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Urne eaaai: Les probUmes de la forme (lire partie)
"par Alfred Roth

Nous avons dejä, indique, ä propos de la «Fonctionnalite»
(v. «Werk», No. 6, 1947), que toutes les questions inherentes
ä l'architecture doivent etre examinees sous le signe de leur
unite d'ensemble, et il en va de meme des problemes de la
forme.
C'est bien l'epoque elle-meme qui, toujours, cree le style,
et une reflexion sur ce dernier n'est aujourd'hui necessaire,
indispensable meme, que parce que notre temps n'a pas
encore ete capable de surmonter les contradictions qui lui
sont propres (p. ex. l'exces d'individualisme d'une part et,
de l'autre, la preponderance de tout ce qui est valeurs de
masses). Adolf Loos (1870-1936) dit: «L'art doit ne plaire
ä personne, et l'architecture ä tout le monde.» C'est bien
la le probleme qui se pose aussi, actuellement, aux
architectes modernes d'Angleterre, pays oü la recherche d'une
architecture, egalement dans sa forme, ä la fois actuelle et
nationale, compense un certain retard des idees «avancees»
par l'admirable collaboration de tous: autorites, sociolo-
gues, politiciens et artistes. - Que «l'epoque cree le style»
ne doit cependant pas faire oublier le röle essentiel de la
personnalite: les grands individus sont en effet, pour ainsi dire,
les revelateurs de l'esprit de leur temps, comme le montre si
bien, dans l'architecture contemporaine, l'exemple d'un Fr.
L. Wright ou d'un Le Corbusier. Simplement, en architecture,

l'aspect objectif des problemes ä rösoudre l'emporte
forcement sur l'aspect subjectif, meme au point de vue de
la forme. Plus que tout autre artiste, le grand architecte
doit etre ouvert ä toutes les manifestations de son temps.
C'est seulement en ce sens complexe que le mot de l'architecte

americain Sullivan (1856-1924) doit etre entendu,
selon lequel «la forme resulte du but». II n'y a pas lä de
deduction unilateralement logique: le but est la condition
de la forme, il n'en est point la premisse, d'oü la realite
formelle n'aurait plus qu'ä sortir automatiquement. En
realite, la forme et le but (ou la fonetion) ont chacun une
nature double, tout ensemble rationnelle et affective, et
entretiennent entre eux des relations reeiproques que la
seule raison raisonnante ne saurait döfinir ä l'aide de ses
categories simplificatrices, mais qu'il s'agit d'apprehender ä
la fois par l'intelligence et par le sentiment, comme de
traduire par le choix, toujours difficile, toujours incertain, des
materiaux et de la construction adaptes au but poursuivi.
Sullivan lui-meme n'a pas laisse d'insister sur la necessite
de traiter tout probleme construetif (et donc aussi le
probleme de la forme), non point du dehors mais de l'interieur.
Recherche, donc, intuitive, et qui est le seul moyen d'a-
boutir ä cette unite organique (egalement formelle) qui
constitue la veritable realite architecturale. - Au reste
l'activite la plus rationnelle que nous connaissions, la
technique, montre que les problemes formeis qui lui sont lies
ne se posent pas ä un point de vue rationnel pur. Sans
doute, les progres de la science expliquent en partie que les
formes des objets techniques, des machines p. ex., aient
elles-memes evolue, gagne en beaute fonctionnelle; mais
c'est aussi parce que les auteurs de ces formes, tout comme
on doit l'attendre des architectes, ont de plus en plus cons-
ciemment percu les exigences de leur temps. Et d'ailleurs,
la technique n'est pas sans subir certaines influences de la
mode qui indiquent que les problemes de la forme impli-
quent toujours une liberte de l'esprit createur, qu'il s'agit
aujourd'hui d'orienter vers une apprehension progressivement

plus complete de l'unite fondamentale inherente ä
toutes les realites de notre epoque.

Rodin et Maillol 329

par Curt Schweicher

Bien que Rodin soit ne en 1840 et Maillol en 1861, leur
ceuvre ä chacun est expression d'une meme epoque, qui
trouve en eux comme ses deux pöles: R. donnant existence
plastique ä une conception d'abord «litteraire», ä la pensee,
M. partant, au contraire, de la matiere meme. - Comme on
a parle de «poesie pure», on peut, ä propos de M., parier de

«sculpture pure», oü l'essentiel est le «sentiment plastique
du corps». Sentiment speeifique, pourtant fort rare en sculpture,

et qui fait evoquer, devant M., les tout premiers
maitres classiques de la plastique ancienne, ou telles ceuvres
de Tanagra. Ce meme sentiment explique sans doute
l'importance du torse chez M. (alors que, chez R., le torse n'a
rien d'essentiel), l'absence de gesticulation, cela meme que
l'on peut appeler le caractere de «nature morte» de ses
figures, qui en effet existent, et avec quelle intensite, mais
n'«agissent» pas, incarnant pour ainsi dire la loi de l'action
encliain&e, pour reprendre le nom donne par M. lui-meme
k l'une de ses creations. - L'«action dechainee», teile pourrait

etre au contraire la definition de 1'oeuvre de R., oü tout
est dynamisme, oü les figures, presque jamais, ne reposent
en elles-memes, mais sont geste ou appel du «goupe», exi-
gence, aussi, de la collaboration de la lumiere. C'est que si,
pour M., tout est essentiellement volume, pour R. la sculpture

est, en puissance, relief, comme le prouve si bien
l'ceuvre ä laquelle il a le plus longtemps et le plus passione-
ment travaille, cette Porte de l'Enfer qui n'evoque pas
seulement Hugo, mais Michel-Ange, et oü il a fait comme la
somme de toute sa creation. - Certains ont voulu voir en
Rodin un «impressionniste», un peintre fourvoye dans la
sculpture. La verite, c'est que leur sculpture ä l'un et ä
l'autre est egalement sculpture, celle de R. Energie modelee,
celle de M. volume centre en lui-meme.

Souvenirs sur Charles Maliray 337

par Franeois Stahly

Ne ä Orleans en 1887, mort en mai 1940, C. M. n'aura cesse
d'etre ä peu pres meconnu que pendant les toutes dernieres
annees de sa vie, en depit de l'estime oü le tenaient un
Maillol et un Despiau. Fait pour la sculpture monumentale,
il ne recut guere de commandes adaptees ä son genie, cela
en grande partie en raison du scandale, suivi d'un proces,
provoque aupres du grand public par son monument aux
morts de la ville d'Orleans. - Nous avons eu au moins le
privilege de connaitre le maitre excellent que fut C. M. ä
l'academie Ranson, oü l'avait fait nommer Maillol. Ennemi
jure de l'academisme des «Beaux-Arts», M. etait passione-
ment hostile ä toute etude de l'anatomie. La connaissance
du squelette, revelateur des lois de la statique et de la
mecanique, etait pour lui l'essentiel. Rien de moins scolastique,
de plus etranger aux «regles» que son enseignement, qui
tendait, avant tout, ä degager la vision personnelle de
chacun. Tendance qui n'etait pas sans favoriser, chez
certains, l'attirance pour l'art abstrait, envers lequel M. te-
moignait d'une grande comprehension. - Dans son modeste
atelier de la route d'Orleans, il crea ses bronzes d'un format
reduit (mais en realite coneus pour des dimensions
monumentales), qui enrichissent aujourd'hui le Petit Palais et
montrent si bien qu'on eut tort de le tenir longtemps pour
un epigone de Rodin.

Ewald Matare 341

par Albert Schulze, Vellinghausen

E. M., dont on fete cette annee le 60me anniversaire, est
originaire d'Aix-la-Chapelle. Nomme en 1932 (en meme
temps que Paul Klee) ä l'academie de Dusseldorf, il fut des-
titue des 1933. Frappe d'interdit par le regime hitlerien, il
dut de pouvoir continuer ä ceuvrer au soutien ä la fois
courageux et comprehensif de l'Eglise. D'abord influence
par le «modern style», E. M., dont l'oeuvre präsente une
complexite d'une incroyable richesse, connut bientöt une
longue periode cubiste, dont les creations plastiques ne sont
pas sans faire songer, en moins froid, ä l'ceuvre de Bran-
cousi. Puis ce fut la periode des «fötiches», qui n'est pas
sans paralleles avec Picasso; art «magique», mais d'une
magie apres la chute, apres le fruit cueilli ä l'arbre de la
science. E. M., dont le livre'de predilection est le «Divan
oriental-occidental» de Goethe, a beaucoup emprunte ä
l'Orient, ä l'Extreme-Orient, et cependant il est essentiellement

europeen, occidental. La foi qui est sienne permet de
rapprocher sa recherche et sa creation de l'oeuvre, en im
sens parente, du grand poete Paul Claudel.
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by Alfred Roth

II. The Problem of Form (Part one)

"Werk", No. 6 contained an article entitled "The
functionalism of architecture" wherein it was stated that all
questions that arise out of architecture must be referred to
the unity of the whole. The same applies to the problem of
form, a matter that deserves our special attention seeing
that, internationally speaking, we are faced with certain
reactionary tendencies that are due to an insufficient aware-
ness of the needs of our times. It is indeed the period itself
that, without fail, creates the style, and some meditation
on this theme is necessary today, even indispensable, in
view of the fact that our period has not yet been able to
resolve the contradictions that are inherent in it (excessive
individualism on the one hand, and on the other the
preponderance of everything that goes under mass values).
Adolf Loos (1870 to 1936), who loved to speak truth in
terms of paradox, said: "Art need not please anybody, but
architecture must please everybody". This is just the
problem that faces British architects today, where the attempt
to discover an architecture that is suited to modern needs,
both nationally and formally, makes up for a certain slow-
ness in "advanced" ideas by the admirable collaboration of
all concerned: authorities, sociologists, politicians and
artists. (In Switzerland the Situation is clearer, though some-
what clouded by incertitude and, among other things, by a
fear of form considered in itself.) Though, however, the
period creates the style, we must not forget the part played
by outstanding personalities: the great reveal as it were the
spirit of their times, and in contemporary architecture we
have two examples in F. L. Wright and Le Corbusier. In the
case of architecture it is nevertheless a fact that the
personal vision must give way to objective needs, even where
form is concerned. More than any other artist, the great
architect must act as a medium for the atmosphere of the
age in which he lives. With this complex background in
mind we may rightly interpret the saying of the American
architect, Sullivan: "Form follows function". From this
no logically one-sided deduction is possible, for the end in
view conditions the form and is not just the premise from
which the formal reality Springs as it were automatically.
The truth is that both the form and the purpose (or the
function) have a double aspect - rational and affective, and
here there is an interplay that mere reason with its sim-
plifications cannot define: both intelleet and feeling are at
work here, just as when the architect is faced with the
difficult choice of the materials with which he is to con-
struct. Sullivan himself has insisted on the fact that every
problem of construction (this applies to form too) should
be viewed from the inside and not from the outside. This
again is not a matter of pure reason but requires
imagination and an unbiased approach. This alone can give us
that organic unity (formal as well) which constitutes the
fundamental reality of architecture. Even in that most
rational of all activities, technics, we see that the problems of
form to be resolved cannot be left to reason alone. The pro-
gress of the applied sciences has, without doubt, exercised
an influence on the forms of technical objeets and increased
their beauty, but the ereators of these forms of beauty have
also played their part because, like the architects, they
kept themselves alive to the exigencies of their times. For
that matter, the technical world has its fashions too,
and though such things may be little foibles, they
do go to prove that the problem of form always implies
a certain amount of freedom for the creative spirit. This
must be directed towards an understanding ever more
comprehensive of that fundamental unity which underlies
all creative work in our times.

Rodin and Maillol 329

by Curt Schweicher

Though Rodin was born in 1840 and Maillol in 1861, they
are the expression of the same period and are, as it were,
opposite poles. R. gave plastic expression to a conception

that was primarily literary, thought, whereas M. started
from the very material itself. The expression "pure poetry"
might be transmuted to "pure sculpture" where M. is con-
cerned: the essential is that "plastic sense of the body",
which causes everything to crystallize around the central
point. This is rare enough in sculpture and reminds us of
the very first classical masters, or the works of Tanagra,
and no doubt explains the importance M. attached to the
torso (for R. it was not so important): further there is an
absence of gesticulation which makes some of his figures
look like "still lifes"; and though they abound with life, they
do not move. They incarnate the name M. gave to one
of his own creations, "Action in Chams", whereas in the
case of R. we might speak of unbounded action, everything
is dynamic. R's sculptures are never at rest but gesticulate
or evoke the "group", an exigency that necessitates the
collaboration of light. (The Burghers of Calais, for example:
what is it we remember here if not the hands It amounts
to saying that if everything for M. is volume, for R. it is, at
its most powerful, relief, and of this there could be no better
proof than his "Gate of Hell", the creation to which he
devoted more time and more intensity than any other,
his masterpiece that does not only recall Hugo but Michelangelo.

There are people who wished to see in Rodin an
"impressionist", a painter astray in sculpture, but he is in
fact just as much a born sculptor as M. M's paintings in the
Petit Palais ("The Wave", for example) would suggest that
he of the two could the more easily have become the painter.
The truth is that they are both sculptors: that of R. is
modelled energy, and that of M. is volume centred in itself.

Memories of Charles Maliray 337

by Franpois Stahli

Born Orleans, 1887: died May, 1940. He was little known
except during the later years of his life, in spite of the esteem
in^which he was held by men like Maillol and Despiau. He
was was made for monumental sculpture, but the Orders
given him were hardly up to his genius, and that largely
because of a public scandal, followed by a legal process,
which his memorial to the dead of the town of Orleans
provoked. It was our privilege to know him at the Ranson
academy where he was an excellent teacher, a position he
owed to Maillol. He was a sworn enemy of the academicism
of the "Beaux-Arts", and passionately hostile to the study
of anatomy. The skeleton, that which reveals the static and
mechanical laws - here he saw the essential. His teaching
could not have been less scholastic, more foreign to the
"rules": what mattered was the personal vision of each
Student. This did much to encourage some to develop abstract
art, for which Malfray had much understanding. In his
modest atelier in Orleans, M. created bronzes of a reduced
size (they were really meant to have monumental dimensions)

that are now treasures of the Petit Palais and are a
sufficient proof that those who considered him a mere
Imitator of Rodin were in the wrong.

Ewald Matare 341

by Albert Schulze Veüinghausen

This year is Matare's 60th anniversary. He was born in Aix-
la-Chapelle. In 1932 he was nominated to the Dusseldorf
Academy at the same time as Paul Klee, but he lost this
position in 1933. It was owing to the courageous and
understanding support of the Church that he was able to oontinue
working in spite of the Hitler regime. The "modern style"
was the first influence he came under, but then he passed
through a long period of cubism that reminds us of Bran-
cousi in terms not so cold. The complexity and richness of
his paintings is unbelievable. Then came the period of the
"fetiches" - Picasso passed through a similar period - where
his art is "magical", but a magic after the fall, after the fruit
gathered from the tree of science. His favourite book is
"West-Eastern Divan" by Goethe, and he has taken much
from the Orient, from the Far East: but he nervertheless
remains a European, a westerner. The fact that M. is of the
same faith as Paul Claudel makes it possible to compare
their artistic approach and their works.
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