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Porcelain Floor Tile 

Forms & Surfaces introduces a series of high-fired porcelain 
floor tiles in four handsome shades of gray. These are extremely 
hard , slip resistant , and particularly resistant to wear. Color is 
un iform throughout the full thickness. Moisture absorption is 
less than 0.5% and classifies these tiles as impervious. A 
superb ceramic floor tile for heavy traffic areas. 
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Forms+surFaces 
. Box 5215 . Santa Barbara, CA 93108 (805) 969-4 767 969-5033 

Visit our Los Angeles Showroom at the Pacific Design Center, 

rirrla Alurnh,:.r 1 nn R,:.~r/,:.r lnn11ir11 r ::url 
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over: Cindy Marsh, Texas, 1982 

~r cover image is reproduced from a 
kscreened photo-montage of Texas 
chitecture circa 1982, created by Cindy 
arsh especial!J for Arts and Archi
:ture. Included are a San Y,gnacio 
rnacular farm building; a San Antonio 
idence by Frank Welch; las Colinas 
·ban Center in Dallas; Cesar Pel/i's 
ur l eaf Towers in Houston; James 
;rling's expansion of Anderson Hall 
Rice University in Ho uston; and the 
wntown Houston YWCA by Taft 
·chitects. A limited edit ion of the silk
-een print from which the cover was 
1en is available for sale. For further 
'Ormation about the print and the 
!isl, please turn to page 80. 
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Calcutta. Art. .. or furniture. 
From a position of design and craftsmanship, Calcutta is pure art. From a position of utility and value

practical furniture. All Brown Jordan furniture groups start with design, beautiful design to satisfy high esthetic 
values. Then all-welded construction, meticulous hand crafting, and our exclusive UltraFuse finish make 

it practical furniture. Beautiful enough for the finest residence .. . rugged enough for the most popular restaurant. 

For a free 72-page full-color catalog. write on your letterhead to Brown Jordan, Dept. DX752. PO. BOX 5688. El Monte, California 91734. 



N 0 T E s I N p A s s I N G 

Despite its size and exposure in the media, Texas is largely an undiscovered state. Like 

California, it has been the subject of myth and misunderstanding, and it sometimes lives up to its 

expected role. Outsiders see the state as the home of]. R. Ewing, 'Texas Chic," and Gilly's; and all those 

things are a real part of the picture. But Texas is no longer isolated or provincial. 

During my first editorial trip through Texas, I experienced many different sides of the state-

The bustling urbanity of El Paso and San Antonio 

The grand dedication of a modest Houston building designed by an international architectural heavy 

A monumental Gotbold grain elevator beneath a blue Marfa sky 

The feeling of being nowhere 

Artists living in industrial space on the outskirts of downtown Fort Worth 

An urban site installation by Bob Irwin in Dallas 

Gumbo in Houston, chicken-fried steak in Austin 

And the World's Largest Airport. 

All these things indicate something about the diversity of a place which is in a rapid state 

of transition: Tradition exists alongside new ideas; and there is a hunger for Culture accompanying the 

continual need for expansion. We have tried to depict some of this diversity in the current issue. 

In th~ earlier years, Arts and Architecture seldom published work produced in Texas, perhaps 

because there were few new ideas to publish, or perhaps because the place was so big and isolated it 

was difficult to know what was going on there. But times have changed, and alongside its rapid growth 

goes a need to create new cultural myths: Texas has things to tell us. 

The goal of this magazine is to promote literacy and discussion about the arts and architecture 

of the Western United States . For too long, ideas have developed in a critical vacuum. By visiting Texas 

and by publishing a selection of recent ideas and work, we hope to begin a dialogue. 

Barbara Goldstein 
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San Francisco & N orthem Calif omia Gallery Guide 

The Allrich Gallery 251 Post 
( 415) 398-8896 

Nikki Arai Gallery (415) 936-3130 

Hank Baum Gallery 2140 Bush 
(415) 921-7677 

Grapestake Gallery 2876 California 
(415) 931-0779 

Pasquale Iannetti Gallery 575 Sutter 
(415) 433-2771 

Ivory /Kimpton Gallery 55 Grant 
( 415) 956-6661 

Jehu-Wong Galleries 2719 Bush 
(415) 921-1515 

Tom Luttrell Gallery 420 Sutter 
( 415) 392-2323 

Rorick Gallery 637 Mason 
(415) 885-1182 

Rubicon Gallery 398 Main 
Los Altos 
(415) 948-4848 

Satori Gallery 2124 Union 
Courtyard 
( 415) 929-0696 

William Sawyer Gallery 3045 Clay 
(415) 921-1600 

Smith Andersen Gallery 200 Homer 
Palo Alto 
(415) 327-7762 

Smith Andersen Gallery 2140 Bush 
San Francisco 
( 415) 346-3559 

Soker-Kaseman Gallery 1457 Grant 
(415) 989-6452 

World Print Gallery Fort Mason Center 
Building B, Room 340 
(415) 776-9200 

1429 Gallery 1429 Grant 
( 415) 956-4611 

January 14-February 13 
February 18-March 20 

By appointment 

January and February 
March and April 

December 3-January 16 

January 2-February 12 

February 12-March 21 

January 
February 
March 

January 6-February 7 
February 10-March 14 
March 17-April 18 

January 4-February 18 
February 25-March 25 

January 4-February 13 
February 16-March 28 

January 15-February 19 
March 5-April 10 

January 12-January 31 
February 2-February 28 
March 2-March 31 

January 
February 
March 

January 6-February 6 
February 11-March 20 

February 23-March 27 

January and February 
March 

January 6- 29 
February 3-February 26 
March 3-March 26 

January 6-February 6 
February 9-March 13 
March 16-April 10 

Geoffrey Williams: Paintings 
Nance O'Banion: Painted Paper Skin Series 

Photography & Fine Art 

John Ploeger: Recent Paintings 
Richard Wilson: Recent Paintings 

Herbert Bayer: A Survey of Paintings, 
Sculpture & Photographs 

Original Prints and Drawings from the 
16th Century to the present 
Goya: Etchings 

Barbara Weldon: Works on Paper 
Dan Christensen: Acrylics on canvas 
Robert Natkin: Paintings 

Li Lida: New Calligraphy 
Larry Thomas: Drawings 
Arthur Tress: Photos & Erotic Asian Art 

N'ima Leveton: Recent Work 
Terry Schutte: Recent Paintings 

Works by Katz, Rivers, Marisol, Cramer 
Contemporary California Artists 

Posters: Mucha-Nagel 
Salvatore Pecoraro: New Constructions 

Mayumi Oda: Serigraphs 
Toko Shinoda: Paintings & Lithographs 
Lui Shou Kwan: Watercolors 

Robert Kehlmann: Works on Glass 
John Rise: Pastel Paintings 
Michael Dailey: Paintings 

Ed Moses: New Work 
Fred Martin: Paintings 

Frank Lobdell 

Prints from Europe and Japan 
Paul Wunderlich: New Lithographs 

Slide referral service 
Hand made offset prints 
Helmtrud Nystrom & Johanna Boga 
Connor Everts: "One Print 's Progress" 

Indian Miniatures (by appointment) 
Gerald Johnson: Recent Work 
Elatia Koefli: Paintings & Drawings 



50 WEST COAST ARTISTS 

50 WEST COAST ARTISTS 

A CRITICAL SELEcnON OF PAINTERS 
AND SCULPTORS WORKING IN CALIFORNIA 

fxJ HENRY HOPKINS 
wil~ ,.,,trails of Ifie arlists fxi MIMI JACOBS 

The fifty artists represented are among America 's most 
important painters and sculptors. An expressive portrait by 
Mimi Jacobs accompanies each artist's selected work and 

personal statement. The striking format and design provide 
the reader with special insight into the world of the art ists . 

Among the artists represented are: 
Jay DeFeo, Manuel Neri , Sam Francis 

Richard Diebenkorn , Laddie John Dill and Judy Chicago 

$16.95 paperbound: 128 pages; SO color I 50 B&W illustrations 
At your favorite bookstore or send $17.95 postpaid to: 

Chronicle Books 
870 Market Street 

San Francisco, California 94102 
include name, address, city and zip 

for V ISA or MasterCard include number and exp. date 
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January-February 

March-April 

William Tucker 
Sculpture maquettes 
Drawings 
Lithographs 

Robyn Denny 
New paintings 

Bernard Jacobson Gallery 
8364 Melrose, Los Angeles 90069 
213 655 5719 

Changing exhibitions of 
contemporary paintings, 
sculpture, photographs 
and design 

....::.~ ARCO r ••,CENTER 
~~FOR 

VISUAL 
ART 

A not-for -profit gallery funded by Atlantic Richfield Company 

Atlantic Ri chfield Plaza, Beneath the Twin Towers , 
Fifth and Flower Streets, Los Angeles , 90071. 
Monday through Friday 10 to 6. Saturday 11 to 5. 
Validated parking at 400 So'uth Flower garage 
or Saturday in the Towers 

HANK BAUM CALLERY 

JANUARY & FEBRUARY MARCH & APRIL 

John Ploeger Richard Wilson 
recent paintings paintings 

REPRESENTING : ORIGINAL PRINTS BY: 
James Bolton 

Martin Camarata 

Bill Chambers 

Guy Diehl 

Georg Heimdal 

Dick Kakuda 

David King 

Robert McGill 

John Ploeger 

Richard Wilson 
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2140 Bush Street 
San Francisco 
California 94115 
(415) 921-7677 

Anuscziewicz 
Ay-o 
Chryssa 
Conner 

Cuevas 

D'Arcangelo 
De Forest 

Dine 

Gordy 
Hinterreiter 

Ikeda 
Indiana 
Krushenick 
Lichtenstein 
Lobdell 
Mattox 

Neri 
Nevels on 

Oldenburg 
Ortman 

Paolozzi 

Pearlstein 
Pomodoro 
Ramos 
Saul 
Stella 
Voulkos 

Wesselman 

Woelffer 
a11d the fi11es/ & 

largest collectio 11 

of works 011 paper 

in the West 



EXHIBITING ARTISTS 

WORKS BY 

PETER BODNAR 
ROBIN BRUCH 
NANCY CHAMBERS 
CL YOE CONNELL 
RICK DILLINGHAM 
VERNON FISHER 
ROBERT GORDY 
DAVID McMANAWAY 
PHILLIP MABERRY 
STEPHEN MUELLER 
SUZAN PITT 
MARTIN PURYEAR 
DAN RIZZIE 
JOHNNIE ROSS 
AL SOUZA 
JUERGEN STRUNCK 
JAMES SURLS 
WILLIAM T. WILEY 
DANNY WILLIAMS 
ROGER WINTER 
TERRY WINTERS 
NICK WOOD 

PHOTOGRAPHS BY 

HARRY BOWERS 
JO ANN CALLIS 
JUDY FISKIN 
PHILLIP GALGIANI 
WANDA HAMMERBECK 
DEBORA HUNTER 
MARK McFADDEN 
NIC NICOSIA 
JOHN PFAHL 
RUTH THORNE-THOMSEN 
WILLIAM WEGMAN 

2611 Cedar Springs· Dallas, Texas· 214-744-1346 

291 Church Street· New York, NY· 212-226-2519 

Kirk deGooyer 
Gallery 

Robert 
Walker 

Karla 
Klarin 

February March 

Hours: 1308 
Tuesday-Saturday 11-5 
(213) 623-8333 

Factory Place 
5th floor 
Los Angeles 
California 90013 

Jack Jefferson 
3 February - 27 February r982 

November 1981 Mixed Media on paper 45 x 35 in. 

Gallery Paule Anglim 

7ro Montgomery St. San Francisco Ca. 94m 
(415) 433-27ro Tues.-Fri. ro:30-no Sat. II-5 
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Artemide 
Sales Headquarters: 
Artemide, Inc. 
150 E. 58 Street, New York NY 10155 
Telephone: (212) 980·0710 

Los Angeles 
Gail Epstein Enterprises (213) 659 ·8302 
San Francisco 
Wayne Guthrie & Assoc. (415) 864·6800 
Portland 
Tercek Associates (503) 281 ·5013 
Dallas 
Sam Schenck/Southwest (214)931·8127 
Houston 
Sam Schenck/Southwest (713)660·9769 

Cirr:IP. N11mhP.r 4 nn R P.arlP.r lnrwirv r.:url 

Tizio 
Tizio from Artemide is perhaps the 
most famous lamp in the world today. 
Designed by Richard Sapper in 1972 
and part of the permanent collection 
of the Museum of Modern Art , Tizio 
has become universally accepted as 
a modern classic . Beautifully engi
neered and crafted , it is fully adjust
able and extendable, with a two 
intensity halogen light. 

Tizio, a masterpiece of design and 
technology, belongs on you r desk to 
brighten your daily tasks. 

A full color catalog of Artemide light
ing and furniture is available. Please 
request one on your letterhead . 



Arts and Architecture Urban Guidemap No. 2 

Houston: Montrose-South Main District 
by John Pastier 

)ken Obcli;k, 
r111'/I i\'1·wuu111 

The same 30th parallel of latitude that intersects the 

Great Pyramid of Cheops also happens to cross Hous

ton's airport . Perhaps in unconscious recognition of this 

tenuous bond, the Texas metropolis has been building 

office towers higher than that lofty wonder of antiquity 

at the rate of virtually one a year since 1963. Those sky-

rapers, the tallest of which has become a popular jumping-off place for 

ydivers, are just one feature of the brash and confident face this city 

esents to the world. 
Among the others are its remarkably conspicuous billboards, 

ieways as wide as twenty lanes, a superlatively sprawling urban pattern 

encumbered by any zoning laws, arteriosclerotic rush-hour traffic, 

d a pace of construct ion that humbles cities four times its size. These 

, inescapable and representative elements of America's current City of 

3 Future, but Houston also has a subtler and gentler side, much of 

1ich can be found in the Montrose-South Main district where straight 

d skewed street grids, angled campus roads, and curving park drives 

nverge about three miles southwest of City Hall. 

Here are museums, outdoor sculpture, elegant old res i-

nc es, a five-star hotel , a midtown park, and a university that outclass 

Jse of the city's culturally se lf -conscious rival Dallas. Here are 

3gnificently tree-lined streets serving as reminders that this is as 

Jch a Southern city capable of charm and grace as it is a Western one 

dicated to laissez-faire economic success. Its upper fringes even 

erlap the closest thing there is in Texas to a bohemian quarter. 

Still , it would be misleading to overlook the role that money 

splayed in the development of this unique precinct. It is largely the 

,at ion of rich men and women, and stands as evidence of their desire 

live in dignified sp lendor as well as their determination to contribute 

mething to the city that enriched them so spectacu larly. The fruits of 

,ir private and public disbursements differ in magnitude, but not 

cessari ly in kind: An old anecdote has it that a New Yo rker well aware 

the city's immense private wealth inquired, when seeing Ri ce lnsti-

:e's sizable Mediterranean Medieval buildings and manicured 300-acre 

Junds, "Tell me, who lives here?" 
Before the col lege was founded in the ear ly years of the 

ntury, no one lived there; W illiam March Rice's generously endowed 

hool was built in the open countryside. Shortly thereafter, George 

'rmann donated severa l hundred acres of that 

joining vacant land to the city for a park 

1ich has become the site of a zoo, theater, 

inetarium, and a consortium of scientific 

Jseums. Fueled by oil money, exclusive resi-
'\~ 

ntial subdivisions were developed north of Co111<'111f'omrr ,·/ r1.< .\lusc11111 

, park and the campus and, just to their east, the state's first municipal 

: museum was built in 1924. Although at first modest in size and con-

1ts, the Museum of Fine Arts nonetheless crystallized the character 

d tone of the district as both urban and a locus of cu lture as well 

learning . 

john Pasller is Urban Design Commenlalor for 

K USC. He currently is leaching al the University 

of Texas al A ustin, and writing a commissioned 

book 011 1ha1 sla!e's architecture. 

From that original foundation of col lege, park, upper-class 

residences, and museum, the development of Montrose-South Main 

proceeded naturally and apparently effortlessly. Trees were planted and 

one high -toned residential enclave followed another; substantial hotel s 

were built and impressive churches raised their spires along Main Street, 

which was also the site of a privately donated hospital that became the 

seed of today's immense and celebrated Texas Medical Center. Hermann 

Park, as already noted, began to attract an array of civic institutions. 

In more recent years, the Museum of Fine Arts has witnessed 

two Mies van der Rohe-designed expansions, built an art school, and 

acted as a magnet for a separate Contemporary Arts Mu seum as well as 

several commercial galleries. Rice has likewise grown, changing it s 

designation from Institute to University, and was also joined by a new 

academic institution, the University of St. Thomas, a mile to its north. 

Thi s sma ll liberal-arts campus was Phi lip Johnson's first executed 

project larger than a single st ructure and, in perhaps his first (certainly 

not his last) act of eclecticism, he combined the building forms of 

Mies' brick, steel and glass boxes at the Illinois Institute of Technology 

with the si te planning of Thomas Jefferson's quadrangle at the 

University of Virginia. 

Adjoining St. Thomas, and, like that university, supported by 

the philanthropy of the DeMenil family, is an impressive trove of public 

art: fourteen late paintings by Mark Rothko in a chapel bearing his name, 

and six large outdoor scu lptures by Tony Smith and Barnett Newman. 

Other works in the DeMenil collection will be housed in a Renzo Piano

designed building slated forthe neighborhood. Over a dozen other out 

door sculptures can be found on the grounds of the two present art 

museum s, and a scu lpture garden is planned to be built in that vicinity 

from a design of lsamu Noguchi. 

This abundance of public art is matched by the district's 

architectu re. It is not quite so well stocked an architect's boutique as 

New Haven or Columbus, Indiana, but it doesn't fall far short . In addition 

to the already-cited buildings and designs of Mies, Johnson, Piano, and 

_......_ 

Noguchi, this quarter contains executed st ru c

tures of James Stirling (his first American 

building), Gunnar Birkerts, and Ralph Adams 

Cram as well as a projected pair of apartment 

C/11,."·ll Si-hool o{ / /r1 towers by Cesar Pe Iii that could prove to be 

his finest work in that genre. Howard Barnstone, Frank Welch , Eugene 

Aubry, and Karl Kamrath are among the postwar Texans who have built 

here, and Taft Architects have also designed a building for the Rice 

vicinity. In addition to these, eclectic designers 

such as Harrie T. Lindeberg, John Staub, 

Sanguinet & Staats, Katherine Mott, and 

;;~=~=iiiiiiiiiiiiiiiiiii Willi am Ward Watkin produced the sco res of 
Mu.11·111111f fl/I,. Aris prewar residences that, along with the shade 

trees, set the basic character of so much of this district. When describ

ing that quality, one chooses words not often associated with the Hous

ton of popular myth and intellectual stereotype; words such as stable, 

cohesive, well-bred, calm, and slow-paced . It has its excitements and 

particular energies to be sure, but they are tempered by a restraint that 

suggests maturation. Standing in the midst of this hyperkinetic City of 

the Future, Montrose-South Main is an essential and contradictory 

element of the urban whole; it is the eye of Hurricane Houston. 
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A 47 Glassel! Sc hool of A rt R53 Baker House 
5101 M ontrose 1213 Berthea 
Morris -Aubry Russell Brown Co., 1925 

T his is one of a series of guidemaps to significant districts in western A4 8 Contemporary Arts Museum R55 Gi lmer House 

American cities, showing their overall physical frameworks and 5216 Montrose 1318 North Blvd. 
Gunnar Birke rts; Charles Tapley, William Ward Watkin , 1927 

individual elements of urbanistic and cultural interest. Each element is 1972 R56 Ku lde ll House 

numbered and has one or more code letter prefixes designating its A61 Temple Em anu -EI 1400 South Blvd. 
1500 Sunset Blvd. John F. Staub, 1929 

classification. The key is arranged according to those categories and in Ma cKie & Kamrath; Leona rd R57 Anderson House 

chronological order. Entries with more than one prefix (such a.s 
Gabert. 1949 1638 Banks St. 

A63 M echanica l Laboratory and Wilson, Morris, Crain & Anders 
AVC 48 - Contemporary Arts Museum) are listed under each category Ca m pani le 1961 

(A4 8, V48, C4 8). The entry numbers provide a rough guide to location, 
Rice Unive rsity R58 Howell House 
Cram, Goodhue & Fergu son, 1915 1601 Milford St. 

with lower numbers at the top of the map and higher ones at the A64 Ch emist ry Buil d ing Campbell & Ke ller, 1937 

bottom. Rice University R59 Mott-Morris Hous e 
Cram & Fergu son; W illiam Ward 1660 South Blvd. 
Watkin, 1925 Burns & James with Katharine I 

A65 Anderson Hall addition and Mott, 1929 
re novat ion R60 Mot -Anderso n House 
Rice University 1659 South Blvd . 
Stirling & Wilford, 1981 Burn s & James with Katharin e I 

A68 Media Cent e r Mott, 1928 

G Groundscape Elements: a Observation Rice University R75 Weiss House 

Designed Pedestrian Space and Points: Eugene Aubry, 1971 2 Sunset Blvd. 
A69 Rice Museum William Ward Watkin , 1920 

Landscaped Open Space 0 4 2 The Wa rw ick Ri ce University R76 Bl atter House 
5701 S. Main Eugene Aubry, 1969 6 Sunset Blvd. G5 Rot hko Ch apel pla za and The Warwicks exterior glass elevator A70 Baker Coll ege Birdsa ll P. Bri scoe, 1920 ref lecting pool and the connecting large-windowed Rice Universi ty R77 Neuhaus House Northwest corner Yupon and anteroom of the top-floor War-u;ick Cram , Goodhue & Fergu son, 191 2, 9 Remington Lane Branard Club (the club itself is private) 1915 Harrie T. Lindeberg, 1923 G20 Dunlav y Park 

A73 Ph ysics Building R78 Wh arton House West Side of 3800 and 3900 

A Architecture and Historic Rice University 12 Remington Lane blocks, Dunlavy 
A city recreation park Buildings: 

Cram, Goodhue & Ferguson, 1914 Alfred C. Finn, 1920 
A74 Lovett Hall R79 Farish Ho use G24 Bell Park Public and Semi-Public Administration Building 10 Remington Lan e Montrose between Banks and 

M i lford, Ca. 1968 Structures Rice University Harrie T. Lindeberg, 1925 
Repr<ted to be the citys finest vest- Cram, Goodhue & Ferguson , 1912 

R80 Womack House 
pocket park A6 Croo ker Center A91 Site of Hermann Park Towers 8 Remington Lane 

G43 M ecom Founta in Un iversity of St. Thomas Two blocks bounded by Binz, Harrie T. Lindeberg, 1923 
Jackson, Hermann Park and 

Traff ic ci rcle at 5800 block of Eugen e Aubry 
Crawford R81 Todd House 

S. Main A9 Aca dem ic M all Designed by Cesar Pel Ii 9 Shadowlawn Circle 
G44 Sc u lpture lawn, Museum of University of St. Thomas : arcade, Associates, 197 9; co nstruction Anderson Todd, 1962 

Fi ne A rt s Strake Hall, Jones Hall, Welder date not set R82 Copley House 
5700 block, S. Main Hall 

17 Shadowlawn Circle 
3800-4000 blocks of Yoakum A92 M i lle r Out doo r Theater 

John F. Staub, 1927 G46 Site of prop osed Cullen Philip C. Johnson, 1956-59 Hermann Park 
sculptu re ga rden Eugene Werlin & Assoc ., 1968 R83 Coleman House 
Bi sso net, Montrose, Berthea and A14 Adm inist rat ion Bu i ld ing 

Palmer Memorial Ch ap el 6 Shadowlawn Circle 
University of St. Thomas A96 

Rose land 
Originally Link re sidence, later Lee 6221 S. Main H.A. Salisbury, 1933 

lsam u Noguchi, desi gn er 
residen ce William Wa rd Watkin, 192 7 R84 Cu ll inan House 

G72 Academ ic Cou rt 3812 Montrose 6 Longfellow Lane 
Central quadrangl e Sanquinet & Staats, 1912 Residential Architecture : 

Briscoe & Dixo n, 1926 
Rice University 

Montrose Te lephone Building R R85 W ray House Ralph Adams Cram ; William Ward A18 
Private Structures-no access 3 Rem ington Lane Entrance details only Watkin, 1912 

Northwest co rner Graustark and John F. Staub, 1939 
G94 Hermann Pa rk Richmond R15 Lightfoot House 

Montrose and S. Main 
A28 Plaza Hotel 3702 A udobon Pl. 

George E. Kessler; 
5020 Montrose E.H. Lightfoot , 1924 

Ha re & Hare, 1917 
Joseph Finger, 1926, renovated R17 Phi ll ips House and St udio The citys 410 acre central park 
1958 and 1977 4 buildings 

First Presbyte ria n Chu rch 1001 -1007 Co lquitt 

Skyscrapers: 
A31 

Irv ing Phillips, 1977 - 81 s 5300 S. Main 

Ta/lest Buildin gs in District Hobart Upjohn ; Maurice Sullivan , R21 Sterling House 
1939, 1949 4515 Yoakum Blvd. 

S27 Fiv e Thousand Mont rose at t he A32 First Congregat iona l Churc h 
Alfred C. Finn, 1919 

M useu m 5315 S. Main R25 Street man House 
5000 Montrose J .W. Northrop, Jr., 1927 1112 M ilfo rd 

Legend 22 sto ries A33 First Unitarian Church 
J .T. Rather, Jr., 1926 

S88 Th e W arwic k Towers 5210 Fannin R3 5 Sull iv an House 
1100 Hermann Dri ve Thomas E. Greascen II, ca. 1952 1112 Southmore Ave. Landscaped open spac e 

30 stories A34 Bank of Houston Maurice J. Sul liva n, 1922 
• W at e r bod ies, pools and f aun 

S89 Fo urteen Hundred Hermann 5115 S. Main R36 M etzl er Hou se 

Condominiums Wilson, Morris, Crain & Anderson, 1203 Wichita 
• Groves of trees 

1400 Hermann Dri ve 1967 Freylinghau sen, 1913 

17 stories A39 Th e W ins low Courts R38 M acatee House 
S91 He rm ann Park Towers 52 20 Caroline, ca. 1928 1220 Southmore Ave. 

Jackso n, Binz, Crawford and A40 Cl ay t on Library Cent er 
att ributed to Cooke & Co ., 1915 

Herm ann Park Dr. Formerly Clayton House R50 Bloc k House 
Projected buildings of 30 and 5300 Ca ro line 5120 Bayard Lane 
18 st ories Birdsa ll P. Br iscoe, 1917 Alfred C. Finn, 1923 

A41 St. Paul 's Method ist Church R52 Scott House 
5501 S. Main 11 22 Bissonnet 
Alfred C. Finn , 1930 W i lliam Ward Watk in, 1924 

A4 5 Museum of Fine Arts 
1101 Bi sso nnet 
Wil liam Ward Watki n, 1924, 
1926; Mies va n der Rohe, 1958, 
1973 
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V44 Eleven sculptures in the wa ll ed C40 Clayton Library Center for u Urban Institutions: garden and on the open lawn of p Performing Arts Genealogical Research (branch 

Landmarks and Curiosities; the Museum of Fine Arts: Spaces of Houston Public Library) 
Around, Alexander Liberman, 5300 Caroline, 524 -0101 

Luxuries and Necessities 1966 
P7 Cullen Hall C45 Museum of Fine Arts Colloquio col Vento, Pietro 

University of St. Thoma s, 1001 Bissonnet, 526 - 1361 U12 Boyhood home of Howard Consagra, 1962 
522 - 7911 ext . 240 C47 Glassel! School of Art Hughes The Crab, A lexander Calder, 1962 
Chamber, choral, Renaissance and 5101 Montrose. 529-7659 Now foreign language building Hercules Upholding the Heavens, 
Baroque music; moden1 jazz University of St. Thomas Paul Manship, 1918 C48 Contemporary Arts Museum 

3921 Yoakum Blvd. Sculpture on garden bench, P10 Jones Hall 5216 Montrose. 526-3129 
U19 Richmond Avenue potholes William McVey, 1935 Univers ity of St. Thomas. 

C66 Rice University 
Various locations along Richmond Space Concept, Nature, Luc io 522 -7915 

Bounded by Greenbriar, Rice, 
as wel l as other major Fontana. 1965 Drama and musical comedy 

Sunset, S. Main and University 
thoroughfares. Abresti Gorgora V, Eduardo P26 Milford House (mai l ing address 6100 S. Main) , 
Community-created ou.cdoor sculpture Chil lida. 1966 1101 Mi lford. 529-3330 527 - 8101 
that can be intrepreted as earthworks, Stairway to "V '; Ben Woitena, Musical »ecitals sponsored by Rice 

C69 Rice Museum aleatory art, kinetic sculpture, or a 1974 University 
Untitled. Clark Murray, 1975 University and Stockton, participatory museum for drivers. 
Walking Man, Aug uste Rodin , P33 Channing Players 527-4002 ; 528~303 

U22 T & L Railroad Gallery 1906 5210 Fannin, 526 -1571 , 
C87 Burkebaker Planetarium 4512 Montrose, 523 -4356 Bissonnet. Montrose and S. Main 622 - 3152 

Museum of Natural Science, Railroad memorabilia shop and 
V46 Two sculptures 

Community theater 
Museum of Medical Science gallery housed in a fonner mail car 

The Portable Trojan Bear, Jim Love P62 Hamman Hall 5800 Caroline (in Hermann Park) 
U23 Cone's Dancewea r Three Quarter Time, Ben Woitena Rice University 526 -4273 

4704 Montrose. 522 -1673 Montrose. Berthea, Roseland and Drama, 527-4040 
C90 Houston Garden Center One source of the expression "put on Bisson net Choral music, 527 -4047 

Hermann Park (north end ) your dancing shoes." Chamber and orchestra l music, 
V48 Two scu_lptures outside the 527-4933 C95 Houston Zoological Gardens U29 Butera's On Montrose Contemporary Arts Mu seum : 1513 Outer Belt Dri ve, 523 - 5888 5019 Montrose, 523-0722 front : West of the Pecos, Rolf P67 Rice Stadium 

An art-crowd deli Westphal , 1975 West end of campus. Rice 

U42 The Warwick rear : Manilla Palm, Mel Chin, University 
Rice football, Bitz Graham and 5701 Main , 526-1991 1978 
other rmforgettab e peifmmances in a The ne plus ultra of Texas hotels Bayard. Montrose and Bissonnet 
70,000 seat setting 

Brazos Bookstore V86 Equestrian sculpture 
P92 Miller Outdoor Theater 2314 Bissonet, 523-0701 Sam Houston, Enrico Cerracchio, 

100 Concert Drive. Hermann Park Emphasizing arts and architecture 1925 
North end of Hermann Park 222 -3576 

Captain Benny's Half Shell Blues, jazz, dance, musical comedy 
7409 S. Main, 795-9051 V93 Sculpture by Hannah Stewart 
A stand-up seafood bar in a Atropos' Ke y, 1979 
converted ship; always busy and Top of Miller Theater Hill , M Movie Theaters and Film 
deservedly so Hermann Park 

Spaces 
Detering Book Gallery Galleries and Exhibit Spaces 2311 Bissonnet, 526-6974 M45 Brown Auditorium 
Used and rare books 

V13 Art building and Gallery Museum of Fine Arts 
Graybooks University of St. Thomas 1101 Bissonnet, 526 -1361 
1909 Brunson St. #2, 797-0494 Student shows Themed film series on Fridays and 
A well-stocked architecture bookstore Southeast corner of Sul Ross and Saturdays 
occupying the apartment of a Rice Yoakum M68 Rice Media Center 
architecture alumnus (H ouston has no 

V28 David Mancini Gallery Un iversity and Stockton, 
zoning laws) 

5020 Montrose. 522 - 2949 527 -4853 
Prince's Hamburgers No. 10 

V30 Hadler/ Rodriguez Galleries 
Classic films, children s films 

4509 S. Main, 528 - 6968 Alabama Theater 
A classic drive-in restaurant that 20 Pinedale, 520 - 6329 

2922 S. Shepherd Dr., 522 - 5176 
attracts owners of restored 19 5 Os cars V37 Forty Walls Gallery The 1939 Moderne home of weekend 
Texas Medical Center 1200 Southmore. 520 -1766 screenings of the Rocky Horror 
E. side Main St. between Outer V47 Glassel! School of Art Picture Show. This map may be used 
Belt & Holcombe Student Shows instead of a newspaper during the 
A sprawling (and skysc;·j,/'1,)· 5101 Montrose, 529 -7659 rainstorm scene. 
monument to Amencas azt1 zn V49 Harris Gallery Ltd. Greenway 3 Theaters 
allopathic medicine 1100 Bissonnet. 522 - 9116 5 Greenway Plaza East , 626-3339 Concept and compilation : 

V51 Watson-DeNagy & Co . Revival houses j ohn Pastier 

v Visual Arts: 1106 Berthea, 526-9883 River Oaks Theater 

Public Art Works V54 Hooks -Epstein Gallery 2009 W. Grey, 524 - 2175 , Cartography : Chris Petrash, 

1200 Bissonnet, 522-0718 522-8592 Karen Glover 
Revival house and special se1ies 

V2 Three sculptures by Tony Smith V54 Robinson Galleries A rchitectu ra l Adv isor : 
Spitball, 1961 1200 Bissonnet, 521-9221 

Stephen Fox The Elevens Are Up, 1963 V65 Farish Gallery c Cultural and Educational 
The Snake Is Out, 1962 Architectural exhibits Institutions Art A dvisors: Esther de Vecscy, West side Mulberry between Sul Anderson Hall , Rice University, 
Ross and Branard 527-4864 Sally Knudsen 

C1 Site of De Menil Collection 
V3 Two sculptures by Tony Smith V71 Sewall Art Gallery Branard, Mulberry, Yupon and Photos : Courtesy of Comempora1y Ma rriage, 1961 Rice University, 527-8101 Sul Ross Am Museum, Museum of Fine Art New Piece, 1966 ext. 3502 Designed by Renzo Piano, 1981 

South side Branard near Mulberry 
Archway Gallery A pe>manent building that will house and the Rothko Chapel 

V4 Rothko Chapel 2517 University Blvd ., 522-2409 one of the nation~ leading art 
Genius loci : Douglas Mi/bum 14 paintings by Mark Rothko, 

Cronin Gallery 
collections 

executed 1964-70 
2008 Peden. 526 - 2548 C4 Rothko Chapel 

3900 Yupon, 524-9839 
J anie C. Lee 

3900 Yupon, 524-9839 
vs Sculpture by Barnett Newman A non -denominational place of 

Broken Obelisk, 1968 2304 Bissonnet. 523 -7306 
w orship, an art galle>)', and a space 

West side Yoakum between Sul Main Gallery for peifonnances and conferences 
Ross and Branard 2409 Rice Blvd., 528 -0071 cs University of St. Thomas 

V11 Sculpture by Hannah Stewart Meredith Long & Co. Vicinity of Alabama. Montrose, W. Copies of thi s map are ava ilable fo 
Passages, 1969 2323 San Felipe, 523 - 6671 Main and Granstark (mai ling $1.50 from : 
North end of academic mall, Robert Molina Gallery address 3812 Montrose). 
University of St. Thomas 2437-1 / 2 University Blvd .. 522-7911 Arts and Architecture Magazine 

522 - 2358 C16 High School for the Performing The Schindler House 

Texas Gallery and Visual Arts 835 N. Kings Road 
2012 Peden, 524 -1593 North side W. Main between Los Angeles, CA 90069 

Stanford and Greeley (opening 
Moody Gallery 1982) 

•outside Boundaries of District 2015 J W. Gray, 526 - 9911 
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You stretch space with ~c::Jlc::JI nourf-wfc::JI Full line. Ten different 
Monarch Mirror Doors. =::6tl:=s:::;;:= a.lltl:=. styles. Frames in oak, 
They make small rooms look big and big rooms aluminum, steel. And frameless. 
look grand . 16 page catalog. Send for our latest color 

Also, they add a classic statement of luxury. catalog with sixteen pages of applications and 
How anything so practical gets tagged a "luxury" specifications. It's free, of course. 
goes back to when only the rich could afford them . 

Monarch Mirror Doors are definitely first class 
with the highest quality throughout : plate mirrors, 
heavy-duty frames, smooth and silent bottom 
rolled hardware. But the prices are strictly practical. 
And they get to looking even better when you' re 
faced with the need to design more and more 
living into less and less space. 

M6narch 
Mirror Door Company, Inc. 

27325 Superior Street 
Chatsworth, California 97377-0768 

(273) 998-6444 





D 8221 Melrose Avenue• Los Angeles, California 90046 • (213) 653-9033 

Chicago: TCD 12-105 Merchandise Mart, Chicago, Ill. 60654 (312) 644-1183 •Los Angeles: Pacific Design Source Th e Pacific Design Center, 8687 Mel rose Ave. # 425, Los 
Ange les , Ca. 90069 (213) 659-6986 •New York: David L. David L. James Interiors Ltd ., 200 Lexi ngton Avenue, New York, NY 10016 (212) 684-3760 • Orange County: 

Orange County Design Center 2915 Redhill Ave ., Suite A201 , Costa Mesa, California 92626 (714) 957-1484 • Palm Springs: Gary Jan, Inc. 816 N. Palm Canyon 
Dr., Palm Springs, Ca . 92262 (714) 325-1229 • San Francisca: Spectrum Galleria Design Ce nter, 101 Kansas St. , San Francisco, Ca. 

94103 (4 15) 552-2900 •Seattle: J&L, Inc . 5701 6th Ave . So., Seattl e, Wash . 98108 (206) 763-8595 



A SU R VEY OFTexas Art 
For many of us, Texas stil l exists as a m yt h or a fan tasy. It fulfills our wildest 

expectations abo ut un compromising freedom of expression within th e vacuo us reaches 

of open space. As such, Texas has come to be thought of as the last o utpos t of rugged 

individualism. Whether we think of the King Ranch, which at one tim e was as large in 

land mass as almost any single state in the Northeast, or the unrest ri cted zoni ng in 

Houston, our concepti on of Texas is of an ent ity living according to its own virtues 

and va lues . Th e problem remains, however, that we, as o utsiders, have never expected 

anything from th e region other than th at which h as conform ed to ou r stereotypes. 

Until quite recently, th e problem of 'Texas stereo types" stood firmly in th e way of any 

substantive unders tand ing or ap p recia tion of contemporary Texas art . Because it was 

unthinkab le to p lace th e work of a Texan in the same ca tegory as a Frank Stella or Sam 

Francis, Texas arti sts were only thought of as th e makers of tough, ornery artworks . 

The initi al gen eration of contemporary arti sts, dea lers and co ll ectors, however, went 

about their business with pride and joy in what th ey knew was honest and leg itimate. 

Texas artists have drawn 

from fundamental aspects 

of their "heartland heritage," 

such as the role and 

importance of storytelling 

and other narrative forms, a 

fascination with indigenous 

materials and proximate 

non-Western lifestyles, and 

the inescapable effect of 

mass media on rural living . .. 
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Today, pa intin g, sculptu re and photography 
created and ex hibited in Texas has clearly transce nded its 
past regional ident ity. Whi le man y Texas art ists still make 
reference to the geograp hy, hi sto ry and culture of the 
region, th ey do so with th e in ten ti on of makin g their 
creati ve output a vita l ex tension of th ei r ow n lived experi
ence. Thus, th ey have drawn from fundamental aspects of 
their "heart land heritage," such as the ro le and importance 
of storyte lling and other narrative forms, a fasc in ation 
with indigenous materia ls and proximate non-Western 
li festy les , and th e inescapab le effect of mass medi a on 
rural living. Having honored and subsequently cap itali zed 
on the cred ibili ty and legit im acy of their own realiti es, 
th ese artists have ca ll ed at tention to iss ues and concerns 
which affect us al I. 

Texas art has come of age, a fact that has been 
demonstrated by the recent national recognit ion given to 
many of th e art ists presented in th e fo ll owing pages. 
Today Earl Sta ley wi ll probabl y be found snoop ing 
am id the ruins of the Roman Forum or a Pompeii an 
vi ll a as the recipient of the Pri x de Rome. Richard Shaffer, 
a recent recipient of an NEA Fell owship, has attracted 
co nsiderab le attention throug h hi s inclusion in two major 
surveys of contempo rary realist painting, "The Real, 
Reall y Rea l an d Super- Rea l" o ri gin ated at the San 
Antonio Mu seum of Art, and "Three Rea list Painters" at 
LA Louver, Los Angeles. Over the las t two years James 
Surls has had important o ne man ex hibiti ons with Alan 
Frumkin Gallery, New York, and Dan iel Weinberg Ga llery, 
San Francisco . And , Vernon Fisher see ms to be on a non
stop course towards major nati ona l recogni tion. In 1981 
he was th e onl y artist to be in clud ed in all three major 
exhibiti ons surveying th e most sign ificant tre nd s in con
temporary art, " 19 Artists, Emergent Americans" at the 
Guggenheim Museum, The Whitney "Biennia l, " and 
"Directions" at the Hirshhorn Museum. Moreover, in th e 
las t year, his work has been in important one man ex hibi
tions in Dusseld orf, Housto n and New York. This yea r, 
Vernon Fi sher's work will represent Ameri can at the New 
Delhi "Triennial." 

It is eq uall y approp ri ate to note the deep-seated 
ties between Texas and California . Not only have Los 
Angeles art ists such as Ken Price, Billy Al Bengston, 

Chu ck Arnoldi , Ed Moses and Steve Kahn ex hibited ove 
the years at the Texas and Cronin Galleries in Houston; 
now the tide has shifted and Ca li fornia ga ll eries are vyin 
for the work of Texas artis ts. Further, the 1970s saw two 
muse ums add ress ing the interact ion between the regions 
First, "DFW/SFO," an exchange show between the San 
Francisco Mu seum of Art and the Fort Worth Art 
Museum in 1974 brought the work of many co ntem
porary Texas arti sts to California. Thi s was fo llowed by 
th e 1977 ex hibition "LA in the Seven ti es" at the Fort 
Worth Art Mu seum. Another indi cation of the dialogue 
between th e two regions is ev idenced in the careers of 
some of California's most distinguished museum direc
tors . Both Henry Hopki ns, Directo r of the Sa n Franciscc 
Museum of Art, and Richard Koshalek, Deputy Directo1 
of the Los Angeles Museum of Contemporary Art 
forme rly directed the Fort Worth Art Museum. Rick 
Brown's curato ri al responsibilities at the Los Angeles 
County Museum of Art prepared him to be the first 
Director of th e Kimba ll Muse um in Fort Worth. 

The fo ll owi ng articles on contempo rary art in 
Texas including the overviews of pa inting and scu lpture 
by Susie Kalil and Susan Freudenh eim, a survey of Texa: 
photography and an interview with Dave Hickey, reflect 
some of the co ncerns of contemporary Texas art. Susie 
Kali l has written on co ntemporary painting, sculpture 
and photography in Texas , particularly Housto n, for sev 
era! years in Art News, Ari in America and Ar/week. For 
the past three yea rs, Susa n Freud enh eim has been Curate 
of Art at the Fort Worth Art Museum. Hav ing ex hibited 
the work of severa l North Texas artists, she has gai ned 
considerab le und erstanding of th eir ideas and intentions 

Dave Hi ckey's 20 years of involvement with art, 
li teratu re, music, alco hol, drugs and sex have made him 
th e regio n's senior cu ltural theoretician; and to those wh• 
know him in Texas, New York, Ca li fo rn ia and Nashvi ll e 
he is so mething of a lege nd . Hi ckey's insights have grow1 
out of his personal experience. Having opened A Clean, 
Well Lighted Place, the first ga llery devoted to the "cuttin 
edge" of contempo rary art, in Austin in 1967, he has 
first hand know ledge of the achievements and anxiet ies o 
th e region. Many of hi s ea rli er thoughts on co ntempo rar 
Texas art were ca ptured in hi s 1972 article in Art in 
Ameriw, "The Texas to New York via Nashville Sem i
Transco ntin enta l Epiphany Tacti c." This essay has long 
been recogni zed as semin al for any understanding of 
regiona lism in co nt emporary American art. In many way~ 
hi s comments in the fo ll owing pages are an update of 
several of the sa me issues and concerns. 

Th e idea fo r the Dave Hickey interview was 
suggested by Ron Gleason, Directo r of th e ARCO Cent< 
for Visua l Art at Dallas. As former Directo r of the Tyler 
Museum of Art in East Texas, Gleaso n actively ex hibitec 
the wo rk of emerging Texas artis ts; and hi s curato rial 
com mitm ents were best summ arized in his "Res ponse" 
ex hibition of 1979, which included the wo rk of most of 
the artists in the fol lowing survey. 

-Fred Hoffman 



Michael 
Tracy 

Michael Tracy attempts to restore the natural, magica l 
and paganistic powers that are no longer evident in 
today's technological world. Focusing on trad iti onal 
Christian iconography and the ritual of sacrifice, his emo
tionally powerful, albeit thea trica l tableaux estab lish 
polarities between hi stori ca l and spiritual oppos ites; th ey 
are compl ex tapes tri es of lurid, paradoxical concerns. 

Tracy's works hover between painting an d scu lp
ture. They read as gilded "Sienese" altar panels and equa lly 
as sacri ficia l environ ments co njuring up images of Mayan 
blood-l etting or Christian ceremon ies of flagellation and 
ato nement. Th ey also allude to reliquary scu lpture, so 
much a part of the physical and emoti onal fab ri c of 
Mexican peasant life. The wo rks, complemented by 
Tracy 's own priva te rituals, embody compassion which 
speaks directly to the viewer with unnervi ng, but sp iritu
ally instructive imagery. 

Denigrated as sensa tionalist by many, Tracy's 
iconography of pain and atonement is fo unded in Mexi
co's paradoxical juxtapositions of life and death, gu ilt 
and innocence, so rrow and brutality. Given th e artist's 
desire to sy nth esize hi s ow n emotional and physica l con
victions with ideas he ca me to ad mire in the auth entic 
hi storica l rituals of Mexico, it was only natural for him to 
move to th e border tow n of Sa n Ygnacio in 1978. 

Cruz de la Paz Sagrada, 1981 
wood, rayo n cloth, acry lic, hai r, nin e swo rd s, crown of thorns (cactus, string), 
tin and bronze mil agros, and oi l paint 
72 x 48 x 36 inches 

In an effo rt to reconcile his new environment 
with the co ntemporary loss of ritualistic beliefs, Tracy 
turned to Antonin Artaud's tenet: "It is through the ski n 
that metaphysics mu st be made to re-enter o ur minds." 
Many of hi s works are a direct response to this idea. 
In Icon of DeJpair (1979), for exam ple, his metap hysical 
ideas of sk in achieved full power as a ca nvas was dram at

ica ll y nai led to the earth, beaten and torn by eight bronze 
spikes. Desp ite its violent, brood in g overto nes, the paint
ing em its a quiet presence strengthened by its wooden 
casing and two-part base, giving it the quality of an altar
piece, and implying processional or meditative use. 

Hi s most recent enviro nm ent, Cruz de la Paz 
Sagrada, a chapel const ru cted at the San Antonio 
Museum of Art, reveals Tracy's accumul ative nature, 
using nearly every symbo lic element in his vocabulary. A 
bul ky gold cross is laden with milagros, or sacred hearts, 
and pi erced with nine daggers . A crow n of thorns, th e 

symbo l of penitence, at the base of the cross, is lit by 
votive ca ndl es. In the work's juxtaposition of aggressio n 
and tenderness, it reads as a re-evaluation of Mexican 
spiritual life. It eq ually attemp ts a kind of baroque 
marriage of Italian Renaissa nce and Mexica n Colonial 
cultures. 

In another recent work, Cruz: To Bishop Oscar 
Romero, Martyr of El Salvador, a passionate display of 
pageantry is conveyed through the artist's use of hair, 
thickly painted surfaces and webs of spikes, acco mpani ed 
by silk-covered carrying poles and many small, brightly 
painted altar panels hanging from th e shoulders of th e 
cross . The work, in true Mex ica n fashion, integrates gaeity 
and remorse, and points up the com mi seration between 
fellow Latinos and their basic schism with th e English 
speaking world. 

-Susie Kalil 

Icon of Despair: La Semana San/a 1979, 1972-1979 
bronze sp ikes through acrylic on canvas, 
copper sta pies, wood support 
71x81 in ches 
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Earl 
Staley 

Perseus Slr1J1i11g Medusa, 1977 
acry li c on canvas 
48 x 72 in ches 
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Earl Sta ley is an arti st of many talents, a one man 
wo rkshop that produces cera mic pots, lea ther belts, 
wooden weat hervanes, etchin gs, lithographs, silkscree ns 
and waterco lors with equal do ses of wild im agin at ion and 
skill. Yet he is most devotedly a painter whose well-edu
ca ted eye di srega rds the mainstrea m of contemporary art 
in favor of a hi gh ly persona li zed style of representa tional 
painting, especia ll y no tabl e for its pa interly brushwork, 
sensuo us co lor and interpretati on of Western art's most 
ha I lowed subj ects. 

Sex, power, heroism and ritual are hardly innova
tive th emes, but in Sta ley's capa bl e hand s they are rev ital
ized and serve as th e artist's mea ns of address ing the 
eternal relations hip betwee n man and nature. Essentiall y, 
Staley is a shoplifter, a visual thi ef who bo rrows episodes 
from th e Greek myth s, bibli ca l all ego ri es, Mex ica n fo lk 
rituals and regio nal th emes of th e So uthwes t. Applying 
hi s di rect observatio n of eve nts to th ese subj ects, he trans
poses th em into hi ghl y persona l narrat ives alluding bo th 
to cultural hi story and to hi s own experiences. 

Staley's paintings involve several styles or tech
niques . Th ey ca n be characterized by th eir unabashed 
freedo m in which image dictates approach and any art 
hi stori ca l source is fair ga me. Combin in g expressio ni st, 
class ica l and romanti c styles, Sta ley turn s seemingly diver 
gent so urces of in spiration into an ec lectici sm whi ch is 
direc tl y access ibl e to the viewer. 

At the sa me tim e, he serves hi s own highly 
eccentri c vision. For exa mpl e, elements obvio usly referrin i 
to Mex ica n culture may be employed in a painting whose 
subj ect is based on class ica l Greek dram a. The imagery 
presented in Pl'!"sem Slr1J1i11g Medusa reca ll s th e skulls and 
skeletons commonl y found in Mexican fest iva ls and 
ritua ls. Hi s idiosy ncratic bo rrowing is not co nfmed to 

subj ect matter alone; it pervades forma l cons iderations a: 
well. In th e sa me painting one ca n detect th e arti st's 
conscious implem entation of compositional principles 
derived from Titian, brash Fauvist co lor, and figu ral dis
tortions remini scent of Pi casso's primitivism. Hav ing 
applied to his divergent subj ects and styles a vio lent 
brushwork, crude linearity and an offlia nd juxtapositio n 
of humor and sobriety, Staley in fo rm s his wo rk with botr 
compositi onal and psychological tension . 

Finally, what is especia lly notabl e is Sta ley's 
abili ty to detect a mood or capture th e experience of a 
place. He has lea rned how to recreate succinctly the mys
terio us glow of hi s ca ndle! it Oxaca n st udio, o r evoke the 
paradox ica l spirit of Mexi ca n humor in a bo ldly co lored 
co nfrontat ion between dancing skeletons and "drugstore'· 
Indian s. Ea rl Sta ley, neither who lly rom antic nor class i
ca l, neither Manneri st nor primitive, co nvincingly inte
grates a pl ethora of styl es and techniqu es in o rd er to instil: 
his work wit h energy and so phi sti ca tion. Lucid, ri ch and 
harmonious, at times even ugl y and demonic, his paint
ings ass uredl y focus on the common exchange between 

life and art . 
-S. K. 

The Danre ef !ht' In diam and !he Skele!om, 198 1 
acry li c on ca nvas 
60 x 85 in ches 



Linda 
Blackburn 

e Makes M e So Mad, 1980 

1terco lor and go uache on paper 

x 30 inches 

Linda Blackburn's work is populated with a cas t of 

charac ters drawn from her own imagination and from a 

variety of so urces including 1950s rock stars, class ica l 

paintings from art history, and paradigm s from the world 

of comic strips. H er skill in bringing such inco ngruous 

subj ec t matter together provides new and often humorous 

insight into both the original materi al and into the 

artist's view of co ntemporary culture. 

Bl ackburn 's work relies o nly indirectly o n the 

Pop Art precedent for expl o iting comic stri p images and 

crea ting heroic homages to co n tempo rary culture. She 

clea rly intends to make a comment on the media inform a

tion of o ur era, but does not do so by isolating and 

aggrand izi ng the so urces. Rather, she co mpares and co n

tras ts them in o rde r to highlight the human content 

essential to their popularity. 

He Makes Me So Mad, a painting juxtaposing the 

com ic st rip character Nancy with rock sta r Elv is Pres ley, 

creates an extrem ely ski ll ful di alogue between two quin

tessentia l symbo ls of American cu lture. Ernie Bushmiller's 

Nancy rep resents t he fam ili ar girl-nex t-door whose 

tem pera m ent and lifes tyle are confm ed to the co ntext of 

the archetypa l middle class Ameri can neighborhood. On 

the o ther hand, Elvis poses th e counter-culture threat of 

rock-n-roll; his dreamy-eyed passivity and Nancy's anger 

represent the clash of ideals which dominated the era. 

Th e init ial impac t of the wo rk's comm entary is augmented 

by the sty listi c co ntras ts in the rendering of both of th e 

fo regro und figures and the backgro und st ill li ves . Nancy 

is a simple graphi c image, a sty lized ca ri cature. Elvis, 

though rendered in a more three-dimensiona l m ann er, is 

clea rly idealized too, no mo re fo unded in fact than his 

cartoon cou nterpart. Th e background of the picture 

reflects th e same co ntrasts. Na ncy is backed by th e p lac id 

stab ili ty of a Bush mill er interi or, but Elv is is surrounded 

by Cubist-inspired sti ll lives. A Pi cassoesque guitar leans 

aga in st the wa ll behind, making direct reference to Elvis' 

music, and indirect reference to his avan t-ga rde ali gnm en t. 

In the lower right of the painting, Blackburn has imposed 

a sma ll cubisti c still li fe, furthe r emphas iz ing her perso na l 

linkage of Elvis with the wo rld of ava nt-ga rde 

interpretation. 

Blackburn's work comments not o nly on society; 

she also provides· unique interpreta tions of art hi story. 

Picasso, in p-a:rtic;ular, is a favorite . It is a tribute to Black

burn's understanding of Cubism that she can incorporate 

his masterpieces into her own mixed style witho ut com

promisrhg the work. Since Picasso's love of musica l sub

ject matter is often character ized by references to popular 

material , Blackburn plays upo n this theme in li gh t-hearted 

fas hi o n in works such as her Tbree Musicians. 

In add ition to her wa terco lor and gouache paint

in gs, Blackburn also decorates cerami c dishes, a further 

attempt to align li fe mo re closely with art. She is not 

interested in the ceramics themselves, but in the oppor

tunity to bring together a mixture of decora ted works 

in "p lace se ttings." Th e clash of images and the v ibrant 

interplay of co lors transcends the functiona l nature of the 

objects. Her works reflects an att itud e of fres h interpre

tation while res istin g the heavy handed com m entary 

which is present in so much of contemporary art. 

-Susan Freudenheim 

The Three Mmicians, 1981 

watercolor and gouache on pap~rJ 

22 x 30 in ches 
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Wa.lking Through, l 98 1 
pine wood 
138 x 60 x 50 inch es 



James 
Surls 

Jam es Surls grew up in an Eas t Texas timber town where 

clea ring the land by hand, di gging up tree stumps, cho p

ping woo d a nd buildin g barn s were part o f a daily regimen 

that fos tered respec t for the Ameri can wo rk ethic, and 

an impressive knowledge of native woo ds such as pine, 

sweet gum and oa k. Hi s childhood experi ences of p lay ing 

in wood piles and m aking sti ck horses a lso sp awned an 

incurable romantic. 

To day, Surls wields magical form s fro m th e trees 

he hews on hi s ow n woodland prop erty, enh ancing their 

natural co nto urs and im posing o n them hi s ow n fa ntast ic 

v ision whi ch has, at its roo ts, the strong story telling tradi

tio n of a rura l upb ringing. Hi s anth ro po mo rphi c fi gures, 

brought to li fe by th e incessa nt chop o f th e axe, and 

laden with ex traordinary craftsmanship and poise, em erge 

so mew here between anim al, man and exotic plant. Th eir 

mul tipli city of li ves is heightened by their whittled and 

hacked yet po li shed appea rance, and by th eir b ra nded 

spo ts, and burn ed, ca rved o r draw n eyes. These are 

o bj ec ts with specific perso na li t ies ; and , a ltho ugh th ey exist 

as trad iti o nal sculpture, they appear ready to move, 

sprin g, gy rate o r crawl ac ross the floor in any given 

instant . 

Th e juxtaposition o f recogni zabl e imagery and 

persona l fa ntasy crea tes mys terious ana logues which draw 

th e viewer closer to the work, aided by Surls' often 

humoro usly descrip tive titl es. Wh atever the psychologica l 

impact of the fi gures, whether raw and aggress ive o r deli 

ca te and subtle, th ey bespea k th e growing separation 

between man and nature. Th ese new m ythi cal figures 

struggl e to express the primitive beliefs fund am ental to 

our understanding of crea tivity and th e intell ec t. 

Yet, if it is th e ro manti c in Surls tha t beli eves art 

has som ething to say and ex ists fo r a specific reason, it is 

his cultiva ted and erudite eye th at is abl e to abstract 

fro m na tural, twistin g and rhythmica l shapes their essen

ti al spirit. H e never minimizes the inn ate crud eness of his 

medium , but exp lo its its phys ica l prowess, textu res and 

gradat ions to co rrespo nd with his own carefull y honed 

visual symbols. In hi s ea rly wo rks, reactin g against pure 

conceptu al o rgani za tion and preoccupatio n with process, 

he em ployed t ria ngul ar and inverted d elta shapes . These 

develo ped into architecturall y related co mpo nents of 

to tem-like figures and witty, human loo king apparitio ns. 

Alth ough recent works sti ll use th ese basic constitu ents, 

th eir psychi cally charged o rgani c fo rm s a lso deri ve ele

m ents from Am eri ca n primiti ve, Maya n, African Dogo n 

and Europea n Surrea li st sculpture. The assimilati o n of 

th ese fo rm s and assoc iations has en abl ed Surls to trans

form hi s experi ences of o bse rved rea lity into h ighly 

intriguing, auto bi ographi ca l statem ents whi ch are simul

ta neo usly threa tening and alluring. As such, th ey keep us 

at arm's length fro m what is ultimately a very select per

specti ve. Because hi s eccent ric vision is accompanied by a 

m as terful handling of materi a ls, Surls is abl e to wa lk freely 

within the crea tive space of ch ildhood naivete, and to 

propel his anth ropomorphi c figures beyo nd reg ional and 

tempo ral bo undari es. 
-S.K. 

Head Flower, 198 1 
gum and oak woo ds 

55 x 43 x 34 inches 
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Melissa 
Miller 

The Splash, 1980 
oil on canvas 

40 x 60 inches 
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Austin artist Melissa Miller used to paint tightly focused 

portraits juxtaposing unlikely combinations of barnyard 
animals against flatly rendered dark backgrounds. A 

few years ago, however, she loosened up these character 

studies and returned to the familiar acquaintances that 

made up the natural setting of her grandfather's Flatonia, 

Texas ranch. What resulted were mysterious, ambiguous 
narratives that placed the viewer right in the middle of 

see mingly ordinary farm vignettes-ones that, upon closer 
inspection, revealed threatening situations and even 
impending violence. 

Miller is interested in "the little things that happen 
when our backs are turned." Deriving her images both 

from direct observation and memory, she transforms 

imperceptible but routine occurrences into powerfully 
unexpected visions. For the most part , her paintings 

subtly forewarn of danger within human situations , as if 
to reprimand man for his infringement on nature and his 

ignorance of the consequences. In one painting, for exam
ple, in a scene somewhat reminiscent of a 1950s science 
fiction film, Miller depicts a swarm of giant locusts 

stealthily moving across a cow pasture toward an old man 
and woman, who sit obliviously in a pick-up truck, 

engrossed in conversation . In another painting, she 

records a watermelon eating family unsuspectingl y pic
nicking by the edge of a lake, ravenously carving up the 
juicy fruit and spitting out the seeds, while wriggling fish, 
just inches away, appear ready to jump out of the water at 
any moment. 

While Miller's animals-dogs, cats, turkeys, birds 
and snakes-take on some semblance of personality 

through her ski llful interpretation of textures and physical 
features, the real power of her work lies in her use of 

gorgeously saturated color and lively brushwork. It is 

Miller's colors and their gradations which first strike the 
viewer; and she confidently takes advantage of their emo
tive qualities by activating the entire surface with a few 

brilliant hues. In her most recent work, Studies for the Ark, 

color is not only used to transmit emotional tension, but 

combined with brushstrokes suggesting speed and agita
tion, it dissolves images into pure pattern. Thus, golden 

rabbits speed through the green and yellow eye of a swirl
ing storm, panicky ducks flee from an imminent rainbow

colored Hokusai tidal wave, and two furry bears , com
prised of vio lent, staccato-like strokes, sniff a turbulent 
apocalyptic sky of twisting blue, green and yellow funnels . 

Miller's unabashed use of color as a primary force 
in shaping her figures recalls the pure accord between 

animal and landscape which was so rhythmically expressed 
in paintings by Germany's Blue Rider School. The flat
ness and animated qualities of the paintings also draws 

on the patterned assemblies of heroic beasts featured in 

Persi an fables and moral stories. With these references 
onl y distantly in mind however, Melissa Miller creates her 

own primitive or naive im ages; and through highly 
personalized exaggeration and distortion of color, stroke 
and shape, she affnms an emotional commitment to her 
subjects. 

-S. K. 



Anticipation, 1981 

oi l on canvas 

50 x 80 inches 
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Richard 
Shaffer 

Platform with Stairs, 1980-81 
o il on ca nvas 
108 x 192 inches 
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Photographic accuracy has become so common in figural 
painting that to be confron ted by wo rks whi ch do not 
employ sharp-foc us rea lism is both a reli ef and a surprise. 
Richard Shaffer's paintin gs are classica l rend erings based 
on observed and im agined interior spaces. The images are 
filled with sparsely positioned juxtapositions of mirrors, 
screens, chairs and an occasional small objec t. The place
ment of subj ects in the paintings demo nstrates a des ire to 
imbue each part of the works with reso nating signifi ca nce. 
Refl ectin g hi s interest in phenom eno logy, Shaffer makes 
paintings which seem to imply narrative, or significan t 
personal relationships, but whi ch, in fact, show no act ion 
and have no narrat ive. The pi ctures are filled with objects 
which seem to reso und with the arti st' s presence. 

In what ha s proven to be a pivotal painting, 
Interior, 1979, Shaffer portrayed a chair, a standin g scree n, 
and two tables in a horizo ntal arra ngement roughly paral
lel to a backgro und wall. The impact of the work co mes 
from it s oppositions of li ght and dark objects and of 
shadowy and brightl y lit areas of the canvas . The contrasts 
make it clea r th at the painting's commonplace subj ects are 
intended to be endowed with symboli c content. One 
senses Shaffer's deliberate placement of the objects, and 
though it is not clea r whether they are objects which 
would be used in daily life, they seem to have personal 
significance. Nothing is haphazard, and no spatial or 
co loristic relationship appears to have been unintended. 
Shaffer's paintings belie a very careful and accurate 
approach both to the rend ering of the forms and their 
placement. We do not know their origins, but we know 
th ey are not without meaning. 

Some of Shaffer's recent paintings have employe 
significan tly more complex spatial arrangements than 
those in Interior, usi ng mirrors and open doorways to 
ampli fy th e fo regro und space. However, the most s ucces~ 
ful of the later pa intings, Platform with Stairs, 1980-81, i: 
also the most spa rsely arranged. A staircase ascends on 
the ri ght of th e canvas to a loft-space. A vertical wooden 
frame leans aga inst the platform, echoing the scree n in 
Interior. The space above is lit by a stream of light com in 
through a small wi ndow on the fa r right. As has been 
true throughout the se ries, th e li ghting es tabli shes th e 
spatial hierarchy, in this case emphasizing the upper por 
ti on of the painting. Although the co ntext is clea rly a 
contemporary artist 's stud io interio r, the image of the 
window dramati ca lly refers to th e symboli ca ll y charged 
lighting of Baroque painting. 

All of th e works use a limited pa lette, restricted 
primarily to browns and blacks, a mea ns of maintaining 
control over the relative impact of the images. A stillnes: 
and coo l intellectuali sm pervades each work; there is a 
calm balance achi eved in every part of th e paintings whicl 
belies the painsta king process which must have led to th 
carefu l positionin g. Shaffer's paintings are de! iberately 
controlled environments, where the ac tivity of li fe has 
been so ca refull y excluded that every thing which remain 
directs our attenti on to th e choices which the arti st mad· 
in th e crea tion of the work. 

-S.F. 



Ed 
Blackburn 

ill Life 
1ith Elvis M ovie and Blue Boy), 1981 

ixed media 
, x 144 x 24 inches 

At times it seem s as if the influence of m edia information 

is all pervasive. Go ss ip columns and m agazi nes whose 

whole premise is to peer into the private lives of th e stars 

of the screen and the sports world have become an all too 

common part of our daily lives. The fact that the intrigues 

of celebrities can easi ly beco me more compelling than 

th e dail y progress of our own existence is due, in part, to 

the ii lusion which the medi a promotes of o n-th e-spot 

parti cipation. To stop and evaluate the spiral in g conflict 

between what is real and what is not, between what is a 

crea ted image and what is truly there, can be difficult . 

This questioning is at the hea rt of Ed Blackburn's im agery. 

Blackburn has long been creating paintings from 

media images, but it is on ly in his work of th e past three 

yea rs th at he has begun to p lace hi s images in a context 
which cla ri fies his intention. Long misunders tood as a 

perpetrator of th e "Pop" idoli za tion of sta r im agery, 

Bl ackburn instead uses hi s paintings to comment on the 

iss ue of the illusion of rea lity which perm ea tes the 

im agery we see everyday. Working from materials which 

are extremely familiar and eas ily id entified as outside 

sources, Blackburn crea tes a pastiche of multipl e levels 

of ill usion. 
One painting, Still Life (with Elvis movie and Blue 

Boy) shows a large sca le black and white painting taken 

from a stop-act io n film sho t of Elvi s slugging it out in a 

bar room brawl (the scene is taken from Tickle Me) . 

Whatever spat ial tension would ordinarily be read into 

the image is fl attened by Blackburn's placem ent o f a 

group of objects, eq ually il lusioni stic, in front of the 

surface of the painting. Th e violence of th e movie scene 

is subtl y reduced to wallpaper because, on the left side of 

the piece, imm ed iately in front of th e action , Bl ackburn 

has hung a reprodu ction of Gainsborough 's Blue Boy, 

framed in an ornate gilded imitation eighteenth century 

frame. The costly framing of a mere reproduction com

ments upon the place which such false images have come 

to take in our lives . The walls of every American home 

are covered with pictures, and often the fact that they are 

reproductions is seco ndary to the fact that they are fil ling 

vacant space. A reproduction on a wall"can become so 

decorative, and u ltimately be so removed from its artistic 

ancestor that we have to stop to rea lize its true origins. 

If the Blue Boy reproduction seemed at a ll rea l, 

then Blackburn counters that sense with the additional 

presence in the work of a table topped with an arrange

ment of a pitcher and an artificial app le and pear. This 

still life also operates on several levels of the rea l and 

unrea l. It is three dim ensional , and in that sense real, but 

the fruit is mere imitati on o f life. It is a lso evocative of 

the kind of arrangement which o ne might f111d everyday 

in a kitchen, or of th e traditional still li fe arrangements of 

Cezanne o r Chard in. Thus, Bl ackburn has used all of the 

parts of thi s painting to es tablish a ser ies of questions 

about the illusion of reality which we take for granted 

both in art and in life. 
Blackburn' s paintings are never slick o r deco rative. 

The formal arrangements seem intended primarily to 

emphasize inform ation and to so lve conceptua l problem s. 

What h e has successfully achieved is an essential ly new 

way of posing the age o ld questions abo ut crea ting pic

torial space. By bringing m edi a imagery and objects into 

th e picture, he in sist s upon a broade r awareness of the 

already familiar dail y ill usions of rea lity. 

-S. F. 
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Vernon .... ~~~~~~~-
Fisher 

My mothe r recei ves letters from a friend 

she has known s in ce childh o od, but wh o has 

since gone blind . When she gets 1h csc le tters, 

she find s that occas ionally her friend has 
gotten off the home ke ys . In s tead of making 
se nse , the se nt e nces read : Dir pvvsdo pm zyb 

go mfd yjsy iqt, etc. My moth er has tri ed plac
ing her hands in diffcrcn1 positi ons o n the key
bo ard and re peatin g th e sequen ce to determin e 
wh at was bein g said , but so fa r she has n't bee n 

ab le to break the co de. 

I hav e a fri end who is havin g a problem 
with her husband. He is always di sappearin g 
witho ut warning. He' ll go down to th e s to re for 

a pack o f c igare ttes and n o t re turn fo r days o r 

even weeks. Wh en he ge ts back, th e re are 

always seve ral hundre d mo re miles o n the car, 
and all th e radi o sc lcc t-o -buu o ns have been 

changed. Althoug h she regards this ac tivi ty as 

be ing highl y questi o nable , sh e doesn't want to 
appea r suspic io us o r dis trustful ; so she does n't 

kn ow exac tl y what to do. Lately, she has been 

spendin g most of her tim e dri vin g aro und the 

co u111ry loo king for the o ne locati o n whe re all 

tht sc lec t-o-butt o ns match up with local 

fre quencies. 

When I was a kid I was nev er any good at 

findin g Eas ter eggs . At th e class Eas ter egg hunt 
everyone wo uld run yelling and sc rea ming aft er 

the egg s, finding them rig ht and left until the ir 

bas kets prac tically ran ov er, while I stumble d 

around never findin g any unless it was o ne th at 

had bee n s tepp ed o n. It never o cc urred to me 

that in a big g rassy field the eggs we ren't just 

scattere d at rand o m. Later I discov ere d th at 
because we we re SUPPOSED to fmd the m, they 
we re always pla ce d next to o ther o bj ects: th e 

bases of trees , fence pos ts, wat er fau cets, etc. I 

kn o w that no w, but back then , I was unable to 

brea k the code. 
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Usually th e term narrati ve in art impli es a direct link 
between an image and a story. The story ca n be wri tten, 
but it can also be perfo rm ed, illustra ted, or merely sug
gested, as long as the visual image and narrative are linked. 
Vern on Fi sher's narrative wo rk breaks that tradition 
because he combin es stori es and images whi ch, although 
they have some intuitive link, are actually separate non
illustrati onal elements. Fi sher co mbin es many different 
fo rms of info rm atio n in va ri ous media, including written 
sto ries, obj ec ts, both figural and abstract paintings and 
photograp hs. He brings th ese together in a sequence of 
panels whi ch read fro m left to ri ght. 

The wo rks do not co ntain a hi erarchy of elements; 
each piece of in fo rmation is equally important both to 
image and co ntent. As in the wo rk of Rauschenberg or 
Rosenqui st, any type of image ca n be fo und in th e mixing 
bowl of Fi sher's paintings, th e difference is th at Fi sher 
has crea ted a sequential sy ntax where the elements are 
lined up and can be rega rded individually. Th e co mpl exi ty 
of the wo rk requires the viewer to approach it 111 three 
separate stages: th e first view takes in the overall im age, 
th e seco nd step involves rea ding th e story, whi ch may be 
inscribed in to the surface of th e wo rk o r painted direc tly 
on the wa ll , and th e third step is to view th e individual 
images of the wo rk and to attempt to interpret th e often 
obli que re lati onships between th e parts. 

'l 

Th e format fo r Fi sher's wri tten narra ti ve can ha 
a direct relati on to the co ntent of th e sto ry. Fo r exa m pl 
romanti c passages are often written in th e artist' s hand , 
o th er passages are sa nded through th e canvas in a types 
matching th at of a typewriter. His intent is seemingly 
to impose his own presence in the phys ica l appea rance 
the writin g. Fi sher' s paintin gs generally have a nostalgic 
tone, th e sto ri es are often in tended to seem autobiograp 
ica l: Breaking the Code tells of his di fficulty co ll ec ting 
Eas ter eggs as a ch ild , Show and Tel! talks of an elementa 
schoo l experi ence, and Pollock narrates a co nversa tion 
with a girl at a party. In fac t, th e sto ri es are rarely true; 
the first person voice is used to rein fo rce th e credibility 
th e story, but th e overall effect of th e work always sho\\ 
that th e narrative is simply a tool, a part of the wo rk 
which is often crea ted only in o rder to accommodate t~ 
des ired imagery. Pollock as a painting is a statement abo 
artistic relati onships and influences even .whil e the sta r 
is about a speci fi c co nversation . Show and Tell is 
essentially a sta tement about contradi ctory interpretatior 

Th e bas is of Fisher's wo rk is an inves tiga ti on of 
the irony and contradi ctory nature of relati onships, bot 
interpersonal and physical. As a res ult , understanding 
Fisher' s intentio ns is not always simple: even as th e vie' 
ing of th e wo rk must be done in stages, the in te rpretati c 
does no t have a sin gle so lution. Beca use Fi sher uses the 
in cidents of li fe as hi s materi al, th ere is a limitl ess ra nge 
of poss ible interpretati ons of th e wo rk, phys ica l, psyche 
logica l or o therwise . The po int is to in clude info rmati o 
in a va ri ety of forms without limi tat ions. As Fis her has 
sa id: "If less is more, th en more is more too ." 

- SF. 

Breaking the Code, 198 1 
mi xed medi a in stall ati on 
three wall s: 
186 x 259 in ches 
186 x 236 in ches 
186 x 120 in ches 



One little gi rl ne ver brought anythi ng to 

1aring ti me. Other children might bring an 
1th cntic Indian headdres s acquired on a vaca
Jn in Arizona, or a Civi l War sword handed 
)WO from g reat granddad , but whenever the 

achcr asked : "Dori. do you have anything to 

1arc with us today?" she only stared at the top 
· he r desk an d shook her head firmly from 

de to side. 
Then one day, long after her turn had 

ercifully disappeared, Dori abru ptly left her 
at and walked to the front of the class. With 
•cryo nc's s tartl ed attention she began: "Today 

l the way to schoo l I fo und s omething that I 
int to share. " She held her arm sti ffly out in 

ont of her and began slowly dropping tiny 
cccs of shredded Kleen ix. "See?" she said. 
;now." 

Show and Tell, 1981 
mixed media install ation 
approximately 67 x 180 inches 

Show and Tell, 198 1 
detail 
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... It was like 
Dr. Frankenstein 
closing his anatomy book and saying, 

Reflections 

on the Roots 

of Contemporary 

Texas Art 

.. Enough of this 
dry scholarship, 

I'm going to make one 
for myself" . .. 

INTERVIEW 

Dave 
Hickey 
by Ron Gleason 

A Clean Well Lighted Place 

was a harbinger of the contem
porary art scene in Texas. 

Opened in 1967 in A ustin by 
Dave Hickey, the gallery 

mounted influential exhibits of 
work by young Texas artists. 

Ron Gleason is Director of the 

A RCO Center for Vimal Ari al Dallas. 
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' In 1968 you opened a contemporary art gallery in Amlin, 

called A Clean, We ll -Lighted Place. 

W'.lry did you call it Iha 

There are several 
schools of thought. Southwestern Bell thought I wanted to be first in 

the list of galleries in the Yellow Pages. Actually, it' s the title of a 

Hemingway short story-the one that ends, "nada, nada, nada . . . " 

There was secret meaning there, too, of course . 

Secret meaning? 

I know, I know. 

I mean, it~ 1968. I'd say not as much secret meaning as the Beatles, 
but more secret meaning than the Doors. Does that help? 

You sound a !iule defensive. 

Do you regret your experience with the gallery? 

Fort he first few years after I closed it, I had 

genuinely mixed emotions-the way a coach must feel to see a team he' 

recruited and coached through the formative years make the play-offs 

the season after he' s been fired. 

How is that? 

You know, he feels happy for the team and a 

little sorry for himself, all the while suspecting that it probably required 

new guy to put them into the black, some one who didn't know about t~ 

bad times, the fluffs and betrayals. Most of all, I imagine he feels like 

his trust and confidence has been vindicated. I know I did. 

Were you a coach ... as a dealer, I mean? 

Finally, I guess that was the role I fell into that 

seemed to work. I wanted to give artists the kind of professional repre

sentation I would have wanted as a writer and hadn't found. It turned 01 

there were a lot of arti sts like me around who didn't respond too well to 

pontification or infatuation, and art dealers tend either to be father figun 

or fans of one sort or another. The artists I recruited would not have 

appealed to either type. As a group they were too self-confident and 

hostile to authority (even their own authority-they sent their works out 

into the world as orphans without a word of fatherly support or expla

nation, just prepared to stand alone). They really only recognized their 

peers, you know, so I hit upon coach as a role to play ; it was a position 

short of boss, but with more authority than a pal. Personally, I think 

everybody should have a coach with family optional. I want either Bum 

Phillips or Bill Russell . 

Did you have any female artists? 

Sure. Five or six ove 

the years. They liked having a coach , too. The only difference is that th 

women tended to be more openly grateful for any effort on their behalf, 

but less faithful in the long run. The guys were ungrateful to the point o 

arrogance, but absolutely loyal to the enterprise. I remember once aft 

David Reed and Bill Midgette had moved to New York, they both sold 

some pieces out of their studios. They sent me my commission in 

the mail. 

Well, ifyoufelt like an 0111-ofwork coach at the time, how doyoufeel now 

about yo ur whole enterprise? 

Well, you have to remember that my gallery 

occupied a position in the brief history of contemporary art in Texas sirr 

lar to that of the Alamo in Texas political history. Now they remember, 

when I hardly can. Now, that episode is just a private movie, edited for 

family viewing, some kind of sepia-tone Romantic Adventure .. . a 

Stendhal Western with additional dialogue by Don Barthel me and Tom 

Stoppard. Everyone still gets killed or divorced in the last reel. 

Basically Mary Jane and I had this Mom-and-Pop art store. We had 

access to good product on consignment and went about the busines5 



. It was the Special Olympics of "networking." 
When people from the "real art" world came to visit, 
there was a lot of scurrying around to prop up scenery 

and create the illusion of activity. 

I keep thinking of Gary Cooper in Beau Geste, 
you know, rushing around 

propping dead 

f trying to fabricate a market . But you've got to 

elieve me, the presumption of it was truly Promethean. I mean, to say 

re weren 't rich would be putting it mildly; and even though I'd chased 

xhibitions all over the United States and Europe, I'd never been to the 

pening of one, nor did I know a single person who owned a painting 

1f consequence. In fact, neither one of us had ever even seen 

1n art dealer. (My general image was Clifton Webb . .. you know . .. 

ivilized viper.) I' d just read all these books, you know. It was like 

lr. Frankenstein c losing his anatomy book and saying, " Enough of this 
lry scholarship, I'm going to make one for myself!" Jeez, you can't 

11agine. We just walked right through the looking glass, didn't 

1ven blink. 
Well, what was it like on the other side? 

legionaires in the gun ports 

they were winning the war. Our crowd estimates had about the same 

fantasy factor as their body counts . They lost the war, of course, and 

our se lf -de lusion was not as complete or as aggressive, of course, but 

we paid, and don't think we didn't. 
How so? 

We created this 

monster called "Texas Art" and it nearly devoured the whole scene. 

We had begun by trying to convince people that there was something 

special happening in the visual arts down here, and reaching for the 

metaphor at hand, we invoked the mythos of Texas. You know, "Howdy, 

ma'am, I'm loose as a goose, as big as all outdoors, would you like to 

sashay over to the Red -Dog sa loon with me?" Talk about waking the 

sleepino tioer! Before you could say "Look out!" the art was touted as 

I mean the art scene at that time in Texas. special because it was being done in Texas, because it was about Texas. 

Rancho Wonderland? Which was absolute bull shi t. It was special because it was good art, 

v'ell, there were no white rabbits, several Mad Hatters and more 

!ueens than you could mention . As a scene, it existed somewhere 

etween under-developed and clandestine . .. uh ... I started to say it 

1as Act One Scene One but it was really more of a prologue, a curtain 

iiser. During the time I was running the gallery we did paint some 

;enery so that from a distance it almost began to look like an art com-

1unity, if you sq uinted . The artists added to the illusion, of course, 

ut the support systems mostly consisted of myself, Murray Smither, 

3nie Lee, and Fredrika Hunter, all pretending that we were se lling new 

·t to phantom collectors, while Henry Hopkins at the Fort Worth Art 

enter, Robert Murdoch at the Dallas Museum, and Martha Utterback 

: the Witte in San Antonio pretended to believe us. Mostly, we talked 

>one another on the phone. It was the Special Olympics of "network-
1g." When people from the "real art" world came to visit there was 

lot of scurrying around to prop up scenery and create the illusion of 

; tivity. I keep thinking of Gary Cooper in Beau Geste, you know, rushing 

·ound propping dead legionaires in the gun ports. It was something 

<e that. Some weekends the little group of us, thickened with whatever 

·owd-fodder we could recruit would greet each other like lost siblings 

. four or five "art" occasions in two or three different cities. We got 

1al good at it, Henry and Janie particularly. Finally, I think, we 

rnvinced ourselves, which was a little dangerous since the whole affair 

as like one of those backlot western towns. In the grip of self -delusion, 

ith some art biggie in tow, you could walk through a door and f ind 

iurself standing knee deep in Johnson grass in the middle of a pasture. 

lidn 't your se!fdelusion, or se!fconfidence 

ultimately make 

some of your dreams come true? 

Maybe so, 

id sometimes you have to do it, but it' s a major weakness, the 

chi lies heel of goal-oriented people. I mean, while we were believing 

e were creating an art scene, the guys over in Viet Nam were believing 

and all the more admirable because it has been made in a 

cultural desert . 

What was your response at the time? 

I know a number of the so-called Oak Clijf School 

had exhibited al your gallery. 

Well , al I of this "Biggest Little Art Scene" stuff 

got into gear about a year after I'd left for New York. No sooner did I turn 

around than here came the "local imagery" -cowboy hats, boots, cactus, 

for Christ's sake, and spurs! I mean, if that' s local imagery, Amos 'n 

Andy is Roots. It was just a bunch of Hollywood hype, Nashville corn, 

and Lyndon Johnson bullshit-stuff too dead even for irony, that had 

passed beyond cliche into the realm of camp nostalgia. It was just a 

bunch of made-for-export trademark schlock. As art it existed on the 

same level as movie ads and rock band logos, stuff made for quick 

visual identification and quick bucks. I could have wept. The entire time 

I was dea ling I had worked as hard as I could to keep my artists 

discrete from one another and from any kind of "buzz word " movement. 

That kind of thing is the kiss of death . I mean, have you seen a " lyrical 

abstractionist" lately? Or an "Op artist" lately? It's like locking your 

career in a time capsule to be discovered after you're dead. 

Well, a lot of art is about its environment 

and a lot of artists comment on 

the world about them in their art. 

Yeah , but I knew these 
guys, and the Texas they lived in was about as country-weste~ 
Cincinnati. I mean, what do they know from cowboys and who cares 

about a bunch of boring old farts on horse back, anyway? Excuse me for 

getting wound up but there is a real difference in an artist using his 

environment in his art, even commenting on it, and exploiting it for 

export. I mean, look at al l that "Romance of Oak Cliff" bullshit. 

(A suburb of Dallas where many emerging Texas artists lived and worked 

from 1969 to 1973.-ed.) Oak Cliff is a slum. A collection of mini-
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ghettos. The artists who lived there had their own ghetto; I mean, they 

were poor, they were a minority, and what did they do? Turned the 

place into a theme park, the Disneyland of Texas Funk, for the 

amusement ot the rich. 

Well, I lhink loday, mosl of !he artis ts reject the idea of Texas 

as an identifier or a signifier for !hem. 

I should hope so, but school's out in Oak Cliff. 

The damage has already been done, not so much to the artists as to the 

credibility of the scene. In the art world, you can't be right all the time 

but you can never be wrong, I mean, all wrong . I really couldn't believe 

it. I mean, okay, you expect journalists to transform the world into 

melodramatic baby talk. That ' s their job. You know, "Roberts, 

get your butt out there to . . . uh . .. Calgary, er, Calvary, I think it is, you 

can check at the desk, they're having another damn crucifi xion and I 

want a piece on crowd-control, interview some Centurions, you know . .. " 

But the artists? These are, for the most part, serious people. We've all 

known that the regional kitty was there to be stroked if you wanted to 

trade your career for a mess of pottage and spend the rest of your life 

deer-hunting with drunken legislators. 

Well, is there, or was there anything stylistically 

idiosyncralic about art in Texas? 

Maybe. At least I momentarily thought there 

was. Maybe that's why I got so hot. You see, in 1970 I did an exhibition 

at St . Edwards which is a small Catholic University in Austin . It was 

called "South Texas Sweet Funk" and it was seen by four civilians, the 

janitor and seventeen nuns from South Africa. It was all unagressive 

funk, and a lot of fun. The exhibition area looked like Santa ' s workshop. 

All the artists were from Texas. Let's see, uh, there was Barry 

Buxkamper, Terry Allen, Gilbert Shelton and Jim Franklin , Fred and 

Glenn Whitehead, Steve Gosnell, Bobbie Moore and June Robinson, 

Luis Jiminez, George Green and Jim Roche, Bob Wade, Mel Casas, and 

Earl Staley, Jack Boynton, I think, and some others I should remember, 

but I was hurt in the "war." Anyway, to my knowledge there wasn't a 

cowboy-image in the place. The imagery was what you might expect 

from a bunch of libidinous mid -Americans, basically it was about 

machinery and sex. Luis had done some cowboys at this time but 

he had a nice piece of a lady humping with a Volkswagen. There were 

toy airplanes, Roche' s potted Mama plants ; at this time Wade was 

doing their phallic counterparts, striped floating weenies. George Green 

was refining his linoleum-tile abstract urinals. Buxkamper did a magni

ficent cow but it wasn 't much of a western cow, more of a Bossy or 

Daisy type cow ... soulful , you know. Shelton had a major Wonder 

Wart Hog drawing, and Franklin had a really great Armadillo earthquake 

. . . now, all right .. . I take it back ... the armadillo is local imagery 

even though it has been corrupted to the level of beer commercials. 

Jim Franklin's "Armadillo Suite" was in the first exhibition we had. 
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Jim conceived his armadillos as the ideal animal suited for survival in 

Texas. He thought that artists and other non-joiners could learn a lot 

from its habits, since it was a blind, paranoid, prehistoric burrowing 

little animal and mean as hell. Glenn Whitehead did some armadillos 

early on too, but his armadillos were more poetic, touched with tristes: 

they longed to be ballerinas and poets. One of them even wanted to t 
a cow, learned to moo. But one of the herd accidentally stepped on h 

If you didn't want to group your artists, 

why did you do 

!his show? 

Well, first of al I, 

it was fun. Also the content and tone of the show was so far from all 

the cliches about Texas that I thought it meant something, not so mu, 

in the art scene, but in the human sense, that so many artists would 

respond to living in Texas in the midst of so much puritanical agressic 

with so much good natured polymorphous whimsey. I really didn't wor 

about it, like, catching on. The concept wasn't "hot" enough or "sexy' 

enough. Also the art world can't take a joke, and this art had what 

Ed Ruscha called "Huh?" You look at it, then do a take and go, "Huh?' 

Also, I kind of felt obligated to do the show. It had a lot of artists in it 

that I hadn't shown or couldn 't or wouldn't, who were good artists, ar 

it was a kind of art I didn't have much natural sympathy with. 

(Mostly, I like abstract art and my idea of a funk artist is De Kooning .) 

So if I liked the pieces without liking the genre I figured there was 

something there. 

You don 't sound loo en lhusiastic 

aboul Texas as a generative environment for arl. 

Let me try to be clear. Texas is a great place for the art 

business. I recognized that at the start. It's a great place for any busi 

ness, since it provides its businessman with a legal and moraTenviror 

ment which wouldn't inhibit a barracuda. It's a game preserv· 
for predators. Its "rich cultural heritage" consists of the pre-literate 

totems and fetishes of a lumpen-proletariat population of poor disen
franchised whites, blacks, Chicanos and Indians, plus this enormous 

mixture of lies and macho bullshit generally known as the mythos 

of Texas which provides the white predator a storehouse, in song and 

story, of self-justification, which is good for business, especially the c 

business since it provides us with cash flow, status seeking and a 

tradition of risk-taking. 

If you hale lhat world so much, 

why did yo u leave the university 

and plunge info i1? 

Because I hated thE 

university more, and because I don't hate the people in that world, ju~ 

the vicious system . 



... Texas is a great place for the art business. 

It's a game preserve for predators. Its 11rich 
cultural heritage" 

consists of the pre-literate totems and fetishes 
of a lumpen-proletariat population of poor disenfranchised 
whites, blacks, Chicanos and Indians, plus this enormous 
mixture of lies and macho bullshit generally known as the 

What did you hate about the university personally? 

It was the whole 

business of being tolerated and patronized for having high standards, 

of having to live in an environment where everything you love and care 

about is cheapened and corrupted before your eyes. 

Did any of your artists feel that way? 

Very few of them even came near a university. 

Of those who did, some of them didn 't let it bother them. Peter Plagens, 

for instance, just breezed right through ; the bull shit just rolled right 

) ff him . He regarded the university as a great silly whore who was 

~iving him . money for going through mot ions occasionally and faking 

3n orgasm . I just could not do it. You see, if you work, make thing s, 

fo things, you want to take responsibility for your actions. I think that 

Nas really the quality that the artists I exhibited had in common with 

~ach other and with me. We just wanted to do our work and succeed 

)r fail by our own hands, to be recognized, not tolerated. 

Well, did you just stop your studies 

and start your gallery? 

I got right up to the point of defending my 

jissertation before I realized I really couldn ' t do it. So, I put on my nice 

~!en - plaid suit, went down to the bank and borrowed $10,000. (I was a 

~ood risk, right? About to become a PhD, hee, hee.) After about two 

nonths of generally frenetic preparation we opened A Clean 
We/I-Lighted Place. 

You quit school? 

No, not exactly . 

{ou see, I needed the money I was making by teaching two freshman 

;lasses. so I kept on teaching. I just stopped attend ing classes. Since 

his amounted to quitting the team and keeping your scholarship, it 

;aused some bitterness which I no doubt exacerbated with my cavalier 

ittitude, but I didn 't care . I coined the first axiom of Combat Aesthetics : 

\lothing can light up the place you are like a burning bridge behind you. 

rhat was part of the secret meaning. 

Secret meaning? 

Yeah, to the name of my gallery. You see I 

1gured life was kind of like running in the sand, except that as you went 

ilong you collected all this stuff, you know, and ties with the past that 

:lowed you down. Eventually you had to throw everything out but the 

1irl. (That was important because if you threw the girl out, the place 

vouldn't stay clean .) And then illuminate wherever you happened to be 

vith burning bridges. Does that sound dumb? 

That's the secret meaning. 

Right. You do that every four years. 

mythos 
of Texas ... 

Was it really as casual as you make it sound? 

Not at all . I just don't think you should take the 

past too seriously. I mean, what has it done for me lately? In fact , it 

was scary as hell , but it was supposed to be. You see, it was the real 

world and I could really fail , but since that was the case, I earned a little 

bit of self-respect for even trying. So as long as I kept on trying I was 

still ahead of the game. You only lose when you lose your nerve. 

Do you feel like 

you lost your nerve? 

Not completely, 

but I was about to when I was offered a job directing a gallery in New 

York. It seemed like a good idea at the time. 

Well, you're back here now, 

at least speculating in the art world. 

Whal differences do you see? 

Well , most of the differences have more to do with changes in the art 

world at large, actually the nation at large. Viet Nam and Nixon cost us 

all a lot, curbed our exuberance, cropped the scope of our ambition, 

and in general sent everybody running for cover. The attitudes and 

strategies we tried to implement in the early 1 970s really seem out of 

the question now. We consciously tried to keep our eyes on some kind 

of national and international success, to remain independent from all 

local institutions, and to be professional rather than hip. The idea 

really was to live within the secular culture without being philistine: 

To disassociate the idea of being an arti st from the "gifted child" and 

"tortured soul" traditions the university encouraged in its paternalism; 

just to do for a living what we I ived to do. That' s what I miss most 

these days, the moral ambition, the idea of art as a way to live in this 

country. It sounds real dumb but that's what it came down to ; being an 

artist was a way of being an American, of resolving some of the 

irrevocable contradictions that being an American involves, of at least 

facing the others without becoming immobilized. " Did you paint today?" 

"No, I'm bummed out by the war." I guess you could say 

that , when I left, there were some very good artists making some 

very ambitious art, and now there are some very ambitious artists 

making some very good art. It is as if the volume knob has been turned 

down. There doesn 't seem to be as many artists making as much art as 

quickly with so much vaulting ambit ion. I mean, where are the miles 

of driving, the tons of work, the incredible demands which didn't seem 

incredible, the outrageous expectations which didn't seem outrageous. 

Maybe I just misunderstood. It's like Don Meredith says, things aren 't 

like they used to be, but then again they never were. 

Really? 

No, and that wasn't the real secret meaning either. 

• 
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Architect Artist 

Lauretta Vinciarelli 

SEVEN COURTYARD STUDIES FOR SOUTHWEST TEXAS 

These seven drawings, part of my ongoing research on the architectural theme of 
the courtyard, occupy territory between finished architectural projects and pure 

architectural statements. 
The courtyards can be built and used as pools, pavilions, houses or 

small museums. Nevertheless they were mainly designed to represent the relation
ship between an architectural form and a landscape. In this case the landscape is 

that of Southwest Texas, a region very sparsely populated, hot and arid. Other than 
small towns, houses isolated on large ranches characterize the local form of living. 

My investigation was aimed at designing and testing an architectural 

form able to interpret that specific landscape and, at the same time, to be ecologi
cally appropriate to the area. The courtyard form seemed to me to contain more 

possibilities of resolving this problem than the widely used pitched-roof house of 

North America, which, imported by the first settlers, responds to human needs in 

colder regions and refers to landscapes rich in trees and vegetation. I do not believt 
in the validity of a universal building type; in fact the pitched-roof North American 

house looks defensive and sentimental in Southwest Texas. Its own meaning is 
debased in its thoughtless repetition by a consumer society that has lost its sense o; 

the specificity of place. 

I see the desert of Southwest Texas as a place of order and clarity 
where the perennial blue sky and the solemn pace of the seasons awakens desires 

disquieting to the modern conscience. It is a place where doubt is appeased by 
deep mystery that, surprisingly, becomes logical with time. The place does not 

induce feelings of intimacy or of familiar participation in nature. It is not a land

scape for the American home. The nature of the desert demands an architectural 
discourse in which reason is challenged at a deep level, a discourse that cannot be 

pursued in picturesque terms. 
The form of the courtyard, composed of an internal measuring element. 

the pergola, and a series of perimeter walls, seems to me able to establish a rela 
tionship with its surroundings that goes beyond the expression of material needs. 

This form creates a primary nucleus of order and measure at the human scale that 
counterbalances the order of nature and, at the same time, invites it to participate 
in the architectural form. The water, the sky and the vines become architectural 

elements; they are transposed from the realm of nature into that of architecture 
through simple operations. The sky, framed by the pergola, becomes a ceiling; the 

water, contained in square pools and channels, becomes a pavement; and the vines. 

regulated by the pace of the pergola, become roofs. 
This architecture of rational order and natural elements represents the 

place of encounter between the specifically human and the natural. 



Lauretta Vinciarelli I Donald Judd 

Lauretta Vinciarelli 
is a conceptual architect 

who has been concerned with discoveri11 
an appropriate building type 

for the arid landscape of Southwest Texa 
In two recent studies, 

she has explored configurations 
of the courtyard building, 

a traditional form 
in both her native city of Rome 

and in Mexican haciendas . 

• 

COURTYARD BUILDING FOR DONALD JUDD INSTALLATIONS 

Donald Judd's requirements for the installations were very simple: he wanted four 

rooms, 50 ft. by 50 ft. symmetrical along one axis, with natural light coming in 
from the roof The site for the installations was outside the town of Marfa, Texas, 

where a splendid landscape of grassland and mountains extends to the horizon. 
The requirements were fulfilled literally, and four rooms were provided. 

The quality of these rooms, as places of arrival, where the visitor enters and leaves 
through the same door, was intended to respond to the spatial nature of the art 
works themselves. The eight pieces do not have a geometrical progression. Each 
piece is a statement in itself; they are tied by similitude not by mathematical logic. 

As the pieces are complete spatial situations they do not require to be seen in an 
enfilade. Their installation in separate rooms tied together by a flow pattern (which 

is the typical museum space today) would generate ambiguities. 
Art, unless intended as a statement on nature, is always shown in 

urban contexts. Museums and galleries pertain to the urban fabric for deeper rea
sons than mere facility of access. These pieces, because of their scale and material, 

were not meant to be part of a dialogue with nature, so the role of the building was 

more complex than that of providing shelter and light for the works of art. The 

building had to provide a context. 
From my previous study, " The Seven Courtyards," it became clear that 

the courtyard can create its own world of rationality, with its own rules of aggrega

tion, that the courtyard is the smallest environment capable of carrying the urban 

idea, being the nucleus of a spatial fabric. 
Therefore the courtyard building was chosen to become the generator 

of the entire fabric in which the rooms for art find their appropriate place; the rela
tion of art and nature is mediated by a more complex architectural statement than 
four walls. 

The parti of the building is very simple: the courtyard defines the 

center of the building and a system of perimeter walls around it determines the 

rooms. The ring corridor connects them, the entrance and service spaces. 
This building is not a museum; it poses questions about the nature of 

the making of art that museums by definition cannot do. It is a statement against 
consumerism and the commercialization of art . 
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D e· t e r F eresten 

Whether it be a Baptist worship service, a KKK march or a couple of guys leaning 
against their convertible with guns raised, Feresten's subjects unexpectedly transcend 
stereotypes and evoke an intensely human dimension of experience. 

Truth Tabernacle, Fort Worth, Texas, 1979 

silve r gelatin 

711z x 11 inches 



A PORTFOLIO OF Texas 
Photography 
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M a n u a 

Deer Reconstructed, 1980 

The rigorously intellectual work of MANUAL juxtaposes mundane images in 
order to illustrate complex concepts. The name MANUAL was adopted in 1974 by 
Suzanne Bloom and Edward Hill as their collective title. 

from Vermont Landscapes: 13 Ways of Coping with Nature 
Ektacolor 174 pho tograph 
16 x 20 inches 

Courlf~y Tht Cronin Ctilll'f)1, HouJ 
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A n n e L e e S t a u t b e r g 

While depicting objects and environments encountered in daily life, Stautberg's 
photographs serve as metaphors for private experience as encountered in dream 
and fantasy. 
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G e a ff w 

The Nathan Store, Na than, Arkansas, 198 1 

gelatin silver prin t 

8 x 10 inches 

4? Ari~ Mnrl Arr.hitP.r.t11rP. WintF!r 1~R1 

g h a m 

In many ways Geoff Winningham is the archetypal Texas photographer. His image: 
transcend the cliche by ringing true in detail and capturing the "decisive moment." 



r Gay Block, the human need to better know oneself is realized 
rough seeing her community address itself to her directly. 

lt'SJ' Thi• Cronin Grdla)'. Houston 

G a Y Bl 0 c k 

Kathy, Melanie, Marne, 

3 Girls on Bunk with Rainbow at Camp Pinecliffe, Maine, 1981 
gelatin silver photograph 
16 x 20 inches 



Drawing of f ront elevation, YWCA . 

y w c A 
John Casbarian, Danny Samuels and Robert Timme 

are graduates of Rice University's School of Architecture 

who have adopted the name of Taft Architects. 

The YWCA Downtown Branch in Houston is their largest 

and most complex building to date. 

n 
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A ramp moving us through the building's central 

volume provides a continuously changing view 

of the main exercise area. 

DOWNTOWN BRA NC 
HOUSTON 

Critique 
by Michael Sorkin 

e e Many architects today, especially young one 
find themselves at a moment of confrontation betwe 
two attractive visual lexicons, both of which conjun 
range of imagery and a modest complex of working 
methods. The first of these seductive paradigms 
might be called, for want of a better word, " rational 
ist. " Not really a system, as the term might imply, it 
rather a set of images which bear the implication of 
system, a code of representation which asserts the 
rigor inherent in the simplest operation of architec 
tural design: the construction of the orthoganal, thi 
making of grids. Touchstones for such styling abour 
from Richard Meier, to Peter Eisenman, to Arata 
lsozaki, to a bevy of skyscraper hacks. This larger 
body of work has achieved the intensity of a style, i1 
complement of motifs filled, rules for both the asse 
ti on and violation of the grid firmly in place. 

The other nexus of seduction is the "post
modern" or allusionist axis, where representation, 
rather than abstraction is on top. Self-conscious 
involvement in tradition-building, appeal to precede 
and the explicit transfer of congenial images are co 
operations. As with its rationalist cousin, this allusic 
ist architecture has passed the kind of thresh hold c 
natural selection necessary to codify a basic vocab1 
lary. A set of elements has emerged which shape a 
sort of post -modernist visual canon. Included are v1 
particular window shapes, gables, arches, mould in1 
and a specific color palette as wel I as a generally pi 
turesque approach to the composition of plan and e 
vation. Of course, these shapes and attitudes are 
themselves "abstract" inasmuch as their referents 
have been generalized and pared down from the va 
ety of forms to which they mean to allude. Still, the· 
bear with themselves an ethos of representation, 
carrying a torch of connectedness. 



In the just completed Downtown Branch and 
~tropolitan Office Building for the Houston YWCA, 
~young firm of Taft Architects has produced a 
ucture which combines the imagery of both ration
st and allusionist attitudes, superimposed on a 
ilding shel I not markedly derived from either. Sited 
1ng a hilltop overlooking a park and bayou beyond, 
s building consists of a 350 foot long main struc 
·e housing offices, classrooms, and lockers, and a 
nted flanking pavilion containing a large multi-pur
se room . A second pavilion included in the original 
ins-a swimming pool enclosure-has been left 
built for the moment. The plan is asymmetrical and 
Idly free, organized around circulation, drawn 
~ether by a long straight single-loaded corridor 
1ich passes its length. This route is enlivened by art
sequencing. At one point it is a windowed corridor; 

another it passes outside and becomes an arcade 
1 the first floor) and a bridge (on the second); at 
other it looks into the multipurpose room; and at 
other still it crosses the main entry space. This lat-
is the building's major architectural event and sec

dary axis, on line with the main entrance. Double
ight and glassy, it has a long irregular shape forced 
the skewed multipurpose room (which also gener
is a small, irregular, residual space nearthe corridor 
o which a stair has been inserted) . Along the side of 
~ entry hall opposite the multipurpose room perpen
:ular to the major axis, the architects have placed 
triking long ramp which climbs sinuously and 
ubles back to the second floor. The regular openings 
the multipurpose room with its repeated masonry 
'rs, the narrowing of the space along its length, the 
iular grid pattern of the floor, and the rising ramp, 
11bine to create a strong scenographic conceit, a 
se perspective which is striking. 

Tbe rear facade of the YWCA presents a 
coloiful and abstract geometric composition 
to the park beyond. 

..... ~ . ........ •••••• •••••• , .... ,, ........ 

Tbe outdoor swimming pools are partially 
enclosed bJ' a dynamic grouping of walls, 
windows and chain Ii nk screens, creating a 
pleasant, sheltered area for swimmers. 

,, 

••• ••• ••• ••• ••• ••• ••• ••• ••• 
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Architects: Taft Architects 
Photographs: H enry Bowles 

A shadow box model shows the front entrance of the building 
with the ramped central space beyond. 

Beyond the unabashed theatric s of this major 
space, there is nothing to sugg est that either allusion
ist or rational ist strains are present here. The reason 
for this is that the arena in which this tension is played 
out is decorative, involving mainly surface treatments. 
In plan, organization, and mass ing thi s is si mply a 
well -o rganized moderni st building. Yet it has been 
consciously overlaid with elements of both codes. The 
main f acade is a vast grid of stucco into which open
ings have been punched with mainly functionali st 
motive. But the facade has also been painted in the 
illusionist spectrum, with arches and gables to trans
cend, by an implication of monumentality, the neu
tered meanings of rationalism where a door is simply 
a door. Th e modern building is traditionalized with a 
minimum of mean s: the grid establishes its self-con
scio usn ess, the superimposed patt ern asserts its 
gentility and purpose. The in side is in si milarly de li 
cate tension. Tile, the proto-rationalist materia l par 
excellence abounds, but so do wooden mouldings, the 
main course on the post -modern menu. Fenestration 
betrays industri al origins but wall colors are more 
domestic, more "c lass ical. " The interior is at once 
homey and hygienic, rugged yet demure. Because of 
its informality and casually graceful organization, the 
Houston YWCA comfortably absorbs th is multiple 
coding without a hint of sch izophrenia . Containing no 
polemic, it contents itself with being nice. It is Taft' s 
best work to date . 

• 

• ••• ••• •• 

Tbe building's end wall is decorated with layers of stepped stucco and tile grids. 

Second floor plan. 

~·1 I 1LJh11111 
\ . \ . 
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First floor plan. 

The main exercise area can be subdivided lo provide different 
l)>pes of activity spaces. 



Anderson Hall Expansion 
SCHOOL OF ARCHITECTURE, RICE UNIVERSITY 

The expansion and renovation of Rice University's 

School of Architecture is a modest project with a fairly 

generous budget. Designed by architect James Stirling, 

1980 recipient of the Royal Gold Medal from the 

Royal Institute of British Architects, and the 1981 winner 

of the international Pritzker Prize in Architecture, it is 

his first building in the United States. 

•e interior ef the jury room is a pristine, neutral space, subt61 lit by clerestory windows and artificial !igh!s . 

Critique 
by Michael Sorkin 

0 The critic 's problem in approaching 
James Stirling 's new building at 
Rice University is preci se ly that : it 
is Stirling's new building. Not 
merely his new building but his first 
ever building in the United States, 
an event of great moment. One 
approaches bridled by expectation, 
looking for a Stirling performance. 
Thi s building is not merely bur
dened with serving si te and client, 
it is also obligated to an oeuvre, 
it is lumbered with a role in signal
ling a moment in the evolution of 
a master. 

The building is, in fact , sim
ply an addition to centrally located 
Anderson Hal I, a modest L-shaped 
masonry building built in 1949 and 
housing the university's sc hool of 
architecture, a fact which raises 
two more important subjects: an 
explicit address to "arc hitecture" 
and a setting of unavoidable "con
t extualism." Thi s includes both the 
existing st ructure and the great 
campus plan of Cram, Furguson 
and Goodhue with the firm's own 
spectacular and singular contribu 
tions to it, most notably the Admin 
istration and Physics buildings. 
Thus, important subjects a re con
joined with the project's "Stirling
ness," creating the demand for 
important statements. But pres
sures are more still: we are in Hous
ton, locus of modern patronage, 
collector city, modernist proving 
ground, acute to the status value of 
building . All this in 16,500 heavily 
bound square feet. 
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Open stairwells provide views into the new exhibition space. 

What has Stirling done? 
Rather, what has Stirling come up 
with? Initially, one is struck by the 
building's twoness: without, the 
new wing indistinguishable from 
its grafted predecessors ; within, 
stark spare and skinny moderni sm, 
Pirelli floors, steel rails, big port 
holes and white and rose paint. 
Outside, the stitched-in new is 
revealed in a projecting limestone 
jury room box and in glassy turrets 
which poke through the roof, nom 
inally evocative of fanciful decora
tion on buildings down the way but 
looking like shuttlecocks or NASA
styled playground equipment, 
in sisting that something different is 
happening here. Finials both typi
cal and atypical likewise suggest 
logotypy, a Stirling trademark, a 
detail that will also appear at the 
Fogg Museum, a tithe to Houston 
one-upmanship : Rice ha s it before 
Harvard . 

Inside evokes out with equal 
reserve. Of course, because of the 
building's plan, inside can, from 
many places, see outside, the con 
nection is direct. But, thoroughly 
modern, it Ii mits its connectedness 
to the almost thoroughly vernacu
larized old out, suggesting it only 
indirectly, by secondary means. 
Conceptually, the plan of the 
enlarged building is of two "L" 
shapes interlocked. The short leg, 
the site of the graft, has been made 
into a locus of circulation and activ
ity, a flowing modernist spatial 
complex penetrating both laterally 
and vertically. This zone of grafting 
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is signified by several means: a tall 
angled wall, the single major angu
larity in the building's plan, expres
sive of wedged intersection; several 
remnant columns from the "old" 
building which penetrate the region 
of white plaster newness suggest
ing the relic texture of a previous 
structural grid; and by the rounded 
ends of the hot dog shaped cross
axis which reinforce the otherness 
of this central insertion. 

The twoness of in and out 
suggests John Hejduk's brilliant 
insertion at Cooper Union. Here 
exterior antiquity was left un
marred, while interior, judged 
decrepit and malleable, was gutted 
into an unabashed Corbusianoid 
blanc de blanc, a pri stine confec
tion. Rice has a slightly different 
grain. The Cooper exterior is 
restored, at Rice it is extended, 
nearly replicated . Cooper is a land
mark, irreplaceably and inimitably 
funky, precious to the last hair. The 
original Anderson Hal I is thoroughly 
mediocre, virtuous only in being 
idiomatic. It abets the great court 
but only barely. It sits in the right 
place, is of the right materi als , 
absorbs a minimum of the right 
rhythms and motifs. But, it 
describes the parameters of its own 
context, prescribes the grounds for 
its continuation . To add a wing 
either greatly more or greatly less 
mediocre would jar, would signal 
disrespect, would violate an eti
quette of accessible rules. Stirling's 
behavior is at all times correct, the 
building sits holding its tea cup, 

A rchitects:James Stirling, Michael Wilford and Associates 
A ssociate Architects: Robert Ambrose and Michael McEnany 
Photographs: Henry Bowles 

The south side of Anderson Hall faces the main camp us quadrangle and is puncluc. 

by a new, lurreled skylight resembling an oversized shuttlecock. 

pinkie up. Its siting is fine, recalling 
configurations from the original 
masterplan, creating a well scaled 
minor court. Its elevations are con
sidered-if less than studious-and 
change a bit from side to side. The 
lower story seems a little thuddy in 
relation to the upper, the off-center 
West end oeil de beouf seems a bit 
of kitsch , a string course seems to 
be miss ing .. . but it's all okay 
really. The idiom, a stripped version 
of what began as a pastiche, is 
really a non- idiom and the rule s, in 
fact , aren't much more than 
impressions. 

If John Hejduk's interior at 
Cooper is inserted, Stirling's at Rice 
is enclosed . Deceptive or no, this is 
new construction, and , because its 
outline was not rigidly prescribed, 
it reveals the tensions of housing 
an interior which might sit happily 
elsewhere. As interiors, the two 
long classroom /office wings are 
throwaways, slicked up and plain , 
virtually twins, just double-loaded 
rows of rooms, pleasant places. 
The short Ii nking leg shows more 
anxiety. On the west side, an origi
nal scheme to evoke the double 
height interior with bottle-shaped 
windows was scotched under uni
versity pressure in favor of a use
lessly ambiguous double row. On 
the east, the nearly cubical cleres
toried jury room projects, a glass 
topped Ii mestone box of Aa lto-
esq ue flavor, a very large mass 
implying by its scale its separate
ness. Indeed, it is virtually an inde
pendent pavilion and-with no 

implication of cause and effect-t i 
most handsome and singular spa, 
in the building. The "modernism" 
of the school's interior is not dis
turbing because there is no re a so 
for it to be otherwise. 

At Anderson Hall there is 
little of Stirling beyond the facto
his authorship, to coin a near 
tautology. Naturally, theme hounc 
can satisfy themselves. Stirling H 
moderni st and Stirling the "clas 
sicist" are both here. For the uni 
versity thi s undoubtedly represen 
the best of both worlds. The univt 
sity has acquired a "designer buil 
ing," but the designer has tactful I 
confined the assertion of his robu 
persona to the discreetest of sign 
tu res. Thi s is not so much an act c 
self -denial as one of candor: the 
architectural climate is at last ript 
to the admission that some prob
lems acknowledge relatively dull 
solutions. Stirling's building, like 
Caesar 's wife, is above suspicion 
and in playing no one false plays 
Stirling true. With architects as c l 
ents, and their school as project, 
this is no smal Itri umph. 

c 



e east wing of the building contains the projecting limestone volume housing the new jury room. 

ie gabled end wall of the addition 
ntains a bit of unintentional humor, 
>pearing like a gigantic face winking an 
e at the western edge of the campus. 

Campus plan. 

0 

I 

Second floor plan. 

First floor plan. 
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• Brooks-Drake House, Fayetteville 

Clovis Heimsath, Fayetteville 

Eight yea rs ago, architect Clovis Heimsath voted 

with his feet, moving hi s home and prac ti ce 90 

mi les west from Houston to Fayettev ill e. Thi s farm 

town of 400 people, many of them trad ition-bound 

C zechs, is a place where change comes slow ly if 

at all. Heimsath 's office is in an 1895 hardware 

store overlooking the town square where a tiny 

branch courthouse sits , its clock still chiming the 

hours as conscientiously as in the days before 

universal wrist watches. 
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Round-up: 
New Architecture in Texas 
On a small scale, much of the inspiration for Texas architecture has been drawn from su 
traditional sources as Alsatian limestone houses, Mexican adobes, and common 
agricultural buildings. Its cities have a more contemporary flavor however, and celebrat 
architects such as Philip Johnson, I. M. Pei and Louis I. Kahn have built some of their 
significant buildings there. Today, with a surprising volume of new buildings being 
constructed, architects in Texas continue to experiment with a variety of ideas and for. 

In ro lling co untry past th e edge of town, 

within shouting distance of th e H ei msa ths' farm

ho use dwell ing, is a small and un excep ti o nal 

frame house that a Housto n fa mily decided to 

repair and expand for weekend use by raising the 

roof and inserting a pair of sleep ing lofts for their 

chi ldren . 

Th e wo rk that the a rchit ec t undertook for 

his neighbors was modest by intention; he wo u ld 

have been happy to ha ve his invo lvement seem 

undetectabl e. But fa te would not have it so . Hid

ing in th e clapboard wall s was a small log cab in 

that formed the fo rgo tten nucleus of an ea rlier 

expansion . Uncovered during co nstructio n, it 

became the genius loci of the renewed ho me. Now 

made visib le both inside and out, it stands as 

evidence of rootedness, an d as a reminder that 

time does not move at a single pace throughout 

Texas. 

-John Pastier 

David Dillon and John Pastier report. 



Private House, San Antonio 

Frank Welch, Midland 

id land a rchit ec t Frank Welch is o ne of O 'Ne il 

ird 's proteges, but even a qui ck glance at thi s Sa n 

Ho nio ho use shows how he has expanded hi s 

·xas vocab ulary with id eas from m ainstrea m 

oderni sm. The lim es to ne wall s, pi tched sh eet 

eta! roof, a nd m ass ive end chimneys a re fa miliar 

ltu res of nineteenth-centu ry Hill Co un try 

iuses, but th e sophisti ca ted plan-three ga bl ed 

rms offset bu t parallel to o ne ano th er-gives t hi s 

1gle fa mily ho use th e air o f a small v illage. 

:i like some of W elch's earlier res id en ces, whi ch 

ve sq uare, cen t ralized plan s, th is ho use has an 

crued look, as tho ugh it had grown slow ly over 

e years instead of being bu ilt all at once. The 
nter secti on co n tains th e din ing a nd living 

om s, whil e th e b edroo ms a nd t he kitchen are 

cared in the o th er two wings. Thi s separati on of 

ncti o n derives from Welch 's des ire to arti culate 

e ind iv idual fo rms that m ake up the larger struc

re, and has been used more than o nce in hi s 

:ent wo rk. Th e th ree secti o ns a re co nn ected by 

extended porch , ano th er Texas fea ture, tha t is 

•en in some a reas a nd closed in o th ers. Wh ere 
)Se d, it serves as a greenh o use. 

David Dillon is the architecture critic for 
the Dall as Mo rning News. 

In many of hi s ho u ses in Mi d land, where 

th e wind and th e du st bl ow furio usly, W elch wraps 

th e plan aro und a centra l a trium in o rd er to crea te 

a pro tected green space in a brown co un try. In 

Sa n Anto nio, where the need for enclosure is 

so mewhat less, he has wo rked in a m o re loose

jo inted m an ner. H e has surro unded the ho use with 

a 3-foot country wall , like those of Mex ican hac i

endas, defining the res id en ria l gro un ds within a 

la rger o pen landsca pe. The wings o pen o ut to a 

poo l and patio surfaced in M exica n vo lcani c sto ne, 

and co nta ining a mo des t fo untain remini scent of 

th ose in sm all town squ ares. 
- David Dillon 



• Trailwood United Methodist 
Church, Grand Prairie 

Parkey and Partners, Dallas 
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Designing a distinctive public building at the 
edge of a subdivision is difficult enough, but when 
the site al so faces miles of rolling Texas prairie the 
challenge is compounded. The pastor ofTrailwood 
United Methodist Church in the Dallas suburb 
of Grand Prairie informed Parkey and Partners 
that he wanted a landmark building that was rev
erent, flexible, and appropriate to the neighbor
hood. He also wanted it for $140,000, not much 

more than the price of a standard tract house. 

D 

[J 
0 

The architects produced a simple high 
gabled building for the sanctuary and meeting 
rooms, and a freestanding belltower. Together, t 
contrasting forms make a striking impression in 
sea of low-pitched roofs . Stucco allowed the arcl 
tects to achieve an illusion of massiveness withi1 
the restrictive budget, and tinting some sections 
peach and others white gave variety to that othe 
wise uniform material. Standard pre-fab wooder 

trusses support the church's high ceiling and bri 
life to the necessarily simp le space. And when 
backlit with fluorescent lights, their lacy pattern 
intensified and becomes visible outside as well 
as m. 

One measure of how well the architects 
carried out the pastor's program for simplicity i~ 

that the church was built from scratch by a woo 
framing subcontractor who had never done any· 
thing more complicated than a game room. 

-D.D. 



t Private Residence, Plainview 

David Smith, Austin 

parsely settled, high, dry, and windy, the oi l and 
.nching country of west Texas is more like New 
!exico than like the land to its east. Although its 
rst people were not pueblo builders, adobe is 
)nsonant with the region's climate and is psycho
>gically convincing as a "native" material. 

Nevertheless, its use has been rare, and 
1is owner-built 5000 sq. ft. residence east of 
lainview has met with a quizzical local reaction. 
~t for all its picturesqueness, it represents a direct 
1d practical response to climate, site, and owner 
quirements. David Smith, origina lly a nearby 
·sident but now teaching architecture at Austin, 
•COrporated passive so lar energy principles in its 
~sign. The owner's family did most of the con
ruction, and even made the 20,000 adobe bricks 
1at give their thick-walled house its sculptural 
>rm and 300-ton thermal mass. They also scav-
1ged the used materials that make up much of 
1e rest of the structure: flooring from an old 
:hoolhouse, railroad ties for the spiral stair steps, 
dwood boards from a cooling tower, and the 
lephone poles that are used for roof beams. Not 
1rprisingly, the fina l form of the house reflects 
•e fam ily's invo lvement in the building process . 

The house sits in an 80-acre pecan 
orchard, and its U-shaped plan slips so deftly 
between the trees that not one had to be removed. 
That form also produces two courtyards sheltered 
from the High Plains wind, each shaded by one or 
two specimens from the interpenetrating grove. 

-J.P. 
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• Armstrong Street Townhouses, 

Dallas 

The Oglesby Group, Dallas 

The townhouse is a recent architectural form in 
Dallas, its precursor being nothing more than 
suburban tract homes maneuvered onto small 
inner-city lots. But these townhouses, designed by 
the Oglesby Group of Dallas, are genuine ly urban 
in shape and spirit. Fifteen row houses cluster 
snugly on the site and open onto an interior court
yard that exhibits the order and discipline of a 
miniature city street. Their entrances are marked 

by projecting stee l and glass canopies that create a 
sense of arrival while animating the central space. 
The wood-frame structures are clad in cement 
stucco painted off-white. 

The interiors are characterized by light 
colors, smooth surfaces, precise detailing and 
abundant light pouring through large windows and 
skylights. Space is molded and enriched by such 
devices as 12-foot ceilings, elevated dining areas 
and open stairs . By placing the skylights directly 
over the stairways, and by extending walls and 
floor tiles beyond the front doors, the architects 
have created an impression of generous space 
within tight quarters. 

-D.D. 
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• Las Colinas Urban Center, Dal 

Harwood K. Smith & Partners 

Dallas 

Dallas occupies the meeting ground of the Sou ti 
the Midwest, and the West itself, and lies closer 
14 other states than to El Paso. Its identity is th 
elusive, and its most important architecture, bei 
mainly the work of out-of-state designers, does 
little to clarify its essence. 

If that character is unclear in the midst 1 
town, it is inevitably less clear in a satellite com 
munity built on virgin prairie near the outlying 
Dallas/Fort Worth Airport. Las Colinas is just 
that, and the urban center of this highly regardt 
development suggests an answer: When in the 
Sunbelt, do as Disney would. Virtually midway 
between California's Disneyland and Florida's 
Disney World, it shares several of their organiz
ing principles. This 950-acre commercial distric1 
about the same size as th e pedestrian precincts c 
Disney's Magic Kingdoms, and is likewise a con 
trolled mixture of activities accessible to freewa) 
linked by private waterways and elevated 

ground transport. Like Disney's designers, Las 

Colinas' planners have conjured up lakes, inven1 
their own "historical" styles, and taken delight i 
juxtaposing those nostalgic creations with unaba: 
edly modern forms and technologies. 

The urban center's master plan is a loos1 
one, and the whole will be the sum of many 
developer-determined parts that will not all be 
known for some time. Its backbone, however, is 
clear: a three-section artificia l lake connected to 
street-like canal system will provide both visual 
amenity and a channel for "water taxis," whi le a 
"Area Personal Transit System's" tiny shuttle 
vehicles will loop around the core on elevated cc 
crete guideways, much like the tram system at ti 
nearby airport. 

After that, imagery and form seem up tc 
the individual developers. The 27-story Manda!. 
Four Seasons Hotel, by WZMH-Habib Inc., anc 
the Foster Mortgage Building by Harwood Tayl1 
HKS are both competent essays in current com
mercial design, but offer no clues to a possible 
overall identity for the urban center. A cluster o 
structures straddling the cana l paints a more 
specific picture, however. 



Las Colinas Towers is a group of four 
J1ce buildings ranging from eight to 20 stories 
ld served by two large garages that also contain 
ores on their lower-level canal frontage. The 
J1ces have been designed in a straightforward 
.odern manner by Harwood K. Smith & Partners, 

lt the garages wear a veneer of concrete that 
sembles dressed stonework, and connect with a 
1ir of bell and clock towers clad in rustic stone. 
Jgether, these canalside structures are meant to 
>mbine "the flavors of Venice and early Texas." 

The scale and intent of these structures is 
udable, as is the decision to include retailing in 
.ch a setting, but the architecture just can 't hope 
sustain the conceit. The textures, detail s, stylis 

: devices, forms and proportions all betray 
lfamiliarity with the claimed architectural mod
;: there is neither faithful copying nor witty 
ossbreeding in evidence. The result might be 
li ed corporate naive art, but that seems a 

•ntradiction in terms . The passion and conviction 
· true naive art are missing, and all we have left is 
1 ambitious mixed metaphor worthy of attention 
1t not of affection. 

-J.P. 
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Las Colinas Urban Center site plan. 
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• Riverway, Houston 

Morris-Aubry Architects, Inc., 

Houston 

CRS, Inc., Houston 

SWA Group landscape architects, 

Houston 

The notion of putt ing fou r ta ll commercial 

buildings on the grounds of a ranch-style single 

family house would ordinarily seem both illegal 

and preposterous. In a city with no zoning, how

ever, the first objection does not app ly, and, given 

the right piece of land and the right d es igners, 

even the second can lose its va lidi ty. Located a few 

blocks north of Four Leaf Towers (see page 58) 

on a 28-acre rolling and wooded site adjoining 

Memorial Park and Buffalo Bayou, Riverway 

encompasses 1. 3 million square feet of office 

space, a 383 room hotel, and garage space for 

several thousand cars. In a clearing at the center of 

the site is a 1950s style modern dwelling by the 

usually eclectic architect John Staub, still occu

pied full time by the fami ly that sold the property 

to developer John Hansen. 

Unexpectedly, the structures that Hansen 

built see m as much at home among th e pines as 

the original house, and that am icab le relationship 

between skyscrapers and forest is as convincing as 

it is improbable. The o ld and often misa pplied 

Corbusian vision of towers in the park is here 
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Model. 

given an inspired twist: The buildings look as 

though they were slipped in to an ex isting land

scape rather than one created in their wake. 

That is essentia lly what took place and t he 

involvement of SWA Group landscape architects 

was largely directed to reinforcing tha t process. 

The master plan for the property was the work of 

Morris-Au bry Architects, Inc., who also designed 

the 20-story lnternorth and 25-story Alli ed Chem

ical office towers and the I I -s tory Inn on the Park. 

Both towers are faceted in plan and stepped back 

to provide usable terraces as they ri se. Their 

skins alternate glass bands with warm-toned 

spandrels of grani te-aggregate precas t concrete that 

are detailed and manufactured with sufficient care 

to convey the quality of rea l stone. With the possi

ble exception of some overly energetic geometric 

tricks at th eir entrances, th ese buildings' crisp 

detailing and precisely contro lled irregularity of 

form yield architectural res ults that far surpass 

their spec-bui lt budgetary limita tions. The saw

toothed hotel is less distinctive, but its concave 

front overlooks an elegant Barraga n-inspired com

position of fa ll ing water and red stucco walls in 

the mid st of large formal pools. 

The 17-story IBM building by CRS, In c. 

treats its garage as a major express ive element. T 

resulting two-part mirrored composit ion, accent 

by swatches of blue and stripes of red, was exe

cuted with sufficient virtuosity to win the first 

annual Reliance Award for institutional office 

bui !ding des ign. Still, its fl as hy good looks worl 
better on its own than in conj unction with th eir 

quieter neighbors. From some vantage points, 

however, the silver skin becomes almost incon

spicuous, and this mutability softens its 
individualistic sta nce. 

The essence of Riverway is not so much 

architecture as th e relationship of precisely horn 

objects to a pastoral se tting. Th ere seems to be r 

precedent for this environment: There is si mula1 

ous tension and accommodation between the 

buildings and their surroundin gs, producing bo 

a faint surrea lism and a disa rming simp licity tha 

permea te this little city at the edge of the fores t. 

-J.P. 
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• Four Leaf Towers, Houston 

Cesar Pelli & Associates, 

New Haven 

He "IJ' Bow/ts 
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Even though four out of fiv e Texans live in urban 

areas, res id ential patterns tend to be sprawling in 

th is roomy state. But in th e larger citi es, ri sing 

land valu es and th e di fficu lty of long-di sta nce 

com muting have led to occasional pockets of 
higher-density housing. There, the once ubiquitous 

two-story apartment is being supplem ented by the 

more urbane form s of the townho use an d the 
res id enti al tower. 

Ho usto n's Four Leaf Towers, twin forty

story condominiums in the rap idly intensifying 
district north of the Galleria, are a co nsp icuou s 

exa mple of that t rend. Th eir very magnitud e 
is notewo rthy: th ey contain 400 units, and th eir 

height of 439 ft. makes them th e tallest buildings 

in Ho uston outsid e downtown as well as the tallest 

residential structures west of Chicago. 

Th e towers are slend er, sensitively spaced , 

and crowned by face ted, tapered to ps. Th eir glass 
skin is co mplex, incorpo rating bo th fixed and 
operable windows, fo ur colors of glass, and two 
co lors of mullions in a methodical scheme that 

architect Cesar Pelli says "recogn izes structure 
with o ut being determined by it." All windows 

have a bro nze tint, and opaque du sty rose panels 

encl ose the balance of habitabl e spaces. A co ntin

uo us strip of milky white spandrel glass marks the 
zone between ceiling level and th e si ll above, while 

co lumn segments are faced in b rown. Since there 

are di ffe rent apartment plans on the upper and 
lower fl oo rs, there are also two wall pat terns, con

nected by a two-step transition spread over six 

floors. The total pattern resembles a dark tuning 

fork superimposed on a lighter polychrome field 

and, depending on one's taste, this branching 

shape either weakens or enriches the otherwise 
rigoro us system of enclosure. 

While this daring skin is sure to inspire < 
diversity of opinions, Four Leaf Towers' quality 

objects in space is cl ear. Their placement allows 
th em to be felt as a related pair, and permits one 

to reflect the other in their glistening skins. Thei 

sculpted crests give them identity at a distance a1 

also contribute to a growing Houston tradition< 

shaped tops on tall buildings. Perhaps their 
stronges t effect occurs at viewing distances of a f( 

blocks, where their diago nal relationship and the 
workings of perspective make them seem sibling! 

of slightly different sizes, o r even crea tures advan 
ing toward th e observer. For all the care and 

inge nuity that has gone into its surface treatmen 
the ultimate stren gth of this design may well 
reside in its ability to plumb the deeper dimensio 

of time and space. 

-J.P. 
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LANDMARKS 

O' N E I L FORD 
and his 

PORTRAITS 
of an 

OLDER TEXAS 

by David Dillon 

• 
Early in his career, O'Neil Ford traveled around Texas 

recording indigenous buildings with photographs and sketches. 

Since then, this vernacular architecture has been an 
inspiration for his own work. 

For over half a century, he has championed its pres ervation 
and advocated it as a model for contemporary building. 

• 
SALINAS AND LAREDO CORNER , SAN ANTON IO, 1926 

BELOW: J.P. GARCIA HOUSE, SAN ANTONIO, RAZED , 1926 

O'Neil Ford has restored so many old b uildin gs that in 1974 the National 

Endowment for the Arts finally designated him a National Historic Landmark. 

"And does thi s mean that I can never be altered 1" Ford inquired when 
accepting the award. Presumably. not, but thanks to his cranky, tough

minded, sometimes pugnacious advocacy, the historic character of many Texas 

cities and towns, including his own San Antonio, has been altered far less 

t han it might have been. Among his major projects are the restorations of 

La Villi ta and the San Fernando Cathedral in San Antonio, much of the work 

on the San Antonio missions, Moody Plaza and the T. Jeff League building 
in Galveston, plus scores of houses, churches, and commercial buildings 

throughout the state. 
Ford is frequently called the father of historic preservation in 

Texas, but he could be more accurately described as its conscience and chief 

propagandist. As fo lksy and rhetorical as he can be on some subjects, on the 
issue of historical preservation he has always been b lunt and uncompromising, 

sometimes at great personal cost. During the late 1960s and early 1970s his 

firm, Ford Powell & Carson, was systematically cut out of most state and 

coun ty projects for fighting construction of an expressway through San 
Antonio's lush Breckenridge Park, the location of numerous Indian settl e

ments as well as the so urce of the San Antonio River. Ford's wife Wanda 

threatened to throw herself in front of a bulldozer. Members of the firm 

donated th ousands of hours to drafting appeals and testifying before commit

tees. The expressway eventua lly won, although it had to fo ll ow a less 

destructive path. 
In 1967 Ford was eased out as supervising architect for Hemisfair 

for, among other things, insisting that 130 historic buildings be incorporated 

into the master plan instead of demol ished. Although the politics of the 

situation are difficult to decipher, the consequences are not. Most of the 
houses came down, leaving San Antonio with a 30-acre concrete wasteland in 

the middle of its downtown . Such defeats did nothing to weaken his commit

ment to indigenous Texas architecture as both a source of inspiration and 

a political cause. 
Ford was born in 1905 in Pink Hill , Texas, a railroad flag stop 

just south of th e Oklahoma border. The only building of architectural note 
in the area was W. C. Dodson's Denton County Courthouse, a massive 

Victorian wedding cake decorated with towers and turrets . In 1924 he and his 

uncle set o ut on a vacation jaunt in a Model-T Ford and drove south through 
the German and Alsatian communities of Fredericksburg, Bracketville, and 

Castrovill e. They slept under bridges at night and during the day examined 
a kind of Texas vernacular architecture that neither he, nor any other Texas 
architect, had never seen in north Texas . Here was a stock of sturdy, square 

limestone houses with smal l deep windows, porches, and standing seam metal 

roofs. In Castroville many of the houses also had balconies and wrap-around 
porches similar to those in the old country. Yet a ll these houses were regional 

in the most basic sense of the term-houses built out of local materials in 

direct response to the imperatives of climate and local geography. All were 
designed out of tradition and necessity rather than a more sophisticated 

notion of style. This kind of vernacular integrity appealed immediately to 
Ford, whose formal architectural training consisted of a few drafting co urses 

at North Texas State Teachers College and a diploma from the International 
Correspondence School in Scranton, Pennsylvania. 

In 1926, he went to work for David Williams, by then the most 

prominent spokesman for Texas vernacu lar architecture. During the next six 
years they crisscrossed the sta te sketching and photographing o ld buildings in 

such places as Roma, San Ygnazio, and other smal l towns along the Rio 
Grande River. Here was ano th er stock of overlooked vernacular forms: low, 

chun ky structures made o ut of stone or adobe, with tiny windows, thick walls, 
and massive square chimneys. In the late 1920s, local interest in things 
Spanish and Mexican focused primarily on the Mission and Colonial sty les, 
the so-call ed high styles, rather than on the plain, unadorned, and 
unaffected adapta ti ons found along the Mexican border. 

Ford became an instant convert: "I was astonished by the beauty 
and the simplicity of those early Texas houses," he recalls. "They were real, 

straight to the point, not copied from anything. They fit the landscape as 
naturally as the trees. Yet some of them were romantic as hell." 

Between 1928 and 1932 Ford and Williams both wrote a series of 
important articles for Southwest Review in which they call ed for closer scrutiny 

of native Texas forms. This was a regional expression of a national concern 
with vernacular American culture, but in Texas it needed to be stated, since 

ent ire sections of Dallas and Houston were then being dressed up to look like 
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ratford-on-Avon or the Cote d'Azur. Although Williams had designed his 
are of pseudo-Mexican and pseudo-Spanish houses, he and Ford were now 
lvancing a basic Emersonian argument that Texas architects should be 
nsitive enough, and independent enough, to draw as readily on their own 

chitectural heritage as they did on that of Europe. 
In the late 1920s and ealy 1930s Ford and Williams worked 

gether on a number of houses in Dallas and Corsicana that marked a turn
g point in Texas design. They were not nostalgic copies of specific houses 
1t blends of indigenous forms and materials: shed roofs, long, deep porches, 
assive end chimneys, walls made of stone and Mexican brick. Floor plans 
~re usually simple and informal; the houses were sited to catch the prevailing 
·eezes, most areas had cross ventilation. Since they were built at the height 
·the Depression, when labor was cheap and abundant, Ford was able to 
11ploy a small army of craftsmen, led by his brother Lynn and painter 
im Stell, to carve beams and fireplace mantels, do mosaics and stencil walls. 
certain respects Ford was only following a well established tradition, but 
Texas this amounted to trailblazing. Even today, few Texas architects have 

llowed his example of working crafts into their architecture. 
Ford moved from Dallas to San Antonio in 1938 to supervise the 

storation of La Villi ta, a project of the National Youth Administration of 
!'iich David Williams was then Deputy Administrator. This neighborhood of 
neteenth century houses and commercial buildings was little more than a 
ttering slum. Various proposals had been made for rehabilitating the area. 
eluding one that called for redoing it in arches and Spanish tile. 

"They were going to name it 'Ye O lde Spanish Village.' I told 
:ayor Maury Maverick to hell with that crap," Ford recalls. "The buildings 
ight not have been much to look at then, but they belonged there and we 
~re going to put them back in character.'' 

The result was part restoration and part political compromise 
ord's office is currently reworking the entire project) but Ford did manage 
preserve some semblance of architectural coherence among buildings that 

~re on their way to becoming stage sets. Equally important, he made a firm 
1d very public distinction between preservation and sentimental "enhance

ent" that San Antonio took seriously. 
O'Neil Ford's impact on the architecture of Texas extends beyond 

storic preservation. He always has been an enormously engaging personality 
llO draws talented people to him . Many of the best architects in Texas 
1ve passed through his office because of his willingness to give talent 

. head. 
"I first met O 'Neil at a party in Houston," recalls architect Frank 

'elch. "We talked through the night and then in the morning he offered me 
iob as a field boss on the first major Texas Instruments Building in 
alias. I was right out of college and didn't know a thing about big steel 
,nstruction, but he's always been willing to give a kid who wants to work 
: ha nee." 

Many young architects camped out on Ford's doorstep waiting for 
1 opportunity to chat or to present their drawings. The persistent ones 
ually got hired, especially if they could also plead poverty or impending 
.renthood. "I hung around O'Neil's office for several weeks before he fmally 
red me," says Dallas architect Duane Landry. "And the first day I was on 
e job he gave me my own project. O'Neil made me go out to the site, work 
th the clients, prepare working drawings, do just about everything. There 
~ren't many offices where that was true. O'Neil also has a way of helping 
•U with a design without beating the creativity out of you. No matter how 
any changes are made, you feel that the design is still yours in the end." 

To many architects in Texas , Ford seems to incorporate the best of 
·o worlds: he is a fundamentalist who is also open to new ideas and not 
raid to use them. Ford's critics insist that some of his contemporary 
rareness is now gone. They accuse him, with some justification, of being far 
o dismissive of recent architectural developments, ranging from high-tech 
post-modernism. And yet at least part of that combative, "me against 

em" kind of thinking derives from having fought many lonely battles for 
1popular causes. In the 1930s and 40s historic preservation was not the 
>t public issue it is now. Taking a strong stand meant taking a big risk. It 
1s for this kind of integrity that, part in jest and all in earnest, the NEA 
dared Ford a National Historic Landmark. 
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by Esther McCoy 
and Barbara Goldste in 

Guide to U.S. Architecture: 
1940-1980 

A traveler's fie ld guide to the outstanding 
buildings designed and constructed in the U.S. 

since 1940. Designed for the traveler, the guide is also 
a handy desk refere nce to architects and buildings in 
the United States and a brief history of U. S. architec
ture in the middle years of the 20th century. Listings 
are organized geographically and indexed by state , 
c ity and architect. Photographs of projects accompany 
the listings; esp ecially pre pared street maps of major 
cities locate the projects. The foreword is in French 
and Japanese as well as English. 

1982-172 pp.-500 illus .-$9.95 

Vienna to Los Angeles: 
Two Journeys 
by Esther McCoy 

Esther McCoy documents the 
early careers and personalities 
of Southern California's fore
most practitioners of modem 
architecture. Publication of 
many heretofore unpublished 
photographs and documents 
gives the reader a fascinating 
look at the private and profes
sional lives of Schindler, Neutra, 
Frank Lloyd Wright, their 
clients and the avant garde of 
Los Angeles in the 20s. 

1979-155 pp.-93 illus. 
Cloth $17.50- Paper $10.95 

: "This very important book is 
· a treasure of insights into the 

drives and personalities that 
make architects and 
architecture." 

: - Cesar Pelli, Dean, 
: Yale University School of 
: Architecture 

: "Marvellously precise and 
: alive ... the best piece of 
: architectural history I can 
: remember reading." 
- Robin Middleton, architect 

and critic, Faculty of Architec
ture , University of Cambridge, 
England 

Fan Vaulting: 
A Study of Form, Technology 
and Meaning 
by Walter C. Leedy, Jr. 

Professor Leedy documents 
and analyzes the emergence of 
a new mode of building in 
medieval England, tracing the 
origins of fan vaulting back to 
certain essential characteristics 
of the English interpretation of 
Gothic. The book contains a 
complete catalog of known fan 
vaults with a description and 
technical analysis of each. 

1980-250 pp.-243 illus. - $16.95 

"Outstandingly good. Excel
lent scholarship. Professor 
Leedy has broken new 
ground in his interpretation 
of vaults." 

Preparing Design Office 
Brochures: A Handbook 
by David Travers 

A down-to-earth manual which 
removes the uncertainties and 
clarifies ~he process of produc
ing topnotch, effective general 
capabilities brochures. It takes 
the reader confidently through 
each step-planning, budget
ing, scheduling, organizing, 
designing and producing a 
brochure. 

1978- 125 pp.-60 illus .-$9.95 

: "Excellent manual." 
: - Journal of the American 
: Institute of Architects 

: "Any design firm contemplat
: ing the preparation of a 
: brochure should have this 

-Sir Nikolaus Pevsner 
book. A thorough and very 

"Fan Vaulting is a major con- . useful guide." 
tribution to the field of : -Interiors 
studies of medieval architec-

: "Everything you ever wanted 
ture · · · It presents material : to know about architectural 
which is otherwise inacces- : office brochures." 
sible." 

: - L.A. Architect, Journal of the 
-Professor Stephen Murray, Los Angeles Chapter, AIA 

Indiana University 

"Leedy has illuminated a 
whole period of English 
architecture." 

-Society of Architectural 
Historians Journal 

Order by mail or phone: Arts+ Architecture Press 
1119 Colorado Avenue, Santa Monica, CA 90401 (213) 3~5-0732 



Retrospect: 

Model of prefabricated house prototype 
for migrant agricultural workers, 1935. 

This article was extracted from Esther 
M cCoy 's book, The Second Generation , 
to be published by Peregrine Smith Books 
later this year. 

Gregory Ain' s Social Housing 
by Esther McCoy 

The buildings of Gregory Ain came out of an attitude 
toward housing that was intensified by the Great 
Depression of the 1930s. He inherited his political 
philosophy from his socialist father, was even named 
for a Menshevik hero, Gregory Gersh uny. When he 
was six his father invested his savings in a socialist 
farming colony at Llano del Rio, where they lived for a 
year in a tent. At night the father read to the children 
from the classics and taught them complicated 
mathematical games. 

He had a year of mathematics at UCLA, then 
transferred to architecture at USC. At the end of the 
first year his father looked at the drawings he had 
executed in India ink and pronounced architecture a 
very frivolous profession indeed, one that promised 
little opportunity for straightening out the world. But 
from the time Ain had met the Schindlers at Kings 
Road at age 17 he looked upon modern architecture 
as a means toward social ends. 

His apprenticeship was with an engineering 
firm, the Department of Recreation and Parks (he 
designed the many parasol pergolas still on the Venice 
beach). the office of B. M. Priteca and. most important, 
four years in the Neutra office. He set up his own 
office in 1935 with a commission for the Edwards 
house. and that same year designed a prototype shel
ter for agricultural workers, most of whom lived with 
their families in decrepit cars and were then striking 
for a raise from 15¢ to 25¢ an hour. The prefabricated 
parts of concrete, wood and glass were designed to 
mesh in a standard truck bed and to be assembled 
by unskilled labor in the field. 

His reputation soared after his second building, 
the 1937 Dunsmuir Flats-four two-story units stag
gered on a 49-foot sloping lot. Ways of bringing light 
into all rooms from three sides was to Ain like solving 
a mathematical puzzle. 

By 1940 when he received a Guggenheim 
Fellowship to study lowcost housing (two of his spar 
sors were Mies and Gropius). he had built two dozen 
houses for middle-income liberals, and several smal 
commercial buildings. He was experimenting with ne
materials and framing systems when war was declare1 

Materials were soon frozen , so in 1942 Ain 
joined the firm Charles Eames and John Entenza hac 
originally set up to experiment with forming the com 
pound curves of the Eames plywood chairs. With thE 
plant turning to war production. Ain designed the jig 
and tools for forming rudders, stabilizers and other 
plywood parts. At the same time he began planning , 
cooperative housing project. put together by Frank 
Wilkinson (later with the Housing Authority of Los 
Angeles) and others. and subscribed to by musician ! 
animators and other members of film industry union 

A hundred acres of flat land on Victory Boule 
vard in Reseda was the site for 280 houses, to be bu i 
as materials were available. Simon Eisner planned tr 
tract with a large park and many finger parks; Garret 
Eckbo planned the landscaping with backbone pat
terns of strong planes of tall tree forms. small open 
form trees around the houses. and a variety of hedgE 
and ground covers; Ain designed four basic floor plar 
with two to four bedrooms. two baths. and sliding 
walls to enlarge spaces. 

Subscribers to the Community Homes 
Cooperative were not hard to find; besides union 
members there were teachers, architects and actors 
one of them Lena Horne. Reginald Johnson. one of tr 
architects of the 1941 Baldwin Hills Village. offered 
his help in arranging funding with the FHA. (Later hi ! 
son Joseph Johnson and Alfred Day joined the 
Ain firm .) 

Avenel Housing, 1948. 



The foes were the planning and building 
fopartments; they opposed the large and small parks 
"who would maintain them?"). the staggered set
)acks, the flow of common green ("Good fences make 
~ood neighbors"). After endless hours with planning 
ind building department officials, and many plan revi
;ions, Community Homes was ready to go. 

Then came an insurmountable obstacle. FHA. 
1fter agreeing to funding, learned that among the sub
;cribers were several blacks and Hispanics. "A bad 
JUsiness practice," FHA called it. "A very bad business 
Hactice." 

The board of directors of the cooperative sent 
1 protest to Washington. The minorities were all 
~mployed professionals; many of them had fought in 
he war and had used their severance pay to buy into 
he cooperative. 

To no avail. The cooperative was dissolved, the 
ract sold. The tract eventually became the typical uni
acial subdivision with houses set row on row as 
~xactly as markers in a VA cemetery-except the occu
Jants of the spaces below the markers are multi
·acial. Such good business practices led ultimately to 
he busing of school children to achieve integration. 

As the war was ending in 1945 Arts & 

4rchitecture held a competition, sponsored by U.S. 
>lywood, for a $5000-$6000 house "for the average 
vorkman" which was "buildable now" and "afforded 
iood living." The jurors were Ain , Charles Eames, 
John Rex, J . R. Davidson and Frederick Langhorst . 
v'lost of the submissions were from young architects 
;t ill in the service, who as students had discovered 
4rts & Architecture and were heartened by its recep
ivity to young architects. Some of the awards and 
nentions went to unknowns easily recognized today: 
:duardo Catalano, I. M. Pei, Harry Weese. 

Ain wrote in the jury's report : "Tens of thou
;ands of families now compelled to occupy substand-
1rd dwellings will be in a position to start building as 
;oon as the priorities are lifted . They will be unable to 
vait for an industrially-manufactured product, or for 
.ome saner kind of land division. The houses will be 
1uilt by methods not very different from those 
'mployed in the prewar houses, in subdivisions as 
hey already exist ... If the problem is not well solved 
1ow by the architects it will be badly so lved later by 
he jerry builders ." 

Many of the 280 subscribers to Community 
lames joined subsequent cooperatives planned by 
1in, Johnson and Day. Some members of the musi
ians union, however, bought a hilly tract above Sunset 
ioulevard in Brentwood for the superb Mutual Hous-
1g designed by Smith, Jones and Contini. Ai n's Lucile 
.venue cooperative for 10 families did not go forward 
ecause of unstable soil. 

Site plan, Communit_y Homes, 
cooperative housing in the San Fernando 
Valley, 1945. 

... from the time Ain had 
met the Schindlers at Kings 
Road at age 17 he looked 
upon modern architecture 
as a means toward social 
ends ... 
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Plan showing !he staggered arrangement of three contiguom houses. 
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Site plan, Avenel Cooperalive, 1948. 

The houses were 
staggered, and each 
had a rear garden 
with a terrace off 
the living room. 
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Seclion showing clerestory windows, Park Planned Homes, I 

Park Planned Homes, however, was built . It w< 
a 60-family project on a tract bought from the Scripr 
estate, below Foothill Boulevard in Altadena. By 194 
the need for housing was so acute that Ain and Eckl: 
omitted such features as the park scheme to avoid 
delays in the planning department. Ain designed onl 
one model , a 1600-square foot, three bedroom, two 
bath house. The garages are paired to give a sweep 1 

lawn between houses, the houses staggered, with Iii 
ing rooms facing a rear terrace. Solid walls are turne 
to neighbors, with light and air coming from the end 

and from clerestories. The inset clerestories admit 
both north and south light, and sliding sections of 
glass ventilate the rooms. 

During the planning stage price controls wer 
lifted and costs soared. The price of glass sometime 
rose twice a week. The unprecedented amount of 
building made all materials scarce; even hardware ar 
nails were in short supply. Ain devised such shortcu1 
as studs precut to one length for all houses, studs 
predrilled for conduits, and preassembled bathroorr 
units. 

Robert Kahan, working with Ain, told the cre1 
the first morning, "Leave your saws at home. No nee 
for them." There was a revolt. The contractor said if 
they worked without saws the hourly rate was $8 
instead of the usual $6. It was the same with the ele1 
tricians; they wanted to drill their own holes, not folio 
a pattern. And the plumbers wanted more to handle 
packaged bathrooms. 

The savings went out the window. Then the 
contractor demanded a cost-plus arrangement. The 
houses rose from an estimated $11,000 to $13,000 
Worst of all, thugs cruised the streets looking for 
stockpiled materials, bought in quantity to save cost 
The lumber for the first houses was stolen at once. J. 
night watchman was hired, but not before half the 
plumbing units disappeared . 

It was the same all over the county. Contracto 
scoured Ventura and Orange Counties looking for 
scarce materials. Telephoning was useless, the lines 
were all busy or the phone was off the hook. For two 
weeks there wasn't a stick of dimension lumber for 
sale. Jobs closed down and carpenters went home. 
The mills in the northeast were on 24-hour schedule 
The black market thrived. Half the houses were deletE 
from Park Planned Homes ; the others were occupiec 
before the interiors were finished . The effect of the 
green lumber, poor hardware and nails shows in mo: 
of the houses built in 1946 and 4 7. 

The Avenel Cooperative of 1948 rivals the 
Dunsmuir Flats as a brilliant piece of land use. The si 
is two adjoining lots 60 by 140feet, with a 15 degre 
slope. To reach out to the view of the hills around 
Silver Lake the lots were split and two long flat pads 
created, one eight feet above the other. Five 960-
square foot attached houses are set at an angle on 
both lots so terraces are private and entrances stag 
gered . The houses on the street are on two levels. Tt 
cost was $11,000, $2,000 of which went for the I< 
and grading. 



Mar Vista Housing, planned in 194 7, had only 
20 subscribers because of the location off Venice 
Boulevard between Culver City and Venice beach. The 
60-acre tract for 100 houses was developed by E. M. 
Edelman, a convert to Ai n's philosophy. He backed Ain 
Nhen FHA wanted modern style to alternate with salt 
boxes and ranch houses-other faces on the same plan. 
FHA saw no commercial advantage in the rotation of 
the plan to vary the forms, or the irregular setbacks. 
Nor were they impressed with Eckbo's richly varied 
Jlanting pattern. Nevertheless they agreed to insure 
:he loan if the houses were built in stages to test the 
3cceptance. The first stage was 52 houses, which 
:urned out to be the final stage. Reduced as it was, 
\/1ar Vista Housing has the finest structure of a 
~ommunity of Ai n's executed projects. 

The developer persuaded the carpenters to go 
3long with Ain's precutting and predrilling scheme, 
Nhich was some saving. The 1050-square foot houses 
Nith three bedrooms and one bath cost $11 ,000. But 
the typical two -bedroom, 800-square foot plaster box 
3round Venice Boulevard was selling for $5000. With 
Jnly 20 subscribers to the Ain houses, the other 32 
Nere not easy to sell. The banks, like the FHA, did not 
ook favorably on experiments in plan and environ-
11ent. Many loans were denied by the banks, and 
'.:delman finally pulled out, having lost heavily. 

Ten years later the plaster boxes were slums to 
Je demolished; the Mar Vista tract with its good plan-
1ing and landscaping is intact, many of the houses 
Nith original owners. One was advertised recently as 
rn Ain-designed house for $180,000. 

Perspective 
drawing of 
Mar Vista 
Housing tract, 
1947. 

Plan of 
individual 
house. 

. . . The banks, like the FHA, did not look 
favorably on experiments in plan and 
environment ... 

This page 
and overleaf
Mar Vista 
Housing today 
(photos, 
Marvin Rand). 

Interior, Mar Vista tract house. 



Ai n's typical floor plan for tract housing was 
expanded and somewhat revised in 1950for an exhibi
tion house for the garden of the Mu seum of Modern 
Art in New York. One change was to split up the baths 
into three sections and line them up. Much postwar 
talent went into ganging up kitchens and baths in the 
small house to shorten the plumbing runs, a practice 
which often played havoc with the plan. Such exer
cises in small economies were taken as a mark of sin
cerity in the architect. Yet renderings of the houses 
showed all the new equipment and machines, down to 
the sleek sports car in the drive. The split-up bath 
soon became as obsolete as the washer-dryer has 
made the drying yard. (The quick acceptance of the 
washer-dryer was missed by one Case Study House 
architect, Ralph Rapson. In his rendering a helicopter 
hovers over the flat roof, suggesting the homeowner's 
return to the suburbs from a day at the office. His wife 
is waving to him. Where is she? Hanging out the 
diapers in the drying yard . Rapson's money was on 
the wrong machine.) 

Ain was annoyed because on the walls of the 
Museum of Modern Art house were a Rene Magritte 
oil, and prints and drawings by Braque, Mir6 and 
Hopper-inappropriate for a lowcost house, Ain 
thought. But the fact was that owners of modern 
houses were more apt to buy original works of art than 
ones who lived in eclectic houses. The correlation 
between art and politics was not missed during the 
McCarthy witch hunt-the FBI is said to have instructed 
its agents that subversives preferred "genuine" oil 
paintings to reproductions . 

The Museum house marked the end of a period. 
It started with what Ain called "the long-awaited era 
of the postwar house." He was a realist , he held out no 
false hope to those who expected a miracle of plastics 
and electronics on a secluded acre of gently rolling 
woodland. He was also an idealist who gave the better 
part of ten years fighting against prevailing industrial , 
economic and real estate practices. He was ready to 
forego the feast. It was the crumbs he fought for-and 
for the most part lost . In Community Homes three of 
the finest planners for social housing were brought 
together, and for a little while they seemed close to 
establishing a precedent for good land use, good 
planting and good architecture in the San Fernando 
Valley. It was lost for a principle. 

Llano del Rio lasted forfive years, and although 
it fel I it had demonstrated that desert land could be 
reclaimed for large scale farming operations. But Ai n's 
social housing and Llano del Rio kept alive the 
humane standards one generation passes on to 
the next. 

Ain returned reluctantly to the custom-built 
house. It was something of a relief when USC asked 
him to be a design critic in 1953. 

He arrived early on campus of a morning, driv
ing one of his mint-condition classic cars-the only 
vanity in a man of spartan tastes. He walked for an 
hour before class, and soon the students came early to 
follow him. A colorful Pied Piper with his mane of 
white hair, his quizzical expression, his bursts of 
speech followed by thoughtful pauses, then another 
barrage of words . Walking made his mind work in 
leaps, it loosened fragments of ideas like Roman 
candles, the ideas and the delivery curiously at odds 
with his almost military carriage. 

In his classroom were discussions of Thomas 
Jefferson and Thomas Mann and Tom Paine, of Pablo 
Picasso and Pablo Cassa ls. 

"It was civilizing," a student remembered . 
"And we worked hard for him. He taught us to think." 

Ain had discovered a second talent : teaching. 
He implanted in the students an idealism and a devo
tion to high sta ndards that have gone with them into 

middle age. • 

He was a realist, he held 
out no false hope to those 
who expected a miracle of 
plastics and electronics on 
a secluded acre of gently 
rolling woodland ... 

... He was also an idealist 
who gave the better part ot 
ten years fighting against 
prevailing industrial, eco
nomic and real estate 
practices ... 

Gregory Ain 
ca. 1948. 
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c I T 

by Michael Webb 

Prince of the City and One from the Heart are at the 

opposite poles of movie-making: reali sm and 

fantasy, the street and the stage. Sidney Lumet has 

made 19 films in New York, capturin g its vio lence, 

anarchy and visua l chaos. "You can't show New 

York from a Fifth Avenue bus" was his motto in 

Prince, which uses 130 different locations, almost 

none of them on the touri st beat. By contrast, 

Francis Coppola recreated Las Vegas in sets of daz

zling comp lexity that required six mi les of spe

cial ly fabricated neon. His art director, Dean 

Tavoularis, declared: "You cou ldn 't make this film 

o n location; there's clutter everywhere, no defined 

shape ... "Which is p recisely why Lumet loves 

New York. 

In the cinema's infancy, there was no I 
choice. Studios were too smal l to accommodate 

more than a few actors and crudely-painted fl ats. 

If you wanted a crowd, a chase or a tall building 

yo u went outside. The comedy shorts of Chaplin 

and Keaton, Sennett and Lloyd have thus become 

a priceless record of how things appeared in the 

1910s in New York and, later, Los Angeles. These 

cities were never identified; the emphas is was not 

on landmarks but the everyday world of the audi

ence-which was predominantly urban and work

ing-class . Anonymous locations were chosen for 

their easy avai lability and universal relevance-as 

in episodic televisio n today. Unlike televisio n, 

these early movies had no art director or secu rity 

patro l to eliminate unnecessary clutter and 

passers-by. 

The perils and rewards of such spontaneity 

are reflected in the making of Big Business, Laurel 

and Hardy's last si lent short. The pair are se lling 

Christmas trees door-to-door in Hollywood. A 

house belonging to a studio employee was selected; 

I E S 

on Film 
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it was agreed that he would absent himself during 

the shooting and that the studio would repair the 

damage. The cast and crew set off with a photo

graph of the house-a Spanish bungalow on a 

newly-built st reet that looks the same today. They 

located the house and, over the next two days , 

sys tem atically wrecked it. The movie has become a 

classic-not only for Laurel and Hardy's impecca

ble timing-but for the tangible sense of a real 

building being torn apart, with real neighbors 

looking on. As the crew were packing up, the 

owner of the house drove up and almost passed 

out from shock. Th ey had picked th e wrong 

address! 

That year, 1929, marked a turning point. 

Sound had arrived and the movies retreated 

indoors. Vast sound-proofed stages were built to 

house the streets of Little Caesar's Chicago, King 

Kong's New York and the Merry Widow's Paris. 

The emp hasis on reconstructed reality, of expres

sionism over naturalism, was strengthened by the 

influence of Berlin on Hollywood; the German 

stree t films of the 1920s were a ll shot on stages. 

F. W. Murnau's Sunrise, made at Fox in 1927, used 

a vast city set to overawe hero and spectator alike. 

The 1930s and 40s were the heydey of th e 

studi o system, of efficiency and cost-cutting. No 

longer cou ld a Griffith, Stroheim or Fairbanks 

build vast outdoor sets of Babylon, Baghdad or 

Monte Carlo for a single picture. The second unit 

might be sent to capture a signature shot of the 

Eiffel Tower or the Manhattan skyline (if stock 

footage was unavailable), but the director an d cast 

stayed home. Necessity was turned to advan tage; 

the scenic designers and matte painters achieved 

triumphs of illusion. Paris has se ldom looked 

so enchanting as in Love Me Tonighl or An Ameri
can in Paris. Von Sternberg remarked that the real 

Shangh ai was a let down as compared to the magic 

city he had earlier filmed a t Paramount. 
Even the mundane became allurin g when 

it was suggested rather than shown. Th e flash of 

neon, the roar of traffic, the scream of tires or bul

lets evoked the big city in audio-v isual shorthand. 

Most of th e action took place indoors. Today's 

movies are preoccupied with getting characters from 

A to B; Hollywood classics minimized such waste

ful transitions and focussed on the ac tors, not the 

settings. A single set could be endlessly recycled; 

photography was usually black and white. Thus 

the expressive reality of the ea rly movies was 

sty lized and refined. 
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... A new generation of filmmakers. 
graduates of television and film schools •.. 

Stylizat ion reached its apogee 

with th e film noir, a b lend of Ger

man li ghting, foreboding orches tra l 

sco res, and the laco ni c dia logue of 

Chand ler and Cain. We rem ember 

such movies as The Big Sleep, Double 
Indemnity and Ou! of !he Pas! for the ir 

shadowed interiors and rain sli cked 

streets at night. 

By the 195 0s, cities were 

beginnin g to eme~ge from ano nymity 

o r fro m such stereotyped roles as 

Crime (Chicago), Hi gh Life (New 

York), Po litics (Was hington DC) and 

Movies (Ho llywood). Mildred Pierre 
(1945) was a breakth ro ugh, def111ing 

its charac ters and their relationships 

by reference to a Spanish bun ga low in 

G lendale, an overstuffed Pasadena 

mansio n and a Ma libu beach ho use . 

The Clock ( 1945) an d 011 ihe Town 
(1949) cunningly dovetai led a Gray 

Line to ur of New York and studio 

foo tage. Locati o ns-the Brook lyn 

Navy Yard and th e Mu seum of 

Natural Hi story, an open-top bu s and 

Penn Stati on-are marvel o usly evoca

tive of the period. But th ere's a feeli ng 

made New York the star of t he 1970s . . . 

of unrea lity; they're no t an integral 

pa rt of the act io n. 

Th e return to rea lism was 

slow and fa ltering. Th e co mpetitio n 

from television, the wan ing of the 

studios, th e influence of wa rtime 

documentari es and the int ro ducti o n 

of more porta ble eq uipm ent a ll co m

bined to d ri ve fi lmm akers back into 

the stree t. But th e bi g city see med too 

rea l, too threaten ing. Before 1970, 

H o llywood clung to small town nos

ta lgia and suburban esca p ism. Forays 

into th e urban jungle were tenta ti ve 

and rare. West Side Story (196 1) 

o pened with a st unnin g helicopter 

ride over the skysc rapers of mid-Man

hattan and th e tenem ents of th e 

Upper West Side, and down into the 

schoo lya rd to the f111ger-snap pin gJ ets. 

After th at, the mov ie beca m e a mon

tage of urban backdrops and studio 

se ts, a Broadway- H o ll ywood mus ica l 

th at cl oa ked vio lence and sq ualo r 

with a rt. 

A new ge nera ti o n offdmmakers, 

graduates of televisio n and 

fi lm schoo ls, free of Ho ll ywood 's 

b linkered prov incia lism, made New 

Yo rk th e star of th e 1970s. Th ey 

brought th eir perso na l vis io n, th eir 

love-hate rel ationship with a city th at 

many of them ca ll ed ho me. No lo nger 

would the city be defined only by th e 

idea li zed wo rld of Pa rk Avenu e pent

houses, th e glitter of Broadway, and a 

buco li c Central Pa rk. 

An Engli sh direc tor, John 

Schles inger, se t th e lead with Midnight 
Cowho)' (1969). It 's set in and around 

a Tim es Sq uare of "grifters, drifters, 

pawn shops and all-night coffee 

co unters whiter and co lder than ice

bergs ... it evo kes Manha ttan 's lower 

depth s with a fidelity th at reca ll s 

Geo rge Orwell 's Down and Out in 
London and Paris" (Charles Champlin). 

In Midnight Cowboy, you ca n fee l th e 

alienati o n of th e cha racters and sha re 

their phys ica l suffering in a way no 

studi o fi Im could equal. Martin Sco r

sese's Taxi Driver ( 1977) covers the 

sa me turf. But 1 ts vo luptuous thea tri

ca li ty, its painterly hell -s ta ined red 

with b lood and neo n, sm oke gushi 

from stree t vents as th o ugh from a1 

underground inferno- a re utterly d 

fe rent fro m the visceral world of 

Ratso Ri zzo . 

Th e old stereotype has van

ished, to be rep laced by a se ri es of 

subj ecti ve visions th at often exp res 

the filmm aker's tastes as much as ti 

story. Woody Allen and Paul Maz

ursky inhabit a di ffe rent New York 

from that of Sidney Lum et or W ill i< 

Fried kin. What could be more 

ro manti c than th e o pen ing of Man 
ha/Ian, with its dazz ling montage c 

skyscrapers and orgiastic Gershwin 

sco re; its lovers watching th e sun ri 

over the Eas t River; o r Woody's 

breath less dash dow ntow n. Or An 
Unmarried Woman, where the grea t< 

th rea t to a ni ght-prowl ing heroine 

com es fro m a randy arti st. T he Vi si 

to rs' Burea u would b lush to propo. 

such an idy ll ic portrait. Th e earn er; 

m ay be o n the street, but we are ba 

in the glamo ro us fa ntasy of an 

As taire musica l. 

400GateFiveRoad HE AITH CERAMICS (;,u~~~~2 :;ji~~n i a 94965 .... ~ 

·-·-·· · -· • . ·· -·- - · = · - - · - · -· 

A Closeup of the t i le revealing • 
1/e" rai sed mosaic-like texture 
created by spraying colored 
clays through steel screens. 
"""111The Minerva is a century old 
tile design replicated by Heath 
Ceramics in the re storation of 
the State Capitol in Sacrament 
Photo courtesy of Welton Beck 
Assoc iates, Architects. 
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.•• The old stereotype has vanished. to be 

replaced by a series of subjective visions •.• 

It 's easy, but mislea ding, to 

uppo se that we are comparing the 

ity as we should like it to be versus 

he way it is. Other film s a re more 

mbiguous. Escape from New York 
•roposes that, by 1993, Manhattan 

1ill have bee n turned into a maxi-

1um-security pri son; a ga rbage

trewn wreck, its monum ents forlorn 

eminders of va ni shed glory. Cynics 

10uld a rgue that you could film such 

cenes in present-day New York- but 

he film was actua lly shot in St . Lo ui s, 

1tlanta and the Moj ave Desert, plu s 

few scenes on Liberty Island. 

lno ther bleak morality, Wolfen, was 

hot in the South Bronx. Th ere, o n 

: harlotte Stree t, a symbol of urban 

ecay, the fi lmm akers constru cted a 

uined church at a co st of $600,000. 

;arbage was shipp ed out, additional 

Jbble shipped in , and ga ng m embers 

rere employed to protect this artful 

) ll y from vandals. 

A frnal paradox. Martin 

cors ese, who shot Mean Streets in 

ittle Italy and made New York, New 
'ark at MGM, using se ts of studied 

rtif1ciality. Yet th e fee ling for place is 

!most as vivid as in hi s earlier film s. 

Mood is what co unts, and here the 

bes t recent film s match th e class ics . 

As Pauline Ka el remarked: "Th e city 

o f New Yo rk has helped Am eri ca n 

movies grow up ; it has also given 

movies a new spirit of nervo us, 

anxious ho peless ness, whi ch is th e 

tru e spirit of New Yo rk. " 

L os Angeles has experi enced a 

simila r evo lutio n- fro m 1930s 

boosteri sm to a darker charac ter. 

Ea rlier film s immo rta li zed now-van

ished landmarks. In Kiss Me, Deadly 
(1955) it 's the o ld Bunker Hill and 

Angel's Flight ; in Smog (l 96 1) the 

decay in g stucco and surrea l vistas of 

an LA without high-ri ses; in Zabriskie 
Point (1971 ) a sta rtl ing glimpse o f th e 

black and gold Atlanti c Ri ch field 

Tower that had been demo li shed 

three yea rs befo re . And no o ne ca n 

fo rge t th e G riffith Observa to ry in 

Rebel Without a Cause; the Cocoa nut 

Grove in A Star is Born; or Sumel 
Boulevard, in which Hans Dreier 

transform ed the abando ned Getty 

mansion at Wilshire and Crenshaw 

into a ni ghtmare fa ntasy. 

But only in the last few years 

has Los Angeles achieved recognition 

in the movies, and still the elements 

of ca ri ca ture and se lf-consciousness 

linger o n. For Woo dy Allen it 's a city 

whose "only cultura l advantage is 

that yo u can turn right on red," and 

in Annie Ha11 he quickly sketched in 

his cartoon images of palm trees, th e 

Ta il o' the Pup, phonies by a Beverly 

Hi lls poo l, kooks at The Source. In 

Shampoo, arti fice becomes rea lity. As 

art director Richard Sylbert remarked: 

"Vanity is everything, so wherever 

you look there are mirrors. It 's Beverly 

Hills and Bel Air, so the houses in 

the film show indoor and outdoor 

li ving .. . whatever the characters 

have, th ey want to show you." 

Sy lbert also des igned China
town, crea ting " im ages of burnt grass 

and drought. Th e buildings were 

Spani sh style, consistent with the 

hea t and the nature of Los Angeles in 

the 193 0s." Locations were sparingly 

used-a Pasa dena mansion, the C ity 

Hall Co uncil Ch ambers, Chinatown ; 

the moo d was establi shed by such 

detai ls as glass brick, wood Ven etian 

blinds, cradle phones and deco 

motifs; by cars and clothes. Day of the 
Locus/ achieved a similar period effect 

with se ts, as did 1941-though here 

Steven Spielberg considered paying 

the merchants of Hollywood Boule

vard to turn back the clock. 

The movies have tended to 

neglect other Am erican cities ; a reflec

tion of Hollywood's b ipolar structure 

that is well-expressed in Saul Stein

berg 's class ic New Yorker cover- and 

its LA mirror image. Boston, San 

Francisco, D allas and Chicago are 

out-of-town trips, rarely taken. And if 

Coppola represents the wave of the 

future, Hollywood may even turn its 

back on the Big App le. As Zoetrope 

executive Lucy Fisher put it: 

"Coppola wanted an old-fashioned 

studio in which to make period films, 

swashbucklers, fantasies. People are 

sick of watching actors walking 

around New York talking about their 

personal re lationships." 
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Arts and Architecture 
Selective Guide 
to Museum Events 
in the West 

ARIZONA 

MARCH 6- MARCH 28 

Numkena and Mozart's M agic Flute 

Painti ngs by Hopi architect and artist 
Dennis Numkena, based on hi s designs 
for t he Lyri c Opera Theater production of 
Tbe Magic F/ule at Arizona State Univer
sity. Numkena had never designed fo r the 
stage, but when he was reques ted to do 
sets a nd costumes fo r an Indian F/11/e he 
accepted, and found grea t simila riti es 
between th e Maso ni c opera an d the folk 
sto ri es of the Hopi peo ple. 
APRI L 17- JUNE 6 

Generations in Clay: Pueblo Pottery of 
the American Southwest 
See li st ing under Seattle Art Museu m. 

- Th e H ea rd Museum 
22 East Monte Vista Road 
Phoen ix 85004 
(602) 252-8848 

APR IL 25-JUNE 3 
The Photo-Pictorialists of Buffalo 

Th e photo-pictoriali sts developed as a 
co re group inside th e Buffalo Camera 
Club. Almost all of the 150 origina l prints 
in this exhibitio n come from private co l
lecti o ns and have not been seen since the 
time of their making. Many are from the 
Dresden Exposition of 1909 in whic h, 
according to a report at that time, the 
Buffalo group "eas il y takes first place in 
the American co ll ecti on ." 

- Center for Creative Photography 
University of Arizona 
843 Eas t University Boul eva rd 
Tu cson 85719 
(602) 626-4636 

CALIFORNIA 

MARC H 4-A PRI L 28 

Diary of a Painter: 
Picasso and His Friends 
Chi ldren of the Wilhelm Schole, ages 
3- 11 , from 20 natio ns and 9 religio ns 
have writt en poems in honor of Picasso 
and created paintings based on his works . 

- Cal ifornia State Museu m of 
Science a nd Indu stry 
Exposit ion Pa rk 
Los Angeles 90037 
(2 13) 744-7400 

APRIL 6-MAY 30 

Forgotten Dimension-A Survey of 
Small Sculpture in California Now 

America n scu lpture of the last decade has 
been characterized by a monumental 
sca le. Thi s show, orga ni zed in co njunc
tion with the Int ernational Scul pture 
Conference in Oakland , demonst rates a 
reg iona l movement toward small er work. 
Eac h of over fo rty art ists has submitt ed a 
piece no bigger than 24 inches in any 
d irect ion. 

- Fresno Arts Center 
3033 East Ya le Avenue 
Fresno 93703 

(209) 485-48 10 

MARC H 6-APR IL 18 

Joe Zucker Paintings- Collection on 
Loan from the Rothschild Bank AG, 
Zurich 

Fou rtee n large works, the largest Zucker 
co ll ection in the world, dating from 1973-
198 1. Ea rl y pieces are in the a rti st's rep

resentationa l, heav ily textured sty le, 
executed in acry li c, rhop lex and cotton on 
ca nvas; later paintings use outlined areas 
of bright co lo r wh ich may be either 
abstract or rep resen tati o nal. 
APR IL 24-JUNE 6 

Castelli and His Artists 
Exhibition in ho no r of the twenty-fifth 
birthday of the New York gall ery of Leo 
Castelli. One painting by each of t he 

thirty-one a rt is t s in hi s ga ll ery il lu strates 
the qualities which first attracted his 

att en tio n ; together they provide an ove r
view of artis tic movements in the 60s 
and 70s. 

La Jo ll a Museum of 
Contemporary Art 
700 Prospect 

La Jo ll a 92037 
(7 14) 454-3541 

APR IL I-JUNE 13 

The Michael and Dorothy Blankfort 
Collection 
A I arge number of works from a loca l 
col lection, dating mostly from th e 50s 
through the 70s. Among the artists repre
sen ted are John Altoon, Avigdo r Arikha, 
Will em de Koening, Arshile Gorky, R. B. 
Kitaj, and Egon Sh iele. 
APRIL 14-JUNE 6 
The Painter and the Printer: 
Robert Motherwell's Graphics 

A comprehensive survey of the a rtist's 
graph ic work from 196 1 to 1980. Better 

known for painting and co ll age, 
Motherwell bega n making prints partly to 
escape the lone liness of the studio. He is 
the on ly early Abstract Expressionist to 
work exte nsively in graphics. 
- Los Angeles County Museum of Art 

5905 Wil sh ire Boulevard 
Los Angeles 90036 
(213) 937-4250 

MARCH 25-MAY 23 

The Works of Edward Ruscha 

A I arge assembly of pa intings, drawings, 
prints and books by the LA arti st. Ruscha 
is notorious for his use of unconventional 
mediums such as carrot juice and gun
powder, but is a lso known for hi s books 
depicting serial images of southern Cali 
fornia, and fo r paintings which use words 
as objects. 
APR IL 8-JUNE 27 

Ceramic Sculpture: Six Artists 

The maturing of plas tic expression in 
California, as seen in the work of three 
artists from Los Angel es-Peter Vo ulkos, 
John Mason and Kenneth Price-and three 
from the San Fra nci sco Bay Area-Ro bert 
Arneson, Dav id Gilhooly and Ri chard 
Shaw. 

APR IL 22-JUNE 20 

Kandinsky in Munich: 1896-1914 
Th e first in three exhibitions examining 
the work of Kandin sky, th is show will 
document hi s wo rk and its rel ationship to 
li terary, theatrica l, and musical move
ments in the ci ty which was the center of 
Continued 011 page 77. 
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UCLA Extension 
Department of The Arts 

Professional 
Designation 
Program in 
Landscape 
Architecture 

WORKSHOPS OF INTEREST 

March 6, 13, 21 (Sunday), 31 (Wednesday) 
Ways of Seeing the Built Environment: 
A Photographic Workshop with Julius Shulman 

April 10 and May 1 
Writing Journal Articles and Reports 

April 17 
The Microcomputer and the Small Office 

May 8 
Applied Interior Plantscapes 

May 15 
Why the Lima Bean: The "California Scenario" 
of lsamu Noguchi 

For information, ca ll Ms. Kilmer at (213) 825-9414. 
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LG. SHERER WHITING RESIDENCE 
Built in 1930. extensive Moderne detailing. Pool. 5 bed-

moms. and 7 baths on commanding promontory afford-

ing 300" city views. Price and terms upon request. 

CROSBY DOE (213) 275-2222 
Mossier. Randall & Doe. 858 N. Doheny, L.A .. CA 90069 



A materials resource for people in the arts 
of visual communication. Since 1941. 
The most complete stock of mate
rials and equipment for the artist, 
architect, designer, engineer and stu
dent. Books and periodicals on the 
fine arts ... specializing in architec
tural and graphic design titles. Pro
fessional and student discounts. 
Catalog available upon request. Soon 
to open in San Diego, a complete 
new branch featuring the same fine 
quality and deeply stocked line . 
Showroom of Mayline, Hamilton and 
Italian furniture. 

Open 9 to 5 :30 weekdays and 9 to 
5:00 Saturdays . 2543 West Sixth 
Street, Los Angeles, California 90057. 
Telephone (213) 387-1211. 

Hennessey 
& Ingalls 
Books, Art 

Painting, sculpture, prints, drawing, techniques, photography, 
art history and artists' monographs. 

Books, Architecture 
Urban planning, interior design, landscape, energy, portfolios 
of architectural drawings, history, theory and books by and 
about architects. 

Books, Applied Arts 
Commercial art, industrial design, ceramics. crafts, 
calligraphy and typography. 

Periodicals 
A selected group of domestic, British, Italian and Japanese 
titles including: Arbitare, GA. AD and Domus. 

Services 
Out of print and imported titles, publishers' overstock at 
reduced prices, we buy books and collections, catalog 
available on request. 

Locations, Hours 
Mon-fri 1 0-6, sat 10-5, closed sun. Los Angeles : 1 0814 W . 
Pico Blvd., L.A. 90064, in Westland Shopping Center at Pico 
and Westwood Blvds., (213) 474-2541 . Orange County: 
3680 S. Bristol St., in Bristol Town & Country, 1/2 mile north 
of South Coast Plaza, (714) 540-6400. VISA and 
MasterCharge accepted. 

Co111i11uedfrom page 75. 
German Express ionism. Approxim atel y 
three hundred works of painting, drawing, 
and design for theater, texti les a nd the 
decorat ive arts will represent Kandinsky 

a nd his contemporaries. 

- San Francisco Muse um 
of Modern Art 
Van Ness Ave. at McAlli ster Street 
San Francisco 94102 
( 415) 863-8800 

COLORADO 

THROUG H MARCH 2 I 

The End of the Road: Vanishing Highway 
Architecture in America 
Exhibition of photographs from the book 
of the sa me name by John Margolies. 

- Colorado Springs Fine Arts Center 
30 West Dale 
Colorado Springs 80903 
(303) 634-5581 

THROUGH J UNE I 3 

Selections from Portfolios 
Many photograph ers assemble portfolios 
dealing with a single theme or id ea. With 
the theory that a gro up of photos from 
such a co ll ection better rep resent s the 
artist s' impressions than a single image, 
thi s show presents portfo li o se lect ions by 
contemporary photographers, incl uding 
Emanuel Bravo, Robert Adams, and 

Diane Arbus . 

- Denver Art Museum 
100 West 14th Avenue Parkway 
Denver 80204 
(303) 575-2295 

HAW A I I 

FEBRUARY 25-MARCH 28 

20th-Century American Paintings from 

the Lawrence H. Bloedel Collection 
Forty wo rks by modern American painters, 
se lected from the co ll ect ion whi ch Bloedel 
began after World War II. Included are 
Prendergas t 's Summer Day, Hopper's 
Momi11g i11 !he Ci!y, and Charles Shee ler's 
011 a Con11eclicul Them e. 
APRIL 8-MAY 16 

Kandinsky Watercolors: A Selection 
from the Solomon R. Guggenheim 
Museum and Hilla Von Rebay 

Foundation 
Se lections from two of the greatest co ll ec
tions of Ka ndinsky's work. In 1910 the 
artist produced what is consi dered to be 
the first abstra ct painting, a waterco lor. 
Those in t he show were compl eted 
between 1911 and1940 and represent his 
caree r in Express ionist Munich, in revo lu
tionary Russia and at the Bauhaus, as well 
as hi s retirement in France. 
- Honolulu Academy of Arts 

900 South Bere tani a Street 
Hono lul u 96814 
(808) 538-3693 

DA H 0 

MARCH 13-APR IL 22 

Richard Shaw: Ceramic Sculpture 

A Cali fornia cera micist produces still lifes 
with wit and a high degree of technical 
skill. 

- Bo ise Gallery of Art 
670 South Juli a Davis Drive 
Boise 83702 

NEW MEXICO 

THR OUGH SE PTEMBER 19 

Fiestas of San Juan Nuevo-Ceremonial 
Art from Michoacan, Mexico 

A recreation off1ve annual rel igious 
fest ivals in the town of San Juan Nuevo. 
The 300 artifacts employed are rarely seen 
apart from the occasion of their creation, 
and include costum es, masks, ceramics, 
househo ld furni shings, a nd ceremonia l art 
objects such as dough ornaments, flower 
and paper deco rat ions , cand les, and lace. 

- Maxwell Museum of Anthropology 
The University of New Mexico 

Albuquerque 87131 
(505) 277-4404 

TEXAS 

MARCH 19-MAY 23 

An American Perspective: 
Nineteenth-Century Art from the 

Collection of Jo Ann and Julian Ganz, Jr. 
An outstanding private co ll ection of 
American art offering a di st inctive view of 
nineteen th century tas te through more 
than 100 pai ntings, waterco lors, and 
sculptures. The Ganz co ll ection defines 
this country 's mid-nineteenth century 
acade mi c tradition of prec ise rendering 
and high fmish , and reflect s the idea lism 
of America's Victorian age. Important 
pieces include Winslow Homer' s Black
board a nd John Singer Sargent's The 
Sulphur Maleh. 
- Amon Carter Museum 

3501 Camp Bowie Boulevard 
Fort Worth 76113 
(8 17) 738-1933 

MARC H 23-MAY 16 

Paul Wonner: Abstract Realist 
Oil s, acry li cs, watercolors, gouaches and 

drawings by a California artist spanning 
the period from 1958 to 1981. The ea rly 
work is ev idence of Wonner's associa tion 
with the Bay Area school of figurative 
painters; th e later of his admiration for 
Dutch st ill li fes. 

- McNay Art Inst itute 
6000 North New Braunfel s 
San Antonio 78209 
(512) 824-5368 

WASHINGTON 

APR IL 29-M A Y 30 

Contemporary American Ceramics 
A survey of nationa l trends in ce ramics. 

- Cheney Cowles Memorial Museum 
Wes t 2316 First Avenue 

Spokane 99204 
(509) 456-393 1 

APRIL 29-JU L Y 6 

Twentieth Century Paintings from the 
Collection of the Museum of Modern Art 
Majo r construction has mad e things 
cramped at MOMA, so th ese 50 works 
have gone on vacat ion . 

- Sea ttle Art Mu se um 
Volunteer Park 
Seattl e 98 112 
(206) 447-4710 
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Economy and quality. 
We're the custom framing service that designs and 
manufacturers every frame we sell. Cost: The truth is 
our framing is always more affordable because we make 
the frames. Quality: Our own production means greater 
control over the construction and appearance of your 
frame. New design: Our finger joint (at top in photo) 
is a stronger, cleaner finished corner. Complete selection 
includes hardwoods, welded brass and aluminum and 
plexiglass in a wide variety of edge styles and surface 

finishes. Service: You'll get high quality for 
less and with faster delivery. (213) 746-6150 

contemporary 
art framing 
1916 S. Main St., Los Angeles, CA 90007 
(213) 746-6150 
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March 11 - April 3. 

O.M.A. 
Rem Koolhaus 
Elia Zenghelis· 

April 8 -May 1. 

Scott Burton 
Original Furniture 
from the Modernist 
Period 

Max Protetch Gallery 
3 7 West 5 7 Street NY 10019 
(212) 838-7436 

tllAtlBU 
TltE3® 

For further information on reproductions of 
Malibu Tile enquire : 

Malibu Tiles 
Atten: David Greenberg 

66 Windward Avenue, Venice, CA 90291 

Full color catalog, hundreds of Moorish, Spanish, 
Californian, Italian, etc . $8.00 

Or call (213) 392-4964 





Texas is a silkscreen print in twelve 
colors on Stonehenge 1000/o rag paper. 
The original was montaged using graphic 
interpretations of photographs. The 
image size of the print is 18 inches by 
24 inches; the paper size is 24 inches by 
30 inches. 

The signed, limited edition of JOO silk
screen prints are $50 each, plus packing 
and shipping. To order, please contact 
Arts and Architecture, The Schindler 
House, 835 North Kings Road, Los 
Angeles, CA 90069, (2 13) 651-3112. 

Arts and Architecture invites you to become part of our charter group of benefactors. 

Your support will assist us through our first years of publication and allow us to 

maintain the highest standard of quality. Arts and Architecture is a non-profit 

corporation and contributions are tax-deductible. Share in the excitement of having 

Arts and Architecture in publication again. Welcome us back with your support. 

I want to support 
Arts and Architecture. 

Please enter my name as a: OPatron 

OSponsor 

O Donor 

$5,000 

$3,000 

$1,000 

0 Contributor $ 250 

0 Enclosed please find my check in the amount of$ .......... .. 

0 I am interested; please contact me. 

Name/Firm 

Address 

.CJ'J..(.~!~fe(~~f. ............... ...... .... .. ..... ................. ..... ... ... ....... ..... .. ... ............ ... ... .. ... . 

.!.e'.e_fh.o.':e .... ........ .. .......... ...... ......................... .... ... ... .......... .... ............ ............. ... . .. 

Cindy Marsh was born in Boston. She 
received her BFA .from Moore College 1 

Art in Philadelphia, and her MFA .fro. 
the Rochester Institute of Technology in 
Rochester, New York. She has exhibiter. 
her fine art prints throughout the Unite 
States. Her commercial work has 
appeared on numerous album covers ar. 
movie promotional pieces. Penrose 
Annual, the British journal of graphic 
arts, has featured her work, as has the 
Japanese magazine Idea. In 1976, she 
was a guest artist at the Massachusetts 
Institute of Technology, School of Art 
and Architecture. Ms. Marsh lives, 
works and teaches in Los Angeles. 

Mail to : 
Arts and Architecture 
The Schindler Ho use 
835 N. Kings Road 
Los Angeles, CA 90069 
(213) 651-3112 


