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To eivilized peoples, home decoretion hes alwsys been vitally im-
portent, It has been an expression of the prevailing economic and social
conditions of a coumtry. The conditions of ocur times es indicoted in
the development of the skyscreper, the tiend toward more casusl clothes,
and new styles in architecture, msie and ert, have been equelly well
expregsed in furniture forms, As economic and social conditions change,
so, inevitebly, do furniture forms change,

The growth of modern furniture design in Amerdcs is compermtively
recent and it 1s still in the process of being developed. The foet that
it is sush a recent development and that the prineiples, influences and
aims ere only now being thoroughly understood end spprecisted has made
this study even more fascinating,

The newness of the movement made it diffienlt %o obtain informetion
except in very sesttored works. The purpose of this thesis is to collect
these scatitered facls and to discuss end anslyze their importonce so that
a more thorough understanding of modern furniture forme can be gained,

I am deeply apprecistive to the following for the loan of material
used in this study: The Widdieomb Furniture Company; The Bsker Furni-
ture Company; Jens Risom Design, Incorporated; Hermen Miller Furniture
Corpany; The Mengel Corpanys Plamner Groups and Jolmson Furniture Compeny.
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THE DEVELOPMENT OF MODERN FURNITURE IN THE UNITED
STATES FROM 1940 TO 1954 TRACED THROUGH THE WORK
OF SEVEN OUTSTANDING DESIGNERS

CHAPTER I

HISTORICAL BACKGROUND
Part I

Although modern furniture was not completely accepted until the period
between 1940 and 1954, its historical development began quietly many years
before this tiue. '

The onset of the Industrial Revolution brought a change in established
furniture forms of that period. The results of this upheaval, though largely
in scientific and engineering fislds, caused a change in the arts. The
machine brought about the possibility of mass production; and as a result,
the pride of craftsmanship was subordinated to the appeal of quantity.

In England, near the middle of the Nineteenth century, a man named
William Morris led his followers, known as the "Pre-Raphaclites,” to the
continent of Burope, in a style known as the Art liouveau. "It was a revival
of the protest against the use of historical forms, and was perhaps nurtured
by the ideals of lorris and his creed....™ The designs were based on the
free flowing curve and the use of an excessive amount of applied ornament.

1sherrill Whitem, Elements Of Interior Design And Decoration (New York,
1951), p. 382.

zm-s p. 386.
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The Art Nouveau was an artificial movement; and though it was the prominent
style at the Paris Exposition in 1900, it did not flourish., It did, however,
help prepare the world for a change.

Almost simultaneously, in Ameriea, Louls Sullivan, architect and philos-
opher, Was attempting to educate the public to the idea that the form of a
structure should follow its function. But to an American publie encased in
Gothic and Victorian dwellings, his doctrine went unheeded. Iis most ardent
pupil, Frank Lloyd Wright, chose to carry Louis Sullivan's ideals forward.
In 1910, Wright went to Holland and Germany, then later to Japan, where his
genius was acclaimed as it had not been in his own country. Wright is now
recognized as one of the pioneer modern architects, and his influence on
modern design has reached manifold proportions in recent years.

It was in Germany that the next important develérment occurred. In 1919,
Walter Gropius organized a school known as the Bauhaus; and in 1926, it
settled at Dessau, Cermarny.

At the Bauhaus, a new synthesis was made evident; abstract Modern
Art, the new industrial design, and the new world architecture were showm
to be inseparable aspects of one nachine-age aesthetie achievement.3
"The object of the Bauhaus was not to propogate a 'style', system, or dogma,
but simply to exert a revitalizing influence on design." This greup of men
intreduced the first models of machine-houses into all prinecipal cities
of Germary.

In May of 1925, the Intermational Exposition of Decorative Arts was held

in Paris, France. The Exposition was the result of inereased European publie

Jsheldon Cheney and Martha Candler Cheney, Art and The Machine (New
York, 1936), p. 38.

4pagar Keufmann, Jr., "The Word On Design," Intericrs, CXII (December,
1952), P 116
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interest in the new style., Traces of the Art Nouveau with its free curves
and applied ornament were still apparent in the exhibits. Twenty nations
were represented; and although the United States did not exhibit, many
inerican inmporters, buyers, manufacturers and designers were in attendance.
The United States had been forced to abstain from placing exhibits beecause

of the ignorance of officialdom and lack of public sympathy for the movement.”
Since the American furniture designers had shown little interest in this
novement, there was actually very little which the United States could
exhibit,

In 1926, the choice exhibits from the Exposition were shown in several
American museuns. Two retall store exhibitions presenting modern home furn-
ishings were held in 1928, when R. H. Macy and Compary exhibited the works
representative of six BEuropean countries. Shortly thereafter, Lord & Taylor
Department Store devoted an entire show to the work of French designers.
Then, various stores over the United States attempted to duplicate these
New York shows. The publie was awakened, and the United States furniture
manufacturers were no longer able to ignore "liodernism." Thus, the American
publie, who had become so accustomed to borrowing ideas from Europeans,
grasped at this latest movement.

In Burope, particularly in Finland, Germany, and the Netherlands, the
best American work had been appreciated and followed up, and as so
often happens, exaggerated; so that the esthetic appreciation of the
machine has been carried across the Atlantic and back again....

The Ameriean furniture market was flooded with "Modernistic" designs

which were nonstrous and which, fortunately, were not generally accepted by

5Whiton, Elements of Interior Design and Decoration, p. 390.
OLewis Munford, Sticks and Stones (New York, 1924), p. 182.
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the Ameriean publie., As is fairly typical of any new movement, the first
designs were extreme; and it was several years before a simple, basic design
was to emerge ol

In July of 1929, The Museum of Modern Art, New York, was begun. Although
the first exhibitions were paintings, by the mid 1930's exhibitions including
modern architecture and modern furniture were being held. The luseun had
exhibitions, publieations, acquisitions and research projects. Its policy of
eirculating the exhibitions did much to help educate the Ameriean public to
modern art in all forms.

Under the sobering influences of the economic depression of 1929, the
modern movement almost died., 4mid the turmeoil and confusion that surrounded
them, the public clung to their homes as a refuge, an escape. They felt secure
among familiar surroundings, and the desire for change was subordinated. The
home was almost the last to be ehanged. Giant skyscrapers, symbols of Ameriea's
efficiency and development of the use of the machine, were springing up in
large eities. Industrial designs were being revamped, for the public was
demanding increased efficiency and a streamlined appearance. lany interior
designers were called upon by industries to re-design their products. Factories
and business offices were being modernized for inereased efficiency of pro-
duetion., Still the general publiec had not fully accepted modern designs for
their homes.

Aside froum Wright's independent career, it was not until 1930 that the
new style made its first actual residential appearance on the favorite

soil of California in the works of Richard Neutra, a pupil of both Wright
and the Bauhaus.®

?Alrred Auerbach, "Modern-<From Where and To Where," Interiors, CXII

(July, 1953), ps 42e.
Sieyric R. fogers, Ameriesn Interior Design (New York, 1947), p. 179.
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However, popular interest in the "House of the Future® at the Century of
Progreas Exposition in 1933-34 in Chicago, caused a revival of interest.
Many comercial furniture producers made attempts to adapt the new mode of
furnishings for the general public.

liodern designs were first accepted by relatively well-te-do clients
who could afford to depart from prevailing customs. The acceptance of
medern design for homes made it necessary to design suitable furniture.

The home was no longer & box with four solid walls, but was a cage or skele-
ton enclosure with opague or transparent walls.? Furniture could no longer
be shoved against a wall. It had to be designed as sculpture was--to be
viewed from all pointa.m Early furniture was largely custom-made, but it
was through this practice that the principles of design became clear and the
methods of construction established., This early period had been one aof
eonfusion and turmoil in which a great number of people had attempted to
design modern furniture. The designs that lasted and continued were those
of designers of experience and integrity such as:

Marcel Breuer, who designed the tubular metal chair in 1925; lies wan

Aivar dalto af Finiand, the nedided plywood chair suppart in 193,11

]

The principles set farth by these early designers included economy of
material and upkeep, convenience, simplieity of line and form, functionalism,
lightness of weight, comfort, and durability. Prominent materials used
inecluded glass, chromium, aluminum, plywood, leather, cork, stainless steel,
plastics, monel metal, brass, and copper.

&9"1'119 Contemporary Domestie Interior," Interiors, CIX (July, 1950),
P -
10m., p. &-

iiniton, Elements of Interior Desigm and Decoration. p. 401-402.
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Two fairs held in 1939, the tremendous New York's World Fair and the Colden
Gate Exhibition in San Franclsco, added prestige to modern design, although
the majority of furniture sold was still that of the "period" styles.



Part II
1940 - 1954

Security was one of the prime factors considered when purchasing

furniture, Americans had consistently borrowed furniture styles from
Europe because of the feeling of security that it gave them, As this young
country grew to maturity and developed its own mode of living, security was
attained through the use of its own furniture styles.

++ods We begin to seek accurate solutions to our own special problems,

letting our own needs, tools and processes determine the forms we give

to the things we make, it is inevitable that authentic style shall

reappear in the world., Ve are clarifying our ambitions and beginning to

see what it is we want to make of our world; we are gaining a sense of

nastery over our tools ﬁd a better understanding of what can be done

guccessfully with them.
"The first half of the Twentieth century enlarged the frontiers of possibility.
The second half is already witnessing our intense cultiwation of the newly
opened territory."> There had been a rapid development and increasing in-
terpretation of architecture, along with interior, furniture, and industrial
design in the modexrn form.

The major or basic factors of modernism are insistence upon function-

alism and increasing emphasis on organisn.u The primary need of the majority
of people is for economical and efficient furniture. Attempts to bring good

modern furniture within the reach of the limited income group had been

124alter Dorwin Teague, Design This Day (lew York, 1940), p. 45.
13ngtyles Are Merging," Iouge Beautiful, XCV (October, 1953), p. 187.

liJanes Ford and Katherine Morrow Ford, Design Of Modern Interiors
(Wew York, 1942), p. 6.

Te
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started by designers and encouraged by museums, educational agencies,
periodicals, housing authorities, and some members of the furniture industry.
However, good modern furniture had not yet reached its potential public
through comuercial production and distribution.™
America's entrance into World War II in 1941, resulted in a temporary

stalemate in furniture design. However, currently available furniture designs
were stripped for action, cleaned to functionalism, develd of distraction,
and had predomirantly straight lines.l6 In 1942, the trend toward more
functional and economieal furniture received a boost by the addition of
Flexi-Unit furniture from the Widdicomb Furniture Company. These units could
be added to or subtracted from at will. This type of sectional or unit
furniture was one of the oubstanding contributions of the Twentieth century
interior. Other aspects of modern furniture available at this time ineluded
the space saving features of "stacking" and built-in furniture, light weight
furniture which was easily moved, and increased durability made

more possible as enrichment emphasis is transferred from constructive

features to the large planes of the structure, and to emphasizing msjor

thrusts and counter-thrusts rather than leg, arm, and back details.l

A report of the Jamuary furniture market in 1943, showed that hardly

any new furniture designs were exhibited, a not too surprising fact since
the nation was deep in an intense war effort. However, buyers reparted a
slowly rising interest in modern furniture, estimating that it was now
approximately thirty per cent of their sales. Traditiomal furniture was
predominate as late as 1946.

Lo1bid., p. 6.
16"Today's Modern Furniture," Interiors, CI (May, 1942), p. 33.

7917ﬁill:lam H. Varnum, Creative Design In Fwrniture (Pearia, 1937),
Pe -
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The 1925 modern had tended to be plush and expensive; and by 1945,
the pendulum had swung to the opposite end of the secale. Furniture lines
had become too sparse and severe. Modern furniture was still rather expensive
although repeated efforts were being made to adapt prices to those that the
average wage earner could afford. Still, designs were being intelligently
thought through and the contributicns attained in such a few years were
remarkable., Such a typieal contribution was exemplified by the designs for
storage units. They were being designed from the inside out, with drawers
scaled to meet the storage needs of the average consumer,

At the end of the war marny designers returned from the armed service or
work in essential industries, and modern furniture design was in full swing.
These men had gained knowledge in their war work which enabled them to make
revolutionary advances in furniture design., Among these men was Charles Eames,
who had designed splints for the armed forces in association with the lolded
Plastics Plywood Division of Evans Products Company. He developed a molded
plastic chair in 1946, as unique as his molded plywood chair had been in 1940,
The plywood chair had been adapted for low cost mass-production by 1946.

Huge housing units were erected after the war to provide for many returning
gervicemen and their families. This brought about a shift in population, and
many families were constantly moving. The need for lightweight, functional
and economical furniture was greater than ever. Since many homes were small,
the scale of furnishings had to be reduced; and one piece of furniture might
be ealled upon to serve diversified purposes, an attribute which could not
usually be fulfilled by older styles of furniture. Designers who had worked
largely in the custom design field in the past were called upon by housing
authorities to give mass~produced housing and furnishings the benefit of

their experiences.
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The International Competition for Low-Cost Furniture Design conducted
by the luseunm of Modern Art was held in 1950. It helped create an incentive
for designers to develop furniture for the majority of consumers, with par-
ticular emphasis upon good design cambined with economy of production.

Another outstanding event oecurred in Jamuary, 1950, when "Good Design®
was established. This series of exhibitions of home fwrnishings was organ-
ized by the Museun of Modern Art, New York, for The Merchandise Mart, Chieago.
lir, Edgar Kaufmann, Jr. was appointed as Director. "An item is eligible
if it can be bought in the U.S.A. market, if it is new in this market since
the previous show, and if it does not attempt to imitate the past."® ror
Hthe first time an art museum and wholesale merchandising center have coe
operated to present the best examples of modern design in home rurnishings._'lg
The object of the movement was to stimulate appreciation and creation of good
designs among manufacturers, designers, and retailers. llew items for "Good
Design" were selected about six weeks before the winter and summer furniture
markets. In the selection of items, eye gppeal was emphasized along with
congideration of function, construction and price.

liougses and furniture wers being produced with the new mode of contemporary
living in mind. This conteuporary living was keynoted by the word "informality".
liany women, especially wives and mothers, who were combining a career with
their homemaking duties, demanded surfaces that were easily cleaned; fabrics
which required little or no upkeep and multi-purpose fwrniture that made
entertaining easy. BEven the trend toward more casual clothes indiecated
the willingness to accept new postures. The modern home with glass areas
which could be opened to make the home and its swroundings seem to be one

18rhe Museum of Modern Art, Good Desimm (Vew York, 1953).

Bbid.



unit, brought the necessity for furniture that could serve equally well
both indoors and outdoors.

The years imnediately following the war brought ancther reaction to
the contemporary trend--a desire for more enriched furniture rather than the
sterile forms which were predominate to this date. "lo lively, rebelliocus
novement in design is free of controversies, sehisms and cleavages."@0 It
may well be that the years during the war with their concentration on the
machine, its maximum efficiency and sterility, resulted in a nation starved
for the beauty of enrichment., "We are beginning to realize that without
human scale and for certain ends, the machine can only defeat itself."<l
This movement was slow in its inception and it has been fought all the way
by some groups, particularly the proponents of the Bauhaus educational
theories and those of Le Corbusier and his "Machine~house". IHowever, the
effect of the rieh and studied simplicity of Oriental interiors was visible
in gome designs as early as 1947. Paul Frankl's custom-designed furniture
reflected Chinese and Japanese art, and T. Il. Robsjohn-Gibbings was combining
the designs of Oceania with his contemporary furniture.

By the middle of the century, the trend to increased ornamentation was
gquite evident.

ses8 good deal of modern furniture, from the Baubaus period to the
present, has been both uncanfortable and inefficient, overlooking the
anatony and piychology of the htm&haings who were to use it in the
precccupation with aesthetic form.
The pendulum, having swung from excessive crnament to forms stripped to the
bare essentials, was beginning to settle at the happy medium. The American

m&uarhﬁh, "lModern-~From Where And To Where,” p. 426.
#nogers, Anerican Interior Desizn, p. 196.

22rhe Detroit Institute Of Arts, in Exhibition For Modern Living
(Detroit, 1949), p. 21.




public was developing a taste for gently flowing curves rather than for forms
of baxy, gecmetric masses. They had discovered a beauty in sculptured
contours.

From 1950 to 1954, pattern and glitter appeared abundantly in furniture.
The patiern was cbtained through inlays, marquetry, and contrasting materials.
"Unlike intrieate marquetry of the past, wood inlay ornamenting today's
furniture has bold, decisive scale,"®> Hence, even ornamentation from past
ages was adapted to its modern application, Interest was inereasing also in
exotic woods which gave a rich textural effect without being detrimental to the
basic design. As was true of Frank Llgyd Wrightt's work, "in the recent
reaction from mechanization there has been an urge toward nature, toward
wood, clay, eartly colors and touch-tempting surfaces."<%

Glitter was & facet of contemporary enrichment, which had been initiated
during the earlier period of development, but which was now Leing handled in
a more pleasing manner.

Every material that glistens or glows is adding sparkle to home furnishings;

Cia peismatic Hugh o€ Seretil, (sh new SPMMGNOCE Db SIELMS |

t

Brass was one of the most prevelant metals used in contemporary interiors.
It first appeared upon modern furnighings in lamps, then hardware and later
in furniture itself. It served as a structural part of furniture and as a
foil for the low-keyed gloss of wood.?C Other materials included stainless
steel, wrought iron, copper, gold, pearl, and metallic dyes and yarns.

23upattern Is Appearing In Modern Purniture,” House Beautiful, XCV
(May, 1953), p. 155.

192‘"‘Edgar Kaufmann, Jr., Qhat Is Modern Interior Degign? (Wew York, 1953),
Pd -

25"&].1’:.1'.91, Glitter, Everywhere," Houge Leautiful, XCV (October, 1953),
Pe 179.

201144, , p. 180.
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It would seen at this time that modern design has reached the "happy
medium" of its existence., Furniture has been revclutionized to provide
for the needs of contemporary living. It runs the gamut from daring to
conservative, yet it expresses the values of this age as based on democracy
and industrialization. "Good design in any pericd is simply: the best its

designers can pl'odnm..‘z?

?Tsagar Kaufuamn, Jr., What is Modern Desigm? (New York, 1950), p. 9.



It has grown increasingly difficult for present generations to realize
the profoundly hostile atmosphers surrounding the early development of the
modern house and its furnishings. The human being, often basically afraid
of change, has let the need for social acceptance rule him., "Physieally,
good design can go far to increase the efficiency of our actions. BSpirit-
wally, it can add much to our enjoyment of things around us. 28

Many of the prominent designers were piloneers in their field, brave
men who intelligently recognized the need for change before the general
publiec did so. These were the men who willingly withstood criticism and
reproach to develop the ideals of honesty of means, simpliecity, elarity,
lightness, and unity in furniture design. One important aspect of modern
designers was their diversified talents. lany of them designed their own
interiors, textiles, and accessories, giving the consumer modern furniture
design in its appropriate setting. Co-operation between the designer and
furniture and textile producers had resulted in color and design coordination
which made it possible for even the average consumer to have the benefit of
professional counseling.,

Since prominent designers were so numerous during the period studied,
it was necessary to limit this study to a comparative few. In so doing, one
of the writer's bases for selection was to attempt to present designers

28¢n Exhibition For Modern Living, p. 5.
1.
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representing a wide range in style, materials of construction, and financial
adaptability. These designers include T. H. Robsjohn-Gibbings, Finn Juhl,
Jens Risom, Paul Kec-obb, Raymond Loewy, Charles Eames and Paul Frankl.

One of the early designers of this group was T. H. Robsjohn-Gibbings,
who had created furniture for the Widdicomb Furniture Company since 1943.
lir, Gibbings carried on a ruthless campaign against copies of traditional
furniture, and was equally bitter about the mechanical functionalism of much
modern design.?9 A statement issued by Mr. Cibbings in 1949, explained
the basis for many of his designs. It was, "a house should be homelike,
protective as a good raincoat and without the adolescent pretensions of
'functionalism?,*30 His furniture tended to be more massive and solid
than that of many modern designers., The form was bold and almost severe,
-relieved only by fluid, rounding lines, and the use of luxurious upholstery
fabrics. It was unaffected, useful, comfortable, and atiractive furniture
with a cool, unfussy lock; and it was well constructed. The combination of
elegance and simplicity was most outstanding.

Barly furniture designed by Robsjohn-Gibbings and produced by the
Widdiconb Furniture Company was customedesigned, and the expense made it
prohibitive for use by the average income group. By 1950, Widdicomb had
produced well-made pieces of contemporary design that were within the reach
of moderate income groups, so that many people could afford what only the
"custon-trade" had previously enjoyed.’l HNany of these designs locked familiar
because they had grown out of the common types of furniture that Americans

294t Hone Anywhere," House And Garden, XCIX (June, 1951), p. 100-161.
0uonly In The U.S.d.,"House And Garden, XOVI (July, 1949), p. 29.

3ljary Roche, "The Ameriean Ideal Of Leveling Up," House Beautiful,
CVIX (May, 1950), p.133.
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had known for years, such as the sawbuck tsble, slat~back chair, spindle
bed, and rocking chair.

On many of his chalrs the supports were rounded and slightly tapered
at the termination, giving them a rhythmic, graceful beauty. Legs were tapered
and splayed outward. The frame of his webbing-strapped chair widened almost
imperceptibly from the top of the back to the front of the seat. The uphols~-
tered pieces, done in foam rubber, were precision tailored in fabrics designed
by lir, Gibbings. He primarily used monotone malerials whose great intereast
lay in the texture and weave.’® They were occasionally contrasted with high-
keyed color in his interior settings. Host of his work was done in walnut
woods, custom-finished with immaculate pclish, in tones of sorrel, sienna,
bisque, saffron, and cordovan.

An outstanding contribution to the art of informal living could be seen
in his huge, overscaled coffee table, with gently curving lines. It met the
need for a large flat surface big enough for ash trays, cigarettes, magazines,
and perhaps trays of food, yet it seldom loocked cluttered because of its
three surface levels. !is revival of the marble top table expressed the de-
light in lwxuriocus materials that were also easy to keep.

Mirs Gibbings firgt introduced the use of brass legs to furniture in
1944.33 They were so sensitively tapered and proportioned that they looked
as if they had been sculptured. The gléam of the metal against the warmth of
walnut added decorative interest.

His most popular invention is the louve drawer which has been imitated
wherever modern furniture is manufactured. Other innovations originated

3RuFurniture Designed by Robsjohn-Gibbings Needs lNo Autograph," House
And Garden, XCVI (October, 1949), p. 150-153.

Ingleaming Metal And Walnut," Widdieomb Furniture Co., (January 5, 1953).
3bvpibliographical Sketeh", Widdicomb Furniture Co., (July, 1953).
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by Robsjohn-Gibbings, include the strap chair, the low standing
lamp, and the glass top cocktail table

The absence of hardware was notable on his early designs. The use of
accessories such as pol bowls from Tahitl and Hawail and masks and spears
from the liarquesas Islands added a distinctiveness to the basic simpli-
city and integrity of the simple fwrniture forms.35
- Finn Juhl, a native Dane, was an architect as well as a modern
furniture designer for Baker Furniture, Incorporated. Distinctive design
of a stable yet delicate and fluid line was notable in his work., Mr.
Juhl's furniture was so sensitive that it appeared to be sculptured, yet
he combined utility with elegance.

In many of his chafrs, Mr. Juhl clearly separated the upholstery
from the supporting wood framework, giving a sense of strength and flowing
lines. In one example the leather-covered seat and back of a delicate
chair secmed to float in air, but were firmly joined to the spare maple
frame,36 The arms were more slender than the supports sinee their use
did not demand such sturdiness. The chair legs were tipped in walnut, a
darker wood, achieving a decorative note similar to that used by Duncan
Phyfe, an early Ameriean furniture designer who employed a metal tipping
rather than wood. Legs were only slightly tapered, the back ones being
slightly splayed. 4&n interesting profile in one group of chair designs
was attained by the use of a diagonal chair stretcher. The stretchers
were tapered at either end and ran from the center of the bottom of the
chair seat to the lower half of the front legs. The chair seats and backs

34piviiographieal Sketch, Widdicomb Furniture Co., (July, 1953).

J5"Biography Of An Idea: Facifica, " House and Garden, CI
(4pril, 1952), p. 15.

64 The Auerican Idea In Furniture, " House And Garden, CI
(January, 1952), p. 48-51.
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were often shaped to fit the contours of the body, making them extremely
confortable. A selection of woods which lir, Juhl used included maple,
walnut, teak, beech, and sycamore., There was little or no use of netals
in his work.

As a sclution for Ameriean storage problems, he had designed chests
to hold any combination of drawer depths to serve the variety of storage
needs. His shelf and cabinet wall units could be secured in any com-
bination. They were attached to the wall by metal strips so that they
appeared to be an architectural unit rather than pieces of furniture.

Finn Juhl carefully studied each detail of his furniture and there
were reasons for each of them., For instance, on one of his beds, the
footboard was gracefully curved to provide a footrest. He had utilized
the drop-leaf in many tables as a space saving feature, so when more
surface area was needed, it was at hand. He developed a cocktail table of
unusual shape, approximately an oblong, so that chairs could easily be
grouped around ite. The profile view of this cocktail table showed a
gently éurved apron, a feature employed in period style furniture which
had not been seen extensively in modern design.

Jens Risom was born in Copenbagen, Demmark, in 1916, He finished
school and business college in Copenhagem, then went to Stockholm to learn
the furniture trade from the bottom up. His next schooling was at the
School for Industrial Design in Copenhagen, where he spent his free time
working in a large manufacturing plant and fine cabinet shops. In 1941,
he opened his own establishment in the United States.

Here he designed and manufactured his own furniture. The following
statement issued by Mr. Risom exemplified his basic design prineciple:
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"What furniture is called upon to do helps determine how it should lock,
The choice of ideal materizls and the inaistence on good construetion are
also the designers job",37 4 most notable feature of the production was
that Jens Risom Design, Incorporated was prepared to make changes in the
dimensions of items in stock to meet individual needs or even to execute
special designs for a particular interior scheme.38 Risom furniture was
available only "through interior decorators, architects doing interior
designs and leading furniture stores .39
A slender, horizontal line was predominate in this furniture design.
Chair legs were slightly tapered with both front and back legs splaysd.
On many of his chairs the back and seat were clearly separated. A dis-
tinctive feature of one chair design of this type was the tle-on seat
and snap-fastened back cushion. The covers zipped off for ease of cleaning.
Pieces of upholstered furniture were done in foam rubber or rubberized hair
which presented comfort without the over-stuffed loock. The cushions wers
loose and reversible. Other chairs accentuated the curved laminated wood
seat and back. Black iron bases added textural interest to some chairs and
stocls.
The hisom tables were especially interesting.

You will find a wide selection of tables, many designed for the smaller

houwes of today, with convenient storage areas, apace-aaving folding tops,

tables doubling for seating, and similar useful ideas....4
Many of his tables were available with stain and cigaretie-proof plastic
tops. 4 tea wagen with a removable top which could double as a tray served
many purpcses. 4 low, round coffee table had a revolving top enabling one

3Tonly In The U.S.A.," p. 35.
33“Risom Furniture", Jens Risonm Design, Incorporated., p. 3.

39Ibid., p. 3.
401pig., p. 16.
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to reach any object., lany of these tables were available in light gray,
yellow, or green Micarte tops in addition to walnut or birch, with an

oll or lacquer finish., In case pleces, both brass and wooden handles were
utilized. This relatively expensive line of furnishings was done in
mahogany, walnut, birch and cak.

Paul McCobb was born in Boston and at the age of thirty six, he was
one of the youngest of leading designers. He intended to be an artist
and attended art colonies at Gloucester and Rockport, lassachusetis.

When he started his first job designing store interiors and displays, he
realized that there were few contemporary pieces of furniture to fit the
displays; so he began designing furniture. In 1953, along with his furni-
ture designing, he was teaching at the Philadelphia Museum School of Art,
During the war he worked in Army camouflage, a job which gave him the
opportunity to study the importance of color which he uses so atiractively
in his interior designs. In 1948, he opened his own studios.

Purity, comfort and proportion were the essence of Paul licCobu's
designs. He had said "design is proportion, so I design things for rcoms,
not vacuums. Form and line are controlled by the obvious need for sim-
pl:l.city“ RO designing, Mr. McCobb studied areas, such as sleep-areas,
play-areas, or work-areas, rather than rooms. He studied multitudes of
floor plans of apartments and small modern homes and scaled his furniture
accordingly. llost pieces were lifted off of the floor to create an illusion
of space, so even small rooms lecok uncrowded.

lcCobb's knowledge of manufacturing processes had helped him eliminate
many bendings and wood-turnings so that furniture could be produced as

inexpensively as possible. He had given much attention to the problems of

4lrplanner Croup", Mumsy Furniture Manufacturing Co.



young people and his furniture was well within the reach of the average
wage earner's income.

Particular emphasis should be given to two groups of McCobb designed
furniture; the Flanner Group and the Predictor Croup. The Plamner Group
was:

.ssa completely correlated case and upholstered group designed for
the needs and desires of those who appreciate the finest in conten-
porary deaig.s and sound construction, but could not afford it
heretofore.
This group offered benches, tables, and bookease units which combine in
many versatile groupings. All of the chests were fitted with rubber
strips which made slipping impossible. If desired, metal leg bases, finished
in black baked emamel or solid rod steel, could easily be attached to the
Planner Group bench tops. Wood units of the Planner Group were manufactured
in Vermont sugared maple combined with Canadian yellow birch. Upholstered
pleces were smartly tailored, many of them in fabrics designed by iir.
MeCobb, and were done in hand picked cotton, rublerized hair and foan
rubber,

For his Predictor Group, licCobb turned to Early American styles for
inspiration., These designs showed honesty, lightness and friendliness
combined with the strength of Shaker furniture. New England hardrock maple
with rounded, tapered dowels was used in this group. The spindle-back
Shaker arm chair was the highlight of this collection. This chair back
had from three to five spindles which were gently tapered with the char-
acteristic licCobb touch. These maple chairs were never bulky, and were
shaped for comfort. 4 breakfront in this collection combined useful

storage with the protection of glass and a tambour section. The usefulness

421b1d.



of a desk was enhanced by drawers which were graduated from paper size to
file size, and three pencil drawers which were hung from the slab top.

The beauty of all Paul HcCobb'!s designs lay in the glistening surfaces
and softly pclished woods or other natural materials, such as wrought iron,
brass, marble, white opaque and clear glass. His use of black paint on
drawer fronts and shelf backs added a sophisticated touch.

His "Accent" collection was glass furniture containingz occassioral
tables, a desk, standing dictionary, magazine rack, dining table, buffet
and server. It was clearly Italian inspired; light-looking and sophisticated.
Clear glass, white glass bonded to wood, black wrought iron and natural
wood supports were used.

By 1953, FPaul MeCobL's current designs included a ceramic group using
cones, circles whose sides were tapered evenly to a point, of varying diameters.
This ceramiec group was "given a pure white mat glaze, subtle, soft, and
aophiaticated' A3 They were used primarily as vases and bowls, and they were
particularly effective when shown against a black background. Their simple,
slender lines added a modern decorative note while they also served as a
useful household objects

naymond Loewy, a Frenchman, was a graduate of the University of Paris.
He achieved prominence as a modern advertising illustrator in Ameriea in
the 1920's. Later, he became famous as an independent industrial designer;
then became head of the largest industrial design firm in the world, with
product designing as a prineciple concern along with packaging and transper-
tation of such products. lir., Loewy had said that "good design keeps the

43vyerchandise Cues," Interdors, CXII (July, 1953, p. 122.
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user happy, the manufacturer 'in the black' and the esthete unoffended" .4

Raymond Loewy's outstanding contribution to modern furniture was his
dramatic use of color as seen in the Prismata collection. The color was
applied to the wood as a stain, not a paint, so that the wood grain with
its textural beauty remained intact.4? The colors included charceal, prism
green, honey haze, and red radiance. Another unique feature was the use
of chrome-plated steel ferules on all legs to prevent scuffing.

The beauty of this furniture lay in the simple, sturdy structure and
the polished wood with its color accents. Bookeases, available with or
without legs, had colorful interiors. A drop-leaf dining table had inter-
esting X-ghaped stretchers. The bed and Hikie, successor to the sofa
which served as a bed or seating unit, had curved headboards with slender
tapered spindles. Leg bases and lounge chairs were made of solid cak.
Cabinets were beautifully proportioned to be succesafully arranged in any
combination of units. Low benches were available with or without foam
rubber pads so they could double as coffee tables.

__— Raymond Loewy Associates designed room furnishings with smaller homes
and apartments in mind, so that storage needs were met effectively, yet
rooms remained efficient, light and airy.

Charles Eames was born in St. Louis in 1907. 1In 1925, he received
a scholarship to study architecture at Washington University; and in 1938,
he had an architectural fellowship at Cranbrock Academy of Art, Bloomfield
Hill, Michigen. While in Michigan he worked in the office of Eliel Saarinen
with Eero Ssarinen. With Eero Saarinen, he won two first prizes in the

44%0nly In The U.S.A., ™ pe 35.
45uprigmata, The Mengel Company, Furniture Division.



Organic Design Competition conducted by the Museum of Modern Art.

During the war he moved to California where he designed splinte for
the armed forces, and he remained there to practice architecture and design
in Los Angeles. An exhibition, New Furniture Designed by Charles Eames,
was held at the Museum of Modern Art in 1946.

The name Charles Eames became synoncmous with the modern chair,
specking of the probable future of modern furniture, the Eames chair
is a significant signpost toward it...not so mueh because of what it
is, but because of the umbimtim of new prineiples that Charles
Eames incorporated in the design.%

Three of these outstanding chair designs were the molded plywood chair,
the molded plastic armchair and the upholstered wire chair.

The molded plywood chair revolutionized chair sitting, by being
designed to fit the body. The molded seats and backs were joined to the
chair frames by rubber mounts that absorbed shock. The frames themselves
were of heavily plated metal or wood. The plywood chair was small, light,
practically indestructible; and it had been developed for low-cost mass-
production. The available finishes included walnut, birch, calico ash,
and oak, plus red or black stained plywood.

The molded plastic armchair was derived from airplane manufacturing
techniques 47 It was a fiberglas reinforced plastic shell "skilfully
molded to form an exceptionally comfortable and virtuslly indestruetible
armchair® 48 This plastic chair absorbed room temperatures. The chair
was available in six integral colors: red, elephant hide grey, lemon
yellow, parchment, griefe, and sea foam green, and two applied colors:

46chairs, Interiors Library - 2, (New York, 1953), p. 22.
4Twjood, Plastic, Wire Chairs and Tables®, Hernan Miller Furniture Co.

4Brpig.



dark blue and neutral grey. Six different bases included a rocker and
swivel desk chair, and they were available in wood and metal.

Charles Eames' newest contribution was the upholstered wire chair,
which offered exceptional comfort at low-cost. The wire shell was shaped
to £it the body contours and was covered by either a one or two-piece
cushion, in fabric or leather. Six bases in wood and metal were used.

Outstanding also were the dining, card, coffee, and incidental tables
in plywood or plastie. Several tables had folding or detachable legs to
eliminate storage difficulties.

———— As early as 1926, Faul Frankl was delivering lectures on the modern
movement and designing his own furniture. His early furniture designs were
based on the skyseraper, an outstanding symbol of Ameriean ingenuity at
that time, These furniture case pieces were extremely tall, the slim
vertiéal line predominant., The angles were decided and sharp; the surfaces,
flat and plain., Cement and lacquer were employed by Frankl; and he also
introduced the use of bleached cork which could be wiped clean, scraped or
pateched. Cork resisted heat, water, grease and candle drippings.

Although the height was extreme and the proportion clumsy, as compared
with his present designs, Frankl was truly an outstanding contributor to
early modern design. His cwrrent designs showed a warm, rich elegance and
a classic simplieity.

By 1947, his custom-designed furniture showed Japanese and Chinese
influence "and he went on to create tables with fret motifs and the lines
of a ktang".49 The lines of his designs were rather sharp and angular which
gave a solid, horizontal feeling.

49npiography Of An Idea: Pacifica," p. 154.
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,  His newest designs showed more use of metal than formerly, with solid
polished brass, leather, and burnished geold plate as the principle hard-
ware materials.

In three distinctive collections of modern furniture for the Johnson
Furniture Company, many Paul Frankl designs were very outstanding. The
unusual console magazine table "is a convenient storage piece for favorite
magazinea, adding so much decorative beauty to the living room, study or
hallway".?0 The top and sides of this magazine table were of bleached cork,
and the sides extended to the floor and formed the supports of the table.

A clover leaf card table with a bleached cork top and beautifully rounded,
tapered wooden legs was another outstanding design., The majority of Frankl's
chalr designs made use of a ribbon or laced design for back interest.

These designs were also seen in table supports and in the headboards and
footboards of beds, In the station wagon group, especially designed for
young Americans, two unique designs were noted. A vanity "poudre" had
cabinet doors that swung open to e swing-up mirrer and toiletry and
perfume racks, A kidney desk doubled as a desk, bedside table or as a
tollet table.

The materials of construction included mahogany, European pearwood,
maple, worny chestnut, and bleached cork. Finishes were palomino, o:-ml
pearl, old briar and ermine, Paul Frankl also has made use of black lacquer
on drawer fronts. |

50 contemporary Designs By Paul Frankl" Johnson Furniture Cempany.



CHAPTER ITI
A COMPARISON AND CONTRAST OF CHAIR DESICGHS BY
SEVEN DESIGNERS

"Bvery truly original ides - every immovation in design, every new
application of materials, every technical invemtion, furniture wise -
seems to have found i%e most importent expressionm in e chair,"™? De-
signers have concentrated their finest efforts on chairs since consumers
seem to be more willing to accept new immovetions in chair designs than
in eny other object for the home, Also, other pieces of furniture tend
to become architectural leaving the chair in a more promimemt light.
"The cheir is unigue emong all objects of furniture in that it substi-
tutes for the action of certain mmscles to hold the body in a position
mmmm._"”

Twelve precepte of modern design devised by Edgar Kaufmerm seem to
heve found speecial attention in chair design, They ere:

3. wwmmmmmwm

2. JModern design should express the spirit of our times.

3. HModern design should benefit by contemporary advences in
the fine arts and pure sciences.

4. Vodern design should teke advantapge of new moterdals and
technicues end develop familier ones.

n“’uge Nelson, "Modern Purmiture”, Interiors, CVITI (July, 1949),
Pe .

POmid., p. 8.
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Modern
making it seem what it is mot,

man,

Hodern design should serve as wide a public as possible
modest needs end limited costs no dul.iq-

ing then requirements of pomp and lumxy,

Representstive chairs from each of the seven selected designers
show the following gemersl cherecteristies: a definite trend to hori-
gontal 1ines, exoept in Peul MoGobb's spindle-back Sheker ermcheir which
is predominamtly vertical in lime; elimination of stretchers except im
the MeCobb and Toewy chairs; the majority of legs tapered and slightly
splayed end shorter then those of most period styles; exposed frames,
except the Bames cheir with the two-pieee cushion which leaves the freme-
work only partially exposed., Selected chelrs ere of mative woods except
for the newest design of Cherles Fames, the upholstered wire chair,

Chaire by Robsjohn-Cibbings (Flate Mo, I), Fimm Juhl (Plate Fo. II),
end Jens Risom (Plate No, ITI) seem especially suitable for comperison

iager Kenfworm, dr., That Is Modern Desiam?, p. 7.
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and contrast of besic design, A1l three designer's cheirs are available
in walmit es well es in other woods, For instence, Robsjohn-Gibbings!
cheir is elso memufectured in mahogamy, Finn Juhl's in maple, end Jens
Risom's in birch,

The entire frome of these chairs sppeers to be one comtimwus line,
s0 ekillfully are the separate members joined, In the Gibbings chair,
ell members are smoothly rounded in contrast with the cheir by Fimm Juhl
where the seat rails are the only perte not rounded in form, and that of
Jens Risem where the seat redls and the front end back supporte are
squared, The side rails of the seat frome om Fimm Juhl's chair run in
a streight line from the fromt to the beck supporte end are not tapered.
The side rails of the seat frame sare rnot fastered directly to the seat
itself, so that the frormt and back rails are necesserily wider because
they support more weight, The front and back seat rails are slightly
raised; the top of them curving from the front supports upwerd to the
wpholstered seat, In the Risom chair the squared side rails of the seat
frome ere slightly tapered and slent dowmwerd from a point begimming
seversl inches in front of the front supports to the back omes, as com-
pered with the rounded side rails of the Gibbings chair seat frame which
begin at the front support and elso slant downwerd from the fromt to the
beck supports.

The veriety of the shepes of the upholstered seats end backs used
by these three designers is most interesting, The upholstered cushion
of the Gibbings ehair is fitted smgly to the fremework and follows the
exact chair lirne, In contrast, om Fimn Juhl's chsir the seat is a sepe-
rate unit from the side reils of the seat frame, and the two upholstered



Flate Fo, I

Designer: J. I, Robsjolm-Gibbings
By courtesy of Widdieomb Furniture Comperny






pleces, the seat and the back, do not meet at the back of the chair. The
upholstered perts are shaped to fit the body contours. The back and seat
upholstery on the Risom chair follow the chair line in the seme menmer
as that used by Robsjolm-Gibbings, but they are separated at the back of
the chair. The upholstered beck runs from the top of the chair down to
the arms and the upholstered seat terminates slightly in front of the
back supports,

The back of the Gibbings chair frame 1s filled with four delicately
tepered spindles, while in the Risom chair there sre no spindles or sup-
ports comnecting the back and the seat upholstered sections. In contrast
with the Gibbings and Risom chalrs, the arms on Fimn Juhl's chair run
back to meet a horizontsl support behind the back upholstery, and from
this support, a single vertical splat runs diagonelly down the back to
meet a cross rail which is just sbove the upholstered sest.

In comparing end eontrasting the back legs, the designs were studied
begiming at the floor, rumming wp the back of the chair, and ending at
the top. On the Risom and Gibbings chalrs the back legs rum in a con-
timous line up to the top of the chafr, The back legs on the Gibbings
chair slant inwerd to the seat frame and then slant slightly backwerd to
the top of the chalr, The back legs of the Risom chair slant imwerd wp
to the erm supports and from there, they slent slightly beckward to the
top of the chair, Thus, these two designers employ the same slant in
the ehair backs, yet the angle of the slanmt gives them an entirely dif-
they run in a continuous line from the botiom of the leg wp to the amm
support,



Flate No. II

Designer: Fimn Juhl
By cowrtesy of Baker Furniture, Incorporated






Plate Fo. III

Designer: Jems Risom
By courtesy of Jens Risom Design, Incorperated
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A stody of the front legs and the arms of these three chairs again
reveals their beeic similarities in design. In all three chairs the
front legs run in a contimmous line up to the arm with the thickest see-
tion of these tepered members at the point of intersection with the seat
roils, In the Risom chair, the fronmt legs ere set back from the edge of
the front seat, while the front legs on the Juhl and Gibbings chairs are
even with the edge of the seat. Mr, Gibbings hes tapered the chair legs
to a more slender and delicate bese than those on the Juhl and Risom
chairs, The arms on all three chairs are thickest near the back of the
chair where the widest portion of the erm will rest.

Reymond Ioewy's chair (Plate No. IV) is similar in basic design to
the Juhl, Risom, end Gibbings chairs, yet the final sppeerance is a
1little different. The form is more rectanguler and not as sculptured
in appearance., The legs sre clearly sepasrated from the seet frame, The
rounded front legs terminate at the bottom of the seat frame rather than
being contimous up to the erm es were those on the Gibbings, Juhl and
Risom chairs. The rounded back legs slant inwerd to a point of contact
with the side seat rail and contimme upward to a rail set mid-way in the
chair back, This side seat rail has been used as 2 sort of stretcher
set directly under the seat freme, and it rums from the front legs past
the back of the seat frame to meet the back legs, All of the legs ave
tapered and splayed, and are tipped with chrome pleted steel ferules, which
are similar to the contrasting wood tips used by Fimm Juhl, Three tepered
epindles are placed in the back of the frame and are supported mid-wey
by & horisontal refl, The tepered spindles used by loewy are similar to
those used by Fobsjohn-Gibbings.



Plste Yo, IV

Designer: Reymond loewy
By courtesy of Raymond locwy Associates
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The srms of the Ioewy chair are supported and commected to the sides
of the seat rail by two picces of slender metal tubing, This metal tub-
ing curves out and then ypuard from the bottom of the seat rail and slants
outward to the arm rest., The flat arme are tapered, with the widest
point nearest the back, and the outer edge curves gently imward towerd
the front of the chair., Mr, Ioewy is one of fow designers found in this
research vho mekes extemsive use of oak.

Paul McCobb's spindle-back Shaker armchair (Plate No. V), is 2 modern
vergion of & period style. The legs of this chair are tapered and splayed
outward as ere those of the Risom, Juhl, and Ioewy chairs, The legs ter-
ninste slightly inside the outer edge of the wooden seat, H-stretchers,
rounded end tepered with the thickest point in the cenmter, are placed
slightly ebove center in the upper half of the legs.

The arme of Peul McCobb's chair, a U-ghaped form, sre rounded and
run in a contimuous line from one side, around the back of the chair where
they are attached to the spindles, to the other side, forming the back
fremework, The fronts of the arm rests are supported by a slender, splayed
spindle set slightly back of the fromt legs. Through the back frame run
four elongeted spindles, similar to those used by Gibbings and Ioewy. At
the top of the spindles is a wide curved top rail. The lemgth of the
spindles and the delieate form of the curved supports meintein a vertical
line in contrast to all of the other designs, This chair is not uphol-
stered but the seat of the chair is shaped to fit the contours of the
body. The spindle~back Shaker sxmehair is produced in meple,

The chair selected from designs by Charles Eemes is so unique that
it can hardly be compared with those of other designers., Yet, it presents



Plate o, V

Designer: Paul McCobb
By courtesy of Plammer Group
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an interesting and exeiting contrast with the availsble designs of the
modern movement,

This molded wire shell (Flate No, VI) hes slender rod legs, which
are slightly splayed, The left front leg and the right front leg con-
time under the seat diagomally snd terminate as beck legs on the oppo-
site sides, Thus, the legs form en X under the seat and support the
chair body, The back legs are shorter than the front ones, so that when
the chair body is attached to the base, the seat slants dowmward toward
the back, This feature brings added seating ecomfort,

The body of the Esmes chair is of woven, molded wire with a rein-
foreed edge. The back and the seat slope from their outer edges towerd
the center so that they it the body. The seat is the widest point, and
the back is narvower at the top them at the bese, All members of this
chair are rounded.

The two-piece cushion used on this chair is quite unique, One
cushion covers the entire top of the back to z point epproximately mid-
wey on the side of the back shell, At this point, the cushion slants
from the outer edge diagonally down to the cemter end to the point of
Intersection with the sest eushion, A second cushion covers the emtire
seat to the point where the curve of the wire shell begins to form the
back of the chair, At this point the sides of the seat cushions slant
disgonally up to meet the back cushion, The cushions are eveilable in
one or two pileces and mey be essily removed. The cheir is swailsble
with five other bases and & variety of upholstery febries and leather
to meet individusl needs,

In Peul Frankl's armcheir (Plate No, VII) the front legs rum up-
werd end cortime into the arms., The fromt legs are squared and slightly



Designer: Charles Esmes
By courtesy of Hermem }iller Purniture Company

Flate Fo. VI






Degigners Paul Frankl
By courtesy of Johmeson Furniture Company
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tepered to the seat rail where there is 2 change in form, They become
wide, flat, and ave bent and curve gently to form the flat arms, This
use of bent wood in the srmes is a unique contrest to the other desigms,
The back legs are slightly splayed and curve upwerd to the top of the
back, The back of the chair is f1lled with a ribbon design, which is
unique in comperison with those of the other six cheirs, The freme of
the chelr is entirely exposed, end has & slightly raised seat upholstery,
The lines of the upholstery follow the exact chair lines.

In reference to Pdgar Keufmenn's twelve precepts of modern design,
it is fitting to note that 211 of these cheir designs are indicative of
the following prineiples: they take advantage of new techmiques amd '
develop older, femiliar ones for the modern chair; they express the
beanty of netural meterials and are never made to eppear to be whet they
are noty their beewty lics im & simple structure with no extrameons en-
richment; they eleerly show men's mastery over the mechine; smd they
serve & large mmber of requirements as to price and individual taste
in design, ‘

(4=



Designer: Fimn Juhl
Construction of & Chair
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CHAPTIR IV
NEW MATERYALS OF CONSTRUCTION AND UPHOLSTERY TEXTILES
ARD FEW USES OF TRADITIONAL OXES

New materisls of construction, new methods of construction and new
upholstery textiles played such important roles in the growth of modern
furniture design thet a discussion of them is mandatory, Without new
meterials end febries, the rapid changes which occurred in furniture
forms would not have been possible., It will be noted that meny of the
nev methods and meteriels of construction and new upholstery textiles
were first developed for use in the modern cheir as the public was often
more willing to accept new ideas in chairs then in other furniture forms,

The outstending contributions of modern furniture to the contempo-
rary world were the development of new materials of construction, new
methods of corstruction, upholstery fabries, and the new uses of the
treditional ones, Through these media it could be seen that the quali-
ties which had characterized good design in traditionsl work were equally
important in good modern design, "There has probably never been a period
in the history of furniture when there wes so much veriety in design,
vhen so meny kinds of shapes, materials, and techniques were being ex-
plored, 152

The materiels utilized in modern design, whether they were new or
old, were 2llowed to express their intrinsic besuty, Three principle

2 W%g‘ Nelson, "Modern Furmiture", Interfors, CVIII (July, 1949),
35
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mesns of emriching the structure had becore evident in rmodern furniture.
The first was dewveloped by "placing emphasis on the attraetive qualities
of the materials of structure",’? This principle was evident in the nse
of rere end native woods used in patterns or umbroken srees, amd in the
use of contrasting materials such as plestiec and metal, wood and metsl,
and glass end wood, A second prineiple wes produced "by eccemtusting im
verious ways the general thrust of the volumetric mess®,’4 Exemples of
this principle were seen in the use of inlays, shadows, and bends of
enamel or plastie, The third principle wes to relieve "the monotony of
plain surfaces"? by use of veneers, color contrasts or different materials.

The new meterials of construction were meny emd verded, Ome of the
eorly comtributions wes made by Maresl PBremer, He used metal tubing for
cheirs end substituted the double S-sheped support for the conventionsl
four legs.

tnother early comtribution to the new matcwials of eomstruction wes
mede by Dr, ¥erl Beekelemd vhen he completed the processes for making a
synthetic resin from phemol and formeldelyde. "Hard rubber and cellulold
hed been used for a gemerstiom, but the diseovery of Bskelite wes the
begimming of todsy's vest plastic industry,5© Other plastics which were
compoged chiefly of phemol end formaldelyde inciunded Durex, Resimox end
Durite, These phemolic resins were non-inflamsble, acid proof, tough
end dureble, They could be cast into tubes, rods, end sheets, snd they

53!m, P. 83,
P. 8.
.y P- !3-

= The Growth of American Taste", Interiors, CII (November, 1942),
P. 50.
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could also be cut and carved. The cast forms were sveilable in almost
any renge of colors, The wrea resine were kmown commercially as Plaskon,
Unyte and Beetlewere. Ieminnted plastics were sheete of peper, feobrie,
rubber or fiber soaked in a Yiquid plastic material with heat and pressure
applied,57 Micarts wes e leminated plestic which was receptive of inlays,
and wes used extensively by Cherles Eames.

These plastics proved to be & moet ovtstanding comtribution to the
furniture world., They were perticularly useful for outdoor furniture
which would be exposed to the elememts, Other meterisls vhich were per-
ticularly developed for outdoor furniture were metel, glase and canvas,
¥rought iron was trested to meke it rust resistant and expanded metal wes
used extensively, Canvas was svailsble in a verdety of colors, solids
and stripes, end white cenves wes often combined with blaek irom for &
sophisticated eppesrence, Glass, for the most part, was used for table
tops.

Another outstanding contribution te modern furniture wes foem rubber
vhich wee used for upholstering, "Foted for its longe-wearing quelities,
its moximam comfort, and its small upkeep, foem rubber lemds itself to
eny shape furniture,"S® Fosm rubber could be cut, shaped, snd cemented.
There was little or no waste to an wpholstery dome with foam ribber,

Charles Eames, who had mede such outstending contributions to modern
chalr designs, developed o molded fiber glass chair, The new use of this

ﬁ'm, Pe 77.

%"w. Forpiture Momufacturer, (73) (Febrvary, 1952),
Bs
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material resulted in a chalr with the smooth surfnce of plestie which wes
strengthened by gless threads, The glass threads made 1% possible for
the chalir to sbsorb room temperstures, which ability wes an attribute
long desired in plastic furmishings,

Metals woere comperatively new materials as developed for unse inh fure
superior to wood iIn strength and mallesbllity; they would mot bumm, werp
or crack, and, if properly eonstructed, they would not break et the
joints,’® They gave lightness, stremgth and comfort, and they were ap-
propriate in textursl feel and harmonious relatiomship for modern homes,
Hetal furniture wes often cspsble of more space penetration then wes wood
furniture,

Metels which proved to be perticulsrly successful in modern furni-
ture included stainless steel, monel metal, wrought iron, black-finished
iron end brass, Fntire pleces of furniture vere often constructed of
£11 of these metals execept brass, Momel metal, made of two-thirds nickel
and one~-third copper, could be welded, formed, drawn, machined or spun.
supports in modern furmiture, lHowever, more recent designs show 1t used
for emtire pieces of furmiture, Vrought iron seemed to be especially
useful for outdoor furniture, end It hed galned considerable attention
for use In the field of sccessories for modern furnishings,

Two materisls vhich had recently been used for bodies of chairs were
cords and webbed-straps, These materials were used with metal or wooden

Nermm, p. 115-119,



bases and were developed for maximm comfort, Becszuse of the low cost
of these meterials, their possibilities for uses in inexpensive furniture
vere most mmerous,

The new uses of traditione]l materisls of construction were so mmer-
oup thet only the most familiar could be discussed, Of particular in-
centurieas, Among the more prominent woods used were walmut, msple, birch,
mehogany, sycamore, oak, besk, Puropean peerwoed, herewood (English syca~
more), and various plywoods. These furniture woods were often trected
with a clear lsequer or wax coating so that thelr intrinsic bemuty end -
texture were visible, Some designers stained the woods with colors to
add interest to room furnishings, Wood inlays and merquetry were revived
in recent fzmiture designs. This type of surface emrichment was an
ancient art, but the modern versions were adepted to contemporery designs.
they had been very small and inmtrieste,

Modern designers were using metals with wood in fresh new ways.
For instance, in ome comb-back bed, bright dowels of brass were struo-
tural parts of the bed as well es foils for the low-keyed gloss of the
wod b0 Brass wes slso often used as supports end hardwere on modern
furniture,

s interest grew in the textursl hermomy of the moderm home, such
age old materials of constructior as marble and slate were revived., They

60nc134ter, Glitter, Everyvhere", House Beautiful, YOV (October,
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Along with their textursl interest, they were easily clesned and required
1ittle or no upkeep,

Glass, with its reflective qualities, sdded sparkle amd light to
interdors. Although glass hed boen used for memy yeers, modern furniture
designers appeared to have fully developed its uses, Clear glass was
used by virtually all designers, and some designers employed vitrolite,
a heavy bleck glass, end 2 white opeque gless for color contrast or tex-
tural emphesis,

Almost similtaneously with the development of modern furniture, came
the extensive research into end the development of man-made fibers for
upholstery textiles. These fibers hed greatly emhenced the beeuty and
durgbility of uwpholstery meterials, Men-mede fibers included nylom, ore
lom, decron, dynel, fiber gless, seren, vicara, rayons (scetate, viscose,
and fiber E), scrilan, chromspun end X151, Most of these fobrics were
wagheble, an attribute which greetly reduced the cost of cleaning uphol-
stery. Many febrics were made resistant to mildew, mold and fumgi,
Colors were fede-proof and heaot resistant.

The majority of modern textiles relied on texturel interest for
beeuty and among the more populer were those with glub wesves, Many
weaves were done in neutrsl, monotone colors so thet they could be adapted
to any mmber of color schemes, Texturel weaves were often enhanced by
the use of metallic yarns and threads which added glitter end light, or
cellophene stripes, bamboo and reeds were woven into febrics for added

interest, "It is in the more restrained contrasts of textures and tones
thet modern weaving has mede its eontribution to good living,"6l In the

6lupn Exhibition for Modernm Iiving", The Detroit Imstitute of Arts,
1949, p. 48.
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modern interiors, the use of these textured fabrics gave a more restful,
serene feeling,

In pattermed fabrics, which vere mostly limited to smsll aveas, the
later modern prints were generally smeller and more subdued where early
modern prints largely had been very bold, Primitive and geometric de-
signs contimued to be popular as did designs depicting items from every-
day 1ife.

Experiments with color resulted in beswtiful fabries in an unlimited
veriety of colors. "The experiments of modern peimbers, showing that
pure colors juxteposed in small specks are more subtle end lively then
ony mixed tones, have influenced modern weevers adventegeously,"™®?

Leather wes a traditional upholstery fabric which was revived for
use on modern furniture, It was available in as many es twenty-five
decorator colors, required little upkeep, snd its smooth texture was
harmonions with modern interiors. No fabric had yet been found which
could surpess leather for a dursble upholstery materisl and it was seen
in shutters, curteins, end wall and floor coverings es well es in uphol-
stery. In modern design leather has been combined with wood, metel end
fabtrie for dramstie backgrounds.

&hﬂ-. Pe 48.



CHAFTER V
CRITICAL ANALYSIS ARD COECLUSIONS

Tt becomes necessary to eveluste the development of modern furniture
in the United States in order to discover the infiuences end events which
led to its development, the difficulties which had to be sumrmounted, the
results of certain ineclinetions, and the final results in 1954,

The very mature of the introduction of the "Modern" style had been
detrimental to its successful development, The people of the Umited
States had gresped et this lstest Puropean style without realizing the
principles and aims which underlie such designs, /American furniture
mamfecturers ard department stores had pushed sales of "Modernistic"
furniture without regerd as to whether designs were good or bad, 4s a
result, the publie become extremely confused and modern furniture was
aelmost entirely rejected, The economic depression in 1929 mede the very
extravagant and poorly designed furniture ummerketsble, The modern fur-
niture which passed through this first big crisis without detriment was
that of designers of experience and integrity.

During the 1930's, many of the obstacles surrounding the infency of
modern design were successfully surmounted, Furniture became more eco-
nomical end practical, Designers and manmufacturers were coopersting to
bring the public good modern design, snd all types of educstiomsl agen-
cles were showing inereased interest in the contemporary trend, The
principles and sims of such designs were seriously studied end developed,

42,
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and the publiec began to reslize thet modern furniture design wes consist-
ent with the industrializetion which wes being developed in a2lmost every
other phase of their lives, Modern design was obeying a law valid emong
the Greeks and under the Iouis, "that craftsmen produce what is natural
to the t001".63 Modern wesn't bresking from tradition, mor wes it a fadj
it wes sirply the result of controlling conditione.

By 1940, modern fizrniture was well on its way to becoming a period
style. It was well-established and good besic design was becoming the
rule rather then the exception.

Mwnﬂ,uﬁﬁﬁwmﬂuu&mﬂh,mm

of which besuty is only a sign, a visible evidence,

to us because it is the outwaerd revelation of irward

and rightness, the aspect of a perfectly functioning order,

However, World VWer IY, vhich began in 1941, trought = halt to the extemsive
development of modern design and it was not until 1946 thet such work wes
resumed to any greet extent. Mony furniture designers who had worked in
wer industries hod eequired a kmowledge of certain materials and techniques
of construction which proved to be of grest aid im their furniture design.
These new materisls and new methods of construction often resulted in
more low-cost mass produced furniture. The development of low-cost
furniture had been one of the most difficult obstacles for designers end
memfecturers of modern furniture to overcome, By 1950, with designers
and producers coopernting to the fullest extent, end with the evailability

of new plestiecs, textiles, plywoods, and streamlined produetion methods,

63cheney, Art And The Mechine, p. 1£8.
Crengue, p. 15.



low~cost furnishings beceame a reality rather than & dream, "Low-cost
houging erd home furnishings sre among the most importent factors im
the national economy and the genersl welfare of the peoples of all
countries, 65

Fost-wer social and economic conditions had added other problems to

To fulfill these needs, furniture wes made lightweight for ease in moving;
smeller in scale for use in small homes and spertments; stackeble for
ease in storing; and multi-purpose so that one piece of furniture could
be used in slmost any rcom and for mewy purposes,

By 1953, two new aspects of modern furniture were becoming evident,
" The first was the extensive use of curves in furniture design, Furniture
forms had run from extremely boxy and geometric designs to those more
sculptured in eppesrence, ILines were delicately curved and angles were
rounded, The curves used were by no means as extreme ss those of earlier
traditional forms but were easy, naturally graceful end very pleasing to
the eye.
2 A second new aspect of modern furniture was the growing use of en-
riciment in the form of metallic yarns and tiweads in upholstery fabries
and the use of gleaming metals and rich, exotic woods. Metallie yarns

©Seusmann, Prige Designs for Modern Furnifawe, p. 6.
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vere added to textursl weaves for emrichment of design, giving color and
life to fsbrics without detracting from the simple weaves, The tradi-
made suitable for modern designs, Metals, such as copper, brass, stain-
less steel, wrought iron end alumimm, added glitter and coler to interiors.

As the early modern furniture designs were often extreme in their
sterk simplieity, so some of the latest designs using the new end re-
vived forme of enrichment were also extreme, This development mey be
indicative of future furniture designs. Only time will revesl what
future modern furniture designs mey be, but it sppears et the present
time that the prineiples, aims and needs of modern furniture forms ere
thoroughly understood and thet they will serve as en anchor for future
designs,

As a result of this study of the development of modern furniture
in the United Stetes from 1940 to 1954 traced through the work of seven
Americen public was mot receptive to modern design until it became popu-
lar on the continent of Burope, even though we had two great lesders of
the style, louis Sulliven and Frank Lloyd Wright, in our own midst; that
the public was confused by the menner in which the modern furniture
styles were exploited end marketed without regard for good and bad de-
gigns; thet the depression made extravagant end extreme furniture un-
salsble; thet cooperation among designers and memfecturers increased
during the 1930%s as did public interest in the desigms; that techniques
of mess production and new materials of comstruction resulting from the
wer industries during Vorld Wer II eided in the production of low-cost



furniture in the poste—wer period; that because of soecial snd economic
conditions in the postewar pericd, furniture wes designed to serve spart-
ments and small homes with stackable, multi-purpose, lightweight and
small-gcale furnishings predominant; thot inereeses in the use of various
types of enrichment in furniture forme may be indicative of a trend in
future designs; that modern furniture is no longer a fad but a definite,
established period style; thet modern furmiture is congruent with pre-
vailing socisl end ecomomic conditions,

This study of modern furniture utilized findings in books, periodi-
eals, newspspers, and brochures from verious furniture mammfacturers.
In the process of completing this work, various studies suitable for
other theses were discovered. Studies of how foreign furniture forms
have infiuemced current Americen designers and how moderm upholstery
febriecs cheracterize the grovth of modern design are suggested as possible
fields of further study.

This study of modern furniture has been vitelly interesting to the
writer and it is hoped thet it may prove to be of value to others from
the historieal, deseriptive, and analyticel viewpoints,
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