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PETER YATES

DOMENICO SCARLATTI by Ralph Kirkpatrick: Princeton University
Press, Princeton, New Jersey, 1953; $10.00

“All of us . .. have been guilty of playing Scarlatti too fast . . .
I recently heard for the first time a phonograph record of a Scarlatti
sonata which | had made ten years before. All had been sacrificed
fo an exciting display of crisp and brilliant keyboard virtuosity.
The entire character of the sonata, all that would distinguish it
from dozens of others played in that fashion, was missing. | cannot
deny that it was exciting, but in such a superficial way, applicable
to almost the cheapest music, that it would seem unnecessary to
sacrifice good music for such a purpose.”

“All of us, especially the young," was what Ralph Kirkpatrick
wrote, but | could not leave that statement, so qualified, at the head
of this article. For several years | have been waiting in hope that
sooner or later, perhaps through the devoted researches of Ralph
Kirkpatrick, the scum of exhibitionistic piano-playing, the inconsider-
ate and distorted editing, the entire superficial and misunderstanding
treatment that for a century has obscured Scarlatti's music would
be cleared away; that the 550 keyboard sonatas which are Scar-
latti's legacy to the world would be revalued and estimated at their
true worth.

I could not say surely what that true worth would be. Like most
of my generation | had scarcely a bowing acquaintance with this
music. The complete Longo edition of the sonatas was out of print
and unavailable. Some volumes | could borrow; some sonatas |
copied; but | could not break through the externals of this art to
recognize it in its native idiom and dress. There was simply my
conviction that nearly everything, editions and performances, was
seriously wrong. Only one player, to my knowledge, the indefati-
gable Landowska, had dug deeply enough into this idiom to find
that it is Spanish, to hear the heavy thrumming and dissonances
of the guitar, the castanets and mandolins, the bands and trumpets
of the processionals, the languor and melancholy of the slow songs.

Then the Longo edition, all eleven volumes, was reissued, and
volume by volume | began to buy it. Excitement mounted, but also
discouragement, for this edition too was a morass of editorial
markings, footnotes showing original measures more drastically
musical than the amended version, acciaccaturas wiped out because
the editor claimed they were unsuitable for piano, slurs, staccatos,
and octaves which might or might not be in the original text. It
was, for all the obfuscation, Scarlatti's music and enough of it, so
that by persistence one could at last begin to penetrate it with one's
own hands for one's own ears.

Meanwhile Ralph Kirkpatrick was continuing his patient travels
and researches. One heard that he was bringing out a new edition
of the sonatas, that he was setting them in chronological order and
in their original grouping. Sooner or later would come the awaken-
ing. It's odd how a crowd of us will hesitate at the door of some
composer, waiting for a more courageous person to knock and
walk in ahead. His daring stirs our enthusiasm: of a sudden we
are all connoisseurs.

Would Kirkpatrick give us the notation as he found it? Would
he tell us the facts about the music as he knew them, as well as
his opinions? Did he, being a modern harpsichordist, limited like
most modern experts in old music to hearing from the nineteenth
century backwards, did he dare—was he able—to tell us how
this music should be played? How much would he be able to add
to the shadowy biography of this most real and live composer,
beyond the collection of gossip and eighteenth century reminiscences
which are all that remain to tell us of the living man?

I am now ready to assert that Kirkpatrick has done everything
and more than could have been expected of him. Chapter by
chapter, with much painful rewriting and excision, he has put
together a study of the Scarlatti sonatas and their surroundings
that overcomes nearly all objections. More, in spite of the labor
which has gone into it, the book is written with a freshness, pre-
cision, eloquence, with a virtuosity of language that sets it apart
from the majority of scholarly musical texts. Only the biography
remains incomplete, and that, he informs us, after the most deter-
mined effort that it should be otherwise, will probably remain our
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extra-musical knowledge of the man. Even the one certain con-
temporary portrait was sold by the Scarlatti family early in this
century, and the present owner is unknown.

Background, surroundings, and other faces in the contemporary
scene have been painted in with most careful drawing and delightful
color, but there is no figure in the foreground. Scarlatti the man
remains anonymous, what to judge by the nothing he had to say
about himself he would prefer to be, the composer of his music.
That too would have been lost to us, all but a fragment, if at the
age of 67 Scarlatti had not been ordered to write out his sonatas,
or submit them for copying, since no original exists in his hand-
writing, by order one must presume of his beloved mistress and
pupil, Maria Barbara, Princess of Portugal and Queen of Spain.

"Reader, dilettante or professor, which you may be, do not
wait to find in these sonatas the profound artist conception, but
rather the ingenious humor of the art, which will train you to frank-
ness with the harpsichord. Neither view of interest, nor aim of
ambition, but obedience, moved me to publish them. Perhaps you
will find them agreeable and then | will be even more willing to
obey other commands, to favor you with more simple and varied
style: therefore show yourself more human than critic and then
your pleasure will increase. . . . Live happily."”

So, rather quaintly, the publishers of the Longo edition put into
English Scarlatti's preface to the first collection of his sonatas,
mildly called Exercises, which appeared when he was 53, dedicated
to his lady's father, John V, King of Portugal, to whom, after
many compliments, he returns this portrait of the Royal Daughter:
“'But what expression of thanks shall | find for the immortal Honor
vouchsafed me by your Royal command to follow this incomparable
Princess. The Glory of her Perfections . . . redounds to that of
the Great Monarch Her Father. But your humble servant participates
in it through that Mastery of Song, of Playing, and of Composition,
with which, surprising the wondering Observation of the most ex-
cellent Masters, she makes the Delights of Princes and of Monarchs.”

The words redound to the glory of the Princess, but the language
tells us more than all else we have of the man who wrote the
sonatas. He was a man of limited vision and limited ambitions,

proud but contented and obedient and not a courtier, one who
lived in music but did not display himself in it, who knew his
station but through the language of subservience proclaimed himself
the Queen's friend rather than her servant, to whom in that artis-
tically brilliant but decaying court the Queen turned for companion-
ship. Light, witty but not frivolous, a master of the keyboard, he
could appreciate most where she had most to give, where she was
not royal but gifted, at the harpsichord.

Master of music at the court was the castrato Carlo Broschi,
under the name Farinelli one of the most celebrated singers in
musical history. A temperate and generous nature, he did not
divert all musical activity towards his own aggrandizement but
sang only in private, serving publicly as impresario of the court
theatre. It was an amazing theatre, decorative and unreal as its
court, entirely given over to a fantastic elaboration of the artificial,
the hand-painted backdrop that opens to reveal a vista of the real
court gardens with illuminated fountains and exploding fireworks.
Nothing that was true in knowledge or experience could be at-
tempted on that stage; behind the facade ruled melancholia turning
info madness; outside, barred only by the royal doors, revolution
ripened—not the ideological revolution that grows upon new ideas
of order in prosperity but the squalid insurrection without hope or
purpose that roots in barren poverty and disease. Within the
walls of the royal palaces, Aranjuez the garden palace in the
springtime, fountainy, rococo El Granja in the rough Guadarrama
mountains during the summer, the Escorial, “‘vast and sombre monu-
ment overlooking the great plain toward Madrid," for the autumn,
Buen Retiro at Madrid for Christmas, and the nearby Pardo for the
winter, Farinelli, Scarlatti, their royal mistress, the sickening king
and music-conditioned court made music privately for their own
pleasure. All evidence convinces us that here, at least, Scarlatti,
who appears to have made no contribution to the public festivals or
the theatre, was received in musical equality.

For so many years the court subsisted on melody and harmony,
excluding reason. Then Scarlatti died; the Queen at last died in
great agony; the King was carried off mad irretrievably. Music
and Farinelli together were dismissed from the successor court. One
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can imagine for how many years the rational but tuneless heir had
been suffering exquisite boredom.

Whether the great bulk of the surviving sonatas was composed
by Scarlatti to the Queen's order towards the end of their long
musical companionship; whether for some reason quite beyond our
ability to explain—Kirkpatrick speaks of it as a second adolescence,
at more than sixty years of agel—Scarlatti ripened to an un-
paralleled fecundity of independent composition; or whether many
sonatas written during the years of courtly service were at last
formally copied and gathered together for the Queen at this time
we cannot tell. My own simple guess would be that the Queen,
grown too portly and old to continue actively playing, turned over
the collection of manuscript sonatas to a copyist for reproduction
and preservation. The bundle of original manuscripts, no longer
needed, may have been laid aside and afterwards destroyed during
one of the many turnings over of the royal archives. Or it may
still exist.

The sonatas remain, in the hand of a copyist, showing no indi-
cation or date of origin. No manuscripts of them have survived
which show Scarlatti's hand. Apart from the Exercises, copied for
John of Portugal in 1738, there are thirteen volumes copied out
for the Queen between 1752 and 1757, and two preliminary vol-
umes copied in 1742 and 1749. After the Queen's death these
fifteen volumes were bequeathed to Farinelli, who carried them to
Bologna. In 1835 they were placed in the Biblioteca Marciana at
Venice. Another fifteen volumes, the work of the same copyist,
largely a duplicate of the Queen's set, now belongs to the Biblioteca
Palatina at Parma. A set of 349 sonatas is in the Universitaets-
Bibliothek at Muenster. Still another, of 308 sonatas, once belonged
to Brahms and was given to the Gesellschaft der Musikfreunde in
Vienna. A few scattered sonatas are in English libraries. Others
have been retrieved from the collections published during the
eighteenth century by Scarlatti's English admirer, Roseingrave, and
by Boivin. In a footnote Kirkpatrick gives the number of surviving
sonatas as 544; but Longo lists 545 numbers, and the "K'’ numbers
of Kirkpatrick's own enumeration run to 555.

How are we to condemn that culture, if it echoed the artificiality
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of the court of Louis XIV in France, model of all eighteenth century
royal extravagance, without the substance? Of our own culture
John H. Herz, writing in The New Republic, March 15 of this year,
remarks: ''Even the genuine work is deflated when experienced out
of its due place in time and space. Toscanini as backdrop to dinner
enjoyment; or even a ‘live' performance of the St. Matthew Passion
to which you go at any old time instead of Good Friday. Because
in that case it is no longer part of a tradition. It can no longer
make ‘epoch’ in your own personal history; you have none."

The music-enclosed court of Maria Barbara lived as if it were
apart from time and history, indifferent to any external relationship
except the rule of appearances. Its art was meaningless, its litera-
ture non-existent. Yet in these surroundings the devoted craftsman
Scarlatti conceived and carried through a creative project of such
exemplary and even-handed workmanship that we may say of at
least 400 of the surviving sonatas, not one of these is better or
worse than any of the others by more than a small and indeter-
minable margin. If we begin with a few preferences, we shall end
by breaking them down in favor of a hundred. If we accept Kirk-
patrick's decision that certain volumes of the collection contain more
worth preserving than certain other volumes, we shall be hard put
to it, as we read through the books of Longo and ascertain the place
of each sonata in Kirkpatrick's order, to agree with his opinion.
Only today, running through the first book of Longo, | found myself
applauding as masterpieces of utmost maturity sonatas which Kirk-
patrick describes as scarcely free from the swaddling bands of
continuo harmonization.

| shall not say that those which most delight him leave me cold.
| can rise to his heights with equal enthusiasm, but at this point in
reading, with my more limited experience, | do not find myself able
to accept his qualifying limits. The hundreds of sonatas, that for-
merly sounded nearly all alike, now glow and glitter to my listening
like warm diamonds. | would not turn to them for consolation or
for a renewed understanding of the humane prospect, secular or
sacred, as | return to Couperin or Bach, or for that profound
reciprocity of emotion with emotion that | expect from Haydn or
Schubert. They are not affirmative like Beethoven or Schoenberg
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or dark beneath the surface like Mozart or Bartok. The great line
of Byrd is not in them nor the rhetoric of Brahms. Here rather is
the full-grown Debussy of the Etudes, an unfailing Liszt, a Field of
innumerable Nocturnes, a Chopin almost without sentiment.

Scarlatti is a romantic-impressionist, inventor and fulfiller of small,
lucid forms. His art is the record of a composer who, although he
passed his life at court, was never confined there. His music pre-
serves the proud culture of a proletariat, its songs, its bands, the
thrumming and tinkling of its guitars and mandolins, the vibrating
castanets, bird warblings and human voices, the cries and trumpets
of the religious processions, the strong accent of the dances, the
fountains and facades of decorative royal parks which could be seen
by many, but none of the despair or mockery within or outside of
these royal preserves. It is a music of almost unfailing authority,
delight, and color, tinged with the melancholy of observed beauty,
the romance but not the misery of the folk.

Scarlatti is rather like Ives in his ability to see by ear, instead
of trying to reproduce by musical language or symbolism what the
eye sees. But his sight is purer, always in sound and never repre-
sentative. Like Stravinsky he catches the musical shape of the
gesture and gives it to us objective of its thought content. But he
is even more objective, more impersonal than Stravinsky. He is all
style, without wavering towards expressionism, without temptation
to convey meaning. Himself isolated in a culture antagonistic to
any true contemplation, he found his contemplation like an idyll
of freedom in the wisdom of the senses, purified of any imposed
meaning or emotion. He is therefore utterly remote from the roman-
tics, whom superficially he so much resembles.

His father, Alessandro Scarlatti, stands for us as the chief com-
poser of the first period of Italian popular opera, an art as pur-
poseless and meaningless as our own musical comedy, its music
designed to serve merely as a background of attention, to articulate
stage scenery and the procession of stage groupings, to lend by
melody, harmony, and declamation a glamor of feeling to words
otherwise sterile, stilted, and without expression. The religious
music was more serious in its intention, though it fell upon sensi-
bilities as blunted. Society chatted and flirted alike through opera
and mass.

One notable distinction must be mentioned. This, good or bad,
was the music of society—all society, whether in the box, ihe
gallery, or the pit, in choir or nave. It did not, like our own popular
music, disown, however it may have vulgarized its origins. Pales-
trinian polyphony gave authority to the shaping of its parts; Fresco-
baldi and Monteverdi articulated its members. Yet there was in
this society a smaller group of genuine music lovers, for whom
Alessandro Scarlatti composed the multitude of his chamber can-
tatas, almost as many in number as Domenico Scarlatti's sonatas.

While the career of Alessandro Scarlatti alternated between
Naples and Rome, Domenico wandered farther afield, to Venice, as
some say to England, though Kirkpatrick and the evidence deny it,
to Portugal, and at last to Spain, where he went in the train of
his beloved young Princess at her marriage. Few of his composi-
tions have survived from these earlier years, and what we have
shows only a pallid shadow of his father.

Though primarily a composer for voice and orchestra, Alessandro
wrote a considerable amount of keyboard music, mostly short
pieces tame and conventional in outline but allowing the per-
former a wide latitude of embellishment. Slow movements and
arpeggiated interludes serve merely as articulated skeletons upon
which the player improvised to his own taste; rapid movements show
more detail. One Toccata by Alessandro stands apart from the
others by reason of its greater length, with several fully composed
toccata sections and a brilliantly witty fugue divided by slower inter-
ludes, plus 29 variations on the well-known La Folia, origin of
more than a hundred sets of variations. This would be one of the
tempting larger items of the keyboard repertoire, if it possessed
dramatic outline or a satisfactory finale.

In none of the Italian styles did Domenico leave any memorable
music. Drilled as he must have been in keyboard improvisation of
this order, and a notable performer from his youth, according to
the testimony of all who heard him including Handel and Rosein-
grave, Domenico spent the greater part of his mature years in
search of a style, and when he found it never departed from it.
Only once more, at the end of his life, did he desert the harpsi-
chord, to compose, as if it were to be his passport into heaven, a
Salve Regina for soprano and strings.
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For the rest there are the sonatas. To these Mr. Kirkpatrick has
devoted some of the best thinking and writing that | have read in
any recent book on music. One chapter, as easy to read as it
must have been difficult to compose, describes the sonatas in their
origins, the arrangement of them, and the growth of Scarlatti's
style. This style in its earliest phases resembled that of his im-
mediate predecessor, Bernardo Pasquini, suave, conventionally fig-
ured, tonal, and relying for display on such effects as improvised
arpeggiation. A more pervasive influence was that of Frescobaldi.
Mr. Kirkpatrick tells us: “‘Frescobaldi and Domenico Scarlatti had
in common a thorough schooling in Palestrinian counterpoint, a
virtuoso temperature, and a love of experiment. Frescobaldi's
experiments in chromaticism and bold harmonies are founded on
the church modes; but in the same inquisitive and adventurous
spirit that sought to expand the language of tonality appears in
Scarlatti's music. Although Frescobaldi's variations betray a specific
sensibility to certain idiomatic sound effects of the harpsichord, his
prefaces and the freedom of embellishment current in his time
{the ltalians almost never indicated their embellishments with any
completeness) indicate that few of his most striking harpsichord
effects were called for in the notation; they were improvised in
the performance.”

My own experience in playing the keyboad music of both Fresco-
baldi and Scarlatti on an instrument tuned in the meantone tem-
perament raises the questions: what tuning was normally practiced
by these composers, and what may have been the possible effect
of such tuning on their harmonic and coloristic experimentation.
There are many reasons (incomplete chords, usually filled out by
Longo; increase of affective color; the general choice of keys; the
cascades of thirds; and some extraordinarily wide-ranging modu-
lations, e. g. Longo no. 35-K. 319) to suppose that Scarlatti not
only used meantone temperament, or some well-tempered variant of
it, as might be presumed in the historical context, but occasionally
experimented with modulation in the more extreme keys. Mr.
Kirkpatrick's index contains no reference to temperament or tuning,
and | have found only one place in the text where he remarks sum-
marily that Scarlatti of course used equal temperament.’ *

ARTS & ARCHITECTURE

Mr. Kirkpatrick does not make clear the method by which he
has arrived at the approximately chronological arrangement of the
sonatas that is the basis of his system of "K' (Kirkpatrick) number-
ing. In some instances the chronological relationship is obvious: the
pieces in the form of a curtailed suvite or overture are generally
quite early, as are those in which the style is less developed or is
derived by conventional expansion of an implied figured bass con-
tinuo. In others it is not at all obvious, especially in the arrange-
ment of the several hundred sonatas of fully matured style. Mr.
Kirkpatrick says that the display sonatas, involving for instance
elaborate cross-hand playing, are relatively early. Between these
and the last 150 or so "late sonatas,” for which he claims excep-
itonal merit, an esteem certainly borne out by my own experience
of them, are two large groups which he considers of less interest.
The first is the group of easy sonatas promised by the composer
in the preface to the Exercises. The second contains in my experi-
ence a number of sonatas of equal interest with any earlier or
later, and | am inclined to regret his summary dismissal. Yet there
is in the late sonatas an ease, a reliance upon the entire resonance
of the sound rather than upon demonstrative effect, which sets them
apart from the presumably earlier creations.

| should observe also that in the original paired, or occasional
triplet, grouping of the sonatas, reestablished by Mr. Kirkpatrick
from the order of the sonatas in the manuscripts, it is necessary
to think not merely of the individual sonata but also of its comple-
mentary sonata. | am still unable to convince myself that these
pairings, however intended, add weight or contrast to the audible
effectiveness of the paired sonatas. Time and continued playing
may correct this rather hasty judgement.

A chapter entitled ‘‘Scarlatti's Harpsichord” coupled with the
later chapter on the performance of the sonatas surpasses in interest

(Continned on Page 30)

*Equal temperament was not admired by composers during this period when
choice of key was governed by the offections. Each key in meantone tuning had
its distinct emotional and coloristic connotation. Bach's well-tempered tuning, which
is not equal temp t, was I gh to be described by his son Philip
Emanuel. At this time Spain was cerlainly not in the forefront of musical
development.
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notes

in passing

The word ‘‘race" indicates a homogeneous
group of people having certain genetically de-
termined physical, psychological and moral fea-
tures in common. But science also tells us that
in the course of generations the human melting-
pot has been so active that few pure races are
now to be found.

The genetic factor has been by no means
alone in forming the peoples of today; other
factors have been, for example, similarity of cli-
mate, culture, food, way of life, education, cus-
toms, and history. We are confronted not so
much by races as by peoples; not so much by
unadulterated biological and genetic facts as by
“human'’ facts, impregnated with human history.
It is not only birth, but upbringing, that makes
a man; he is "brought into the world,"” in the
real sense, not when he leaves his mother's
womb but when education has drawn him into
the culture of a particular country and into the
life of a particular group of human beings with
their own historical background.

People are thus divided among groups which
are not all at the same level of culture, or at any
rate of civilization, if we admit the distinction
between Culture and Civilization. The first of
these terms denotes the style of life of a given
community (that of the men sometimes known as
“savages’’ is not necessarily inferior to our own;
it is svited to the conditions in which they live,
and often reflects a remarkable degree of adap-
tation to those conditions). The second means
the whole body of external resources tending to
ensure a high standard of comfort, knowledge
and technical skill.

From the outset it has been necessary to at-
tempt to raise the various peoples to a higher
level of humanity by emancipating women and
children; by teaching men how to work, read,
write, practice justice and respect the lives of
others; by founding hospitals and orphanages
and so on. Yet realistic allowances must be

made for differences of culture and civilization.

We are not expected to have all things in
common with those whose standard of education,
hygiene and manners is lower than that of the
group to which we ourselves belong.

But it will be seen that, in whatever measure
it may be justified, discrimination must not be
based on color or on racial prejudice. It can
stem only from historical and cultural facts; it
relates not to the ‘‘race" but to the "‘people”
concerned. Furthermore, respect for the rules
that guide each man's life, and for the customs
of his country, is a very practical form of respect
for his human status in itself.

And in saying this—in the very act of affirm-
ing the existence of differences—we find our-
selves confronted by an affirmation of unity
which is perhaps the most definite and ener-
getic pronouncement ever made with regard to
the racial question.

In the first place, it affirms the unity of the hu-
man species, beyond and above all differences.

Mankind is a single family, and that fact car-
ries decisive implications.

It implies the basic equality of all men, in
dignity as in nature. It implies an underlying
community of destiny or vocation, regardless of
individual historical destinies. It implies the gen-
vine capacity of all men to attain to civilization
and its benefits. Not all are at the same level,
but all are capable of rising to the greatest
heights. Since all men and all peoples are asso-
ciated in an enterprise of humanity that is of
essential interest to each of them, the most ad-
vanced have a duty to help the others forward.

Another decisive implication is the rejection
of discrimination based on racial arguments—

. discrimination whose various forms, combined

and placed at the service of some virulent na-
tionalist theory, go to make up racialism. Racial-
ism strikes at the very heart of the democratic
attitude. —Yves Congar




First Prize

FANTASTIC VILLAGE

Virgina Dortch doru:iu (painter)

Seven playhouses, identical in size, are differentiated
by perforations, cut-outs and a dramatic use of color.
They are grouped together to form a city square

and a dead-end street. The artist states that

the idea for her design stems from childhood
memaries of play between cotton bales on her

father's Arkansas farm, and that the strong colors

and city-like grouping of the huts reflect

images of Italian cities which she had visited recently.

The judges found great appeal in the poetic
conception of the design and in the excellent shape
and placement of the wall openings.

Their irregular shapes create a mood of fantasy

by making the walls avpear to split open.

This impression is heightened by the irregular
light patterns inside the houses and by the way
in which the application of colors visually
destroys the cubical shape of the houses.

The addition of climbing pegs, ladders, ropes
and sliding poles complete the usefulness of the
houses, while the city square and dead-end street
extend the play area into the outdoors.

The units are 5 high and are

adaptable to various age groups.

The manufacturer, Creative Playthings, Inc., in
developing the design for production. found
manufacturing costs a severe handicap to the execution
of all cut-out patterns. In consultation with the
designer and the Museum a modified version was
established, reduced to five out of the original
thirty-five panels. The full scale model, by
interchanging these five standardized panels, of which
two are colored black and terracotta, and by the
addition of an open trellis roof, offers

an astonishing range of variations.

A COMPETITION sponsored by
Parents’ Magazine
The Museum of Modern Art

Creative Playthings, Inc.

Playgrounds for children are an essential
part of modern city planning, and the quality
of their play equipment is of vital importance.
However, the cement-floored, wire-fenced
patches of recreational areas set aside in city
parks and school yards, and fitted with monoto-
a0usly identical metal constructions for physical
exercise, are cogent proof of how inadequately
~e have estimated their importance in our com-
munal life.

The sculptural appearance of the prize-win-
ning designs suggest play possibilities beyond
those offered by today's standard equipment,
with its emphasis on physical exercise.

The Museum received about 360 entries in
the following categories:

ARCHITECTURAL CONSTRUCTIONS: mazes,
jungle gyms, entire playgrounds, model houses
and sandboxes.

ANIMALS.

PLAY APPARATUS: swings, slides and merry-
go-rounds.

SCULPTURAL SHAPES, including mountains,

caves, houses, boats, bridges, and tunnels.
In making their awards, the judges were

guided by these considerations:

Esthetic quality of design;

Direct and simple solutions of the theme;

Play value (single games, communal and cre-
ative activities, exercises);

Safety factors and ease of adult supervision;

Feasibility and cost of production.

The prize-winning designs, in the judges’
opinion, embodied most of these elements. Their
main distinction is the artistic integration of an
emotional appeal to the young mind with provi-
sions for physical exercise. All designs are com-
posed of simple units, yet none is so fixed in
expression that it would not allow the imagina-
tion to range widely. Introduction of clear,
strong colors presented a new and exciting
factor. At a period when building and design in
general tend toward openness and iransparency,
the inclusion of shelter ideas in many designs,
and the jury's favorable reaction to these, were
of interest.



Honorable Mention
SCULPTURED FORMS IN SANDBOX

Dean Lat Il (art lent)

The judges selected this design from a large group

of sculptural forms entered in the competition and
praised it for its successful integration of solids

and voids. They remarked favorably on its versatility
as play equipment extending from quiet

individual sandbox games to larger group activities.

Honorable Mention
TUNNEL SYSTEM

Julia Pearl (painter)

The judges found this piece of abstract sculpture
an exciting play device in which the child would
experience a blend of the known and unknown,
reminding him of animal burrows,

underground tunnels, or observation towers.

High cost of production and difficulties in adult
supervision were, however, stated as

reservations to the design.

Second Prize
STALAGMITE CAVE
Robert J. Gargiule (industrial designer)

A slender, spool-shaped column, curving smoothly
into a flat disc at top and bottom, forms the

basic element of this design. Through omission. of
parts and alteration of height new shapes

emerge, related to each other but looking quite
different in juxtaposition. By inserting flat

triangular pieces between the bases, a continuous
floor is created from which rises an abstract landscape
of forests, spokes, flat-top tables and platforms.

A playground group of this kind may contain any
number of these shapes, produced either in the
natural cement color or interspersed with

colored units as indicated in the designer’s color sketch.
The judges selected this design particularly for

its abstract beauty and architectural quality,

which children may associate with many

natural forms. Like all other prize-winning designs,
it is extremely simple, easy to produce and offers
play possibilities for various age groups.

For this exhibition one full scale column was
produced, so that in conjunction with the scale
model the effect of an entire group may be visualized.

Third Prize
TUNNEL MAZE
Sidney Gordin (sculptor)

A low curved bridge with gently rising slopes,
contrasting sharply with the precisely rounded tunnel
underneath, forms the handsomely proportioned
basic unit of this design. Eight such units have been
arranged in a pattern which creates a hilly field
for running, jumping, sliding and crawling,

and a series of tunnels underneath for crawling and
hiding. Small, movable toys like wagons and cars
may be rolled down the outside slopes by younger
children or driven through the tunnels.

Older children may play ball games over or around
the bridges or may use them as perches for group
singing or story telling.

The coloring pigment in the full scale bridges
produced by Creative Playthings, Inc., is the same
as used in the first prize “Fantastic Village,” and
patterns may be created by regular or spot
distribution of the three colors.

The judges considered this design the most
successful among the prize winners in regard to

play value, safety and ease af adult supervision.

Honorable Mention
MODULAR FRAMES AND PANELS
Joseph A. Maxwell, Jr. (design student)

The judges commended the basic idea of the simple
units, their variety of panel designs resulting in
imaginative and visually stimulating open-cage
structures which could be used in many ways.

They had, however, reservations regarding

safety and ease of handling by children.




















































































