Cuarrex Six

Trae CONTROVERSIES OF DESIGN

MoDpERNISM AND TRADITIONAL STYLE ON THE LiNngRs

R the years after the 1912 Titamic disaster, speculation about the
jer navigator, added to the debate and included pithy commentary
o oaly sbout the structure of increasingly huge ocean Eners but

the sea—a fact well-known to admirers of stories like The Socrer
rer. In criticizing the size of ships, Conrad wrote, “If that Jack-
ship [7icamic] had been a couple of bundred feet shorter, she
ikd have probably gone clear of the danger. Bat then, perhaps,
ould not have had a swimming bath and a French café. That
urse, is a serious consideration.™ Conrad saw his remarks 2
R & sarcasen,” and obviously so in referring to experts who en-

future liners that would have the ability to bump into ice-
bead on and suffer minimal damage. With undercurrents of
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nose, because should you perchance scrape the bluff of the bow in-
stead, she may, without ceasing to be s unsinkable as before, find
her way to the bottom. | congraniate the fiutuse Transatlantic pas-
sengers on the new snd vigorous sensations i stoee for them. They
shall go bounding scrom from ieberg to ieeberg at tweaty-five
knots with precision and safety, and & “cheerful bumpy sound.” . .
It will be & teeth-loosening, exhilarating experience. The decora-
thons will be Louis-Qginze, of coune, and the café shall remuin
open all night, But what about the priceless Sévres porcelain and
the Venetian glass provided for the service of Transaclantic pasen-
gers? Well, T am afraid all thar will have 10 be replaced by silver
goblets and plases. Nasty, common, chesp silver. But those who'
will go to sea st be prepared 1o put up with a certain amount of
hardahip.?

Excessively sarcastic or not, Conrad was not only dismissing
fetched ideas about the unsinkable nature of future ships but also
casting much doubt on the wisdom of placing costly, fragile, and
mmﬁkoﬁeﬂ‘mﬁhmhhpﬁ&m&
marks about the Titunic catastrophe cast doubt on the ¢
ﬂmnngboubmdpdwubymuhpmﬁm
rad’s perspective, these monstrous creations were the re
upper-class pretensions requiring precious works of art
nquammdnnm.phuhubmsmhna
themselves captive to such concerns for ornamental gr:
paying enough attention to considerations of n ‘
safety—the only concern for 3 mariner like Conrad. As 2 nows
and observer of human nature cast in imperialist settings Co
mmmmwumm-.“
tor he placed functional considerations far above decorat
mdanplnaudmmnmdnfcqﬁmmdfuuﬂh
sign of ocean finers. 3
Related views emanating at roughly the same time from
ferent motivations also entered the discussion. As avant
artists and architects fervently carried out a variety of e
revolutions, the view of Le Corbusier and others was that
ration and ormament were completely unnecessary for oc
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and the tower’s overtly naked expression of the
processes at work in its making attracted widespeead atvention,
Avant-garde artists saw both as modem structures serving also as
symbolic beacons to those searching for acsthetic revolt and mod-
ern expression. Some critics like Michel Serres have seen the Eif-
fel Tower as “devoid of meaning” or felt that it “[exists] solely for
thcpnrpowofbengtbut mdtmwﬁmodyu'.-

gincering know-how, confidence in modern materials, and the
radio signals seot from its apex. Despite the hostility that erad
tionalists expressed toward it, the Tower emerged as a herald
what was to come in the next century. While its Gothic arches e
wded a medieval charactes, the Brooklyn Bridge, impressed v

can live on itself- ane can dream there, eat there, cbserve there,
derstand there, marvel there, shop there; as on an ocean lin
oneself cut off from the world and yet the owner of 2 woe
Barthes's point is that the Tower served bess to function in &)
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Abyumdmdodeskvudpmuﬂﬁonudmﬁu
Mwhommﬁdwbthedmmbdwdwﬁ-
m’hmdmi‘nnrimdaaﬁeddnirmndnmo
Mpowufo\mdindnuﬁmhumofd\emdana’.
Wm&mhﬁkﬁwhmomdﬁgmﬁm”%'-
forebears drew their artistic inspiration from a religious atmo=
uﬁmw&h&dd&hm&hhmmmwmi

of the movement spilled into other areas.

Nevertheless, the carly-twenticth-century artistic
ward abstraction—especially in areas where artistic and s
mm%hmwhwdpﬂ:m;'
botels of ocean liners, architects had to pay attention to €
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Technological advance was not to be ignored, but a huxurions
interior was essential. Passengens could depend on the speed and
efficiency of the Agwitania’s engines while relishing parlors and
dining rooms immersed in the palace look. This liner was remark-
-hk.uooebcodwnmwd.‘ﬁxhcnpmdmdnguhmymm.

mmdmbod:uduofdu)\xhnm"hhbm@wmnhm
would later be viewed a5 an obstacle to speed, within maritime
culture the contradiction did not then seem so obvious,
Public spaces in the Agwitania reflected proclivity for historics
ambience as one could ascertain in the names given to partic
rooms. There were the Pompeian Swimming Bath, the P -
Lounge, the Louis XVI Restaurant, and the Elizabethan Grill
Room. The reference to the Venetian architect, Palladio, was isself
acknowledgment of the historicist focus, as seen also in the shad:
ows of Christopher Wren's architectural forms also hung over
SR ,

The look of the country club, and the essential style prefien
by those traveling in this "club” was “period.” (See figure #
modanhuthougluthepaiodwbeuduk.iudhuun'."
differently, and Cunard was explicit in explaining ity inspirstios
*Historical and period styles, both French and English, have
upitdmoflhcmumﬁﬂmmﬂym
room of the Aguitania. . . . In the case of ‘period’ rooms, a con
erable amount of research into old documents, or among the
tique dealers, is necessary to find good models of the correct
but which are not hackneyed or spoilt by cheap repetition, ¥
will be carefully reproduced, and other types designed in the 8
spirit as the old pieces.” One can see why modemnists wou
such inclinations as bordering on the concerns of the muses
rator. Nevertheless, with White Star's ships grandly repres
the style, Cunard was cager to display it as well in the Ay
Mauretania, and Berengaria. After the war, White Star so8
reinterpret its intentions stating, that it: “has held an une
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Known as the “floating Versailles,” the France was introduced in
the following manner by a company brochure: “The ship that
bears the country’s name across the Atlantic isn't just 2 boat. . .,
The Framce s an institution—a creation of steel and wood and
lmulhnhumhovmmgedmdenbpawdnm
that continues to attract just those people with whom one would
find it interesting to pass several days at sea. . . . Today she has bee
come an oil bumer. . &nnoulmmodanmﬂmh- ]
punmdmmya\mhdummofbul.ou \'4
mood. New cabins have been added, but they conform to tradi
tion. She is still as French as her name.™* Passengers were in-
formed of the technological improvements on the Framee put i
place during the war, when it functioned as a hospital ship. But the
emphasis on its “soul” and “personality” underfines a class snob-
bery that is evident in the following lines: “Providentially, thers
something about the France that effectually discourages the tnm
cler who estimates beauty in terms of gold leaf. Those cor

wonable little groups of chairs will seldom be found to hark
tourist in need of a Bacdeker or the presuming person of dosbe
antecedents.”* Such statements are curious coming from a li
that was embracing the new tourist third cabin passengers, mo
est in background and eager to learn about travel destinations w
andethaeanmlbeyuzdmomﬁndh
classes when faced with the masses of new tourists whose dol
pounds sterling, or francs were necessary for the lines' finat
solvency following the devastating costs of the war. No doubs

tourist third cabin or third-class cabin space at the time. It
surprising that the cover of the brochure is adorned with the
de-lys, symbol of royalty and antithesis to the world made
ble by the French Revolution—including the ret
middle-class upward mobility.
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ocean liners.”” They may even have served  practical purpose,
providing relief from mal de mer. But their more likely effect way

?w@mWWhmmlm

oceasion. No matter how high the expectations for fast transate
lantic service and a steady ride, oqually high for upper-class pas
sengers was the desire for interior spaces to exude traditionsl

Notions of romantic escape could also be suggested
ilizations. A craze for the ancient worlds of Greece, opot
and Egypt (affecting even fashion), in fact, had swepe throug
West, set in motion by the excavations of ruins by He
Not surprisingly, 2 number of ships were designed with i
phase of cruising in the 19205, several CGM ships vent
the Mediterranean were imbued with particular historics
world of Minoan Crete made famous by Evans, with &
able Knossos-like inverted columns adorning its ¢
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conveniences i Frangaise.™* Homage to the dead of the Great
War is certsinly evident in this celebration of a new joie de vivre.
Another booklet publicized the availability of modern motion pic=
rures on board as another example of the modemn character of the
-diauﬁdu'nmncffatofmod:mm'md.hﬁa.'l&'
acle of modern art. ™ Americans thinking of Paris s a mythic city
d;ﬁvhgwkhduﬁauofmodunli&(fab«mam)ou' :

lnecboingtheAnNmustyk.qedlﬂypopuhm_'_
pmwuﬂ.dwkﬁwmmbemﬁndﬁd:h
nyleo(Vauiﬂaadnpaiodlooko‘duﬁmm
modem glasswork displayed here and later in the

emerged as one of the special symbols of modemn style. Passcag
Mmmmmmmmmu&j
modern and removed from the “stuffiness” of traditional shi
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Steamship companies were quick to embrace Art Deco, and ity
influence could be seen in ocean liners launched during the next
decade. Each line, however, incorporated the new style to a difs
ferent degree. During the ‘205, Cunard and White Star adhered 1o
the period look—something almost impossible to avoid because
the stars of their fleets had been built or designed before the wae
Emwhnlehddmglhc-p«dmoodsmduhnhm&e
massive size, British ships thus remained 00 :
Fo:mmo(d\tocmgoingpubbc.Cunuddethm -
sels represented luxury in ity most traditionally familiar form, es
pecially when compared with the more modern and faster line
designed in Italy and Germany. _

Considering a successor and companion to the Paris, TRANSAT
designers sought inspiration from the 1925 Exposition, and th
result of this search was the lle de France. While the Pariss int
tior space reflected recent styles, the e de France was actaally co
structed and designed as an expression of the latest o
uniting art with industry as envisioned in the 1925 Exposition
fact, it was to be a veritable floating exhibition space of me
emism, even if watered down a bit to suit the proclivities ofg
sengers not always willing to embrace radical modernism. W
its hull, passengers could wonder at the airier space with |
sweeps, geometrical shapes, and columns that were con
or at Jeast non-antique in essence. 3

French Lines described the liner as having “the same tradi
comfort [familiar to travelers of the linc), blended with des
loveliness.” Bur it went on to say that "even the details
em, new, smart and Freach in daring novelties of color s
sign."* The company added that “staterooms on board
Framee are modern American botel rooms. Attention
given to the smallest details: roomy clothes closets, €W
an outside one with private bath and a charming akow
room.™ French Line's emphasis on *American” rooms
tive here of European attitudes about America’s comph
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geometric carpet. . . . It seemed less a swlow than a bothouse, an
tic, but monumental, was the entrance foyer. Four decks high, one
Mmhdmmummﬂymtdﬁ:
Iowakvelo(NewYothGnndCcamlSnnon’Andamhdy
Maxtone-Graham, “what emerged was a not of Establishmen
Modem, an extension of the International Paris Exposition ‘
1925, p-dagedmnmouulhnllmdddmedm

York ﬂnmnlcﬂ’mmm‘ombkud rpower:

hmomunudnmudndcpnm&un
“period,” but French Linc’s attempt at balanced and restraie
modemism, which he tried to connect to fascist architectus
trends and to some personal areas of his contempt.
John Malcolm Brinin was only slightly more receptive, wnit
that the lle de France “possessed a warmith, a palpable sense of &
tocratic reserve, a sort of deisez-fieire grace that hid her touche
ugliness and mellowed the strains of the frar and the strides
moderne that were evident throughout the length of hee™
moaning the “great slabs of laminated wood polished 1o ¢
glossiness,” Brinin admitted that there was much to admire i
liner's public spaces. A definite dignity and grace (as he qu
from an unattributed source) was felt in the structure and de
the ship. What he took aim at was the hesitant modernis
characterized the ship and gave it 3 conservative aspect. S
conceded the liner's importance. This ship, he wrote, ‘may
first of ocean linesy—in a succession leading to the final 5
1962—to embrace the modemn at the very moment
steamship history was becoming a romance of the past.
tone-Graham also acknowledges the liner’s fatal blow 10
cism: Echcnm“dcad.thmmnhuo‘tm"
railing or motif identifiable with an earlier age.™ Addu
modanuykwmdnnnedplemmm.
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m‘—hdeowmdlmcaityuwdluinlhbeduﬁ&pw~
hudiduolulmetopocumdthemmolbh&cnndb
. um...(mknmcbcﬁipﬁlhdwithlcalk&n

naming it ship of the year ™ Kans most
1 lndlecmhdklhip.W.tbe'M
ks Paix of the Adlantic,” with akoholic al-

&Mddnlb&ﬁm%&pmm
e mmdwuuﬁpdthemumof&d:
5 M-mddmmwﬁuuid.:&mtbc'm

f0 %0 massive a project as decorat-
athanti wmd&hdhmim
u@&pmhcpmthuz,d\ewdhymh
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in fact, owed much 1o the avant-garde’s defiance of artistic con-
vention. Design of the Puris and the e de France seemed to fol-
low up on that promise following the great splash of the 1925
Exposition, and the resulting sensation revealed popular taste ag
no longer a uniform current but one splintered into traditionalist
and modemist fragments whose adherents were fiercely vocal

By the late "20s, Cunard, White Star, and Freach Lines were cone
scious of the need to build newer, faster, nndlu;uim :
would be more competitive in the world
lthchakailhdnnnuﬂof:he&mdenvp“l
the maritime scene, contrasts with the relative antiquity of the
Cunard and White Star ships were striking. It was a matter of 8
traditional format running up against the minimalist, streamlined
look of the future. The Mauretania was aging, having captused it
last Blue Riband, and in several years, the Bremen would becom
a model for the future. Though a few years younger than the
retania, the Aguitania was also showing its years of service. Whi
Star's old companion ship to the Titmic and Britanmic, &
Olympic, was ready for scrapping.” Ships handed over to Cunse
and White Star as part of Germany's reparations payments &
Britain were nearing the end of their runs—as with the 5
(formerly Imperutor) of Cunard and the Mugieic (formeely 5§
marck) of White Stae. (See figure # 21.) An anoaymous Wh
Star report of 1920 in fact cast doubt on the value of Inperaters
Bismarck. Admitting their possible threat to British dom nance

Companies should have to consider acquiring them. ™ Ther
no questioning their seizure as part of the compensation 1o
for ships lost during the war. In the process, the damage &
many's maritime competitive edge would add more b



w
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mbdu-.tod\emimo(tbcmt.hnluofduemﬁp- |
for the long run seemed dubious.

. mumm.mmwumm
ine: mkm&dﬁqh«&m&quhm—
Mbbdhwmmmjmwdm
horse-power 3
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AﬁnihmmfwndiaWhinSm\mnd&M,
hm!ndiul929.whkhhndmddnmofinm-ﬁud~?
mmhmhﬂmbumhﬂlﬁnﬂyn‘;
up the slack obvious in a decaying fleet, (See figure # 22.)

French Line explicitly expected trunsathantic 1
travel at 28 knots—a speed not achicved by the L de France.
the infhux of tourists and businessmen traveling in cither di ~
tion, the New York line was most hucrative to companies. To kesp
the traffic and profits at a steadily growing level it was essential 2
companies to make ships karger and crossings faster, a comb na-
tion that would spur ever lasger numbers of people to travel=
especially those wanting to be in Paris less than five days
leaving New York.*" With liners becoming so much larger any
moaumental in scale state support of company efforts would §
ever more crucial, * '

The aim of revitalizing TRANSAT and Cunard was obviows
two secret projects begun in the late 19205, known simply as
and 534 respectively. Both projects were envisioned as solutio
ﬁemnﬁ:gw%hﬂdingmm&.
the difficulties of the times as ultimately caused by
losses, and sacrifices of the First World Was. Officials of iy
been sufficient to make amends—part of the ongoing mation
tic animus pushed by the steamship companies. Thus 75 an
would enable TRANSAT and Cunard to improve their situs
and, in fact, leap into the future in a mannet. ]
commissioned to the Atelier et Chantier of Penhott at Se.
while 534 was given to John Brown at Clydebank. They weo
spectively become known as the Normandie and the Qweer
As noted earlier, the size of the new liners would b

Ironically, both liners would be stalled by the Depre
left in embarrassing states of half completion, beset with |
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unp'alenvirmnnhadmbecomidendwcﬁdly.hlnchm
p«uﬁmwpluedoadnﬁmduigmdbyWYm
viach.mcmployeeofwin?uiwbohdb«nlmﬁc

immhmiorofntheyhdmcmnpwizhm‘ :
mwydmmmm.mmgmgmw
tmh(mkin‘!hduppeunmlﬁenbehmxh).mdu cight
Mmumm:wﬁwmnm&rdly miniscule

fore in French and British ships, and modern convent
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French Aluminium.*' Further padding archival files are requests
for work in parquet flooring, ceramics, serrureie, mwub.d'
other departments.™” Maison Jules Leynaert, a Dunkirk firm in-
volved in rayems meubles, emphasized the high unemployment
rate found there.”’ Despite the reality of such social problems,
TRANSAT was not moved and instead emphasized the need for
all areas of the ship, even the chapel and the smoking room, 10
exhibit modern style. In seeking work or exhibition space on thy
Nermandie, artists and craftsmen did not hesitate to obtain ou:
side help. Such was the case with Jacques Leudet, who wanted 1o
display his watercolors on board the ship in an attempt to gain
publicity and was supported by Paul Reynaud, a member of the
Chamber of Deputies and future prime minister, 2 post he helk
at the time of the fall of France in 1940. Reynaud's support wa
fruitless as company managers would pot consent to using loung
space to exhabit canvases or statues not directly a part of the shi
design.* TRANSAT also received letters from artists like Jes
their explicit demands for monetary compensation, work con
m-&w&«daninded&ngonnykad

Wuhdldndﬂmtm(uhhmndum

muufyugmnmduhelh&l’rmmm Deca,
by then known to larger audiences because of their fami
with Hollywood sets for the Astaire-Rogers films and oth

In addition to its modernist high-art character, Art IX
iam»wmmmmomm
uthnmmumcaumdpopuluumuhlﬂﬂ_
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of negation and an ultimately overwhelming tendency toward ac-
commodation. Modernism exists in the tension between these
two opposed movements. And the avant-garde, the bearer of
modernism, has been successful when it has found for itself 1 so-
cial location where this tension is visible and can be acted upon. "™

Mwmmkw-awmgw
one could begin to apply this ad sbmndum and extend it to o}
Akhnaton ena of New Kingdom Egypt. The style was more in
garde movements of the nineteenth and twenticth centuries, Ast
Deco could even provide the sets for the upper-class style of live
ing as defined by the Rainbow Room in Rockefeller Center and
mhaaubimmulnmm&uqm&m;'
the steamship companies catered to first-class passengers as wel
23 tourist third cabin, they tended to promote a style that define

Mchugdw:mnndetyfamknnmyb:
notions of kuxury and interior design to match the times.

Every stretch of the Mormandie, including its cabins, reflocte
(hemﬁnmmthDemDuktkhmdlm cplaced






00 Towmast Twinn Camen

all of which held great religious and social significance to Nog
mandy. In le halle superieur, symbolic representations of Nog-
mandy’s maritime legacy were evident in bas reliefs by artises like
GmpSlwommHmﬂwaoah:

lO“wtbcmouﬁmoummoﬁlmhnwyCurm:‘
Norseman theme even further, Saupique’s sculptural refief e
corded the Vikings themselves an important place with homage
to Odin and other Viking deities.*’ Related images were also.
found on TRANSAT publicity brochures.” Perhaps the appeo=
mmnlmmduwmdmthebuhmwd’
Norsemen had contributed to the increasingly advanced ar 0

Dmthu&dlhemauduybmnecmdwdnpﬂ.
those of antiquity. Thcmbcfpndn of Jean Dunand

cient. Their gold hacquered finish and presentation were mod
Y«thmpomnylldAﬁmmhmdw ting

whose modernity wis rounded at the edges by older 8
subjects. At times, such reliefs seemed more reflective:
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mmmkun&mmdnwmlb.
Paquebot seemed an ultimate symbol of the merging of science,
technology, and modernism. It was far removed from the chatesy
model of the France; its comforts and huxuries were accessible 1o
the masses of third-class passengers but at the same time satisfied
Mwmmmmawmm.
Roger-Marx said of the Normandic, “it is not a copy or aggn
Mmd&emhhm&h‘m...kihi'pd

sition International, where a miniature model of the
dining room was on display. Even in this artificial &
visitors could admire the design of the room and obtain a sense ¢
what it might be like to inhabit the liner. As is evident, design o
and 1937, with 1931 as a transition. In the Exposition of 37,1
mptnymnthhemnmo(them&h_
MnchmdeumndootheQ;ud‘Omybcmduh
Concorde and the Pont Alexandre 111 Freach Line's public
magazine boasted that the restaurant, A Bord de Normandie, g
vﬁm-mdmmmw;
both our transathantic and cruise liners.™* Noe surpeisiny

In Britain, the Quern Mary was eavisioned as 4 challenge
Nermandie—in terms of tonnage, speed, and artistic de
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mm;«.muumwuwmdu
ﬁmmp&dhwn&n-ﬁnmnﬁumunm

TbeMaywtorivdanhM’ the pew
mdmhbmﬂMpﬂh’fam&aM
mmmwmumum
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cross-channel neighbors, and partial adberence to some of the fea~
tures that highlighted previous Cunard and White Sear liners. Yer
the Queen Mary was a product of its age and had enough resem-
blances to the Nermandic to make comparisons inevitable.
The American architect Benjamin Morris was selected to head
the Queen Mary's interior design. In turn, he chose to work
mmmmuwuwmmuu
sign the Aguitania and other liners of the prewar years. Moeris
himself was accustomed to working with artists and decor
tion would be an unwicldy combination of new and old, define
as “stately.” '

confined Cunard White Star even as it constructed a liner with &
modern character. Questions of modernity focused on technal
mmmm-mmhm»u'

velat ., bmnodnngwmtbemofmm,
ernism,” then, is to be kept within limits avoiding "cxaggers
and not “marring” comfort, which again is given a racial twis
writers continued: “You will know how much this spirit
The screnity you feel is akin to that of an ancient English#
mumwmoumonw



'huCo-lnwulmooDuuu s
) M...-indeadihuvi&b&hm
ugﬁnpummbepumuud alter the feeling of

ey S .
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Further hints of modemism were also found in Doris
Zinkeisen's mural in the Verandah Grill. Her portrayal of cirous
and street performers has the air of an Henri Rousseau work or at
least a derivative naive canvas, with a playfulness contrasting to
the solemnity of typical maritime art, and a social character more
mhmnope."mﬂnpﬁmnudﬂkapdtbcmf

htumwﬂmmw
Star was clear in its partial acceptance of modemssm. he-
less, as evident in some of the above quotations, company man
geuabommymmmthcmdeu,
decor. Kenneth Shoesmith, for instance, painted the M,
the Atlantic 35 part of the decor in the chapel. Though und

tion connected to the British fad for “medieval modemism."™
As the directors went about considering and even hiring cen
artists, the limits of their tolerance for the modemn came |
focus, Benjamin Morris himself had to intervene in some m
Stephen Bone, son of the well-known medicval modemnist N
head Bone, was tumed down for any consideration for the b

phasizing the fact that they are engaged in the greates
work in history, and appealing to them for the sake of
of the British Mercantile Marine to put their whole hes
into the work, and to cooperate in every way in m
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lnd.dmdisc:diﬁmumbechu‘edbplw& these pictures
widuwide;umnlappal’”ﬁmhmae.lu&km%'lﬁ-'
mmwtdouk.lnchwunﬁecﬁq&u:d‘l%.
and scom of avant-garde modernism, which did not complement
hndddmmd'mydub’mﬁngddndby&ch
Gnmimﬁumh.inpuﬁuhf.wﬂewmwm-‘
ermistic as many works of the day (especially across the :
was not seen as fitting in with the overall decor of the main
was thought, have their calm jarred by unfamiliar forms of art.

Cunards response was not encouraging. Leech rece d
memo from the secretary's office urging him to see “Mr. Gras
and explaining to him that the paintings are not consid
in harmony with their surroundings, and it has been decided 8
mmmm&m’oﬁww%ﬂm of i
diate payment—but not in the full amount. One can surmise!
themmmdmmofmnqwiﬂopinbnn hy
gratulated Bates on his decision to reject the Grants saying,
tremendously relieved at your decision about the pictures in
buqe.l&ink&nduthqmimm'







their work, and the well-known dispute over Diego Riveral frep
coes in Rockefeller Center during the 19308 was one such e
stance of an artist’s refusal to comply -quese

anheCuwd'odfomwmuh&e&m, b
versy's range soon reached into the legal, jours ic, &
uﬁ&m&.lnfna.iuﬂmlhuunednﬁlg
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mhmm&mud&#mmdmu
recomsider your decision, ™

mmamwmmmumm
um»m.wd&mummm;
mm:htimduwmdﬁt‘wm'l*"
hmw&emﬁ:&m%ﬂmium:'
mon'Eodhhm.'plnimlﬂywhnonem&h}
piuddwh&mn&umpmﬁpwhﬂr—u' dg-
ment based in part on its decorative art™ Clark clearly wrote nost
oﬁhehwhd:epedﬁon.mddnﬁdin'&um
portunity” to raise the level of English art had been lost was cone
nected to & sense of rivalty with the Frer howe

near Glasgow. Nationalise, even in a more restrained
evidmtmhthemuofmmddfpm”
wmwnmmhumtﬁnheh
personal leteer of Keynes's attempts to pervuade his frie E

jection of Grant by pointing to the need for a portn
QmMnyinﬂth& ;
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genenally would recognize the paintings as the work commig-
sioned for the Queen Mary, and we can foresee the possibility of g
Mh&&uumdhmuw&*;
tion of the pictures for our ship. We feel, therefore, that it would
beMmmpnwdonyﬂn‘Mwwldw{
m&m*mmamv«u-m
mdqmmmwcmwmsq
was very sensitive to the possibility of any fallout from a public
humﬁumﬂhmhdeundammyk&ndlheﬁm 5
pecially as it prepared for the launch of its next liner—the Queen
Elizaberh. 3

manor life. There were resemblances with the Mary on this s :
but the effect was far less cosmopolitan.
Some lingering bad feeling from the time of the ¥

a5 more American than British in inspiration emwh&
characteristics with the Normandic as 2 1930s transatlant

berlain (then chancellor of the Exchequer): *As you may ke
Morris, an American naval architect had charge of the ster
ting of the Queen Mery, and as there are very great num
equlycompcmudmuhnmdumaywh
means overworked, do you not think it would be desirab
that in this second ship a Britisher has this work u
trol? . . . [Morriss] connection with the work of the Que
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M'uﬁugmmmyﬁbuﬁoo(duipu'l\duﬁuhohd»
face an old issue from earlier days: Lord Ashield, chairman of
laﬂm’-WTmmnMimimddmapamit"
the queen be placed in 4 prominent area. .

It was no easy matter to choose between moderniatic styles and
pbmulnd\emd,anmemMmthmdnm._
nbedsphyvdulliwofdw%inthcmythnhm
Mary and the Normandie had. The outbeeak of the Second ocd
War meant that the liner would find its first use as # troop camies
wmmmymmmmmuu_‘ y
Cunard tradition, though as a result, it would scquire 2 more pas
anmWﬁomuqnﬁngmﬁhdmunng"
transatlantic travel as competition from the airplane incres

It was a boag way from the sailing of the Tiswni in 1912 o
first passenger voyage of the Queen Elizabeth after the Seco
World War. Much had changed, not only in the size snd speed
dﬁpwbwhhdﬁlddﬂhwchmﬂ_'
decorators began to envision new avenues. While for a time
ing the '20s, the taste for historical art and decoration
ident especially among first-class passengers, the
modern streamlined styles grew, as scen in the Paris and the
France. It was pot that class identity had been at the hear
period look of the Mauretania, Aguitania, or the France. Al
the middle and lower classes were also awed by the plush
looknndapnadmﬂotit.?oop&ﬁonll_
till drawn to the new styles, a fact that did not prevente
context of Art Deco or the International style, That sao
continued to flousish on the Nermandie is all 100 Spps
faaﬂtbtdungt.hhnhomthb&j\mb'?’
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Tux Conmaovensies or Dessen 2y

MdM&nhmdd&mEmuﬁeQ&-%&
hibieed the mod 3
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seen, the results of all this dialogue and effort were mixed. The
one remaining fact is overall reverence for the liners’ appearance
from the piers. No interior could ever mar those initial impres-
immdebyumﬁmeh!mnhnmdbylhedxhw
came into harbor accompanied by the necessary fleet of tugboans.



