little illustration of this
artificial obsolescence and of hov the advertising pover based
apon fright works. The other day, I read an artiele vritten
anonymously by a copywriter, with the following title: “He
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says it will be difficuls te Aive with me.” That means that
a young voman is standing before a motor car and saying teo.
her young busband, "It will be difficult te live.with.me if
you do Bot buy the De Seto” (or the Nash, or vbatever it mey

PRIremnnt 206id &190 CPEB NP & ZOESt CORNPOVEFSY, AR She

©©  You alse find sdvertising bere in America that.
is based upon the fear of bedy oder or halitesis:  In England,
there is even advertising based upon the fear of night starve-
tion: you have to get out of bed every hour and eat & certain
product sc that you von't starve during the night. The grest-
est nonsense and the greatest coatradictions are brought forth
ia order to frighten the public se that they will buy various
PROSNSSS. 51 tusilon has %¢ bo Tacsd Wnday, &pd 1 thiak thes ..
~ The pover of advertiaing created for the expe=.
nents of artificisl obsolescence a wonderful slogen: namely,
the slogan of "novelty." In mest cases, neovelty has nothing:
to do with funetion, It is a simulation of some orgenie ..y~
desire or need--but Zot & true meed.. ... oolgnowly Cunee
- We have te think very thoroughly in these terms
of artificial obsolescence vhen ve are thinking about improv-
ing the level of public taste through education or theough
other measures, because all are = = , conssiously. -
or unconsciously, end the designer is also aware of this. .. -
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concept in the service of this idea.

I could speak at much greater length about it,
but I think that that is enough to start some discussion on
other aspects of the problem, I thiak that Mr, Boudresu's
statement could alse open up & great controversy, and the
task of the teacher could be seen from other angles,as well.

I simply vant to bring up this point because nov
ve are at the crux of the problem. For the time being, this
very rich. It didn't mean saything te America that we threv
avay a very usable preduct: we had affluence, the wheels were
going faster, ve had employment, meney mekes money, eteetera.
OR & 1arger BBALE ¢ < c < ey te Werd addaded L el

DR. RUGG: Will you make one more point, in just
a sentence or two, as to the application of vhat you are say-
ing sbout the necessity of truly integral design--truly fume-
tional design, in other words--to the education of the con-
sumer? What is the relation of it, as you see it? .

MR. MOHOLY-NAGY: ¥his is the vhole concept of
the country at present. It is not only the job of the indus-
trisl design teacher, and it is mot the concept of the indus~
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trial designer today to do that. It is the duty of the soei-~
clogist, the sconomist, the businessman--of everyone--tc re-
think the problem. =~ . ¢ Pores ik op peal 10 o9
I wish teo tell you, on the basis of‘my design
experience, that with the many limitations that are set today
(the gentleman from G.E. has mentioned them, too) the indus~
trial designer must be & wisard if he is t6 get his vislen
across in the fase of the eonflicting desives of the salesman,
other person but & person with conviction. I agree vith Mrs.
Rohde; I think she has hit the nail sight on the head. There
is something vhich the 0.B. people could rethink in regard to
borax--if these: W concepts vere ineluded in thelr
*m rla ohewidsresiegd applles oaly o A veRy sell S9ea
'MR. WEBSTER: 1 think that this vhole discussion
of artifieial obsclescence really applies omly to a very
small part of our national production. Any object that a
consumer buys is obsolete when it leaves the factory: there
is engineering vork going on; there is further research going
on; in the laboratory of & big geing factory, there are prod-
uots whish are well beyond the product which has been sold and
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delivered on that particular day.

Obsolescence, then, is constantly going on--
regardless of whether anybody vants to foree it or push it or
tell you that you have to buy a new car every year, instead
of every three years (vhich would be a normal periocd of time).
1 think there is very 1ittle foreing of that artificial style
obsolescence. They have tried to do it most sonspicuously,
perhaps, in vomen's ¢lothes--and even there it doesn't work
except in very high style areas vhere pecple can afford to -
buy nev things every few weeks. = oo, o oL Laaan
ST 9 MR, MOMOLY-NAGY: ‘What de youmean® 0 oo

CEas sl VRBSTRR: UBASSET vt ke got pid ofy  Fhe e
© MR, WOHOLY-RAGY:{ No. What would you like to
prove by that: that they are produsing designs vhioh ---

MR. WEBSTER:; I think that the emphasis on arti-
fieial style obsolescence applies only to & very small avea
of our ecomomy. I think that obsolescense is going on eon-
stantly; the minute you buy anything, 1t is obsolete, because
there is something better in the laboratory walting to be =
offered to the publiec.

CHATRMAN HUDNUT: T am inclined to agree with
you. I think that if wve are going to base our programs on |
the sssumption that the country is no longer rich, &s Nr.
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Moholy-Negy seems Lo suggest === . .. oo tne aesl few
- - ME. MOHOLY-NAGY: I didn't say.that. - .o

: CHAIRMAN HUDNUT: We are richer than ever before

and gettlng richer every day, it seems to me, . .. '

MR, MOHOLY-NAGY: Kot ia rav materials. .

. MR. McCONNELL: I think the word "artifieial” is
what is confusing here. It is not the correct word. What ..
Nr, Moholy-Nagy points out is undoubtedly Srue. Up antil the
for a person to buy & nev automobile every year, or at least
every two years, and, each time he bought ome, to buy one .
he got rid of could still have been used === . .y sucd coas
iisioiio.s DR, RUGG: It was used.

MR. MeCONNELLs ﬂnﬂhﬂm "
hand use for a number of years. But the fact remains that,
in most cases, the mev aatomebile he bought ves gemuinely = .
better, It was & measure of the richness of the country that
the comparatively small improvement justified ealling the old
one obsolete., . 2 th'es very CupatSanal.

MR, MOHOLY-NAGY: Dean Hudnut said that I sug-
gested that this country is not se rieh. It is.still s »ich
country. Bub in wood, for example--in lumber--ve are Bow . .
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completely out. There will be no production for the next fev
years. Ve vould like to get all the wood ve cen from Ganade--
and ve can't get 1t. In regerd to petreleum or oil, an iaves-
tigation vas made during the var and it vas found that the
resources were rather limited, sc that the supply had o be
Savels o prove; eat T wenld welecss L ovesy modh 30 anybedy
.~ However, I did not wish to mention these detalls.
The main point in my mind wes that here the eatire thinking
i keyed to the discarding of a preduct which is still goed
and which can still be used, and which would be used if you
vere not frightened into buying a new. one because othervise
you will not be fashionable, or becsuse Mr. Smith will thiak
that you are no longer wealthy, or because of other such con-
slderalion®s- s s ¢ ilitiv lenger), tuen then An sod buy new
CHAIRMAN NUDNUT: How much does She element of
MR, MOHOLY-NAGY: I cut that out, because that is
alsc connected somehow with sexusl or erotic problems, which
1 would not attempt to introduce at this pednt. ... .. o
MR. SAKTER: It's very functional.
MR. MOMOLY~NAGY: Oh, surely. @ oa0,
MR. WEBSTER: I think that at this time T will
toss out here (to be torn apart) the Webster theory of style
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cycles. I have often been asked by manufacturers hov often
a line or a product should be redesigned. IS 18 & very Nard
question to answer, because you don't know vhether you shoald
redesign every year or every two years or every five yesrs.
1 finally evolved & theory which I have never had an oppor-
tunity to prove, and T wvould veleoome it very much if anybody
else vould contribute whatever thoughts he may have om 18. .
L wenld e iThis is the theory: The style cycle of any
product or any group of products--and this spplies equally to
length of 1ts life in the hands of the first user. = "0i1ls
“he 0 Jreirfoyou apply thet to sutemobiles, you will find
that the buyers of nev ears vill hold them for about two ' '
years (or perhaps a little longer), turd them inm and buy nev
cars again. (Cars go into the second-hand market: that doesn't
spply to this particular theory.) e
As to architecture, 1 am not certain of the fig-
ures, but I believe that a house 1s owned by the person vho
first bullt it for somevhere between twenty and tventy-five
years. (It is not as leng es you would thimk.) '» or "o W
I don't ¥now hov long & voman's hat would last;,
pbut I imagine that about six momths would be the limit ‘em &<+
hat, . - et you owsant Less off Uhe donshmer's
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MRS. RONDE: No. About three menths.
MR. VEBSTER: A dress vould last perhaps a year.
I vant to toss this theory out for considerstion,
because it has a very direct comnection with two things: ome
is the consumer subject that we are talking about, and the
other is the matter of style obsolescence that is coming out
once in a while. If anybody wants to tear that theory apart,
I wvould be glad to hear 2%, 0 rliaiiin My
© MR. PATTEN: Don't you think that that depends
om what the object is? You speak of dresses. T knov & 10t of
vho have dresses for twenty-five years. T
ﬁ.«wwww\pmm
of & mewmwwm That As
aas MR, PATTEN: Well, it depends om the type of

m_._s seslg id seslk things, Pat Shioss ape m m

MR. WEBSTER: Sarely, it does. That 1s wvhy T =

have wdvanced this theory In Shiw wayy' = & ©oienoo Al feahe
: MR. WRICHT: I should like to supplement Ben's

avgument. I think there is & tendency to belittle or to be
evfully self-conseious about appearance design--te look down

on 1. T think that thet is the stuff that makes our business
or profession. I think that you eannot turm off the donsumer's
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demand aad need for it any more than you can turm off sex.
1 think that there is & chance for good appearance design or
for bad appearance design--and I thiak that that explains vhat
‘We mainly ave, as & group. Moreover, I thiak that it lis aa
Amportant part of our contribution to our LimeS. . ...« 14
ot e cue.r MR, MOROLY-NAGY: I have only cne thing to add.
I didn't speak about this, because I thought you had handled
it yosterday; uafortunately, 1 dida't hear the definition of
what_an industrial desigaer 1a, Jadugtrisl desiga.ls due.te
‘the effort to oreate & standard, That means that the atandard
doesn't exist at the moment when ve have itj 1t .is already,
to & certaln extent, obmolete. . ... ueilescancs, selher
... ... Bvery eculture vhigh is not confused, vhigh has
Aits own direction, must ereate certain standards. That is
‘exactly the opposite of novelty. I have ngthing agalast ap-
pearance design and such things, but those are only secondary
‘considerations. The funetional rightness, going to & perfect
solution of the problem--as exists today ia science and tech-
nology--is, of course, the firet consideratien. Mhat the
appearance vill be is an almost automatic BALEAF, . ...\ ...ony
That is the difference which I should like to
bring out. As long as the publie does not understand that
this ls the main problem, we are going slewly iato & wvery
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immoral and confused attitude as to our own wishes, our bilo-
logieal needs--natural selection--because we are overvhelmed
by advertising which says that novelty is the important thing,
vhether 1t is good or bad, and that whether or not something
functions better than something else functicned yesterday is
A0S Cho questiens ol vewn 'y destroped L4 being forced oud
MR, BOUDREAU: First, I vant to address myself
to Mr. Moholy-Nagy's statement about artificial obsolescence.
1 agree vith him one huadred percent, but I think that unfor-
It is not artificial obsolescence. It is very reali. = ..
. 1 would eall it accelerated cbsolescence, rather
than artifieisl obsolescence. When soclety rejects a thing,
it is just as obsolete as though you couldn't wse it any . .
longer. If sootety will mot use 13, 1t is obselete--vhether
1t is brend-nev, 1ike & dFess’ that has' besh worw chios,’oF
whether 1t is an automobile that has been used for ocaly two
years. a0, ar. NMewnly-Nagy, Wss not vhelws we Seuld
 You cannot impose upon America the Europsan
philosophy of goods, sny more than ve can impose our philosophy
upon Burope. Our entire sccnomy 15 based on accelerated
obsoleseence. 0 Lo -500-yonr swpely el oll

We d1d not have a diversion durimg the war--"
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in spite of what Mr. McCobnell said. During the var, ve
shoved hovw prodigal vwe c¢ould be with the products of nature,
vith our inventiveness, vwith our production, and vith eur
destrugtion--to the extent of over three hundred billiem dol-
lars, an unheard-of prodigality of expenditure--and all the
stuff ve produced that wasn't destroyed is being forced out
of existence becsuse of ecological non-acceptance.

There 1s the greatest example in the histery of
man of accelerated obsolescence; in terms of these millions
of trucks and cannon and these thousands of boats. You can
see the boats in the Hudson River; ve ave going to m- wntil
they sink, and then spend a lot of money to get them out
of the way of future SPaffig: o oniohr O Gup s

Our entire economy--and I don't say 1% is right,
bat 1t is right for us-~is built upon & prodigal use of secel-
erated obsclescence. We don't worry at all about the faot
that our oil is geing fast. Our problem in connection with
0il during the war, Mr. Moholy-Nagy, wes not vhether ve could
produce enough oil; it was vhether ve could get it vheve we
could use it, because the Germans were doing too good a job
off the eoast in destroying our oll tankers. That is vhy we
built the Big Inch. We have a 200-to~300-year supply of oil
already kmown to exist in the United States--and I don't kmow
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an American vho 18 going to worry asbout our culture or eiwili-
zation two or three hundred years from mow. ~ o .
obsolescence. It fits us perfectly, just as our type of
government seems to fit us perfectly. We can't say that our
government is better or worse. It is better for us. It may,
A6t be Better for Russia., o0 oL toosall Tocwnn mmeller
©° ° PR, RUGG: Perhaps ve ought to make sure that
this discussion keeps eoming baock, novw and theam, to the com=.
PP T Led eunsleroescy - -Fhisherer iR Fyou Sant to uses IV
C. . CHAIRMAN HUDNUT: That's ®ight. . coon in he
W, BOUDREAU:; That is the opax of the-diseusss
slen, as Mr. Moholy-Nagy says: the prodigality of our economy.
" mmS. RONDE: T should just like %o say obe thiag
that T think is somevhat pertinent. We have talked about .-
bad design, sbout borax, and about other kinds of design. -
Today, e still have the machine doing imitation Chippendale
and imitation Louis XIV things and all sorts of other things.
In all of those periods, there vere thousands and thousands
of things made, only s sertain number of which remain to us.
Mr. Chippendsle made some honeys, too. The things that are
reproduced today in the department stores are the things

monmxywuu-mmmummmm.
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things that remain out of the things be did are those that
vere well coastructed, besutifully made, and sc forth. The
same thing would hold true for any of the other past periods.

There vas cbsolescence then, 00, for these
peocple who eould affeord it. In those days, the percentage
of the populatien that could afford to go slong with fashien,
style, obsolescence--vhatever you want te call it~-was smaller
than 1% &5 SofAy. 0UYRLIALW: Pur e purpess.

We bave artificial obsolescence here, or we have
ascoelerated obsolescence--whichever term you want to use. It
is true that things become obsclete. However, even in the
case of the things that we have done in this country in this
ards of some other countries or according to the standards of
some people in this country), the good things that we design-
ers have done--or that the craftsmen did before us--are not
cbsolete. o Wieet homow, coe Shooe ahalwa; el

Today, they are still reproducing Bea Franklin
or Paul Revere silver bovls right here at Jensen's. There
vere thousands of silver bovls made--perhaps by good orafte-
men. But that vas a good design, and it didn't become obso-
lete. It isa't obsolete today amy more than certain Ghippen-
dale schairs are obsolete today. { = Loterested in e
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constructive education of the w. m there are other

sm-mtmuuumu.

CHATRMAN HUDNU?: Shall ve take this up tomorrow

at this point? Will you be here tomorrov, Dr. Rugg, sad carry
oR:frem this PosndY . ; i pive soms sitantiss t¢ the sdisetion
r ¢ o+ PR. RUGG: Well, I will be here--but I hope some-
ene olse Vill @AWy Gl lhlags Lhat £ive staRility sod anlher-
Loy %o whe 2lder professions 18 the catabiished dlsstiiine
nieh they have bally zp avor (A9 oanSvrile.
Tawvere RAch haalk fp Feeme: Slmes ) sl the
7o Eovs vatk semvly a0 deep. IF & eaa i@’
muy 20 These pyrofeysiest, thea, B hee Behind
cobad of pwthoriuy. Sesscad L sald e N
L mA11Y ) b Sax weeeived B AppreAtLOn of
enil=epeity, That, aF * WS, Is Mol e
sivangth 37 Lae 51§ pialwsal e,
seaplog soclaty 10 oned, e don™t 2l
fovasleg . 3 daloesaity 48 oy
ta « Talvly ool wiges
sove and 1% & exporieasslis-
Ly way 42 waleh o peefessing”
e s ANMveadan

Lhat Lhase wust by
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vhich men go vhe ave

mm m lllllil
#, o seme dassrsisad ing

orember B, 190 e i

CHAIRMAN WUDNUT: Today, at the last of eur four
sessions, ve are going to give some attention teé the edueation
of the industrial designer.

One of the things that give stability and’ suthor-
i1ty to the older professions 1s the established diseipline
The education of lavyers goes back to Roman times, afd the
education of doctors goes back nearly as leng, If & Man is
s member of either of those professions, them, he has Behind
him a certain cachet of authority. Someene 18 said to'have '’
“gone through the mil1"; he has Pedeived the approbation of
en established unlversity. That, &8 ve know, is éne of the
great sources of strength of the old professions.

In a changing soeiety like ours, we don't have
to eling to those medieval formulas. A university is ealy
one way to educate a profession. It is a fairly good way-=
1t is established and it is ¥nown and 1t 1s experienced-- ' "
but to suppose that it is the only way in vhich s prefessien’
can attain dignity and recognition is am f1lusienmi’ = =1 10%

Nevertheless, 1t seems to me that there must'be
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some kind of common experience through vhich men go vho are

practicing a profession. There must be some understanding
and habits of thought end vision and ways of evaluating things
vhich they have in commen. One way to get that is through:e
common educational discipline--vhatever it may be. It may be
something quite novel, quite fresh. = = esin L
1 bave often thought, for example, that it was a
great mistake to put architecture in the university--and I
think so teday--because the architect must them conform to .
certain rules vhich ave largely based upom litevary and
of examination, certain requirements in terms of time and .
secomplishment, which just dom't fit into a good architectural
diseipline. If ve could have, as they have in Paris, an .
university--ve might give a better edusation. = -~ .
It is en open secret that we are constantly em=
barressed. We are embarrassed in two ways: first, by the
tradition of the university, vhich makes us conform to cer-
tain rhythms, certain patterms; and, second, by the law, whieh
enforeces upon us standards vhich themselves vere devised from
university practice. I have to train my boys in many fields
in which I would not train them if I were free of that tredi-
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0f course, it is & good thing, too. Like the
Chancellorship in Jolanthe, 1t has its inconvenient side, but
nevertheless 1t cannot be denled that it is a source of some
legitimate pri@es~¥® troslismt sehomes snd & great trefitiss

T now want to ask Mr. Moholy-Nagy to begim the
discussion because, as you knov, he is the most able and '
vigorous and suecessful ploneer in educational diseipline
¥We imitate him at Harvard, and he is imitated all over the
vorld, chiefly because he has been able to see a role for
he is developing whieh, I think, is going to be & keystone in
going to turn the meeting over to Mr. Mcholy-Nagy.

MR, MOROLY-NAGY: T sm 2 11ittle bit bevildered,
becanse I didn’t kmov that I would be givem this very honerable
task of giving you some ldeas about our educational approach.
On the other hand, I am very happy that I have the opportunity
of doing that, becsuse I think that without teo much prepara-
tion we can go ilmmediately to this concept: that the eduea-
tion of the industrial designer is & problem that is perhaps
secondary to the problem of general education, of vhich the
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! e & PR,

Of course, it is a good thing, too. Like the
Chancellorship in Iolanthe, it has its inconvenient side, but
nevertheless it cannot be denied that it is a source of some
legitimate pride. = sahomne AR & Ereat teafdd tdel

T novw want to ask Mr. Moholy-Nagy to begim the
discussion because, as you knov, he is the most able and
vigorous and successful piloneer in educstional diseipline
which is based upen objective analysis of the medern seene.
¥We imitate him at Harvard, and he is imitated all over the: .

vorld, ehiefly because he has been able to see a role for
he is developing whieh, I think, is going to be & keystone ia
the education of this mev profession. Without more ade, I am

going to turn the meeting over to Mr. Moholy-Nagy. »
beceuse I didn't kmov that I would be given this very honorable
task of giving you some ideas about our educational appreach.
On the other hand, I am very happy that I have the opportunity
of doing that, because I think that without too much prepara-:
tion we can go immediately to this concept: that the eduse-
tion of the industrial designer is & problem that is perhaps
secondary to the problem of genersl education, of which the
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industrisl designer's education should be a part,

1 vill try to meke it as simple as I cans I be-
lleve that the human being has to be educated in all his. -
capaclties. - co' paxa sl wforsanste lun

-~ Ve bave excellent schemes and a great tradition
(as Dean Hudnut has already mentioned) in the education of .. .
the brain, of the iatelleet. We have rheteric, and ve have
ean educate a person to so-called litersey. But ve have very
fev means by vhich ve can educate the other part of the human
belng: I am referring to the educatien of the feeliags, sbeut
only do we have illiteracy as 1t is commonly understood, but
that ve also heve emgtional illiteracy which must be eliminated
7o WD VORM. . .. pis mmising. Yo 40 Dob vut oul Aradls

" - Just as I believe that the iategration of intel-
lectual and emotional abilities should be the basis of general
education, 8o do I believe that the industrial designer's .
education should be based upen Shat. . . . . e sl

If I were %o put it inte other words, I would say
that the capacitiss of the human being (looking at it Lfrem. .,
the biological point of viev) are hia ability to pereeive, Se
have conceptual theughts, to feel, to express himself in dif-
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ferent media, eteetera. Without an education which tries to
bring out of an individual the best in these fields, we cannot
g0 very far. Without it, ve come %o a cleavage of ‘the indi-
vidual's abilities--and, in the extreme and unfortunate in-. .
stances, te neurotic and unbalanced individuals. .. . ...
-~ If 1 may mention our education in the old Baubaus
and, perhaps more particularly, in this couatry, vhere ve . .. ..
learned immensely to the principles and to the basic direction
of the old Bauhaus=-in faect, I never believed that s grova~wp
ve have tried to emphasize sa education which, we felk, our
students coming from either mmm
and universities were lacking. vlar, e

At the beginning, we try to give them.a very
broad and very generous training. We do not cub out,tredi-
tion, begause lmmmmmm
very important part of the possessions of uw
tradition, we can avoid the repetition of mistakes, . Thisis
the vay in vhich a good and healthy tradition has to be under-
stood. Of course, ve alvays have to Fe-examine the tradition
in the light of preseat circumstances, needs and necessities,
in the light of the social and biological requirements of the
humal boings ', ¢ 7oust heling afretd of dlgestive TIGUBESSINTE
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Thus, when ve try to educate our people; we do
not negate tradition. We try to put the studemts into situa-
tions with a great number of possibilities; I would not say
that they are laboratory conditions and that mormal 1ife eon-
ditiens ave imitated, but we do put the students inte situa=
tions vhieh vill allow them the use of their capacities fully
(the capseities about vhich I have slresdy spoken--the integra-
tion of the imtellect and the feelimgs). = oo
bab. ) By putting them, espeeially im their first year,
into situations which allov them to use their capacities

fully, ve give them & basis on vhish they ean then start to
specialize in the different fields of professional or voed~
stomal Swatatmgs. cvd of all; and snis sessadesilyy NN [
st 1) If I were to put into other vords this whole
introduction to the problem vhich I am trying to present, I ?
vould say, in brief, that the prerequisite for s goed training
of an industrisl designer or an architect is the svaseness--

culturally, socially, biologically, and so on--of the gondi~
tion of man, Lo mmedeey Se s SpETNEN
That, of course, is & big task, and there is &
great responsibility upon the educator--to be able in & shert
time %o give so much to the students, or to allev them to
handle so much, without being afraid of digestive troubles.
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The prerequisite that I have outlined is one that
must be considered in an age of gquick technelogical changes
and surprisingly quick varistions of ideas and findings and
inventions, vhich do not allow us to teach with very great
hopes that the circular sav is the only instrument with which
one vill out wood in industry, because electronic squipment
¥ill be the tool with which one will cut it. (The eutting
vill be important, but the tool perhaps will be less impor-
tant.) WS, BOUDRRAS: 1 sm suape ¥ oM. o 1 2l

We have to train peopls to stand up to situa-
tions with their abilities, so that they can solve problems.
The process or the mechanics of designing is actuslly what'
should be taught, first of all; and, only secondarily; the
oBille  grate hems we professicav--and 3 should SlNeke

X should like %o emphasize that point very .:;.‘a-
strongly, because I hope that aftervard Mr. Boudresd will be
sble to state his case in the vay in vhish he did yesterday.
Maybe I am not one hundred percent right when I say that the
cultural aspects of the training are immensely wore important
st the beginning--namely, the pessibility of settimg the
individusl with his full capacities in the present era, the
preseat culture--tham it 1s to teach only skills. If T~
understood you, Mr. Boudresu, you said yesterday that teashers
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should teach only ekills, and should have nothing to de with
the cultural aspects. Leh hi Soes mot foel & epesiall Sh
MR. BOUDREAU; That is not true. You misinter-
preted it. W give the whudents & fvi) yesr of aptitals
the floor, because to me that iy a very important point and
I would be very happy if we could get some coordination and . =
future pPePspeotive =«= - o oo uloo b GLEn Y eves e
. MR, BOUDREAU: I am sure we oa&m. ' “luosall lu
Lot NRe MOROLY-NAGY: T think @e. iio o soasest La
. TNow, let me coms to & detalled explanatien=-
vhich will not be toc long, either-<of our training in this.
try to integrate these two professicns<-asd 1 should Ilke %o
speak sbout that & little later). ~ « = Lo clowiniay u
L Ve devete a full year to's kind of apbitedeciiis,
testing. It is mot aptitude testing in the sense of the:
normal psychoteshnical methods of quick testing of present
abilities, on the basis of which pecple are advised to take
up & certain professicn or to go inte a certain voecation. Om
the coutrary, e try So develop the latent abilities of the
students, 8o that they do not ehoose only the things for '
vhich they have aptitudes and likings. We feel that: the geod.:.
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teacher is the teacher vho is able to bring te the student
the subject matters for vhich he does not feel a speeisl i~

We give the students a full year of aptitude
tests, then. But it 1s self-testing. The student has to find
his likes and his abdilities. If we give him & great amount
of material, a great number mm
that he has talents in fields about vhich he didn't even knew
before; and, at the end of the year, he will find himself in
possession of abilities which will emable him to proceed in
different directlons--to specialize im industrial design or
architecture or advertising art or photography or veaving or
pottery or any other sudject matter. m—m--t
""" Tnen, having brought him to this state of mind _"il:j:{
by glving him an epportunity to werk vith the elementary .
space-time problems, vhich have to be invoked vhen ve ave’”
vide range of experiences upon vhieh his future work ean de=
pend. Liade s fastany and his Leagliaation.

Nainly, ve educate him to find solutions for
problems vhich can be approached at the begianing rather sime
ply--without too mueh book kmowledge, only by his ova abilitles
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snd ingenuity--and ve iucrease the range and seope of this.
type of task move and more, so that finally he arrives at.tbe
solutien of rather complicated problems. .~ . . . oo
After having vorked with color and learned the
elements of eapression in painting (surface treatmeat, divi-
sion of plenes, etoetera), and after o
handle volume in the form of medeling, m—-m%
etcetera, he makes apsse medulaters, &0 Ve.coll.Mhemerengneises
ia space devices--80 that he learns the nature of ‘space and . -
what can be done with 1%, which he can later apply as archi-

tect or display desigmer or stage desigaer or what-mot. And
he makes motion studies (mobiles), using the different simple

mechanical possibilities or more complicated machines--motors--
£or SBOM. .o ns thew literste, and, YISH the othee hamd i uin fm
s Ne give.hin free veinfer MesmAMSiNLs
vithout asking him to do practicsl work. His fantasy, his
erestive imagination, can be exereised to the full in these |
tasks aceording to his own decision. We vara him not to think
in practical teyms first, because the limitations of prectieal
vork vould alse limit his fantasy and his imagination.
After that training, he comes later to the . .
specialized training. Each semester, ve limit his tasks more
snd more, giving him more and more elements with whieh he has
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to work and vhich he has to include im his problem sclution--
until, at the ond, he iz able to do a useful object for mass
production for industry, for the bemefit of the consumer. =

1 think that I would like to stop here, becsuse
that is the first part of the training on vhich I would like
to ask your ecomments. I feel that this typs of training is
good for & housewifs or & dootor or & lavyer or anyone at sll,
because it is a genersl lcosening-up of the capacities and =
tion or specialized professional traiming can be based. '« =
' When, some day, ve grasp the difficulty and the
1t--that, vith one hand, ve are giving the pecple an educa-
tion and making them literate, and, vith the other hand, ':
taking that avay from them by means of advertising and wadic
be able to duild up a healthier education for everyone, and
in all 1ikelihood we will have & wore balanced ‘secnomy and &
wore Daldlced Wotedy: - ¢F hld Vime--uaill reeuntly, &t Wy

If you will allov we, T will stop at this point.
Then, aftervard, ve can take up the specialized training that
ve have for the industrial designer; in ounjunetics with the
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training in arehitecture--and T will be sble to tell you why
ve have united the twe. 11y doe smeunt of Lnevrustien
~ CHATRMAN HUDNUT: One of the striking facts about
your system is the way in vhich making things and deing things
are substituted for precept and instruction. That is one of
the fundamental vays in vhich the Bauhaus tradition breaks
vith the university traditiom. = ' © o0l Tear ol oo

first (ve vere taught facts, philosophies, histories)j &nd =
then scientifie (ve verified seientifiec 1aw by experiments).

But here is & @iscipline vhich from the very start takes the
boy into the workshop with the to6ls and materisls, and his
education is & process of making and doing things.
type of education and sny other Type of education thatiwe "
have in this country--exsept perhaps in the arts, 1ikeé paint-
ing and the drams. A DOy goes %0 a school of art, and he
paints from the very start; he paints nine hours a day, for
three or four years. But if he goes to an archivectural
schocl, the greater part of his time--until recently, at suy
rate--is taken up with instruction and reading and solving
prodlems in caluulatfon, © ') Tilsey Fear, That i BOS e
One of the things that ve have tried to do &% '
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Harvard is to increase very markedly the proportion of deing
and making, and te decrease markedly the amouat of instruction
ve give-—the amount of salkimg. . o ovant oo
~ Mr. Boudreau, de you vant to discuss this problem
MR. BOUDREAU: Yes, I would be glad to. As I
understand 1t, we are discussing only the first year of &
program that may be three or four years leng; is that right?
~ CHAIRMAN HUDNUT: We have limited the range for
the moment. For example, we are not talking sbout the probd-.
Aema of Lndustryi=em ;7. 1nem svepalled gractioal, teolmlesl
Covor - MR.-BOUDREAU: - That's ®ighte .~ ovn om Ghiak,
OHAIRMAN HUDNUT: Or merchandising. .
© MR, BOUDREAU: T @08 &%, ' o0 conanhien
CHAIRMAN HUDNUT: We are not even talking about
the problem of general educationm, such as philosophy and
politics snd history--and, surely, that is also a part of the
designer's education, den't 4&® . . oy s
MR. BOUDREAU: I underetand the field. - = = ...
Mr. Moholy-Nagy makes 1t appear as though Prats
Institute were poles removed from the nev school in Chicage
in regard to the introductory first year: That is not she
fact at all. I say "Amen" to everything thas Mr. Moholy-Nagy
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has said. (I am thinking now of their first-year progrem,
Bot the discussion of gemeral education %o vhich Mr. Moholy-
Hagy devoted most of his time. The part that we want to
dlscuss here reletes, as I understand it, to am education or
a training in a design sehool.) . . oo s
We not only sgree vith Mr. Moholy-Negy one hun~
dred perceat in theory and in philosophy--but the strange
thing 1s that we agree vith him one hundred percent ia prec-
tice. Just because our students, when they graduate, are

that all ve do is to give them so-called practical, techaical
training; that ve do not take any time out to have them think.

SR ~ That is what the public is apt to think--and I
am afraid that that is Mr. Moholy-Negy's erronscus eonception
about WB =we . oy tone =y leg pie oF sy YRRt Sy el
MR. NOHOLY-NAGX: Ne. = . . wr piee
MR. BOUDREAU: They have the impression that,
the first day the students start vorking vith us, they start
vorking on practical werk. Of course, I think that anything
that is done in any art school, 1f it has a right to be there,
is practical--even a problem that takes four menths to make--
in terms of giving them direct experience, because their owan
product in tectile reactions is a practical preblem. You
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can't go out and sell 1t--oxcept to anocther seheol. It has

no practical market value: that is, it hes no direet practical
market value, but 1t certeinly has gredt practical velues, =
all contributing to the development of the student.

All vork in school, then--in any school, I would
say--is practicsl work. Whether 1t has s direct or indivest
economic value is another matter. =~

As far as the content of our first-year progrem
is concerned, it goes through the same things that vere gone
Moholy-Nagy's present school in Chicago. T will say that ocur
content is different, our technique is diffevent--but our
m mm. R wdee W pieesaligagh, § gt
vas never sble to take sides. One of our instructors would
say, "Now, vhen the boy comes into the school, you must give
him a functional design at once. He must make something use-
ful--an inkvell or a shelf. Then, in the process of making
that, he will encounter these idess of harmony and shythm
and use of materials--these abstractioms.® =~

Another man would say, "Noj; we will give him a
disciplined sbstraction. We won't distract him vith the use
of the thing. Ve vill make an abstract pattern in vood or
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metal or vire or glass or paper, and he will be given exers . .
clses in the making of abstract forms which have rhythm and
harmony, and so forth, before he goes into the practical field."

What is your feeling about that? « «/ <o Lo

MR. BOUDREAU: To begin vith, Dean Hudmut, I do
not agree with you or Mr. Moholy-Nagy in your definition of;
or your inferemee from, the word "practieal.” = " .w. or s

~ ' CHATRMAN HUDNUT: I mean “wseful.™  « oo lo-
MR, MOHOLY-FAGY: Couldn't ve use the word o
"utilitarian"? We should be semanticiste nov to some extent.
1f we are making our own argot or jargon or "slangusge,“ we .
tarien.” If you say that everything is prectical, I agree
tarien, then I don’t agree--and T think that you do not mean
that, elther. ‘et La what 1 mesat.,

MR. BOUDREAU: I can prove that you vill agree :
with me and that our terminology is in error at present. Por
example, if you give paper and sciswors to & youngster in
your school, as you do (and I have seen some things that are
quite marvelous: they ean do all sorts of things out of a
two-dimensional piece of paper), I say that all that experi=
ence is practical; it i1s utilitarian. It has no direct




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. 463.2¢

economic value--but it has tremendous indirect economic value,
because you are giving them & concept of manipulation. Am I
right? b g Y- ash gr the seansd sppraash
NAp Wm» vmmmm
field, Mr. Boudresu, you will see that it is ot tee werth-
‘the Jevish Talmudists or the interpreters of the Xoran or the
Pecple who lnterpreted the Roman lav--interpreters whose in-
terpretations were interpreted by othen interpreters who came

m| “a Lié samdelzdve 8 ¥ind s pedew in avder S

wal %MMH&W‘M“

‘because that marvelous tralaing of the brain sould aftervard
be applied to practical tasks. But basically, &s an educa-

tional process, ve alvays thiok that the human being has
sbilities whish (te put it vulgarly) have to be sharpened or
Pefined or vhat-nok. That is what Imesat. ...

_ - Now, to come back te the paper-cuts or vhat-net
that you mentioned: One of the basic exersises in the sshool
is to give the student a two-dimensional sheet--paper, Plexi-
glass, thermoplastics which can be molded by heating, fly-
screes, or anything which has no great siructural value in
its flat state--but which, by manipulation (outting, felding,
bending, twisting, disterting, eteetera), becomes a three-
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dimensional structure. g 4 i Lnammiows vescher,

1 should aov like to ansver Dean Hudnut's ques~
Lion as to vhether the fipst approach or the second approsch
that he mentioned is pight. I believe that an ingeniocus
teacher--a tutor--could do very well with either prosess: I
am sure of that. The educational primciple that ve set up,
bovever, is rather useful today, because our pecple (and every-
© .+ o . A barogue crafteman vho made a lighting fixture,
possibilities of the glass--how it oould be made sparkling,
and so forth and 80 on. Through long training and experi-
mentation, almost every eraftsman had this lmovledge.

‘ Nov, ve have very many new materials (plasties,
aev alloys, eteetera), and ve do not yet kmow--especially in
the industrial age, with machime handling--what these materi-
als can give us and vhat kind of qualities they have. Thus,
if we do not give utilitarisn things which have to be solved
vithin a certain range of necessities or functions, we give
the students an opportunity to try an immense gamut of oppor-
tunities. That is vhat ve would like to achieve, and that is

why ve bave chosen it.
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Hovever, I think that an ingenious teacher;
especially if he has one or tvo students, can do the same Job
within the framevork of the utilitarian task as 1% has often
been applied in the past. o ooUor LLoLn Jwan s war

7 MR. BOUDREAU: Let me sceept your definitiom of =
"gtilitarian"--and of "non-utilitarian,” because that would
be the reverse of the first--and T will tell you that in our
first-year program ve do not have utilitarian problems any
670 Shan you Bavéy | <140 trw lmevisdge of the sockal weerd,
MR, MOHOLY-NAGY: Wr. Boudreau, I know all that.
I think that Pratt Institute is vorking in & marvelods way. =
© 0 1 MR, BOUDREAU: T thought you asked me sbout ‘our
first-year program. Jdessv . bed. We @0 thal; tes B Yhe sadn
SU U MR MOROLY-NAGY: ‘No, Mol ‘Tt'is of ‘se use to
dlscuss detalls of our programs. I could have told a great
aumber of things which T do not Belleve belong before this
assembly. T mevely stated that our belief is that the teach-
er's task is very mueh imbedded in the cultursal and weeial
explanation of the era in which ve live, and that he ls net
only there to teach skills. ‘In faet, He oan teach skills
twvice as valusbly and effectively if he solves the first '
problem=-namely, to give the student sn avareness of his time

and duties and tasks. wid sadlen, asd se Poily, 49O
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Professor Ruge said something yesterday--amd I
vanted to embrace him vhen he said it--about the artist belng
a person vho has & cultural avareness; and that without such
avareness (Professor Rugg did mot express it in just this way),
his vork vould be a kind of exercise in composition or arrange-
ments.

This 1s the meln task of the teacher: t6 imbue
the students vith the substance of the age. 'Tradition sleo
belongs in that, and also the knovledge of the soelsl scens,
and also the knovledge of the esthetic seeme.
" In that connection, I ean state that our suseess
(1f ve have any) is not that ve are employing s certain aps
proach vhich I have deseribed. We do that, téo. But the main
value in our mwwww: '
are artists, or & great number of whom are artists, because
the artist (secording to my ideas and alse, as I understand
1t, aecording to Professor Rugg's ideas) is the seismograph
of the times who knovs what is golag on and who »scords &.

1 am now going to make vhat is perhaps an over-
statement, but I want to do so in order that you may kmew' '
wvhat I mean. I belleve that mo industrial design edusatien '
can be given today by peeple vho do not understand What ab-
stract or non-objective art, and cubism, and sé forth, &re.
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As T say, I am overemphasizing that nov. But 1t
is my firm bellef that, vithout knowing what is golng on
today in the field of art (vhich, subconsciously, actuslly . .
forms the products vhich ve are using--the utilitarian objests),
it is not possidle to teach either architecture or industrial
design. ME, NOUCLY-NHASYE; Yesi 3 am bappy SRat 98 pee

In owr sechool, then, the emphasis is not seo mach
on the wystem vhich I have described--because we are coastant-
1y changing. I vant to coanfess that we do not feel one hundred
percent sure of the things that ve do. We are willing %o,
pemain flexible and fluid, and to make changes vhen ve think
that certsin matters are not working well, /If ve thiak that,
certain exercises are too well iknown to the students, 80 that
those in the mext semester already knovw by heart vhat they
should do, ve leave that out. = . concens, o dEaiag wens
I vish that every educstor vould think sbout it and make &
judgment about it--is that ve are tryiag to employ net ealy
ereative people in the mormal sense (that is, in the sesse of
ingenuity, and sc on), but creative pecple in terms of esthetie
sensibility om the present highest level (as, for example, is
represented here in Nev York by the Museum of Mo@ern Art)..

MR. BOUDREAU: I am glad to heer that, .I.eam,.
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say that we do the same thing at Prett Institute... .y Luws

MR, MOHOLY-NAGY: I Mmow === . . o tom

MR. BOUDREAU: I see no gquarrel, frankly--except
that we do not traia them just in skills. That is & misconn.
SOPBIR.: (v sni you come Crem Francs.

MR, MOHOLY-NAGY: Yes; I am happy that you ===
St ~ MR, BOUDREAU: We probably devote more time to
creative desiga than eny other art school--in terms of per- -
MNP0y .ucpyis. T wae bowa In ihe Tnited States; and M.
say that. =

MR. BOUDREAU:; As & result, our first year comes
out with the same philosophy that you have, There sre mo
so-called practical problems (if you wish to eall them that).
At the comclusion, there is a design cencept, a draving een-
eopt (vhich ve call struotural representation, and vhich has
a desper implication than just & dreving comcept), & selor
concept, & historical concept of the arts, and a materials
concept. In the advanced years, they get other things (but I
guess that is goimg to be discussed later). . ... . . ...

There is ne guarrel betveen us at all, I thinsk
there are lots of ways to go to Rome, I thiak that you are,
going & different vay from the way we are going, .I would say
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that the Chicago schocl goes more slovly thaa we do. We have
the Americen tempo; the Chicago school has the European tempo.
Ve need the thoroughness of the Eurcpean school.
MR. MOEOLY-NAOY: I am very proud of my American
citizenship--and you come from Framce. . ... . . .
CHAIRMAN HUDNUT: I come from another foreiga
OOUIYy W ninsling Shvis-<ke iy complevely lest. TP, e BB
MR. BOUDREAU: That vas an unnecessary remark of
Mr. Moholy-Nagy's. I was born in the United States, and he
knows it--and I come from six gemerations of W
vas very unfair.
NR. MONOLY-NAGY: Well, picket aftervard.
WR. BOUDREAU: I can't even speak Fremeh!
If you and I vent to diseuss things, that's all
right--but ve shouldn't bore this group with personal things
like that. That is very ungentlemanly, sir. =
CHAIRMAN HUDNUT: I come from Nev England--
another foreign country. v LTSN .
MR. BOUDRRAUs So do.I. . - . .. .
CHAIRMAN MUDNUT: We have at Harvard a problem
that neither of you gentlemen has., When a man comes o us, .
he is 21 or 22 or 23 years old, and all of his edusation hes
been selentific in charscter. He has been trained in feats,
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in snalysis. WHis habits of mind are very, very practical.
We have the problem of trying o awaken him to these qualities
of design, of expression;” -~ = <ol Seviniecn, seest Ghegt
"If you take him and suddenly wtop his sclentific
disciplines amd let him go Into these abstrecticns--studies
©f form and relationship, and miking things out of vire and
‘©loth, and handling tools--he is completely lost. If, on the
other hand, you give him a practicsl problem and say "Now we
are going to make something useful,™ he is all for ft at Ghoe.
e is keen to get into his professional vork; he is raring to
build bulldingh, AN FEDECT: Nr. dveplus sers so aften VEa
I he is introduced to the ides of form sAd ex-
pression as incldental to, or developing out of, ¥ls practical
problem, ve find that ve get along vith him much more rapidly
than if ve make him stop a1l his habits of mind snd Wis Vhole
training in order to try to grasp things which %6 hiwm are =
foreign, vith which he is very impatient, with which he =
dossn't vant to bother, and vhich sesm rather ohild1i¥s €6 Wim.
If he is at once given a problem, if ve say to
him "Here 1s & problem of designing a 1fttle building," asa’
he comes across the problem of spatial relations, let us say--
not only spaces that are useful, dut spaces that must be made
to go together into a pattern--he will, 1f We ever gets that =
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ides, get it much more resdily than by the other process.’

- It is different when the Doys are younger=<as
yours are, 1 suppose. They are arcund seventeem;, sren't they?
S o MR. BOUDREAU: Older than ‘that. o ooaar
. CHAIRMAN HUDNUT: Anyway, they haven't been com-
pletely ruined by a college education, as ours have. Those
things just can't be unlearned overnight. . =~ . . ¢
¢ 0 . MR, BOUDREAUs Pifty percent of our students
have already been “ruined,” as you esll 1it, for at lesst two
goardirel of vhich has been wiply soversed. Porbaps, vhah I
. CHAIRMAN HUDNUT: Mr. Qropius says so often that
they ought to start these architects when they are about
five: then you could really get somewhers with them. = =
. Mp. Sskier, do you vant to say womething? & i
. MR, SAKIER; As chairman of the educatica coms '
mittes of the 8.I.D., I would wish to take advantage of ‘Shis
terribly necessary step toward the erystallizing of proposed
sdueation. wen pouple may pus the mphasis an ths dipeps.
I think ve are very fortunate todsy 1iv beginning
at the beginning (which hasn't happened at former conferveaces),
and that ve are 6130 fortunste in having here Professor =~
Moholy-Negy, vho vas the founder of these prineiples. I think
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ides, get it much more readily tham by the other process.'
It is different vhen the Doys &re younger=<as
yours sre, I suppose. They are around seventeen; sren't they?
Cetee o o0 MR, BOUDREAU: © Older than 'that. ' o0 “rolassar
. CHAIRMAN HUDNUT: Anyway, they haven't been com-
pletely ruined by & college education, as ours have. Those
things just can't be unlearned overnight. « .~ . = o7
¢ 0+ .. . MR, BOUDREAUsy Pifty percent of our students
have already been “"ruined,” as you esll 1t, for a4t least two
Poawdi st of vhiokh bas been axply sovered. Ferhaps, whea I
©© CHAIRMAN HUDNUT: Mr. Qropius says so often that
they ought to start these architects when they are about
five: then you could really get somewhere with them. '~ .
. Mp. Sakier, do you vant to say something? . hoo
. MR, SAKIER; As chairmen of the education coms '
mittes of the 8.I.D., I vould wish to take advantage of ‘this '
extraordinary meeting of the minds to make what is reslly a
terribly necessary step toward the erystallizing of proposed
sducation. s pecfle mAY put the mphasie an the dleap-.
I think ve sre very fortunate today in begimfilng
at the beginning (which hasn't happened at former conferesces),
and that ve are also fortunate in having here Professor =
Moholy-Nagy, vho vas the founder of these prineiples. I think
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we will probably all agree that the first steps he has out-
lined are absolutely essential. Now, for the purpese of get-
ting somevhere todey, I should like to direet our discussion
from the begimning (that is, from the steps which Professor
of the emotional sensibilities, of the ability to oreate and
%0 manipulate and to handle) tovard the final question:  How
is the student going to get his firet Job? .. . ..o
. The problem wmight be divided inte three steps, .
the first of which has been amply covered. Perhaps, vhea I -
am through vith these remarks, 1 might aek whether we think
that the first step should be carried further. Perbaps Dean
Hudnut's suggestion of baving the first step a utilitarian
one can be combined vith Professor Moholy-Negy's ides.of that
step as & divertissement, because I really think it is & mat-
ter of the interpley of the developing of a useful ocbject and
the sensation of activity in a free and playful and vanten, .
(Af I may use that verd) menmer--thet is, as & divertissewent.
tissement, some may put it on the utilitarian aspect. But
vhether you stress one side or use both of them, I think we ..
all agree that it is more important to start people on the, ..
ereative road and to let them discover themselves than it is
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tc teach them any speeific ocourses. ~ ~  Coonan aiw
The third step, as I have said, is the one that
is oconcerned vith the question: What is the student's firet
job? And we will leave that to the last. It is the second
step, I think, which is the one with vhieh everyone here has
had some experisnce; and it should be clarified further;, be-
involves the guestion: After a man has shown & certain
adaptability, vhat specific courses would be more or less és-
Sentia) Lo Bl Ucsata>y, ralbsr thas to make Ry sttanpl So
' Pperhaps we will fisd Shat at the beginning of
this second step the type of course that he takes would be
or vhat-not; and that, in the third year, it would begin to
narrov dovn; and thet, in the fourth year, he might poseibdly
look forvard to getting his fiwst fob. ~'= © “ioiTio mammians
' Perhaps, Dean Hudnut, you would care to explore
the first step. If not, we might direct questicne to the .
second step; and then, ultimately, to the third: What is he
going %o do to get his first Job? dofinlte auprlienium. ,
It is the second step, T think, vhieh can have en
immediate application with the various types of educators who

are here today. y have Three shasen oaf ﬂl“‘m;.
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1 know that a yesr age, vhea ve discussed this
educaticnal theme, all of us had & pretiy specific cupriculum
in mind. We then gave a series of talks to vetersus, vhigh
vent on for about five nights--chiefly in the hope of steering
them--and we ended up by finding out that it would be better
not to have any specific ideas on our part. Ihe problem is
so vast and unexplored, and brings in so many elements vhich
ve hadn't considered, that it would be better for the Society
(and T speak for the Seclety) to remsln a source of inferma-
tion and help to teschers, rather than to make any attempt to
tell them what the ourrioulum should be. ... . ...iin vouio
.. I vant to repeat that I, perscnslly (apd alse -
the Scoisty, I am sure), feel that the first step--and this
1is true especially after the talks of the last three days-~-
is & most terrificly importeant one; but that the second stap
is the one that is going to help to shape a specific curricu-
lum and is vhat ve need mOW. . oo oo oo cos sutllae

. CHAIRMAN HUDNUT: I think it is & good thing,
in our discussion of the problem, %0 come dowa to earth in
this way. I should like to give you a definite curpiculum,
vhich I worked ocut tvo years ago (and vhieh, I know, is full
of errors), so that you may discuss 1%. . .« .10 Lo vasie

We proposed te have three phases of educational
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diseipline voven together over & pericd of four years. We
d4id not propose to take courses cut of architecture and
courses out of other subjects and put them together into &
pile and eall that industrisl design. We proposed to have
vere about--and they vere to be experimental and to work
tovard & process of complete hammeny. . o alo
' Ve uleo based our ouvriculum on the assumption
‘that this vould be only & part of the education of ‘the design-
our halls, that at least three years of apprentiseship would
‘the contsct with the practical problems of the profession to
their interests at heart and vould help them. = ol ioo.
With that preface, let me give you our outline
of vhat ve preposed: L olu, 1halr slrssoss mad shenine,
First of all, we proposed a discipline in design
which would be based upon making and doing, as far as possible.
That means shop vork. It means that at the very begianing, '
and over a period of three years, the student would be work-
ing vith materials, making things in & shop, and then reducing
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them to dravings aad to specifications from-the things that
he had made. . . sossiDin, besad Ltpen field ohsspvation
Nev, it isn't prectical to have every kind of

making snd doing im & uaiversity shep. You can't pay for

that many technicians, you can't get that many different kinds

therefore must select certain basic ones, certain materials .

can be done--and which are fundamental te all. We thought

that working vith vood vas perheps the most fundamentsl.

. [However, ve would not stop theve. We would

take the Doy out from time to time into the industpies around

us, and obtain the cooperation of industries, to bring him

into contact--visually, st least--with prosesses like glass

We would also intreduce the prodlem of use in that instruction.
~ Secondly, ve proposed engineering courses. The

basic conceptions of materisls, thelr stresses and strains,

the vork they have to do with mechanisms--all those things =

must be given, However, they are teo be given mot by engimeers,

but by men who have in mind the making of industrial produdte;

80 that the student would net be burdened with a vast amouns

of technical instructioa that the engineer would give him.
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(Thus, the architect has a specisl course, a special disei~ .
pline-~again, so far as possible, based upon field cobservation
rather than upon textbook Work:) = . . oo0 S0 olose

 Our third section would be devoted to the busi-
ness of desiga. The boy would have theoretical end practieal
courses in lndustrial management (how factories are rum, hov
they are organized), in merchandising (how things are sold),
in advertising--in the general business ead of the prefessien
o dosdgn¢: will not bw wounded AL you give A% the yorlis.

Lar-as-PoBsiPle.i i sronl kinde of dinsipiine 4n this fisld
. .In the final year; there would: be & course ia ..
vould be brought into one basket and teught as a part.ef .
and for the market..

Our system would be based upon the prineiple that
all the men ocoming to us would be college gradustes, They
would have had a vide survey of the humanities and the s¢isnces
(physieal and soeial), so that we could build on that basisj
ve vouldn't have to teach those subjects, .0 Lo ol
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Nevertheless, a student would have to take every
year one elective outside of hia professional field (just as
our architects have to). He vould not be allowed to close
his mind to the world, but would have te lift his mose out of
the drafting board once every day to study a course ia fime
arts or philosophy or economics or history or one of the
DERaRAMIOMs. | deaian, 1t wighs Do & better Slseiplidas.’ T as

- Now, thet gives you scmething to oriticise--and
my feelings will met be wounded if you give it. the works.
. MR. BAKIER; You believe that industrial design
should be & post-graduate course? . - . oo ocon 0 e
.~ GHEAIRMAR HUDNUTZ: HNo, I do not, I think there is
(Just as in architecture), Lots of pecple assume, because. wve
are a graduate schocl, that we think all architects should go
through college firet. That is & gounsel of perfestion. It
would be utterly impossible fer every architect to spend that
money and that time, .o o come ook, he sanbted Lo abart

We are not snooty sbout it, .We don't think that
it is & good diseipline for everybedy. We merely say Shat ..
there are men whe can afford it, either through thelir owva re-
sources or through scholarships (and we have a very gemerous
fund of sehelarships), and that there should be that kiand of
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edusation obtainable. = né to. T = sure 1%

For some reason or other, we started cut te do
that kind of job. But it is a misconception o think that
there couldn't be schools of architecture and design, just as
efficient as ours, which would take the bey right from high
school. In fact, I shouldn't be surprised if; in the field
of industrial design, it might be a better discipline. I am"
not sure; I am entively an smateur in that fields '
Shetii 0 S0 MRLCEOSTELIOW: I should like to ansver that.
1 have had some of the students from your school-~and 1t is
amasing hov lacking in the abstract conceptes they are. I had
8 fellow by the name of Llewellyn Jones, who came as a gradu-
var--to take industriasl desigaing. Feeling quite certain of
bis ground and of his knovledge, he demanded advanced stand-
ing--vhich my predecessor gave him, =

After being there & ysar or two, he left sehool .
and went to the Army. When he came back, he wanted to start
from the first year--fully realizing, after he had become
mature, hov 1ittle he was reslly prepared te meet the predlem
of designing from the sbstract peint of wiews . . o

MR. BOUDREAU: Before there is any misunderstand-
ing, may I say that that may be & eriticiem of the studems, .
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rather than of the type of soheol he went to. T am sure it
is, because I know the boy. Mis dissuncion weally oennet
MR. KOSTELLOW: That is the third ome. = °
CHATRMAN HUDNUT: I certainly ven't endorse every
Harvard graduate. I vould be im trouble if T attempted that.
© ' MR, BOUDREAU: Well, ve endorse every graduste -
of Pratt Institute. We don't graduate thém 4f ve don't think
they're ready for the market., [Laughter] We just don't:
that's a plain fact. - If vo taks this as & guliding
© CHATRMAN HUDNUT: Ve have somé dumb bumnies.
e MR, KOSTELLOWY - T am not eriticiging the sechool.
Phis fellow is & very brilliant fellow; he is fully capable
of evaluating what he has gotten. I got to knov him very
vell, ¥His name is Llewellyn Jones. T don't know vhether you
sondudor MM, s Hudoud seld that he finds 10 ALAFLads M
© ORATRMAN HUDNUT: Yes, T @6, . Shen L
MR, MOWULY-NAGY: Very discreet, Dean Hudnut is.
MR. KOSTELLOW: It peally touches upon & basic
concept vhich has been discussed here. =~ 0 wLoane
CHATRNAN FUDNUT: T think Llewellyn Jones had
his undergraduste vork at Dartmouth befors he ocame o us. '
MR. EOSTELLOW: Oh, no, that's not so-<fér the
simple reason that he's a Bostonian. T asked him. I know him
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quite well pow, and T asked him. I'm interested. - .

MR. MOHOLY~NAGY: This diseussion really cannct
be directed against any school and camnot be used to prove
anything, one wvay or the other, about the validity of a
speclalized training. It is just another proof that actually
the profession of the designer is something about vhich we do
0ot knov too mush., It is a merging of things.

In feet, I alvays say that designing is not a
profession; it is an attitude. If ve take this as a guiding
line, then, I feel, ve will find that the architects wvill be

WR. KDSTELLOW: But, Mr. Moholy-Nagy, you are .
getting off the subject, and I want to stay om 1t. The sub~
ject is this: Dean Hudnut said that he finds 1t ALfflowdt in
a school to give the studentsan abstract problem. When it
becomes something practical, he said, then they cam do it. .

Now, that is the crux of the matter. Before
there ever existed amy kind of design, there existed an abd~
stract noticn. The cave man arrived at an abstraction through
his emotions, and nov we are trying to reverse the process:
to arrive at an emotion through an abstraction. I say that ve
are just reversing the process. There must be some direction
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in @ school, right from the very beginning, enabling the =
student to errive at that abstraction, to understand the =
Bature of it. They can do things, but not express an emetion’
WAMMGASEs thet we have re mnits of sessupenent, and we thepes
MR. J. GORDON LIPPINCOTY: Dean Hudmut, is it
permissible for someons outside of education té enter imto
this - d4asussiof®:» ‘roush Lbey are et presiss snd ssnagt be
© ' 'CHAIRMAN WUDNUT: By all means. T think {t's
aDeNt SEMeanwan Lo me, SherTe L@ 82 analogy bebeen Asaubing
.. ¢ MR, LIPPINCOTTS < Well, T am an educator vho de-
generated inte a practicing industrial designer (vhich occa~
sicnally happems)dievs that she abskessh arto, 3 Leught by
My feeling is thoroughly in accord with vhat My,
Moholy-Nagy said--and I think that your curriculum at Narvard
is tops. It seems to me that the difficulty we are all in 1s
a difficulty primarily of termimology. If one 1s wbtudying
chemistry or engineering, there are units of measuvement that
everyone understands. In other words, if you are valking
about veight or volume, it doesn’'t matter whether you are &
Russian or a Frenchman or an American: vhen someone mentiens
mass or ¢.c.'s, that is a definite comeept. = ' 7 naaa
On the other hand, vhen someons vho is an artist--
and who speaks the same lsnguage 8s the person to vhom he is
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talking--mentions such things as texture and mass, you lmme-
diately have a tremendous argument as to just vhat tbe terms
‘mean.: It .eeems:50 Wes: Shen: Shas. the big cbstacle in teaching
design is that ve have uo units of measurement, and ve there-
fore find it very diffioult to discuss the matter, . - ...
I think, hovever, that there are some units of
accurately veighed, they nometheless can be evaluated--and
there, it seems to me, there is an analogy between teaching
teaching medeings. « . ivoilin, I way tary LhAl wy owe saves-
I believe that the abstrech arts, as taught by
Mr. Moholy-Nagy, sre mmmmm i other
sense that the early years of college training should be in
the basies. After all, if a person is studying medioine, he
is hardly expected in his freshmen year to take somecne's
appendix out. Yet, if you expect an industrial designer to
style an automobile in his freshman year, you might say that
by snalogy that is vhet you are asking him to do.
To my vay of thinking, an appreciation of mass
and form and color and spatial relationships on the pars of -
an industrial designer is exestly parallel to an englaser's
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study of physies and chemistry and mathematies. Ia other -
words, 1t 1s learning the basics of his profession as far as
art is coaeerned. I think that perhaps Mr. Moholy-Nagy will
agree with that feeling: \ine & ssridandiser-~that is, be
~ If you earry the parallel t¢ other forms of edu-
eation, I think you will see that it certainly makes seémse
te study the basics of art early. The only problem is that
art is sc intangible, and the basic arts sre s0 intangible,
that maybe it would not hurt to have those basics taught dm -
kindergarten and from there oa wp., = o coobulaly medhiag
‘0 ive o Cwim that connection, I may say that my own seven-
year-old son has far more appresiation of modern design tham
many older pecple. He can go through Gyorgy Kepes's book,
“Language of Visien," and get more out of it than @ college
graduate. That indicates that, as we grov older; Ve are
making progress bsckvard--as far as esthetics are doncerned.
CHAIRMAN KUDNUT: 1 am sure he got more out of
1t than I 4id. 0 pofere chalrwmoen of boards and saplain
MR. LIPPINGOTT; He didan't read 1t) he only
looked at the pictures. at i VAY & boskgrosad ia e
As far as the curriculum is concerned, 1t seems
%o me that an industrial designer needs three facete-<and, 1if
he is weak in any one of the three, he is not a vell-rounded
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individual. So far, you have been talking primarily of the
erts. WNov, he is primarily an artist, and therefore that is
the most lmportant phase. . ... 0 o0 Lonhgenin

- Hovever, he is alse *W&M
has hls finger on the pulse of consumer Laste--and somewhere
ia his scholastic training he should have an apprecisticn of
for mass acceptance. That has not been gone inte very far,
3. Shipk, An. any, eyrrisulum. .35 35, 408 somp, in at all, how-
ever, it should be in the senlor yesr; it is certainly mothing
to give a freshman, . .. .. o w0 4 wewr Mo aeilen
. It seems to me that the other factor is that he
must be vell-grounded in the bumanities. The practielng
industrial designar, if he. prastises gutside & large indus~
trial design office, must meet the client, He must meet top
manegement in top industry. He must talk to men who are .
earning $25,000 or $50,000 er $100,000 & year as company
presidents, he must go befere chairmen of bosrds and explain
things--and therefore, on the whole, he is talking teo vell-
rounded, educated people. That is why a background in the
humanities is essentisl as far as his business contacts sre
concerned--let alone being essential as far as an appresia~
tion of the consumer and soclety is eoncerned. . . ... ... ...
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The next thing he has to be, I am afraid; is a2
diplomat. Every product of mass production is a creaticn of
many, many minds; even such a small product as & bobby-pin
is never the oreation of cne person in an industry. You have
to work vith a sales menager, you have to wvork with a presi-
dent--the thing has to be tooled, it has to be put on the
assembly line--and, all the vay through, there is compromise.
Por that reason particularly, the praeticing industrial de-
signer canmot be & one hundred percent purist.

I know I am treading on very dangercus ground
there, but it seems to me that one can be & very fine artist
and yet one can cooperate with industry and medify one's
esthetiec concepts cecasionally in order to make the preduct
go through to ultimate mass production. wid 4 T aslme

To summerize, 1t would seem %o me that the pro-
gram that Dean Hudnut has mentioned is & very latelligent ome:
s program having no specialization vhatever in the first
year, but laying the groundvork for a vell-balanced, well~
rounded individual, and graduslly tending tovard specializa-
tionm. | THREe . ..

T vas partioularly glad to hear him say that
electives should be taken cutside the regular currieulum. -
Phat makes sense. I think that, sbove all, & persen should
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be well-rounded and open-minded--and ve cannot teke every
Stadent and shove him through the same knothole. There must
be some flexibility in every educational system, to meet the
peculiarities and the individuality of each student. More
pover to that elective system! It seems to me that, by the
time a student gets to be & senior, pretty nearly his entire
course vould be composed of electives, so that he would al-
most be free to wend his way more or less vhere he ghose--
VAOMAS BROBSRe cixw. 3 8 TEn seess ded e dade oF A
MR. BOUDREAU: Mr. Lippincott, may I ask you a
questicn? Would you edd a fourth area in which the indus-
trisl designer should be informed; namely, engimneering? .
MR, LIPPINCOZT: Well, I don't know. My own
treining is in engineering--end, as a result, I would rather
minimize it. I think that the United States is so full of .
engineers that that isn't swfully important as compared with
the other aspects. AR ae e ewa e sagiaeeping.
Do you realigze that the smount that industry is
ascending curve? It is coming to & poiat teday where we are
spending not millicas, but billions, in research--and all
that research is going into the sclence of how we can preduce
more faster. Granted that a good percentage is going inte
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the basics, such as physics and chemistry and electronics,
nevertheless a high percentage is going into more and more
mass productien. ROJTT ) f Genevel Wotore, In starsing
It seems to me that the percentage of research
that 1s golng into esthetics is such & miserable trickle
that the surface of the thing hes hardly beea soratched. If
industry only speat on esthellio research one percent of what
they spend on industrisl research, the face of the United
States would be changed in a fov years and the life of the
country would blossom out in entirely new ways. .. .
- This is entirely off the subjeet--but I feel
that there is an opportunity for iandustry to sponsor indus-
trial design. I think that imdustry should spemsor it. If -
design to their business (I mean a selfish realization of its
importance to their sales), they would undervrite imdustrial .
design in the way in vhich they are undervriting engineering.
It 43 2ot & big amount of money that I em talk-
ing about. It would not take a colossal sum o start & .. -
nueleus of industrial design education, vhere the faculty is
vell-paid and where they have good equipment and where every
student has a scholarship (se that, if he is broke, he ¢an
still study there). As far as industry is concerned, ve are
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talking about peanuts.
MR. MOHOLY-NAGY: Right. . . ... . .=« -
MR. LIPPINCOT®: If General Motors, in starting
& nev research lsboratory and filling it full of draftsmen

(because ninety-nine out of & hundred of them aren't design-

ers), thinks Shat, just by bullding & building and filling it
full of pecple, they can end up with a better-style auto-
mobile, they're cpasy. They can't do it. They can't get
designers by hiriag them avay from other sutomobile manufac-
turers, either. There is only eme place that good desigaers
can come from--and that is from American schools.
MR, MOHOLY-NAGY; Righs. = .
.. MR, BOUDREAU: May I still press my point? Weuld
you sdvise Dean Hudnut of Harvard, and would you advise us st
Pratt Institute, to take out all of our eagineering comtent?
MR, LIPPINCOTT: I think the best gourse--better
ing is an appreciation =-= . . R EE ™
MR. BOUDREAU: That's still an eaginsering sub-
Jeet, brother. Tk e daeigsed ol gued
MR. LIPPINCOTE: No, it isn't an emgineering .
subject at all, Like mathematies, it is a basic that is .. ...
fundamental to bhuman knovledge. worve 1ote weesnse X
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MR. MOHOLY-NAGY: Right. =70 ‘roorinni.

MR. LIPPINCOTT: It is the foundstion of engi-
nsering, but it is also the foundation of chemistry end
astronomy and a lot of other thimgs, = "' ‘00 fa coder o

MR. MONOLY-NAGY: Right.,  ~ . =

MR, LIPPINCOTT: T vouldn't call 1% en engineer-
ing subject af @I, cosing down Lo New York on the aisplone
_ MR, BOUDREAU: Dean Hudnut has physies in'his
undergraduate school. o ocas. hons o mas cue eb oy
© CHAIRMAN HUDNUT: Yes, ve requive that for ad=
dfdeted; v "o 2oL 30me moavy, %00 I wae over in Estsabal
© ' MR, BOUDREAU: Would you want to eliminate ‘a1l
your engineering content, Dean HWudmut? ~ 1 9 o
' 'CHATRMAN HUDNUT: No, not by any means. v

MR. LIPPINCOTP?: They can learn an avful lot of
engineering on fisld trips. T€'s pretty obvicus ‘hov & lathe
works if you stand behind one and put a plece of metal in'it.

‘MR. KOSTELLOW: It's pretty obvious hov & Brush
vorks. You dip it in a palette and you push 1t againet the
canvas. Pretty obvious! Russel Wright here designed & good
many things under lathe spinning. He stood behind a lathe ---

MR. LIPPINCGOTTt I think it is the least important
of all the things ve are bringing up. Maybe it's becauss I
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am an engineer--but I don't think it's very imperstant:

CHAIRMAK HUDNUT: I never have had very much
sugcess vith these exesocutivea. You say, Mr. Lippincott, that
& man has to have an education im the humenities in order to
deal with them. Well, I must be lacking in that: Let me
tell you a little story that will illustrate thats -~ o o

-~ I wvas coming dowvn to New York on the airplane:.

to see vhether I could get $30,000 for some mschine tools and
shop equipment. On the same sirplane, there vas one of my
colleagues (vhom Professor Packard knows) and he said, "I'm
going dovn to get some money, too. I was over in Istanbul
and I noticed that the cracks in the dome of San Sofia are
getting larger--snd I vant to build a scaffold sad go-up and
have & look at Shem. " oivv » feeling of seatisl respushibilisy.
o "My @ed;" I said, “that's going to cost plenty!”
.. "gh, yes;" he said, “a hundred.thousand dellars.”
i ‘It turned out that we vere calling on the same
man. Well, my colleague camo home with & hundred Shousand
dollare. I came homs with nothing. That's esthetics, you ses.

And he did go to San Bofia, and he 414 measure
the cracks, and he reported that they vere cracks=+=periods-
full stop. That's art as she is taught!

Mr. Whitelaw, would you like to say something?
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MR. WHITELAW: At the risk of being brended as
& starry-eyed visionsry, I want to say shat I.think semebody
ought tc make a plea that the education of industrial design-
ers concern itself wvith producing s few more purists. .

I made & tour arcund the country, talking to
industrialists and educators. I came to one of the very big-
gost englneering schoels in the country (it is not too close
to Nev York, se that it doesmn't hit anybody here), and. the
presideat of the university asked me to say something about
the training of industrial designers. I bad enly & very fev
minutes vith him--he was & very buey man--and therefore I.
came %o the basic thing quite gquiekly. .. .. = . g
I sald that I thought that industrial desigaers
should be trained to have a feeling of social respensibdility.
And this great president said, "Oh, hell, I can't be cen~ .
cerned vwith the morsis of my graduates.” Well, there wasa't
very much I could.-do shere. . . . o oG e T

A short time after that, I went to & great
sclence laboratory in New Orleans, and the head of the labora-
tory said that our educational system had reached the point
of specialization te such an extent that we vere produsing. .
intellectusl obstructionists. cpnid mave & Sheod

I den't believe that I vant to go ea any further
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than that. I just vant te say that it seems to me that the
tendeney has been, for so many years now, to produde specisl-
ists in this field or that field or the other field, and that
they don't understend one ancther's language, and that the
réesult is becoming very chaotic.

I simply want to bring out that peint. Maybe
somebody vants to argue £8. o0 o tsools messad
MR, BOUDRBAU: MWr. Chairman-and I don't know
now which one is Chaipman <e- &~ ooraned. domorar, §oam
MR, TAUPMANN; Dean Hadnut is Chafmmanmi = =
© mm. BOUDREAU: May we go on vith a diseussion
of the program vhich Dean Hudnut presented as Lt 1s being
developed at Harvard? T think he asked for our readtions to
1t. Am I pighe? inotanen, wo have & glase weapls in Boeten,
' CHATRMAN HUDNUT: ' Yesj I Pt i ap as sométhing
concrete that we might talk about. ~ = U0 Slusiiian

MR, BOUDREAU; I should 1ike to do that. Thea
ve will get somevhere, I believe. I think that all this
generalization 1s wonderful, but ¥ don't think 1t 18 véry
nigh~gear. . i feeent Mlsldy,. Yeu woulbd giew

1 should like to ask Dean Hudnut this question;

If, in addition to your vood shop, you could have & sheet

metal shop, vrought-iron equipment, a plastic shop, a ceramic
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shop, and a plaster shop (which is quite differemnt)-~if you
could have sll these, with industrial power equipment, and
people qualified to handle them in terms of enlarging the
berizen of students, would you incorporate them into your in-
stitution? THMAE PRI uy veod wbhop is vaery dedi 1
CHAIRMAN HUDNUT: I think not, sir. At ohe time,
I thought they vere esseatlal--and a good many people seemed
to think it vas pecessary to have a great many different
shops~-and that made us feel very discouraged. However, I am
now inelined to think that if we had a good, vell-equipped
shop in some basic technigue, with & couple of really good
men in charge, ve gould go out lato the field for the purpose
of baviag our students acquire knovledge in other areas.
For instance, ve have & glass vorks in Bostea,
and we can go there and persuade the glass people to give our
older men & certain experience with making glass. Something
of the same kind can be done with another firm that is wvorking
in alloys and -eluminwmss D rT; 1 jesl wanted W pot up this
My idea is that you vouldn't try to give the
students the skills in the different fields. You would give
them one skill--whiech is an intellectual growth, an intel-

leotual experience--and then supplement that with this special

knovledge. ; e sRLLLG Lo and ed" 009
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MR. BOUDREAU: Do you have a wood shop at Harvard?
' CHAIRMAN HUDNUT: Yes. = “an fub e
MR. BOUDREAU: Are you after skill therej er:. -
sppreciation of the skill? 00 U0 momoah dmeiaass
' CHAIRMAN HUDNUT: Our wood shop is very Bad. I
don't want to make & poimt of that. ~ .o o LhE e
' WR. BOUDREAU: At Pratt Institute, we have all:’.
these Sther ShOPEs 70 wvel foum Conlgolag o PAPeR, a8 méal
“¢ ©ost .. CHAIRMAR HUDNUT: We don't teach industrial de-
sign, you know. This 1s just & proposed program that I have

sutitned. this, breavas she deveioped tsl:- & daeigosr Tyvwe &
MR, BOUDREAU:  Oh, I thought you had an induss
sPtal dostgh mager:” L0f mulie = 19t of sashiaes, Mes. Reohis
' QCHAIRMAN HUDNUT: No, don't misunderstand me:
ve don't teach it. 0 Jbai Wre. Lelcesetor seps Sue't gRANe

MR. BOUDREAU: Well, then, it's very difficult
to ocriticize 1t constructively--if you don't have it.
CHAIRMAN HUDNUT: I just vanted to put up this
{deal program, to see vhat you thought of i%.
MR. BOUDREAU: I should like to diseuss it==but
I think it's a personal discussion, in terms of wvhether ome
shop is enough. e
We are not pushing for skills in any of our
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shops. We are pushing for a oreative designer's understanding
of the skills of the vorkman and the product he can get be=
cause of the power equipment that is assisting him. For ex-
ample, all our youngeters do spinning--but ve are mot trainiag
spinners. They do spinning of & shallov drav, at most; so
called Devey method (if I may say so)--the pragmatic approach.
That is, ve try to keep mmmm
a8 DMIBLe ) 1Dy o Rave Shows things changed lagie«
 MRS. LEICESTER: I think that Mre. Rohde should
speak of this, because she developed into & designer from a
schoel called the Design Laberatory, vhich existed for s very
short time but wvhich had quite a lot of machines, MNrs. Rohde
used to work on them--as a student, I meam. . o
. MRS. ROHDE: What Nrs. Lelcester says isa't quite
WAL T They sre very baed 40 ahaage. .
MR. BOUDREAU: Den't forget wsl . . s,
MRS. ROHDE: Yes, I first had my treining at.  ;
Pratt Institate--although, in those days, there vasa's .aay= .
thing called industrial design being taught at Pratt. In
spite of that, I am an industrisl designerc. I started oMby
being an educator, aad I dida't like the way education weas.
on here. (I vas tesching so-called art here in the eitye) .-
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Before I go on to develop vhat I want to talk

about, I should like to ask Dean Hudnut & question. You sald
something at the beginning of today's session, Dean Hudnus, .
about education not being as it should be, etcetera; etoetera,

and sbout the fact that ve must meet certain legislative re-
quirements in our colleges, aad certainly in our city school
systems. INALEEAN VDT That 1o precisely VAl '4a Seleé
' Wny eannot people 1ike this group of people (er
any other group) lobby to have those things changed legls-
latively? In the same vay, for instance, our outmoded build-
ing code in Nev York City should be changed--and they are . .
trying to change it. We have certain things in the building
code vhich no longer take care of technological processes.
o UM w5y . 0 T PN Y
of course, they must be changed--and they are being changed.
MRS. ROHDE: Of course. But it takes an avfully
long time, so that it must be started sometime if 1% is ever
to happen. ! Vi b & AGHENE -
CHAIRMAN HUDNUT: As a rule, this is what happens
in architecture: The law, the requirements for practice and
the examinations, are controlled by men who gradusted twenty-
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five years age ~-~ 170 hatrd svblized soday) Le Shas
MRS. RONDE: Thet's pight. '~ - ouir-lonl
'CHAIRMAN HUDNUT: And they still look back upon
their college days and write the lavs to fit the boy who '
groaduated - wAth dhpm,: o coptreul zenedpis anch 24 conSeme
MRS, ROHDE: Yesj wve don't realisze that. =
1 read the examination papers every year, sad I know that they
are asking questions ===~ . . vooous o osgmeshat
can't the arts~-why ean't the designers--have pressure groups,
8002 ¢ el was snilaasd here (the indusirlal sanspeannts.
~ CHAIRMAN HUDNUT; We have pressure groups. = .
‘MR, BOUDREAU: We have them-<but they are the
vrong pressures, unfortunately. . 00 o0 dmalgnee
MRS. ROHDE: I absolutely agree with you. (Well,
that vas a digression for & moment; I wanted to get that ¢ut’

of my system.) he otomr, The aant yeer, Jou hegia 50

I have to take exception to vhat Mrs. Lefeester
said--becsuse I was in the Design Laboratory as & student
all of four weeks, I think, vhen I was offered a job--and I
learned by doing. atory, whw sohosl that M.

I think that the vhole trouble with edusaticn
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(ineluding the programs I have heard outlined Soday) is thas.
there is a lack of correlation betveen the philosophisel
aspects of education and the practical aspects. . Jn our pres-
ent economic system, most pecple have Lo eéarn & livings You
cannot spend one year on abstract concepts such as contem~. -
plating hov many sngels can dance on the point of s needie. -
you can twist & hunk of wire or bend & piece of plexiglasse.
By the educator's thinking out the preblems in somewhat ..
There is no correlation between the business of
design that was mentiomed here (the industrial msnagement,
You go te school the first year and you learn that there are
8o many principles of color, sc many principles of desiga~=
that there is hue, intensity snd value, that there is this 3
and that snd the other thing--and you make beautiful abstrect
pages, one after the other. The next year, you begim to
learn two-dimensionsl--or you begin to learn tvo-dimensicnal
in one class snd three-dimensionsl in another, and there is

no relation between the twe. - ot e Wb et G

In the Design Laboratory, the school that Mrs.
Leicester referred to (which, imeidentally, was patterned
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after the Bauhaus methods--with slight variations to meet the
conditions under which it was run), you would spend part of
your time on a given day in a drafting room, learning the
mechanics of pushing & peacil on paper and the language of
putting your ideas on paper. But you did mot learan, for in-
stange, how to make the symbols for doors, vindovs, end grain
of woed, lap joint versus & mortise-and-tenon joint, and such
abstract problems. (That is the vay in whiech prastically
every other course that I have ever heard of tesches it. Yeu
£111 sheets, and you leiter very besutifully undernsath these
things.) - ey e aAtASy Gsed Slwgaeeld.  TEwNNLY
In the Design Leboratory, you would take & prob-
lem in vood (let us say) to begin with, vhieh is the simplest
as far as having equipment in a school is concerned. I be-
lieve the first problem I ever did vas a cigarette box--and
that vas true of other students, too. You made a lot of . ..
you then went into the shop that same day (or as soon as the
problem vas goliag). In the drafting department, you vere
alveys one problem shead of where you vere in the practical
depariment. (That had to be so, because you had first thought

out that ome preblem.)
Before you even drev your first designs for &
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cigarette box in abstract art, let's call it--abstract design~~
you studied just abstract forms: a feeling for space, for .
shapes, for forms, and 80 on. But all of this wvas being
taught at the same time, and each class had a bearing on one
problem. In other words, you toock one problem and carried it
through in all your classes. You vere not studying Bgyptian
architecture in your history-of-art class, and in some other .
¢lass tracing Oothic rose windovs from museum plates.

There vas a correlated scheme there, which does
not seem to apply in any other school, and it still sllewed
for individual differences in ability and progress. If cme .-
another problem which was slightly more complicated. You
learned a little bit more about vood. You thea began to~-
pat unless you can vork with woed, with metal, vith plaster,
possibly (if the equipment is there) in ceramics<=I happen 0.
be able to vork a wood or metal lathe, any kind of wood-
vorking machinery and seversl kinds of metal machinerys .I.
would not feel that I was & competeat designer, sad I.weuld
not feel that I could go into a factory and talk with dhe .
foremen in & plent, if I myself did not kpov vhat the materisl
would 4o or vhat the machime would do. = o /.’ e wein.

That, hovever, does not mean that I must kmew ..
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everything. I don't think that any human being can know every-
thing sbout every single material and technological process
that exists today. But you must have & knovledge of vhat it
is.

I have students eome from your school--and from
Pratt, too~-with portfolios comtaining besutiful renderings.
There is cne thing that all schools teach, and that is how to
PoRdey ssa ko ohhwep u L00tle BiC lerger)) and Gben theaw was
MR, BOUDREAU: It is required by the profession.

NRS. ROHDE; WNot in my office, Mr. Boudreasu. -
 They do beautiful remderings, besutifal presenta-
tions, You leck at the thing and you say to the spplicant,
"What is this'‘MateddI®® hey did sol Soy be make s profies-
o "™yell, that's glass"s-and that's this; and 00
that's thst. Vol
it be curved in this vay? What radius is thas?™ '© o poooe

~ Then they don't knov. They say, "Oh; this vas

done in 2-D" (meaning tvo-dimensional design). It doesn’s
make sense. But if they remdered it and drafted it, made the
vorking draving and actually made the object; thea 1t would
aever be a draving that was beautiful but couldn't be made: -

MRS. LEICESTER: Hov many maschines vepe there in
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the Design Leberatory® = . . . . Uis o teain gols slelana,

MRS, ROEDE: Very few.,

MRS, LEICESTER: Mr. Sakier and I were connected
vith that,
a vood lathe; there were several band saws and a couple of -
small, and the other & little bit larger); asnd then there vas
various finishing equipment, plus all sorts of hand tools.
seme other things, but we don't try to teach more than weed .
techniques. 1 suppose we should go im === .0 o0 o0 lweooo

... MRS, ROHDE: They did mot try to make us profes-

sionsls. I could go inte & vood shop or metal shop and get. .
8. Jo0)-1I'8 SO yuu al (hlisags hevs mads ony ShRsPvalion

MR. LIPPINCOTT: I think Mrs. Robde has brought
up & very, very interesting peiat: that our comcepts es prac-
ticing designers are changing so fast that, if you try to
give us students vho are keyed down one alley, they are golng
to be obsolete before we even got thems . - = o war,

For example, we no longer have any airbrash
rendering in our office. We feel that renderings are mislead-
ing. We like to go from reugh trecing-paper sketches te fimal
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finished models as rapidly as we can. Vhy train your studeats,
then, to do a lot of faney wenderimg? 0 4o Saey e
CHAIRMAN HUDNUT: We don't do any renderings in
saryies whe wiele shing.
MR. LIPPINCOTT: I think that too much of indus-
trial design education is in that direction. I think 1t is &
very interesting point that Mrs. Rohde has brought up.
MR. BOUDREAU: That is not industrial design
G0UERNIA ¢ YiuT: 5T PTerienes Aguined pans Fear e el
MR, NELSON: T vant to ask Mr. Moholy-Nagy &
question. I think all designers vill agree that doing things
with one's hands is a fairly cbvious and helpful way of lesmn-
ing about materials, and so on. The question I vant to ask
of you, Mr. Moholy-Nagy--and I know it is difficult to enswer
simply--is vhether you at Chicego have made any observation
of the point at which the acquisition of skill ceases to be
of any particular value in design training. Ts it possible
to ansver that? : e kimad S aliees
MR. MOMOLY-NAGY: Yes. It is a reclproeal rela-
tionship. But let me ansver your question in another way,
and then you will see the point. We speak sbout machines,
and so forth and so on. That may be relevant, and may not be.
Bvery high school in this country, as T found out by visiting
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them, has better equipment than we have and better equipmeat
than Harvard has. It is simply prodiglous! What do they.do
vith 1t Nething! rloganised desiga--"stresmiining” ond

2o om) It is the epirit which carries the vhole thing.
Please do not misunderstand the whole method. With machines -
and such things, you can make decorstions=-or you esn make .
VPG LYY SoMBZoTE Yhon va heve englneere? The englaeene .
© I aw sorry, Mrs. Rohde, to pit my twemty or 1.l
experience. But hov can you say, on the basis of your four.

where--wher ve have been doing it sinee 1919 (when the Bauhaus

vas founded)? It is dnly thut we du it.differently da this
eodAbPy. ¢ Govsilon ol senalbiiily, Lhe ovealive appvonek
© I don't vish to be personsl and to spesk about -
our school, because 1t 1s reslly beside the peints. And I.like
‘Dean Hudnut's scheme very mach. I think we can come Very .
quickly to agreement, vith some fev additional cbservations
and additional elarification, and ve will see vhat theme
schomes 1084780 ' =~ Lo Lry B imtegrate Ghem wish Sheees
Within the short pericd of time that vas aé my
dispossl, 1 vas not able to tell you that in our schoel we .
sctuslly have a pretty good direction--that ve weuld like te
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integrate the sclences, the arts and technologies. But that
is 5 slogan, and it doesa't mean anything (Just as someene. .
Spoke yesterday about sloganized design--"streamlining” and

80 en), L8 oF PLEERCRAR) P

- - Just let me speak for a minute about engimeering--
and then I will try Lo ansver your question, Mr. Nelson. Why
4o ve need designers vhen we have engineers? The engineers
desiga? Why do ve have to educate industrial designers when

b L R AT S ————— -
. . It is just at this point that there enters very
¢learly the question of sensibility, the ereative appromch
(the width and breadth of the approach), the social respensi-
bility, the esthetic evareness, and 3¢ on. What Mrs. Rohde
described as the problem of hov meny angels can dance on the
peint of a meedle is very important for scholastic minds.
For us, it is impertant to make the elements clear in the
miods of the studeats and to try to integrete them with three~
dimensional vork, two-dimensicnal work--emgineering tasks
vhich are invelved in changing & flat sheet of something inte
& tbree-dimensicnal structure. Only we do not say Shat it is
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engihesring: Put 1% 19.consens who har Aed greal sxperisnost

We teach mathematics, ve teach physics. We can-
net leave them ocut--starting with algebra and bringing. them
up to ealeulus, or starting with calculus or trigoncmetry or
what-not. We have to have, step by step, an educational pro-
cedure in which the ereative abilities and capacities of
pecple are used. That is the point that should be understoed.

" That is gemeral education. Now, we come to the
industrial design prodlem. When the industrial designer
(or the lawyer or the doctor) works vith his hands, vhatever
he does will be translated into his brain as knovliedge--and
the knovledge, in its turn, will reset on his emotiocmal self--
and & better level will be achieved.

This level vill be cemsciously raised, point by
point, in the educational process. But 1t will not be con-
sciously raised in the studeat: the student achleves it al-
most automatieally, because he loves to sclve problems which
it is possible for him %o solve. = o Gwgee

If T ask a student to solve the problem of &
perfume bottle (whieh was usually the first design problem ian
the design school before cur approach became knowa and vas
adopted), what ean he knov about glass-blowing and about the
possibilities of a great number of techanical processes whioh
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can be mastered only by someone vho has had great experience?

Hovever, if he slovly builds up his knovledge--
tactile semsations, eye sensations, nostril sensations, ear
sensaticns, anything which has to be built up in order to
master a material--then afterwvard, with the help of the ..
specialist, the teacher about whom Mr. Boudresu speaks--and I
to dabble (if I may use that word) === . . e,

MR. BOUDREAU: We don't dabble. Phat's the dif-

Lhes o sintelads of R4S wedtlag OF TepiNgs”"

MR, MOHOLY-NAGY: Oh, you're alvays so goodl We

* ovesagriis e edoesdlsme WS (XAt growp s

MR. BOUDREAU: I agre®. - - . ool hame

MR. MOHOLY-NAOY: And I dabble, tee. =

MR. BOUDREAU: I agree. .

MR. MOHOLY~NAGY: And I love to dabble. That is
vhat made me what I am nov. I vas edusated as a lawyer--
and becsuse I dered to dabble with plasties and weod, and se
on (in which I am me expert at all), I gained & width of
experience. Almost every educator, if he is sincere, tries
to educate people 8o 88 to brimg them to the things vhieh he
himself missed in his life, in his education. I was educated
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et a university, I vas sducated as a so-called academists~
80 I found that I had & right to educate the senses of the
people, btoo === with the wage deling vorksd out 8@
~ MR. BOUDREAU: No one 1s questioning i%. ~
MR, McCONNELL: T should 1ike to hear from Mr.
Lepper, who ccmes from still another sehool. He hasn't told
us sbout Carnegie Tech at all--vhether the experience there
is any different from that of the sehools vhich have Been
discussed. I don't mean to put him om the spot. o -
° ©© ' MR. ROBERT L. LEPPER: I think that perhaps in
our own group ve have & miniature of this meeting 48 regards
the vemarks of half of the pecple who have expressed thems
selves here this aftermoon. I think that is good, ¢60. I =~
have my point of view, and I respeot theive.

I was delighted to hear Mr. Moholy-Nagy's obser-
vations in the last fev minutes about the right to dabble.
I was also interested in Mrs. Rohde's comment about beautiful
rendering. (I sm afraid that our youngsters are vather bad
rendevers.) 1al depigeer ualess Mo NS

Then, too, there was her point about the design
of & plece: Will the radil of the glass or the plastics
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oA

(or vhat-not) work? Can they be made? I wonder whether, im .
the shop of an experienced desigaer, infinite numbers of
designs are not produced, with the bugs being worked out of « .
such designs very slovly and very patiently and with the ad-
vice of meny people outside of the office dtself.: ' wi.l
T egree with Mr. Lippincott's remerk to the
effect that the world is full of engineers. That they produce
bastard engineers under the guise of industrial designing--
as & kind of dilute form of engineering--is, in my own opimion,
VOry VHORg.things Lhxi wers sald bodey, it ssemed o me Whed
I refer constantly to "secross the street” as the
‘Engineering School of Carnegie Institute of Techmology==
engineer” (vhich is & four-year course), or & chemical ea-
gineer (vhich is another ome), or a mechanical engineer, or
an electrical engineer, 1is ridiculous nonsense. =~ | oo
T regret that ve do mot have a course in physics,

and do not reguire it. T belleve it should be in--amd I Shink
it will be. foeart of a0 cadller elessiienal SSage

" Whatever happens, I believe that an industrial
designer will not be an industrial designer unless he has
been caught young in the sensory field. Then, I think, that
he be encoursged (in so far as it can be encouraged or .
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stimulated in the classroom) to interest himself in soeiology,
in any branch or branches of engineering and science, in &
consciousnes: of the world in which he lives, is of the utmost
importance. QLI-TA0Y;  That's right.

Othervise, mothing vill happen to him. ~He will
degenerate into ancther vorkmen in somebody else's shop--
even though he has & B. A. degree from our institutlon: or
yours {as the case may be). ~°  oolag et e e

~ MR. KAUPMANN: Mr. Chairmen, in 1listening to' a
lot of the things that were sald today, 1t seemed to me that
there vas one thought that lay very olose to the surface &ad
never got there. I think that perhaps the nearest it ever
@id get to being expressed vas vhen Nr. Moholy-Nagy talked
about the extremely nnmw Lhat
aohonls. intand o ssll ont So veestienal Srelnisge-if any of

| It certainly has occurred to many people, T'am
sure, that & lot of the bDasic Straining which vas developed in
the Bauhsus, and vhieh has been adopted in msny sechools simce
then, could possibly be part of an earlier educational #tage
than the university itself. -

MR. MOHOLY-NAGY: That's »ight, ~ =~ saiioo
of the tremendous problem of how you are going to train people
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to be complete human beings--hov you are going to train them
te be technicians, salesmen, gentlemen and everything else--
all inside of six years. . .. . cotaniion

. MR, MONOLY-NAGY: That's rpight. . .
) MR, EAUPMANN: Thst is probably much teo big.s .
subject on which to have any real discussion here todsy, How-
ever, it seemed to me that it was worth tryiang to bring it
up from the position in whieh it vas floating just under the
surface, o have it actually said once, and to see vhether
there is anybedy else who feels that way about it. ., ...
oo BR. ARTEMAS PACKARD: May 1 say & vord on that
poiat, Mr. Ghaimmea? I am very grateful to Nr. Ksufmann for
bringing that point up because, ss & compsrative outsider
doesn't intend to sell out to vocational training--if any of
the oldtimers who are responsible for the iastitution have ,
sanything to say about it), I am committed to guiding young
men vho vant to be technical experts in one or another field
at the post-graduste level--in architecture or industrial de-
sigoing. ped 2ar poaslibly B8 awitted from Ohe sdusationnl

1 am impressed with the fact that the profesaiocn

is interested in trying %o bridge the gap between the under-
graduate and higher education and professicnal competence.
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I think I understand perfectly the intentioa there. It is a
sound and necessary ambition, certsinly at this stage in the
development of our industrial civilization, to establish .
standards that will take full adveantage of, and nail home,
the stupendous opportunities we have at ocur dispesal to create
more perfect things out of our eivilization than any civiliza-
tion 'has ‘ever Emewns v.i.- thels brais. Olbewwise, they &re
~  Our young men who come t¢ college are not unaware
of the possibilities of this eivilization. That is one of .
the most striking challenges, to my mind, with vhich the
fronted. These boys wvho come to gollege at the present time
are really exeited about the possibilities of ereating wender-
is we oldsters vho are dumd and unavare, comparatively speak-
ing. o vEple, | rogeiacly heve atedents whe BEes
Purthermore, 1 do not think for ome moment that
the elementary kinds of experience that Mr. Moholy-Nagy has
80 well desoribed can possibly be omitted fram the edusational
program of our young pecple up to the time they come %0 eel-
lege. Of course, that belongs in the elementary and she .

secondary stage. - puch as cuarinesping sad She
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The young men who come Lc college are coming %o
get an adult understanding of the universe in which they live,
at the adult stsge of study. Their interests, esthetic and
othervise, must already have been stimulated to the extent
that they kanov that they vant to be industrial designers or
vant to be architects or vant to do things with their heands
or vant t¢ do things with their brain. Othervise, they are
not prepared to go to college to any purpose. = o0 L o
~~ We are in the position not necessarily of having
to create a new education for them. That would be an out~
the last hundred years to build up an intelligible universal
pecple who already have developed an interest in design of
one sort or another. How are we going to give them the next
SOPY ; ~or st pnal Plagaer oaght e heve?  Thers 48 se LinkG.

- For example, I regularly have studeats vho have
more than ordinary natural ability and ereative oapacity,
vho have the motica that they would like to be industrial de-
signers. (It appliea to other things, Soo: they vant %o go '
intc commergial art, for instance.) Now, asrchitecture has

graduate schools: we have & direction in which to head thuse
pecple. The other professicans, such as engineering and the
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lav and medigine, bave their formulas.

But are ve not being uanecessarily impressed
with the need for & parallel program for people who are going
%o be industrial designers--just as is the case, I fear, in.
‘the realm of planning? There is & tremendous need for well-
curriculum at the undergraduste level that will lead to &
graduate program for professional participation in such fields
actuslly demanding too much of schools and systeme.

. Vhat is the limit of the kind of interest and
understanding that an industrial designer must have--whenm ..
thers isa't anything that he ought not Lo lmow? What is the
lover limit of the understanding that & man who is going e
be a professional planner ought e have? ZThere is no limit. .
1t is so rangy; Lt covers all of the aspects of our eiviliza-
tien. . lant, when 4% sppenpd; Ua Sabe ' 'the

What I am leading up to is the propossl that . .
you limit your ambition somevhat, in your exploration of vhat
should be the professional training for the industrisl design-
er at the higher level, to & demand thatthe sohools and the ..
universities shall set as a sereen to filter out and guide
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superior talent towerds yow. . 0 anoooewnow ay
1 am not at sll convinoced that we need untold
thousands of industrial designers. In fact, we are alarmed
at the extraordinary pressure that has come upon us since the
var for training in architecture, and so forth. There ave = .
thousands of people who vant to be architects; there simply
isn't & need for the number of people vho vant to be archi-
teots nov. That 33 whove Polr Best bos lles, 'J chink; Mathey
~ There dertainly isn't a need for the number of .
sure, ve sould stimulate--if we tub-thumped 1t properly=+ . -
to become industrial designers. T don't think that our
eivilization needs any great swarm of highly-trained special=~
ists at the top. However, I do think that there s some kind
of practicable assistance that can be givens-by the solleges
is interested in estsblishing and maintaining standarde--
to eneourage superior talent, when it appears, to take the
pext step (vhatever it may be) im aceordance with the interest
and the talent of the individual. = iie & o e
If you vant to thread s needle here that will
vork tovards & move adequate filling of the gap between gemeral
education and professional eompetence, I think it is te be
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found, on the one hand, in the direction of emcouraging (by

hook or crook) & more intelligent instruetion in art velues'
at the lover levels (primary and secondary school); and; om
the other hand, in the direction of establishing practicable
contacts vith the eolleges and universities; to see to it that
men of superior capacity do have an outlet--as short a cut
as possible--into amctual prastigse. . . o oo daiklng

- That is where your best bet lies, I think, rather
than in terms of tryisg to establish, all st one fell swoop;
s nev formuls for education &t the higher level-sbecsuse Dean
Hudnut can tell you, I think, that it is an extremsly diffi-
eult thing to fit into the existent mechanisms.

MR, RAYMOND DOWDEN: I should like to say s word
here, especially since the problem of industriml design is =
not & matter of two schools or three schools~<it is a matter
of twe hundred or three hundred or four hundred schools ia
aspect of secondary education has been brought inte this. -

Sinee I did not atteand the other meetings; and *
since ve sre up to our necks in trying to write & progrem at
Cooper Unlen for industrisl design, and since ve are one of
the schools that do not believe that ve have found the sola~
tion for it, and since 1t is such & young prefession; we |
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should like to know what an industrial designer is. Is he -
all thinge to all men? I mean, exactly vhat is he? How can
ve train him? Hov can we write a curriculum for & profession
that can't even define its owvn terms? | o . o0

Ve have what we consider & program that is ell
right for the moment. It may not have physies in 1it, it may
not have some of the other things that you have beea talking
about--but we do follow certain eoncepts that have been dis-
cussed here. Hovever, I don't think that ve have arrived at
any solution, and I dem't think we will arrive at any until
we get to a point where ve can tell industrial design pecple
vhat they are going to bec: ' olariasar w0 ny aRn sebeol,

‘Masybe we can tell that to them now, but I am mot
80 sure ve can. If I were to speak to the industrial design-
ers vho are here today and ask them vhere they had their
education and how they rose to the profession, I would get a
different statement from every man. One is an architest;, .
another is something else, & third is something olse again.
Now, hov can ve train that something else? (You ean probably
train the whole man, as has been said over and over again~=
and T believe in that.) = *' 0 “ooignnioeeall el when bass

Getting down to specific programs, however, it
might be a good idea if the industrial designers~-and they
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have also said over and over again that they have gotten te=-
gether and have & spocific program~-were %o tell us a little
bit about what they are. I mean, what do they do? They ..
build a house, they design a cigarette package or & mateh
package, or they design a carpet am the floor: BExsetly what.
19 %he . profeasiom? . to somebady rlaht eus of an apt sebosld
it, it is rather interesting to come dovn to the end mot
knoving what & desfigmer 18: © w0 Lhiow suw vesld b
. . MR. DOWDEN: The reason I ask that question is
that I have gone through two conferences at the Metropeliten
Huseum, one conference here, tvo conferences at my own seheol,
and several elsevhere, on the same subject--and ve have arrived
BowhdPRicr wald ve ars bere forr that Lo, all Shis Seslaisg
. this moraing, before I cime to this meeting, I
vas in session from eight o'clock until twelve o'closk with
an industrisl designer who tried to tell us what he thought.
Hie specific problem vas glass, you see, and therefore he vas
telling us how to write a curriculum in terms of that preseat
need of his. In the past six years at Cooper Uaion, I have.
had at least two dozen industrial designers--sll of whom have
had specifiec kinds of problems im the fields in which they .
vork--come in and try to tell us what kind of ourriculum ve. .
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should write. : v vhal e vay before the WP,

We want to listea, becsuse we vant to find out.
But if I bave a man come in and spend three days telling me
that ve should tesch such-and-such because his immediste prob-
lem is fancy asirbrushing, and he is involved in vefrigeration
right nov, and he wants somebody right out of an art schoel
vho can work into his- shop immediately and tell him all about
refrigeration; then ve're stuck--and we're terribly stuck.
Jolly well gled you were stusk. - -  Loooone v Lt
MR, SAKIER: That's no problem. ‘We can snewer
ShAb. Vary 00BALYs- t, < & speoific subfedt? We may Soush o2

- MRS. ROHDE: We all seem to be forgetting what

has to fis students (et wbatever level they must quit their
education and wtart earning a living) te be adle to earn &
MBPAAgs i -ttt Tce yasse Crow B0V, oF eN years Tres Bav,

Te go back nov to the questien,vhich sesms to be
anansvered, that vas just posed by the geantleman from Cooper
Union: What is an iandustrial designer? It is not so much a
question of vhat an industrisl designer is, but what an indus~
trial designer should be. What an industrial designer was in
1929, let us say, when the whole comcept first started in Shis
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country, is not the same thing as what he vas before the war,
vhat he vas during the war, and vhat he will be after. Ths
thing keeps changing. nd T have apd only cose (end Chad
‘I don't think, then, that anyone will ever be
able to give you an ansver to the guestion: What is an indus-
trial designer? An industrisl designer is somebody Wwho has
to keep on changing as the vorld in whieh he 1s living, the
world for which he is doing stuff, chamges. = ' = i~
something like that, as a specific subjeot? We may touch on
1t snd may treat the man as & whole men (in the way that has -
subject” and “"You den't teach them hov to do such-and-such--
immediately”--not five years from mov, or ten years from mow,
but immediately! In other vords, the question iss HNow ave
they going to be experts in your shop or in somebody else's
shop? Hov are they going to be experts mowe? = 0
MR. SAKIER: You are meeting the vrong designers.
MR. DOWDEN: Maybe we ape. 0 i
CHAIRNAN HUDNUT: T wonder if you would let Mr.
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Webster have & wvord. He has been very anxious. 57

MR. WEBSTERs I have been listening to these
sessicns for three days, and I have heard only once (and that
vas today) the one word vhich, to my mimd, is at the heart
of industrisl design vork. That is the word "planning.” I
think an industrisl designer is essentially a planner.

I carry my ova definition of it very far. I con-
sider an industrisl designer to be a man vho plans the arti-
ficial enviromment of pecple. That might mean this ashtray, -
vhich is an artificlal item, that is beside me on the chair;
it might mesn this chair; it might mean the whole town that I
live in; it might mean & railroad train that I ride in.

Essentially, hovever, it is & matter of plannings
What ve look for, when we are hiring people in the iadustrial
design field, are people vho have been trained in plamning:
in other vords, creative thimkimg. ~ 0 o0 w0 ogead

All of these other elements that are imvolved
are part of the plamning procedure. In order to do & good
plan, you have to kmov all the various elements and factors
surrounding it when you vork on it. But the crux of this
thing, as far as the schools are concerned, is to turm out -
some planners--and they will find themselves very well fitted
te work into the field of industrial desiga, 7 “wian
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MRS. LEICESTER: May I suggest & practical idea?
Putting aside market snalysis and all the ccnsumer angles; I.
think that the men vho are hired in designers' offices today
fall into perhaps three clssses (because education has not .
equipped eny one man to function completely). -Those three
classes are engineers, architects snd designers. -
. Is it pessible for us Lo agree that edusatiom :l. ..
should be based on some integration of thote three elements;
plus certain market anslysis and over-all plamning and a poiat
of view (vhich is, I thiak, what Mr. Webster means by "plan-
ning")? Po you suppose ve could all agree on some one thing
1ike that? It wonld be niee. oo deston. al anioehe

'~ CHATRNAN HUDNUT: I think that, if the definition
vere sufficiently comprehensible, we could agres on it. '
. MR, EOSTELLOW: I would like to say & vord--

not very much. You know, this diseussion iaterests me a good
desl, because 1 have devoted & good many years of my life o
training people as designers--and recently I have begun to be
interested in industrial design as & specific province of my
efforts.

From vhat you have sald, industrial design as &
profession does not exist. It existe only as a conocept. (Be
far, 1% 18 & concept in which certain perceptual and certain
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vhatever spedific field he might find himself im.

In that respect, Mr. Webster, you are right. I
mean, 1t is planning--but with s prepared concept in that
direction. And estheties (and I will fight for my opinion &t
the drop of a hat--and 1% doesn't have to drop very far, either)
18 not terribly unknmowvn. You see, you can't train a designer
the vay you train a doetor. There is no anatomy of estheties.
thing very specific; the ansver is alvays the same. Just cae
anatomy is sufficient to train the future doctor. But esthet~
les, in spite of the faet that ve all speak about it and that
1t is one of the oldest things that we have inherited, still
 THowever, there is no end of evaluations op éri-
teris of evaluation vhich could be applied if we, as a bedy,
were patient emough and willing to give enough time to 4% to
come to very definite~-not general, but rather speeifics- .
conelusions.

All the machinery and all the equipment and tools
and materials are only good as such--as material with which
this esthetie conocept ultimately takes definite shape and
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expressicn--and inasmuch as a designer does not desigan for
anything specific, there can therefore be no narrov channels
at the begiondag. : -« ‘iv: lan pleass lel we fludel. X
- What the Bauhaus did is of tremendous impertance,
because they started out with a state of the studeat rather
than vith a certain bedy of knovledge; and the research ves .
in pure estheties, rether than in materialism or fumetiomal-
ism, There wasn't much functionalism, vas there? 7.
MR. MOHOLY-NAGY: HNet at W
iy, We just groped fordb. . . oo L Lo

. MR, EOSTELLOV: Fraakly, I vould like to ses &
o ‘ - | sl
5o many vords at s many meebings about design, and seem 50

little come out of ib: certein attributes--harmony and all
that--which simply meen nothing, as far as I am concermed,
ADOUS OBLAGR. .- il -Magy wew wARSS @ AV A wof b "
CHAIRNAN HUDNUZ: Well, I thiak that ve ought e
bring the conference to & close. We eould go on for & leng
time with these problems === . . . . oo
MR. KOSTELLOW: I would like to finish and say
that I would like to see smcther confepence. I wish yew .
vouldn't stop me, Desn Hudnut., I am pelite to you--se. you .
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please be polite to me.
CHAIRMAN HUDNUT: All pight. . . . .
MR, KDSTELLOW: ®hen please let me finish. I am
interested in design as a designer--and you are interested as
an academician. I have spent twenty-three years teaching it,
and a lot of people vho are here have been vith mes they were .
my studeants, and they are my friends, and now they are my
SROABEFB ¢ LusurtTion, 50 AT W wis avu Gosignors oF Ceashedw
“0 . What I would like to see is & real conference om
design, vith certain samples. We cannot write s curriculum
just by maming things. We have to really bring something and
designer to bring to him vhen he comes to shov what he has.
S0 =~ AMk-right; thank yeu. .
thought you had fiaished: = ./ o Lo foan 0 foae ae
 MR. MOHOLY-NAGY: Let me just summavise, becsuse
1 (fortunately or unfortunately) opened up the discussien.. .,
1 have learned a good deal today: that is the ome very posi=
tive result for me. I have learned that ve are very hasy ..
about our terms. I have learned that msny peopls believe in
things vhich are called by different mames, but the basis.er
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‘content of vhich is perhaps the ssme.

. Bvery creative vork 1s to & great extent a sub-
Sonselous process. As the artist vorks or ds the desigher
verks, there is very much of the subconscious process in it.
' The anomaly is that the Industria) designer |
(the term and the function) should bs definsd by the Industri-
aliste--and the industrislists are alvays missing from this
type of discussion, so thet ve vho are Gesighers or teashers
or vhat-not are trying to'set up s stendard.

I vas very much interested in what Mr. Packard
said, and I think thet all his statements vere perfect and
to the point mwwmm
that ve are training too many arvehitects, and that ve ape
training too many industrial desigmers.

T should 1ike to offer this comforting thought:
that nome of us should be vorried if he has been at four or
five conferences without any definite vesult being arrived at.
It is just a groping tovards the profession, vhich is still
sainly en adventure, mainly a kind of gosl (or a concept, as

M. Eostellow puts 1t). Cmaeay s

: It is fortunate enough that the needs vhich the
industrislists tell us sbout can be solved By one oF the =
other. The industrislists, in one case, veuld 1fke to Nave =~
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@ cloak arcund the product vhieh vas completely fiaished by
the emgineer; in the other case, they vould like the designer
to edd something eveative S0 it, And, in the ether case,, the
industrial desigaer deesn't come into touch vith the preducs
tion man, but just with the advertising people. . (You lmow,
makiag something fancy which mever vill be executed--which
is not even a eloak, vhich is just & badly uadersteod Utepis.)
.. ... %nat is sll right, then. Ve are groping for it,
and we are & little bit nearer to it. -
¥r. Vebster was good yesterday, and today W
exceilent, Yes, design is planning. Whether you add to that
definition something MRMW
something else--and there are a great aumber of elemeats
which ean be added te it--Mr. W
... . ..Toat is why I say that designing is nok & prom,
fession, but that it is sn attitude vhich everyome sheuld. .
have; nemely, the sttitude of the plamner--vhether it ls.&
watter of family relationships or labor relatioaships or the
producing of en object of utiliterian character or of free,
art work, or whatever it may be, This is plemning, opgsnizing,
designing, silze we for Anat. A 40 the Mamd
But nov let me come to Mr. Packard's statemeat,,
I believe that in the past (about fiftesn or twenty.years age)
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American industry, as vell as Buropean industry, tried to =
counteract the idea of scientific industrial research--and
today there is no great firm vhich would be vithout sueh &
department. In the same way, sir, I should like to tell you
not to be vorried sbout the number of young men you will be
sending to us--to the two hundred or four hundred schools
will not be one industrial firm which vill not have its owa
dosign GePArtEsNS. ) T 1 % wAWS aeel TSNy sl W aee

© A1l this @iscussion 1s misunderstood to & very
great extent, because the industrial designers--without being
selfish--constantly think about the fellows vho come” to them,
into their offices, for certain purposes. But that is met
the point. The point is that desiga is an integral past of
every utilitarisn object or of our artifieial emviromment or
of our family relationships or what-not. We calinot edusate
people in that sttitude, and that attitude is the important
shing. 40 arr etoels dae Sue wige Seleied

1 come mov, as my last point, to Dean Hudnut's

suggested plan. I think it is exeellent, except for ome
thing. (Please den't chastise me for that. He is the head
of the architectural school of the most venerable institution _
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‘294

scademician, seventy-five percent a scholar--and T am sauey
encugh to say that I am perhaps tventy-five percent & Scholay,
and that seventy-five percent I dave to be an artist or vhat-
not.) _ oi %o go Ambo dotalls, Be=

I think that I vould add to his coneept more
workshops, more doing, without neglecting the possibility of
bringing into the curriculum the soiences and arts, the
liberal arts and the humanities--which we try to do.

What ve do is a very imsufficient work. We are
telescoping three schools into one: ve are telescoping am

engineering school, am art school, and a university or &

liberal arts college. The snomaly is that this almost cemnot
be dome, that it is %ec much, and therefore ve have to make
shortouts in meny places without losing sight of the goal Be=
fore us. That is wvhat we try to acdomplish.
If, some day, the suggestion that Mr. Kaufmann
of education (the elementary schools and the high sehools) -
ve should have a greater consciousness of these requirements--
vere to be realized, then ve ¢ould start on a higher level.
Our vhole approach nov has to be directed tovards

giving the college gredustes the same program that ve give to
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pecple vith Bachelor's degrees do not feel too good, and the
others do not feel too inexperienced in solving these problems.
And that is sctually what we try 80.d0. = v & grest pedele
 However, I do not wish to go into detalls; be-
cause that would bore you. Anyhow, that is not the point of
the thing; wve are trying to arrive at fundamental considera-
tions, and I apologize if I have spoken about the Institute
as such.

I think that Mr. Dowden made the best remark
vhen he said that ve are not one school or two schools or
three schools, but that there must be four hundred sehools.
With all my heart, I hope that these discussions will clarify
the possibilities some day, so that the industrialists or the
people vho have money to support such research (as Mr. Lippia-
cott mentioned) vill awaken. Then ve will not have to fight
for every penny, and Dean Hudnut will not have to go some- :
where for machines and come back without them, and so forth
and so on--but we vill really have funds with vhich %o make
& proper approach for the benefit of the country--for the
benefit of the consumer, of the people.

Thank you.

CHAIRMAN HUDNUT: Thank you very much indeed,

Mr. Moholy-Nagy. And my thanks to all of you for your M
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vith me as an amateur chairman.

MR. EAUPMANN: Ladies and gentlemen, I certainly
vant to thank you all for coming here. It vas a great privi-
lege to listen to you, and I hope you enjoyed the meetings.
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