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NOTES IN PASSING 

Breaking the Rules 

The complexities and absurdities of modern existence have become the raw materials for 

creativity. Artists have responded to the 20th century with works which provoke the viewer and 

create a sense of discontinuity. This tendency to "break the rules" is embodied in the work of 

Duggie Fields. He is an artist whose main conceptual tool is irony, and his paintings are a com­

mentary on culture and society. 

Fields' paintings are basically traditional, representational compositions which juxtapose 

foreground figures against background landscape. However, their traditional qualities end 

with their form; the figures in Fields' landscapes are both surreal and disturbing. 

Recognizing how the media have trivialized modern art, Fields appropriates signature ele­

ments from the work of artists such as Pollock, Miro and Mondrian, and transforms them into 

objects in the landscape. He populates his paintings with figures extracted from magazines or 

books, anonymous or well-known people, often depicted as nudes or mutilated as if to suggest 

the deterioration of contemporary ideals. The use of such imagery creates a discomfiting feeling 

that the artist may be mocking the viewer or-more unthinkable-satirizing art. 

Traditionalists, especially the sort who consider themselves to be modern, may find this rule­

breaking to be offensive and lacking in sincerity or seriousness-far from it. The work presented 

here is an attempt to come to terms with the realities of 20th century life. It addresses the issues 

of impermanence and the trivialization of human experience. 

A kind of rebellion underlies much of the other work presented in this issue. Sometimes it is 

expressed in the artist's choice of media. Architects Eric Moss and William Coburn', for example, 

manipulate banal materials and the techniques of vernacular construction in an ambiguous 

response to the mundane context of their buildings. Bruce Goff used odd or unexpected mate­

rials to create fantasy worlds for his clients. 

At other times, artists instill a sense of discomfort in the viewer, as in the plays of Alfred Jarry 

or Guy de Cointet. Jarry upset his audiences by sheer, undisguised verbal provocation; Coin 

patiently explained the rules at the outset of his dramas then proceeded to transform them. 

Artists working in the desert have broken rules by shunning conventional media in favor 

more ephemeral forms of expression; their work is often transitory, and the viewer must mak 

committed effort to see it. Dada and surrealism were among the earliest examples of arti 

flaunting convention; a look back at surrealism in film and a discussion of its ongoing evoluti 

in contemporary furniture design both explore the use of psychologically meaningful symb 

in the present environment. 

This is not to say that the works presented here are completely resolved. They are attempts 

a difficult form of expression, and are aimed at provoking questions rather than answeri 

them. We cannot be sure where this work leads, but we do know that it grows out of the real it 

of present experience. 

BARBARA GOLDSTEIN 



Fields, Objective reality is a synthetic construct dealing with a hypothetical universalization of a multitude of subjective realities . (Very Red Square), 1977, housepaint on canvas, 70"x55~' 
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ARIZONA 

The Heard Museum of 
Anthropology and 
Primitive Art 

22 East Monte Vista Road 

Phoenix , AZ 85004 

(602) 252-8840 

Through May 1, 1984 

Houser and Haozous: 

A Sculptural Retrospective 

The mes of N ativ e-Am e ri can life 

dominate th e sculptures of Allan 

Houser and his son Robert Haozous. 

Human dignity is a central topic in 

CALIFORNIA 

J. Paul Getty Museum 

17985 Pacific Coast Highway 

Malibu , CA 90265 

Through January 8 , 1984 

Renaissance Manuscript Painting 

From the British Library 

The great collection of the British Li­

brary is the source of 45 examples of 

Ren a issan ce manusc ript illumina­

tion . The last great period of such 

work was dominated by French , Ital­

ian and Flemish mas ter s, and this ex­

hibiti on includes work b y leadin g 

artists such as J ean Fouquet , Simon 

Ge nin g and th e Ma s te r of Mary 

Burgund y. 

Laguna Beach 

Museum of Art 

307 Cliff Drive 

Laguna Beach , CA 92651 

(714) 494-6531 

Through December 30 , 1983 

Houser's work, while Haozous com- Selected Works of Stanton 

ment s on contemporary social is- McDonald Wright 

sues . Both artists show a sensitivity A dedication to co lo r, rath er than 

for their Indian heritage, in wood , mechanical elements such as line and 

steel, bronze and stone. texture, is evident in Wright's ea rl y 

20th century painting. An annotated 

Phoenix Art Museum r e tros pec tiv e of SO wo rk s, th ese 

1625 North Central Avenue 

Phoenix , AZ 85004 

exhibition includes large, figurative 

pieces begun in the la te 1970s. Orga­

nized b y th e Whitney Muse um of 

American Art. 

Oakland Museum 

1000 Oak Street 

Oakland , CA 94607 

(415) 273-3401 

Through December 18 , 1983 

Site Strategies 

On exhibit are in stalla tions r epre­

senting the unique contempora ry vi­

sions of Terry Allen , Chris Burden 

and Terr y Fox . All e n 's " Orintho­

pera" is a cage environment about 

birds; Burden's "Speed of Light Ma­

chine" recreates a 19th-century ex­

periment; Fox's " Triplex (C radle)" is 

an installation using tape recorders. 

unifying elements in this wide· 

in g collec tion of 100 wate rc• 

paintings a nd drawings . Of I 

artists r eprese nted , the ea rl y 

erni s t s o f th e 192 0s a nd 19: 

especially pioneers Arthur Doi 

Charles Sh ee le r - find p a rti 

emphasis . Organized by the W 

H . La ne Foundation and Bosto 

seum of Fine Arts. 

Through December 18, 1983 

World Prints '83 

Two companions, " World 

Four : An Interna tional Surve) 

" Contemporary Master s: The · 

Print Awa rds~' comprise this e> 

These two sections of contemi: 

printmaking show the variom 

niques and materials used to 

diver se subj ect matter. 

(602) 257-1222 

pa intings exhibit Wright 's sy nchro­

nist effect of visual tones created by 

fields of color. Organized by the Art 

Museum Associa tion . Susan Rothenberg, Overcoat, 1982-83, San Francisco Museum of Art 

Through December 15, 1983 

Chinese Calligraphy: 

The Elliott Collection 

Ranging from the seal script , with its 

pictographic form and archaic fla­

vor, to the cursive sc ript, with its 

bold , expressive strokes, 37 exam­

ples of Chinese calligraphy are on ex­

hibit. The works in this r espec ted , 

La Jolla Museum of 
Contemporary Art 

700 Prospect Street 

La Jolla , CA 92037 

(619) 454-3541 

December 3, 1983 -

January 15 , 1984 

San Francisco 
Museum of Modern Art 

Van Ness at McAllister 

San Francisco, CA 94102 

(415) 863-8800 

Through December 4 

The Lane Collection: 20th Century 

traditional art trace the evolution of Joel Shapiro Paintings in the American Tradition 

Chinese aes thetics from the 15th to 42 sculptures and 16 drawings sur- A unique spirit of independence and 

the 16th centuries. vey S h a piro at mid-c aree r. The respons iveness to the land are the 

Through December 25, 1983 

Gallery 6: Susan Rothenberg 

Rothenber g's abstract conJ 

ti ons e vok e allu s iv e ima ge • 

exhibit includes new painti 

th e New York , n ew-ima ge 

Rothenberg was recently feat 

surve ys at the Whitney Mt 

New York , and at Zeitgeist , : 

Or ganiz e d b y th e L os A 

County Museum of Art. 



•ugh January 15 , 1984 

ornia Counterpoint: 

West Coast Architecture 

clec tic gro up of ten Ca lifornia 

itects represents the state's most 

va ti ve designs . The arch itects 

· on various cultures , including 

ipean, H ispa ni c, Asian, a nd 

printmaking places special emphasis 

on expressionist works, a wide range 

of graphic techniques are repre ­

se nt ed. The co ll ec tion in clu des 

works effected by the Bridge Group 

-die Briicke- with attention to 

those by female artists Kathe Kollwitz 

and Gabriele Munter. 

>us art movements, such as Con- C 0 L 0 RA D 0 

ste in , Halsma n es tabl ished his repu­

tation as a photographer through his 

portraits of ce lebr iti es, many of 

which appea red in Time a nd Life. 

While the 34 black-and-white works 

on display va r y stylistically, they are 

united by Halsman 's abil ity to evoke 

the unique in the personalities of his 

sitters. 

:tivism, Dadaism and environ- December IO, 1983 -
Denver Art Museum 

100 West 14th Avenue Parkway 

Denver, CO 80204 

(303) 575-2793 

Through January 1, 1984 

February 5, 1984 

Colorado Biennial 

The works of 21 Colorado artists, 

selected by jury from over 1000 sub­

missions, will be exhibited. Repre-

Museum of New Mexico 

116 Lincoln Avenue 

Santa Fe, NM 87503 

(505) 827-6460 

November 18, 1983 - April 1984 

Carpinteros and Carpenters: 

New Mexico Furniture, 1600-1900 

Through the years, early E uropean 

settlers , Pueblo Indians , and Anglo­

Americans have combined their fur­

niture -m a kin g s kill s t o c r eate a 

unique New Mexican tradition. Cab­

in etmaking was brought by the 

Spanish, woodworking was estab­

lished by the Indians, and sophisti-

sented in the show are non-obj ective cated tools were introduced by the 

!S Sheeler, Lunenburg, 

The Lane Collection 

al art; however, each architect 

.es to be labeled acco rding to re­

or style. 40 models and 70 draw-

1re included in this exhibition of 

a rily built projects. Organized 

e Institute for Archi tecture and 

111 Studies a nd Sa n Francisco 

nstitute. 

ta Barbara 
.eum of Art 

State Street 

1 Barbara, CA 93101 

963-4364 

ugh October 14 

York in the Thirties: Prints 

the Whitney Museum 

Cadmus, Louis Lozowick, Reg­

Marsh, John Sloan and other 

:s who worked in New York dur­

fie Thirties are represented in 

:xhibition of 50 prints. All the 

Herbert Bayer: 

Early Works on Paper 

This ex hibit of 40 watercolors a nd 

drawings represents Bayer's impor-

and express ion is ti c painting and 

drawing , p hotography, fi gurative 

realism and mixed media installa­

tion s. 

s are depictions of New York Karl Struss, Balcony, Sorrento , 1909, Amon Carter /,6useum 

es and were selected from the 

:tion of the Whitney Museum . 

rersity of California, 
Angeles 

~ rick S. Wight Gallery 

1.ngeles, CA 90024 

825-3264 

mber 29, 1983 -

ary 8, 1984 

tant works from 1913 , when he was a N E W MEX IC 0 

t ee na ge r , through hi s Bauha u s 

yea rs, to 1939, after he had immi­

grated to the U.S. Included are a 

group of po lyc hro me drawings, 

never before exhibited, which depict 

images from Bayer's first trip to 

Sicily. 

Through February 1, 1984 

Albuquerque United Artists 

216 Central Aven ue Southwest 

Albuquerque , NM 87102 

(505) 243-0531 

November 25, 1983 -

December 18, 1983 

Woodworks '83 
otieth Century German Prints Philippe Holsman: An emphasis on theme, rather than 

the Grunwald Center Recent Acquisitions technique, is the object ive of Wood-

e thi s showing of 250 prints After emigrating from Paris in 1940 works '83. 20 artists are represented 

the renaissance of German with the aid of friend Albert Ein- in furniture, j ewelry and sculpture. 

Americans . Each object in the exhi­

bition is arranged wi th tools a nd 

photographs providing a cultural 

and industria l context. 

TEXAS 

Abilene Fine Arts Museum 

801 South Mockingbird 

Abilene, TX 79605 

(915) 673-4587 

Through April 13 , 1984 

The History of American 

Avant-Garde Films 

T his monthly film series charts the 

developmen t of r adical American 

cinema. Seven 90-minute programs 

include the best of this coun try's ex-



Circl e Number 8 On Reader Enquiry Co rd 

pe rimental film s produced betwee n Tee n s of Stieglitz ' photo-sece 

1943 and 1972 , and introductory lee- group , Struss al so work ed d1 

tu res explain the significance of each th e 20s as a c i ne m a to gra ph 

film to the medium . Organized by the Hollywood . He was a n innoval 

American Federation of Art. pe r sonal express ion, es tabli 

Amarillo Art Center 

2200 Van Buren 

Amarillo , TX 79178 

(806) 372-8356 

December 7, 1983 -

February 12 , 1984 

1983 Amarillo Competition 

Two-dime nsional work in any me­

dium , b y arti s t s from T e xa s, 

Brian Dreith, Cliff, 1982, Colorado Biennial 1983 

photographic portraiture as ar 

Through January 8 , 1984 

American Drawings and 

Watercolors from the Amon 

Carter Museum Collection 

J ohn Abbott 's 1791 technicall) 

cise image of a Carolina pa rro 

Reginald Mars he's 1944 burl< 

sce ne r eprese nt th e ran ge in 

and age of this exhibition 's 45 w 

Oklahoma , New Mexi co , Kan sas , Both maj or and little-known i 

Colorado , Louisiana , and Arkansas, are included in this examina t 

form this biennial exhibit. Write r s American graphic art. 

Susie Kalil and William Peter son will 

judge the competition. Contemporary Arts 
Museum 

Amon Carter Museum 

3501 Camp Bowie Boulevard 

Fort Worth , TX 76113 

(817) 738-1933 

Through December 31, 1983 

Selections from the Struss Estate 

An exhibition of photographs from 

the Karl Struss es tate, purchased b y 

the museum , represents Struss' fame 

as a leadin g pre-World-War-One 

photographer. A membe r during the 

5216 Montrose Boulevard 

Houston , TX 77006 

(713) 526-3129 

Through January 8 , 1984 

Scott Burton Chairs 

Both sculpture and furniture 

Burton's works combine an < 

vocabulary with fully functio1 

sign. The exhibition includes a 

tables, chairs, benc hes and : 

all fa shioned from an eclectic 



1ateria l - lava ro c k , acry li c, 

1ze and a luminum . Organized 

the Cincin nati Contemporary 

Cen ter. 

1 Antonio Art Institute 

Seattle Art Museum 

Seattle Center Pavilion 

1661 East Olive Way 

Seattle, WA 98102 

(206) 447-4729 

December 8, 1983 -

1 North New Braunfels January 8, 1984 

Anton io, TX 78209 
I 824-0531 Bob Helm: The PONCHO Series 

~mber 17, 1983 - Elaborate box co nst ruction s with 

?mber 22, 1983 obscure narratives are c reat ed by 

sculptor Helm , sculpture instructor 

pture on the Wall at Washington State University. This 

!nt work by 15 Texas artists is on exhibition is the second in a series 

ibit. Laura Russel l , Dalton representin g artists in the Pacific 

oney and Michael Tra cy are Northwest. 

hapiro, Untitled , 1980-81, La Jolla Museum 

ng the co ntemporary artists in- Tacoma Art Museum 
ed in the ex hibition. 

12th and Pacific 

, SH ING T 0 N Tacoma, WA 98402 

(206) 272-4258 

tern Washington State Through December 4, 1984 

~orical Society 

1ey Cowles Memoria l Museum 

2316 First Avenue 

:ane , WA 99204 

mber 1, 1983 -

mber 22, 1983 

:ane Sampler 

nty-five diver se ar tists are in­

ed in thi s invitation al ex hibi­

All media are represented in a 

· of local work. 

The Frozen Image: Historical 

Scandinavian Photography 

Organized with an emphasis on aes­

thetic merit rather than nationality, 

this exhibition of contemporary and 

historic photography is nonetheless 

a faithfu l depiction of pan-Scandina­

vian life . Images reflect themes and 

styles characteristic during the past 

cen tury of Denmark, Fin land, Ice­

land , Norway and Sweden. Orga­

nized by the Walker Art Center. 

ARTHUR BROWN, JR. 
(1874-1957) 

Architectural Drawings 
ORNAMENT & DECORATION 

November 25-December 30, 1983 

PHILIPPE BONNAFONT GALLERY 
2200 Mason Street (at Chestnut) 
San Francisco 94133 
(415) 781-8896 
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Pablo Picasso 

Drawing of Jarry 

from Doctor Faustroll 

1923 Edition 

Alfred Jarry 

"Veritable Portrait of 

Monsieur Ubu" 

Ubu Roi , 1896 

We too shall become solemn, fat and Ubu­

like, and shall publish extremely classi­

cal books which will probably lead to our 

becoming mayors of small towns where, 

when we become academicians, the 

blockheads constituting the local intel­

ligentsia will present us with Sevres vases 

... And another bunch of young people 

will appear, and find us very old-fash­

ioned, and they will write ballads de­

nouncing us, and there is no reason why 

they shouldn't. 

-Alfred Jarry (1873-1907) 

Wh e n I look bac k on th e smog- ridd e n 

ennui of my suburba n high school yea r s, 

one surreal scene espec ially stand s out : 

th e visio n of m yse lf s lumping in th e 

bleachers on the footba ll field during a n 

obliga tory pep rally, peru sing The Se­
lected Works of Alfred Jarry with obliv­

ious bliss even though I happened to be 

surrounded by several thousa nd adoles­

cent Neanderthals involved in the quaint 

(and deafening) ritual of sacrificing their 

larynxes to the god of "school spirit '.' 

I had stumbled across the book quite 

by accident , ga the ring dust in the litern ­

tu re section of a loca l bookstore. I don ' t 

know what I wa s expecting when I bega n 

reading Jarry's selected works, but I soon 

made a fascinating discovery: Jarry had 

originally written the pla y " Ubu Roi:' his 

bes t-known work, when he was a brilliant 

but anarchistic high school student , with 

th e primary int enti o n of sa tirizin g hi s 

hop eles.sly bourgeo is ph ys ics teac he r! 

The character of Ubu , based loosely on 

th e afore me nti oned in s tru c tor , r ea p­

pea r ed continually throu gh o ut Jarry's 

writing a nd p e r sonal mythology. Ubu 

-·----

Alfred Jarry 

"Another Portrait of 

Monsieur Ubu" 

Ubu Roi , 1896 

seemed to typify the curious combina tion 

of greed and ineffectua lity - a scathing 

ca ricature of the bourgeois ethic which , 

even though it had been written in the late 

19th century, seemed to me ever y bit as 

current as the Vietnam War. It didn ' t 

take me long to claim Jarry as a fe llow 

malcontent , stuck as I was in the Catch 22 

world. of high school where a single curt 

sy llable issuing from the lips of the vice 

principal was s ufficient to demoli sh the 

li fe of a student , guilty or not. 

Th e r e wa s o ne pow e rful th e m e 111 

J arry's work that struck me immediately: 

his bottomless hatred for the mund a ne. 

That message made a p rofound impact on 

me, tra pped as I wa s b y th e enforced 

blandness of suburbia . J a rry's vision of a 

so ulless middl e class fie r cely defending 

th e ir pe tt y avarices see med s tran gely 

timeless; he had been writing about pre­

World War r France , but he might just as 

well have been describing southe rn Ca l­

ifornia in the mid- and late 1960s . 

Needless to say, J a rry has been a n in­

flu ence on li ves of far more importance 

than mine . Born in 1873 to a textile sa les­

man fa ther and a brilliant but mentally 

un stable mothe r in the medieval hamlet of 

La va l , France, Jarry's childhood was 

charac te riz ed b y academic exce ll e nce 

and perso nal eccentricity. After an intel­

lec tuall y distin guished hut socially trou­

bled high school ca r eer , he was sent to 

Paris , where he a ttended the Lycee H enri 

IV , hoping eve ntuall y to gain entran ce 

into the prestigious Ecole Normale Super­

ie u r e. How eve r , h e was imme diat e ly 

drawn into the literary , artistic and phil­

osophica l fermen t of fin-de -siecle P a ris, 

becoming a fixture in literary salons and 

an in c r eas in gly r egular contributor of 

prose and ve rse to forward- looking pub­

lica tions . His play "Ubu Roi" (King Uhu) 

was first performed in 1896, when Jarry 

was only 23 , and it caused the aud ience to 

riot and the Parisian drama critics to d'­

vide sharply into two camps-one fa ctio 

damnin g U hu 's ferocious nihilism 1 8 

strea m-of-co nsc iou sness structure, a d 

th e ot he r , admitt edl y smaller, g 

praising the pla y as a welcome annih ' a tor 

·-----

of what were see n as in creasingly i1 

van t dramatic conventions. 

Jarry rapidly became a cause eel 

as much for his idiosyncratic lifest 

for his innovations in drama and 1 

lure . H e spoke like a .r obot , with me 

ica l , uninfl ec ted sy ll ab les, li vec 

dismal little flat th at wa s squeeze 

twee n the seco nd and third floor> 

dreary apartment building (he was l 

five fee t tall , which made it possib 

world a round 

ex1s ence into a gross cari 

loa · 1ed . As a result , the lite 

counting his exploits o er cafe au la 

croissants. But no o co uld_e ve r 

absurd ac t was a des 

laugh at a so ul in constant torment 

be twee n b eli e f and cyn 'c ism , lov• 

hate, life and death. A 

• • 



diet (often co nsisting so lely of th e 

e was able to ca tch in the Seine) se­

' undermined his health , and his las t 

~ ars were marked by physical dete­

ion . He died in 1907 at the age of 34, 

~ak to fight off a case of meningitis. 

ring wish was for a toothpick. It was 

ica l co nclu s ion to an irrational 

nee. 

ring his brief li fe time, he had mad e 

.a 

paintings of Henri 

he n a ll of Paris 

moved in on the Douanie r when he 

ed being able to pay the rent on his 

1partment. He helped Rousseau ge t 

t10n of origin a l Jarry manuscrip s 

1 preve nt ed th ;:m from vanish in:g 

•blivion the wa 

Pi casso ' s ea rl y awl , in cludin g his 

in the cubist styl , s hows unmistak­

r aces of Jarry's 

e poe t and c rit" 

's dea th , writing a long and percep­

rticle about hin i'n 1909 which at 

vouldn ' t be too tfiC I forgotten. In 

of that e described 

enaissan ce"-a man who found his 

·ation in many places, from the su 

o the utterly debauched. When the 

alists, supported by Apollinaire and 

·Andre Breton , se t up shop in Paris, 

.mmed iately cla imed Jarry as their 

ual progenitor for his previous ex-

is we 

ss personally disturbing or isgq t­

iages from his work. These we re to 

portant e lements of the surrea list 

and the founders of the moveme nt 

correct in c rediting Jarry with dis­

ing its basic principles. ........ ~ ... .. .. 

Jarry's influ ence on the arts in genera l 

co ntinu ed to be fe lt after World War I 

cas t its shadow on the new century and 

Jarry's ideas bega n to seem less extreme. 

In 1927, Antonin A rtaud founded th e 

Thea tre Alfred J arry in Paris , vowing to 

"contribute by strictly thea trica l means 

to the ruin of the theatre as it exis ts today 

in France" and c itin g th e absurdist 

humor of "Ubu Roi " as its guide in such 

matte rs. Artaud ' s theatrica l co ncepts in­

clud ed the use of film , the n a fairly new 

med ium and one whi ch Jarry , with hi s 

mechanistic tend enc ies, wou ld probably 

have appreciated. 

After World War II , Engli sh transla­

tion s of Jarry's writing bega n slowl y to 

appear; perhaps the figure of Hitler had 

lent a new and infinitely more disturbing 

meaning to the fundamentall y mediocre 

viciousness ofUbu. In 1949 , J arry's mem­

ory received a tribute of sorts when the 

College de 'Pataphysique was formed in 

Paris ("Pata physics" being an imaginary 

epiphenomenological sys tem invented by 

Jarry to make sense of the senseless, and 

vice versa). The College has issued two se­

ries of publications by and about Jarry, 

e Cahiers (No te books) and Do ssie rs 

Jarry publications available in French, 

altho g the College tends to look down 

it s nos on co rresponde nt s, no matte r 

how serious they might happen to be. 

A spate o American "Ubu" produc­

tion s appeared during th e rugged-indi­

vidualist 1950s, fo llowed by a se ri es of 

Years came a lon in 1955 , a · was a land­

mark in that it i1 troduced JaN"y, as a per­

to th e ge ;1e ral r ead in 0 publi c. 

Finall , he Selected Works arrived in 

1965 , enab In the non-French-speaking 

Alfred Jarry 

''Three Pa lotins" 

Guignol section of 

Les Minutes, 1894 

Bill Griffith 

... stomping across 

the lace of the 19th 

century. 

writer behind Jarry's absurd and outre 

disguise really was. 

Both The Selected Works and The Ban­

quet Years provided a whole new genera­

tion of futur e artists and writers wi th 

exposure to Jarry. Growing up in the 60s, 

cowering under the shadow of Vietnam 

and fac ed with increasing meaningless ­

ness in daily life as a r es ult of rapidl y­

changing social pattern s, this group, like 

my self, has found Jarry to be a forerun­

ner of the present age: the patron saint of 

modern irrationalit y. His influence is 

clearly visible in a gr ea t .deal of the writ­

ing, music and art we encounter today, as 

the 60s generation gives way to the 80s. 

For example , a Jarryesque flavor often 

permeates th e work of ca rtooni st Bill 

Griffith, whose best-known character is 

Zipp y the Pinhead. Griffith was an art 

student dur ing the 60s, innocently plan­

ning a future caree r as an appropriately 

poverty-stricken abstract exp ressionist , 

when he encountered Jarry in the pages 

of The Banquet Years. He beca me an un­

der ground ca rtoonist and began to focus 

exclusively on depicting the baffling irra­

tionalit y that characte rizes and defines 

modern life. He has used Jarry as a recur­

ring character in his various strips, has 

done missionary work for Jarry's ques­

tionable ca use in the form of a pictoral 

Jarry "biography" in Raw magazine, and 

illustrations for a forthcoming Jarry 

biography. 

The punk and pos t-punk ga ng seem 

rather J a rryoid with their sco rn for the 

suburban (neo-bourgeo is) ethic and their 

defiant disr egard for sa rtoria l convention 

(Jarry might have appreciated some of 

the niceties of punk ga rb) , a lthough one ....... ...................... 



Alfred Jarry 

"Three Palotins Holding Hands" 

Cover of the "Song of Debraining" 

Ubu Roi, 1898 Edition 

suspects that they lack the ir forefather's 

a ll -encompassing inte llec t ; Jarry was flu­

ent in class ic Latin and Greek, whereas 

the a verage punk tends to re late to li fe on 

a far less cerebral plane. As a write r of 

poems which were frequently satires on 

th e popular ditti es of hi s da y, Jarry 

could , I suppose, be cons ide red a so rt of 

ea rly punk , a lthough I ca n only surmise 

what his r eaction would be to the music of 

the present-day band which pres umes to 

call itself Pere Ubu. Jarry was, after all, a 

master of vitriol , and rathe r indiffe rent 

to where he happened to flin g it. 

Today, as our lives become increasingly 

mechanized and irrational , Jarry's ab­

surdis t spirit ca n b e sensed in the ve ry 

fabri c o f e xi s te n ce . No t surpri s in gly, 

"Ubu" per formances a re legion; one pro­

duction ran in Los Angeles for more than 

six months last yea r, playing to capacity 

crowds, and other produc tion s crop up 

with regularit y, sometimes in highly un­

likely places (Bill Griffith recently saw an 

a nnounceme nt for a limited run of"Ubu" 

in a neighborhood Catholic church in San 

Francisco). Ther e is even an FM station in 

Santa Cruz, California, which ca ll s itself 

KUSP-" Pataph ys ical Radio~' 

Assess in g Jarr y's impa c t on m 

and the li ves of many others, I woul• 

to say that Apo llinaire go t it all 

wards. Alfred J a rry was not " the la: 

lim e d e bau c he e of th e R e nai ssa 

co n sidering what went b efore hin 

wha t is comin g after him , he was tl 

sublime humorist of the Apoca lyp~ 

Nigey Lennon is th e a uthor o f , 

Jarry: The Man with the Axe, a l 
phy of Alfred Jarry (Panjandrum l 

with illustrations by Bill Griffith. 
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Recreational complex. 

WHY THE MOST 
INTELLIGENT PEOPLE IN PALO ALTO 
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~ wi th out pee r. And it is the fas tes t se ll ing. personall y wo rk out a fin ance plan, with the aid of 

Fo r a lot o f reasons. We built it smart. With quality, our computer, rhat will fit yo ur needs. 

and without cutting corners. All o f our We're loca ted at 4 250 El Ca min o 

dram a ti c fl oo rpl a n s o ffe r so lar-as- Real, Palo Alto . (41 5) 326-5457. We' re 

sisted ene rgy, so und -res istant w alls, 

mi c rowave ove n s, a nd a n ex t en sive 

security system. We even have a spec­

tacul a r spl it-l eve l lo unge a nd rec rea­

ti o n a l co mp lex fo r th e ultim a te in 

enterta ining. All fo r only $125 ,000 to 

o p e n eve r y d ay fr o m n oo n- 6 pm . 

No cond o minium in Pa lo Alto ca n 

give you the unp a ra ll eled style, fea ­

tures and va lue we can. So stop by and 

see w h y so m a ny intell igen t peo pl e 

want to live in the trees. 

Palo Alto Redwoods 
Living at the top without living over your head. 



REGIONALISM 

REDUX 

Frederick Fisher 

Caplin Residence 

Venice, CA 1979 

Facade model 

In architecture, regionalism is an idea 

whose time has come. And non e too soo n , 

given the prese nt frenzy to name a suc­

cesso r to the d ethroned Mode rn Mov e­

ment. Among the tendencies (historicism , 

ra tion a lism , co ntextualism , etc.) floodin g 

into the conceptual vacuum left by mod­

erni sm , regionalism is ce rtainl y one of the 

more appealing . Th e term has a pl ea s­

ingly homegrown , non-ideo logica l ring to 

it , and sociall y reassur·in g a ssociations 

with tradition a nd the so il. In this coun­

try, Ca lifornia makes a prominent cla im 

to regional s tatu s , with a la ndsca pe and 

culture notoriously its own , and a popula­

ti o n of yo un g arc hit ec t s ambitious t o 

make the most of them . 

The ne w faith in r eg io n a li s m is n o 

doubt behind the show of r·ecent Ca lifor­

nia archit ecture that ope ne<l this summe r 

a t th e Na tional Academy of Design in New 

York and moved to th e Sa n Francisco 

Mu se um of Mod e rn Ar t in No ve mb e r. 

However , " Ca lifornia Cou nt e rpoint " 

does more to contradict th e notion of re­

giona lism th an to illu strat e it. 

To begin with , the main catalogue es­

sa v is a torttll"ously a rgued disclaime r to 

the verv i<lea of a regional id entity in ar­

chitec tu re. "No sha red ideo logy :' " inte n­

tiona l politica l a ssocia tion:' o r " received 

styl istic la bels" link the ten archit ec ts as­

sembled here, critic No r y Mille r warns us 

in he r introd uction . Nor ca n they be iden­

tifi ed as " cla ss ic ist , rationali s t , hi gh­

tech , or hi storicist '.' Nor does a " reviva l 

of historica l regional s tyle:' o r· " th e same 

loca l conditions" provid e impetu s for a 

Ca lifornia architec ture . 

Thus cautioned , we proceed to the ar­

chit ec t s : from Lo s An ge les, Fre d e ri c k 

Studio Works 

Settlement House 

Columbus, OH 

Fi she r , Coy H owa r·d , Morphosis (Thom 

Ma y ne a nd Mi c ha e l Rotondi ) , S tudio 

Wor·k s (Robe rt Man guri a n and C r a ig 

Hodgetts) , Frank Gehry; from no rthe rn 

Ca lifornia , S tanl ey Sa it owitz , Mark 

Ma c k and Andrew Batey . Thi s is not 

intended a s a n inclu sive sampling, om it­

tin g suc h es tab lished figur es a s Charles 

Moore and William Turnbull as we ll a s 

vis ibl e n e wco me r s like th e hi s to ri c is t 

Thomas Gordon Smit h. Alth ough Frank 

Gehry sta nds out as the big-name talent in 

a line-up of a spiring you ngs te r s, o nl y a 

few of the latter , such as his form e r em­

ployee Frede rick Fisher , could be ca lled 

his disc iples . 

What ties the ex hibit togethe r, it seems, 

is not so much what these particula1· a1·­

chitec ts have done a s what they are not 

doing. They do not take their inspiration 

from arc hitecture, but from e lsewhe r e: 

the art world, rural culture, the mov ies. 

Ca ll it process art (in the rough, collage 

e ff ec t s of LA pra c titi o n e r s Fi s h e r , 

Howa rd , or Gehry) . Ca ll it contextualism 

(in self-co nscio us use of rural building 

tradition s in the Ca lis to ga Storybook 

Wine r y d es ign by S tanley Sa itowitz , o r 

Batey and Mac k in th e ir Napa Vall ey 

houses). Ca ll it scenograph y (in the shift­

ing, viewe r-oriented interiors of Gehry or 

Studio Works' Ga gos ia n r es id e nce or 

their model for the Venice Interarts Cen­

ter ) . These architec ts are guided neither 

bv mode1·nist formula s nor , more to the 

point , b y the hi storical styles favored b y 

th e ir " po stm ode rn " co nt e mporari es 

elsewhe re . 

In California , th e no n-arc hitec tural 

sources of arc hitec tural fa shion ca n be 

va rious and bizarre. In a witty a nd liter­

ate catalogue essay, Michael Sorkin iden­

tifi es th e m : th e we athe r , Disn e yland 

urba nism , the ca r culture, the movies, 

the cult of madness, th e fear of the ea1·th­

quake, drugs , Z en and th e futur e . So 

there are some heavy presences weighing 

on the collec tive psyche of the a rchitec­

tural avant-ga rde . Spotting these big cul­

tu ra l ideas among the modest offerings of 

"California Counterpoint " is part of the 

fun of this show. But it is a ga me bes t 

pla yed by a professional in-group famil­

ia r with the works . And where does that 

lea ve the lay museum-goer who wander s 

in out of naive curiosity about what is 

being built in California? The show raises 

without solution the question of how ar­

chitecture should be displayed in the mu­

se um a nd ga ll e r y se ttin g wh e re it is 

in creasingly found. 

The curators of the show, Helene Fried 

a nd Lindsa y Shapiro, had a bold idea in 

choosing arc hitec t s so far ou ts id e th e 

mainstream , but the show does little to 

enhance its potential themes . One prob­

lem is simply that these a1·chitec ts are too 

young to have built very mu ch. Two or 

three projec ts are already cla ss ics: Studio 

Works' 1979 Southside Settlement house, 

wh ich has alread y in spired imitators, and 

Batey a nd Mack 's 1982 Holt r esidence in 

Corp us Chris ti . But the show is mostl y 

sketches, plan s, working drawings and 

models, with so me elaborate color graph­

ics. These range from highl y fini shed ob­

j ec ts that aspire to the sta tus of art (such 

as Coy Howard 's sc ulptural " drawls") to 

models that pretend to be no more than 

the casua l leavings of the design process. 

Presumabl y, all of these efforts are mea nt 

to huddle togeth er unde r th e rubric of 

"p rocess'.' But th e level of intention and 

craft among th e pieces is so uneven , and 

their numbe r so few , that they fail to com­

municat e what the individual a r chitec ts 

are thinking (a problem the in stallation 

exacerbat es b y no t adequa tely marking 

whose work is whose .) 

In the New York in sta llati on , the ex­

ception wa s th e separate Frank Gehry 

room , a tribute to him as th e fath er of 

what S tanley Tige rma n ha s dubbed the 

Funk/Punk school of Ca lifornia architec­

ture . A long narrow anteroom , occupied 

b y Coy Howard ' s ominou s co llapse d 

house sculptures, led to the dark paneled 

sanctum devoted to Gehry. Onl y here, in 

such large scale models a s Gehry's Smith 

house and the California Aerospace Mu­

seum , did the disposition of the pieces say 

a n ythin g about th e architec t ' s aes theti c 

and way of workin g (as they do to those 

fam iliar with Geh1·y' s work , at least). The 

situation of the mod els of the Smith house 

against a simulated hillside , for example, 

communicated a t a glance the spectrum of 

Gehry's concern s: with large scale spatial 

effects, with volum es in collis io n with 

each oth er a nd in precarious balance with 

the se tting, a nd with the exp ressive pote n­

tial of raw stru cture. The models were not 

elabora tely c rafted , just complete enough 

to do the ir part in makin g the design 

Continues on page 67 
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surrealism in liln 

Luis Buiiuel 's L'Age d'Or , 1930 

Un Chien Andalou, 1928 by Luis Buiiuel 

"' 
"·' .. 

A Historical SltrYOJ' 

The death of Luis Buiiuel on July 29 of 

this year was a tragic loss to the interna­

ti o nal film communit y . But eve n mo r e 

than that , it mea nt the seve ring of one of 

the las t rema ining links to th e origin a l 

surrea li s t mov e ment. In 1924, Andre 

Bre ton 's fir s t manifes to of Surrea lis m 

stated , "What is admirab le in the fanta s­

tic is that there is no more fantastic, the re 

is on ly the rea l ~' Henceforth , rea lit y was 

to be turned upside down , and on ly the 

dream , the poetic state and the beau tiful 

logic of the illogica l wo uld r ep lace the 

mundane . Throughout his filmmakin g ca­

ree r , Buiiuel was fai thful (except for a few 

comme rcia l lapses) to Breton 's principles 

of th e s ub co n sc iou s as man 's guidin g 

spirit , of the im po1·tance of the e rotic in 

one's life, a nd of the overwhelming power 

of dreams and the drea m stale . Applying 

. \ 

th ese ba s ic t e ne nt s to fi lm , co mbi 

them with his extraordinary imagin 

and visua l sense, Luis Buiiuel r en 

one of the most profound practitiorn 

the surrealis t movement. His land1 

Un ChienAndalou , made with Salv a 

Dali in 1928, is pe rhaps the most fa1 

of the first wave of stu-:·ealist films 

a lthough Buiiue l' s work co nstitu 

thread running all through the ce n 

the r e are man y other va ri ations o 

surrea l that n eed examination , w 

wh ich at first glan ce do not seem to fi 

th e surreali st ca tegory, but , as wi 

seen , often wander off into areas tlu 
lie their crea tor 's intentions. No ar 

med ium has been untouched by the 

realist movement , and its grea tes t t 

outside of painting has probably bet 

the cinema . 

In the 1920s, when the world seemed 

a t play, Man Ra y's three minute fil 
Retour A La Raison (1923) set the 

for what was to come with its seem 

random im ages of a fie ld of daisies, 

tating egg crate and a nude torso. ( 

key film s of that era we re Germaint 

lac's La Coquille et le Clergyman (1 

based on a scree nplay by Antonin A1 

and conside red b y some film historia 

be th e fir s t surreali s t film , and 

Clair's Entr'Acte (1924), a prologu1 

Entr'Acte for the Francois Picabia I 

;1 Relache. Entr'Acte's prologue consi 

a numbe r of di sparate visua l elefi 

that have no co nnection in terms of 

The images include a chess game bet 

Ma n R ay and Marcel Duchamp , 21 p 

on their backs showing the soles of 

feet and a ball e rina on glass, 

tograph e d from be low. The cutti 

rapid, but not at a ll in the spirit of Ei 

te in s ince the idea was to create a ser 

random images that did not flow i 

narrati ve. The seco nd h a lf of th e 

abandons the staca tto editing of the 

lo gue and the absurd iti es now o 

within the frame; a hea r se being dra1 

a camera . It is more Rene Clair than 

bia , and Clair was to later apply so 

th e s urrea li s t t echniqu es to hi s 

unique brand of whimsy, such as the 

ing flowers in A Nous la Liberte (19. 



f course, the most well-known film of 

ea rl y surre ali s t mov eme nt was Un 
mA ndalou. (1928), a collaboration be­

:n Salvadore Da li a nd Lui s Bu1iue l. 

1 we 1·e li vi ng in Pa ri s and were deeply 

) lve d in th e s urr ea li s t move me nt. 

·r a three day session of telling their 

11ns to each othe r , the two men ca me 

.vith th e sce nari o o f Un Chie n A n­

>Ll. Dali has said that he and Bulwel 

c ted a s irreleva nt a n y id ea whi c h 

d be explain ed rationall y and tec h­

ll y. C ritics ha ve tried for yea rs to in­

ret th e image in the film , but it wa s 

:e ived as an unsolva ble puzzle and at­

pts to analyze it s structure (o r lac k of 

1 often fail lo see the unde rl yin g satire. 

film co nsists of a se ries of loosely co n­

ed scenes show ing the inte raction be­

:n a man a nd a woman , and co nta in s 

1 unforge ttab le images as a razor slic-

111 eyeball and the white tee th of a r ot­

donkey th a t visua ll y echo the white 

; of a piano . Both Buiiuel and Dali 

!d to j a r the sensibilit y of the French 

nt -garde , whom th ey fe lt we r e to o 

I to responding to formul as. In fa ct , al 

'ilm 's 1929 opening in Paris, the direc­

had stones in their pockets, read y to 

th e ir d e tra c tors . But th e o pe ning 

1t audie nces applaud ed vigo r o us ly, 

the film has rema ined a surrea lis t 

;ic. 

)' the end of the d ecad e, the surrea list 

ement in film was in full flowe r. \'\l ith 

~ o ming of sound , the tec hnical pos­

iti es we r e mu ch e nl a rged, and the 

s proved a fruitful d ecad e, with the 

cip les of surrea li sm cross ing the At­

e a nd alighting, of a ll places, in the 

ywood s tudios. 

he firs t d ecad e of talkin g pi c tures 

lu ced ma ny class ics of the surrea li st 

·e. Alfr ed Hit c h coc k 's B la cir ma ii 

9) is a fin e exa mpl e o f surrea li s m 

sferred to the comm ercial c in ema. In 

film abo ut a yo un g woman who be­

! S a kille r , Hit chcock refl ec ts his he r­

's inne r te rror by her res ponse to th e 

d a round he r . In he r mind , a n adve r·­

ne nt cont a inin g a ma ll e t beco mes a 

! , a d erelic t ta kes on the fea tures of 

nan she has just killed . Experience is 

eyed not by what is direc tl y seen , but 

response lo a visua l im age. He r dis­

ed sta te of mind ma kes he r react to 

.vorld aro und he r in a drea m-lik e 

ion , a direc t link to th e surreali s ts' 

e rn with obsess ion. In hi s use of 

d Hit chcoc k a lso proved him se lf a 

e 1· of the surreal. At brea kfast , the 

Jlin g of th e kill e r 's family is 1n­

rent to her except when they mention 

vo rd " knife:' which beco mes magni­

in he r mind like bell rin ging in a 

Hitchcock's Spellbound, 1945 

towe r . Hit ch coc k wa s lo e mpl oy these 

methods throughout his ca ree r , and hi 

deliberate use of images in bold relief as 

sy mb o ls of th e un co n sc io us put s him 

squarely in the surrea lis t camp . 

Across the Atl a ntic. pe rha ps the first 

film to be made in the Unit ed S tales th a t 

the surrealis ts claim as their own was the 

Marx Brother s' comica ll y anarchistic An­

imal Crackers (193'0). Ant o nin Ar ta ud , in 

his im porta nt s tud y Theatre et so 11 Dou­

ble ( 1938) wrot e th a t Animal Crackers 

exemplified 

... th e lib e r a ti on thro ugh th e me­

dium of th e sc ree n of a parti cul a r 

magic whic h the customarv rela ti on 

of word s a nd im ages does no t o r­

dinaril y revea l. If the re is a definit e 

c hara c te ri s ti c, a di s ti11 c l s t a le o f 

mi11d that ca n be ca lled surrea lism , 

Animal Crac ke rs shows it lo th e full . 

Arta ud charnc lerizes the Marx Brothf' rs' 

brand of humor as the " d estru ctio n of a ll 

rea lit y of the mind :' Indeed , the jokes and 

ske tches o f th e Marx Brothe r s do no t 

make sense in the world as we kn ow it: 

Ha rpo, blowing smoke rings which turn 

brown when Gro ucho asks for chocolate, 

a cha r ac ter ye lling " three chee r·s for Cap­

tai n S paulding:' a nd H a rp o brin g in g 

three cha irs. 

Also working out of th e Holl ywood stu­

dio s, Busb y Be rkeley's e la bo r a te dan ce 

numbe rs included ma ny elements implicit 

in surrea lism. Alth ough the revo luti on­

a r y spirit and the des ire to shoc k the mid­

dl e cla ss wa s a bse nt in hi s film s, th e 

worlds o f fanta sy, e r o ti c is m a nd irra­

ti o nalit y so prec io us lo th e surrea li s ts 

we r e co ntro lling fa c to r s in Be rke ley's 

work. His dance number s are full of sy m­

boli sm , e roti c and o the rwi se, pe rhap s 

culminating with the class ic " Lull aby of 

BY JOAN COHEN 

Spellbound, 1945 



The Marx Brothers, Duck Soup , 1933 

Busby Berkeley's Foot/ight Parade , 1933 

B roadway" number from Goldcliggers of 

1935 whe re a bea utiful youn g wo ma n is 

punished for her fa st li fe by a d ra ma tic 

fall from a nightclub penth ouse window . 

Berkele y's da rk side oft en surfaced in his 

numbe rs with hundreds of choru s girls in 

strict military fo rma ti on , or a dance e r~d­

ing in a stabbing or a shooting. In " l Onl y 

H ave Eyes Fo r You;' from Dames (1935), 

he pulls o ut a ll th e stops by havin g Ru by 

Kee le r 's face fra gme nt and a pp ear in 

multipl es . Both e xa mpl es of Holl ywood 

s urr eali s m , th e Ma r x Bro th e r s a nd 

Be rkeley could be ca lled unintenti ona l 

examples of the a rt form . They certainly 

p roduced surrealistic films , but without 

a ny conscious desire to do so . 

The 40s and 50s: A World More Sober 

Ove r th e ne xt tw o d ecades , the world 

went through ma ny cataclysmic cha nges 

whi ch made surrea li sm seem less p 

nent. The grim a fter math of Wo rld 

II , the co ld wa r , a nd th e ri se o f r 

Communism shook the filmm a king p· 

lu s to it s fo und a ti on . Films abo ut 

a nd post- wa r disillu sionme nt gave ri 

th e grim wo rld o f. fi lm noir , a rea lm 

was based in cold r ea lit y and des1 

Surreali sm was not dead , howeve r , 

the r·e a rc some prime exam ples of th· 

of post-wa r surrea lism . 

Dreams That Money Can Bny ( I 

was delibe rately con ceived as a surre 

film a nd was a coll a bora tion by such 

te rs of th e form as Ha ns Ric ht e r· , 

Ern st , Fe rna nd Lege r , Ma n Ra y, M; 

Du champ a nd Alexa nde r Ca lde r . It 
brilli a ntl y imagin a ti ve film a bo ut a)" 

poe t dow n o n hi s lu c k who heco m 

drea m me rc ha nt. The d re am s he 

form the seven episodes in the film , 

direc ted by one of the eontributing 

is t s . A ll o f th e seq u e nces a r e v i' 

haunting, a nd a re accompa nied by 11 

ca l wo rk s bv J ohn Cage, Pa ul Bo1 

J o hn La to uc he a nd Da r·iu s Milh , 

a1nong othe rs . 

In 1945, Hitchcock made Spellbo 

which ma rked Sa lvadore Dali 's retu 

the sc reen . The sto ry of a woma n psy• 

trist (Ingrid Be rgman ) who un.-a vel 

sec rets of he r a mnes iac lover 's (G re 

Peck) past , the film conta ined an el 

ra te drea m sequ e nce designed by I 

Produ ce r Dav id Se lznick a nd Hitch 

worked with Da li on the conception c 

sequence , a nd the result was a n a m bi 

j ourn ey through a ma n's subco nsc 

with th e dream-lik e sy mbols a c tir 

metaph ors tha t co rres ponded to eve r 

th e film . P syc hoa na lys is is a n a t 

t.heme to employ the eleme nts of sur 

ism- Dali 's im ages we re , in fa ct , bas• 

ideas by Dr . May E. Romm , th e ps 

atric ad visor to the film . The Da li c 

Chien Andalou wa s still ve rv mu ch in 

as prove n by some of th e im ages i1 

film , such as huge scisso rs cutting dr 

on which a re pa inted pnonnous eye 

In 1950 , a n unu sua l film was re l• 

th a t no one quite knew how to appro 

This was Pandora ancl the Flying D 

man, p rodu ced a nd directed b y A 

Le win a n d s ta rrin g Ava Gardne r 

James Mason . Set o n the coast of s· 

e rn S pa in , P and ora is a s po il ed , 

America n woman surrounded by a g 

of idle fri ends a nd wea k love rs; he 

c ha nges r a di ca ll y whe n s he mee t 

spirit of the lege nda ry sea ca ptain 

ca nnot res t un til a woma n dies fo r 

The look of the film is biza rre - ( 

sta tues adorn the seacoast , a nd Ga r 

wears toga-like costumes . The Dutel 

has a dream th a t is fra ught with syr 



endin g wi th hi s awa ke ning with a 

1ge dagge r bes ide him . In add ition to 

bvious visua l co nnections to surrea l­

one of the surrea li sts' favo rite sub­

' the redemptive power of love , form s 

iackbone of the s tory. Influenced by 

.vorks of painter Gio rgio de Chirico, 

dora and the Flying Dutchman is a 

1did exa mple of romantic surrea lism. 

lern Manifestations of Surrealism 

ie la te 1950s, Homa n Polans ki burst 

1 the surrea list scene with his a maz­

short T wo Men and a Wa rdrobe 

B). This 15 minute film te ll s of two 

who eme rge from the sea ca r r yin g a 

e mirro r ed wa rdrobe, and drag it 

·ugh a se ri es o f a d ve ntures b efo r e 

return to the sea . Pola nski ' s ca ree r 

1s a na tural bridge in to a stud y of 

e rn su rrea li sm , for his Ka fk aesqu e 

ib ilities a nd his penchant for visua l 

:nee have produced so me stunnin g 

ea li s t moments in hi s film s . R epu.l­

(1964) , fea tures ma11 y disco ncerting 

1ents, such as hos tile ha11ds gripping a 

around th e n ec k as th ey brea k 

ugh c racks in a wall. 

!o rges Franj u , a French di rec to r who 

nastc1· of hor ro r effects, is one of the 

important recen t Europea n surreal­

Two of his most famou s film s, Les 

: Sans Visage (Eyes Without a Face) 

~)and Judex (1963), have im ages tha t 

is disturbing as any in film histo ry. 

ard Houd , in Cinema : A CriticalDic­

lr)', says of the director 

r anju uses c in ema as a window 

peni n g o nt o a vis ion of m ag ic 

here the natural wo rld lies a t the 

~ r v i ce of th e inn oce nt in th e ir 

ues t to wrench th emselves away 

~ o m int o le rabl e rea lit y int o a 

ream of freedom. 

ention should a lso be mad e of Ca rlos 

·a , one of Spa in 's leading direc to rs, 

has made a series of lovely drea m­

film s such as Anna and the Wolves 

)) a nd Cria (1974) which cont a in sur-

st passages. 

Hnin g full c irc le , thi s s tud y e nd s 

·e it bega n, with the grea tes t Spa nish­

king direc to r of a ll- Luis Bufwel. In 

:lecades since Buiiuel as tounded the 

cl wi th Un Chien A ndalou. , he h as 

e a collec tion of film s which have, if 

hin g, increased his distinction as the 

er of the surrea li st film . Buiiuel's las t 

e film s, Le Charme Disc re t de la 

-geoisie (1972), Le Fantome de la Lib­

(1974) , a nd Cet Obscur Ob j et du De-

977) are among his bes t. Taking only 

hi s las t film , wi th hi s cas tin g of t wo 

actresses fo1· the same pa rt , its pu nctu a­

ti on throughout of bomb ings a nd random 

ac ts of vio lence and its neurotic hero who 

is ve r y poss iLl y the victim of a sunea list 

a nxiety dream , it is ev ident that Buf1uel 

never back tracked . He never los t hi s view 

of th e world as a n esse nti a ll y ill og ica l 

place where love, belief in God a nd co un­

try wi ll not necessa ril y make man a bette1· 

pe rso n. He was , perh aps, the las t of th e 

forma li sti c sur rea li s t filmm ake1· s. Hi s 

fid e lit y to surrea li s t prin c iples s tayed 

with him until the end of h is life a nd he 

created a body of work tha t , from l928 to 

1977, fo rms a virtua l treas ury of the su1·­

rea li st philosop hy. 

Joan Cohen is a Programming Ass istant 

fo r the Fi lm Department of the Los An ­

ge les Count v Museum of Art. 

The Discreet Charm of the Bourgeoisie, 1972 

Pandora and the Flying Dutchman , 1950 



a celebration of art 

and the human body 

e 
1ssey 
mlyake 
by michael webb 

MICHAEL WEBB 

Dur\ng ,the· past decade, fssey Miy,ake ha! 

achiev8d a synthesis of East and Wjtst, past a~cl 

future, stark al'!d sensual; a marriage of crafts· . . . . " 
man;!thip and technology. His cloth;s ~ei;brate 

I ,"- -f' ' •• '- I • 

the form of t~e human bodY. ~swell as. the, prop· 

1.ighting play a key, rol 
• 

S.Cree'ns SU 

~ • t • • I 

o~s. The gallery setti~g allo"~ him to presenl 
. . f *• :1 . 

a~h ,garmen't in a11 idealized config11'ration, qr 
• ' - ~ I ' ., l I ' 

marinJq;,ins that were designed by Miyake'! 
' • ·J ' 

studio to express h~s ideal of female beauty. 
• • ~ 1 .. 1 

'. , t;fe .valil~s this el~ment of c,,ht~ol, ~"'°' the vis· 

the exhib.iJs ',i" a spirit o l 

.Joan .Quinn brought the show to Los Angeles 
' . 

-where· it played at the Ot is-Parsons Gallery ir 

the suinmer, 'a'1d to San Francisco's Museum o· 

Modern Art in Septemb~r aJd Oct~ber. Miyak1 

il'!sisted that loca,I designer~ .. be involved ir 

a1d,apting yhe show to the special character o• 
.... .-:•. \ 

eac'h ·environment. In San Francisc:,, it wa' .. . - . " 

. tiou; ed in~ lofty r~tundci ,;,ith natur;ai l!ght; a · 

Otis'~;ar.s~ns, the viewer was drawn into inti 
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issey miyake 

leather, yet as sculptural in f~rm as armor: Tht 

imagery of this homage to Japan's fe'f~al pas 

was als:> present in a neoprene wet •su)t tha 
~ ' 

combined t~e co,mfc strip sexiness cif. a. S'pac 
• 'llL ~ 

bunny with the stiff, part i-colored g'eomel.~}' o 

a Renaissance doublet. 
.' .:t. 

... .. ;,.· 

Miyake freely adapts the rich heri.tag_a·of JaP, 

anei e ~ostum·e, a!"d ,is highly inf iuence~ ~y·11h 
. . )' . ~ 

kimono, one . of tlie ·world's si!11plest,:ye,t .mo .. ' 
versatile .garments. Western clothes a.~e . cut,t• 

~~ •, t.,. 
fit the body in an infinity of variatio,l'.ii's that'ar 

.. • , > ~"'1i i 

dictated by figure and fashion.1ly 'conti'ast, th• ' ~ .. 
kimono is as formalized as a tatami mat fjoor 

r 
an assembly of•unchanging geo"!e triCJ s~pes. I 

: I ~ 'I /o J. ' 
drapes t,he boi;ly and, through siioven'lent, f~bri 

and body become· a~ one. Loose cind ·cO'ol for i~ 
•, 

formal.wear, it can be layeredior -~hr.n;ith o 

aesth~tic effect. T.he quilted •jq,cket is~t1:t1e mos 

co;.,mon addition; Hei~n-era court ladies wor .. 
12 layers, each visible and color-'coordi1'ated t 

• ) ~ . ~ v f:' 

evoke mood or season. The obi, as, tigftt•as a Vit 
~ . .. ~ .. 

• .. J ' 
tori'an forset, gives structure ~~r for.ma( wea1 

' In "B~dyworks:' Miyake alh~des,to·these var 

• ation's; the show inclu'ded a robe and. cape' c 

printed sheer ~ilk that flutte~ed in a current c 

air, and a flared black jersey ~ress .that WCI 

dramatically bisected by a broad scarlet sasl 

He builds his effec;s with c~lor al\_d textur1 
'' 

wr~pping and tying layer's of ~ool-edged pc 

per-; ·fur-frimmed wool knits, l:.nd· r~,ff(ed sy1 ... 
theticsr j~xit~posing hard and 'soft materials, 

l •' • 
body. bracelet of steel coil, encircled a feathe 

" trim~ed' dress. 'other ex'1ibi~s included secon1 
' . s~in. mCfillots ~nd a molded plas,ic ~~sti~_r. : 
l.. " . ' 

~:N)iyqke's ciothes ,xploit th'e 'stripecf. an . . "' ~ . 
q~ilted cottons and_'~''lbJla~ for!,115 •that wer 

,., . ...... ...·. - ' 

onG'.e ever~day wea,r.fol"lriillions o.f lii~· countr) 
' ,\ "' , .. ~ ."· .... • .. j • 

·men. In "Bodywork~' there is' ci hint of th i 
!.i' - '\ l f'. .. • 

,.,~a·r,thy simplicity, ~ut even ·~ore evident is a1 
• • ' • I J.;( ) A .... ' 

other tradition: ttie 'el,(pressive rob'es an~ heac 
•. ';~ti'l ~ :.._ ; -. ::' . ... ... • ,. . . ~ ;- : 

1 
1gear of ac'tors and .pr:ies.ts; clothes that one 

,. ·\1,, •. , ·.. ' 
. , : • ·~i~nified high offfcJ ci'iiit h~ve n.ow been sin ,. .. '. >:'' . . ... ,._ ~ ~. ,.) ''.t 
, . ".\ plfiiea ~!'~;made.'acces~ibf~ ~all •. 
·~' :~~j :••, ~ I ,• t "1 ,V ., •.,,•_I- 'II< 0 

·.'-t~; l,ssey Miyake is an iconodctst.~itlia P,rofou 
'Gi'l~'. • ~t: ; .,.1,.. 

" ~pr~ciation of histof:¥ a~ '· ~f'c~ltures. H 
. ; · .. , : .. -~,~" :_--::;~ 



spent th'ree formQtive years in Paris, designing 

for Hubert de Givenchy and Guy Laroche. Arch_i­

tect Arata lsozaki suggests that MiyakeTeacted 
• J>o I ' 

to th~ rebellious<s~irit of Paris in 1961fby ;eje~t: 
_,· ~ , 

ing tradition, questioning authority and i'eturn-
• ". ? 

ing to original principles. lsozaki de~lares, 
• \ t r 

1 
' 

"Miyake smashed !he image of heiute"~outure 

as the standard-bearer of fashion, as' well a ; the 
•• ,oj • 

idea that ·clbthes transform those.whp wear· 
' ~ ":" . ~ ~ 

them!' . .-.-~/ '. ·' 

In 1969, Miyqke moved to New ,'t:"or~ an~ _de-
• \ f..t ;_ ··-t·· \ 

signed sportswear for Gepffrey ~et;ne'. Bal:!k in 

Japan, he was inspir~d by tlie o:lgi ~·~.l'i'ty of 
.._ t .,- '° ., < t 

Rudy Gernreich, whom he met .at E'fpo ";TO, and 
._ ' I t 'I 

· establshed ·his' Design Studio in Tokyo ~s a labo-
• I 

ratofy for new ideas. Within acfe'!" ~ears, he had 
.. ~ I .f 

"- .. 't . 
begun to present his collections ·in T0.ky~, Ne!' 

~ 4 .., I ~ • 

York an~d Paris. He inspired other innovar ive de-

. signers, much as lsoz9ki was 'godf~t~~r to a new 

generation of Japanese architects. Eiven as he 

broke t he rules, h~ attracted ·~om_mf~~i~~s from 

Japan~s largest corporations ~o.·design uniforms 

for. sales clerks, bank employees:· flight atten­

·dants a;..d municipal workers. 

An illustrated survey of Miyake's first ten . 
years, published in 1980 a i East Meets West, 

reveals an even greater divers;ity of ideas than 
' \. -

"Bodyworks!' There are dresses inspir.ed by 
~ . . . . 

spinni'ng tops and whirling de.rvis~~s, by flying 

squi ; rels and bats. He took •,he d~ab Pr,uss.ian 
I 

uniform. of the Japanese scho.olboy and trans-... 
forn:ied it into~- crisp, .high-collared pants suit. 

He adapted"the're~r-tied ctoctor's smock and1l:ie 
~ . '·,; ., 

· ~ody painting o"t_.a ~udanese trl'b-e as P.ho~ . 
, ~ ' .. .. ' . 

~ogr.aphed by leni Riefen~tahl. ; . ..i ... :;,. ' . . .,.. 







STEVEN ROTHFELD 

View from street corner 

Front facade 

' r-r-:1:: I :r-:-r 
.-· ' 
~-----r 

Roof detail 

THE PETAL HOUSE 

In the untiring search for meaning in architecture, Eric Moss 

has designed a house which literally unfolds to reveal its se-

crets. More like a complicated diagram than a simple work of 

architecture, its many articulated 

parts clearly tell a story, but the 

viewer must fill in the blanks. An addi-

tion to an ordinary suburban house, it 

appears to be a small village in the 

process of constructing itself, a kinetic 

composition of ever-changing archi-

tectural events. 

If all this sounds overly serious, it is 

because its architect, Eric Moss, has 

strong intellectual pretenses. Like 

many avant-garde designers, he ex-

plains his architectural ideas by tying 

them to a philosophical premise, in 

this case Nietzsche's propositions 

about chaos and the end of values in 

civilization. While detractors may see 

this building as clear proof of this un­

settling philosophy, the Petal House, 

Moss's most sophisticated built work 

to date, seems to be more of a com-

mentary on existing values than a 

challenge to them; and it's a humorous 

commentary at that. 

If the Petal House is connected with 

anything, it is the philosophy of Rube 

Goldberg, for the house in its cartoon-

like constructivist demeanor seems to 

be an ironic explanation of its own 

construction process and suburban, 

tract-house context . It is an unex-

pected addition to its neighborhood, a 

new house growing from the top of an 

older, more familiar one. 

The house is situated in an area 

which could be compared to the Ber-

muda Triangle; trapped between the 

San Diego and Santa Monica free -

ways, West Los Angeles is one of the 

most featureless landscapes in the city 

and one where visitors often get lost. 

West elevation 

Southwest elevation 

South elevation 

Southeast elevation 

Populated by block after block of small, suburban houses, its 

most important landmarks are the freeways themselves, the 

Mormon Temple and the distant towers of Century City, all 

temples to American values. 
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East elevation 

THE PETAL HOUSE 

The client for the project is a young family, Brad Culbertson, 

a businessman, his wife Maritza, a former architecture stu-

dent, and their two-year-old son. They wanted Moss to reno-

.J 

vote their house by enlarging the 

living room and kitchen, adding a 

master bedroom suite, spa, guest 

house and pool. Actively encouraging 

him to exercise his architectural Ii-

cense, they even decided to exceed 

their original budget by a substantial 

amount once the building had begun. 

Making the most of a site over-

looked by the freeway, Moss built an 

extra story for the master bedroom on 

the back of the ordinary yellow stucco 

house. This is crowned by a pyramidal 

roof which was popped open to accom-

modate a spa with a view of all of the 

local monuments. It is probably the 

only place in the city where one can 

Northeast elevation 

simultaneously bathe and look at Cen­

tury City and the Mormon Temple 

while reading an electronic freeway 

sign spouting doggerel about the local 

traffic conditions. The addition is visi-

ble from the freeway, and attentive 

westbound drivers can see its distinc-

tive roof just before the San Diego 

freeway interchange when driving to-

ward Santa Monica. 

North elevation 
The opened roof is the most distinc-

tive part of the renovation, and its ex-

plosive appearance is part of what 

Moss means when he describes his pre-

occupation with chaos. At the same 

time, the space on the roof deck is pro-

foundly peaceful; like a tree house or a 

tower, it affords an isolated overview 

IHll m of the world below. 

Down on the ground, the house looks 

Northwest elevation like a miniature estate. It is almost en-

tirely surrounded by a high, concrete-

block wall, broken only at the entry to 

the backyard, where a homey, white picket fence and see­

through rebar gate take over. Along the front facade, there is 

an orderly procession of three house-like profiles: the old 

house, a rebar-enclosed porch, and a concrete block wall built 

ST E V EN RO TH F EL D 

View towards the guesthouse 

Rear elevation 

of master bedroom addit ion 

Buttress supporting 

second-story addition 



View from livingroom 

to street and trees 

Staircase to master bedroom suite 

Kitchen detail 

THE PETAL HOUSE 

up in the shape of a house with a stepped roof and a symmetri­

cal pair of windows set into its face. Above the main house is 

the new story, hanging precipitously over the side yard, 

propped up by an awkward wooden 

buttress, and clad with rolled, gray-

asbestos roofing. Behind this addition 

is yet another small building, a for-

mal-looking pool house which sits 

atop the garage. The entire group of 

structures and enclosing walls em-

braces a triangular swimming pool. 

The house is an agglomeration of 

notes and symbols, gestures which 

Moss has been saving in notebooks, in-

ventions which respond to the clients' 

specific requests, and graphic repre-

sentations of their personal preoc-

cupations. There is the staircase up to 

the master bedroom suite, for exam-

pie, carpeted in the pattern of a piano 

keyboard, a reference to Brad's piano 

playing. There is a special window in 

the living room, carved out of the 

corner and inserted to preserve a view 

of a favorite tree. Then there are 

Moss's preoccupations, recurring pat-

terns of faces, stepped, castle-like 

shapes, the buttress holding up a can-

tilevered volume, the roof bursting 

open-graphic devices which demon-

strate an anthropomorphic view of 

architecture. 

The house is also a calculated re-

sponse to many ideas which are cur-

rent in avant-garde California archi-

tecture. It is a collage; it is contextual, ·/ · 
is hand-crafted, uses "ordinary mate-

rials:' and demonstrates its history in 

its method of construction. Frank 

Gehry's own house is its most obvious 

precursor, because it is an ordinary 

suburban house surrounded with a 

foreign collection of constructivist 

forms. The Gehry house is a collage in 

which the relationship between the old building and the new 

is expressed in its renovation; plaster was removed from 

many of the walls exposing the interior structure, leaving the 

Continues on page 68 







Whal Goad Is 
Architecture If We've Blown 

Up the Planet? 

BY EMILY HICKS 

Just as being told that " pergola" is Italian for "arbor" will 

not explain to the residents of Pacific Palisades why this 

postmodernist signifier has suddenly been built at the en­

trance of the driveway next door, when playwright Guy de 

Cointet's characters explain 

the entire set of a play, it may 

not give the audience the as­

surance that they fully un­

derstand it yet. Like a 

murderer being inte rro ­

gated, Cointet insists that he 

has an alibi that will account 

for every d e tail of his ac ­

tions, and that there is no 

cause for alarm. Of course, 

there has been a " murder " 

·--

despite his protestations. In Cointet's work, we are 

brought to the scene of the crime: the demise of logic, 

conventional narrative , unified chara'cters and easily un­

derstood symbols . All that remains is a heap of signifiers 

of private languages that refer only to other private lan­

guages . For Cointet, it has been a somewhat tiresome task 

to explain himself, but after he found that his a udience 

was confused b y his books (with such titles as TSNX 

C24VA 7ME) he obliged them by turning to the­

ater, where he hoped his work would be more 

easily understood , and in turn . appreciated . 

Once, at the artist\ studio in Venice, I found 

him watching his favorite soap opera . It occurred 

to me that Cointet's plays resemble soap operas in 

their lack of main hero or plot; rather, they 

consist of many interwoven and over­

lapping sub-plots, whose resolu­

tions are constantly deferred. 

Dialogue is central, and con­

cerns everyday life, food, 

love, illness and so on. As 

incomprehensible as one 

episode of a soap opera 

may seem by itself, any 

fan of the program will quickly explain that it all makes 

sense, yo u just have to know .... In other words, one 

must know the code in order to decipher what appea rs to 

be nothing more than an endless procession of characters 

A 

and problems. Similarly, 

without breaking Cointet's 

code, hi s work will r emain 

~ 
0

1 T - - obscure. 

Why would thi s Fre n ch 

artist, who came to Los An­

geles in 1970, devote himself 

to works abo ut cod es ? His 

mother is a linguist and the 

family es tat e i s nam ed 

"Polygo n e~' a r efe r e nce to 

th e shap e of th e garden. 

I 
I I 

Necessa r y but not sufficient bits of explanation for his 

work . Why ca n' t Cointet 's character s tell a simple story 

without breaking into a phonetic discourse? Why can't 

family mernbe1·s recognize one another? Why has Cointet 

take n the absurd world of Kafka and changed the setting 

to a subu rban home in Tustin , California? The viewer is 

often confused. 

Cointet's works are more closely connected to the 

internationa l phenome non of post/ modernism 

than to most painting, performance art or the­

ater in Los Angeles . However, Los Angeles is a 

perfect place to write and produce these plays 

because of its cultural diversity, Hollywood, and 

its reputation as an intellectual wasteland. 

Cointet takes what others would con­

sider worthless-ordinary conver­

sations in a soap opera format­

and un cove r s an un expec ted 

wealth of complexity. 

Postmodernism ha s 

arisen , in a rt and architec­

tu re, out of an exhaustion 

with the rationality of mod­

e rn architecture, mode rn 



Des toutes les couleurs , Paris, 1982, photo: 0. de Bouchony 

literature (Faulkner as opposed to Borges), and contem­

porary art (minimal and conceptual art). Cointet's influ­

ences, particularly Andre Breton and Raymond Roussel, 

converge with the postmodernists' recycling of older 

styles. The notion of the found text recalls the found ob­

jects of surrealism. Cointet culls his lines from literature, 

philosophy, women's magazines, newspapers, television, 

and overheard conversations. In the French works, such 

as "Des toutes les couleurs"(l982),the audience can iden­

tify the styles of Le Monde, Liberation, El/,e and Diderot. 

In the English plays, we can discern fragments from tele­

vision advertising , literature, fashion magazines and con­

versations about diet. The point is not to condemn or 

praise either culture, but to reveal that both are cor­

rupted by Western culture and logic, and that they merely 

~A A Cl T c; ..&.. A Cl r ~ I T i:: r T 11 I) i:: 

perpetrate the problems of international importance, 

from " meaning" to planetary survival. Our smug pride in 

logic, high art, progress and humanism must be taken 

apart to show its contradictions. 

Cointet is sneaky. Instead of attacking political posi­

tions, writing philosophical treatises or engaging in out­

rageous performance art, his strategy is one of the back 

door. Who would ever suspect the subversive nature of a 

conversation about a haircut? If he can show that within 

the most mundane everyday discussions, there exists rup­

ture, bizarre bits of unconscious material and complete 

breakdowns of logic, then what kind of irrationality must 

inform our important activities, the serious discourse of 

great human events and history? 

The study of signs and codes - semiotics - has been 



used in France to analyze the media , whose doublethink 

often paralyzes our critical capabilities, and also in the 

political statements of the Left. Ferdinand de Saussure, a 

linguist, first articulated the idea that there was an arbi­

trary, not rational , link between the signifier (that which 

we call something) and the signified (the concept to which 

we refer). Worse, these signifiers and signifieds were 

linked to reality in a tenuous way. Viewed from this per­

spective, the meaning of language is constantly shifting. 

Cointet deconstructs everyday reality by heightening 

our perception of its irrationality. He does this by calling 

our attention to structure. His characters continually 

switch codes when they speak, and yet are not disturbed 

by this. Because they all know each other very well, they 

are able to fill in the (il)logical gaps. Just as Freud found 

substitution and displacement to occur in dreams-the 

language of the unconscious-so Cointet finds substitu­

tion to occur in everyday conversations. The parallel here 

is that if we accept the switch "Marlboro" for "scotch"­

both oral compulsions for which we reach mindlessly dur­

ing a conversation with a friend-then why not " nuclear 

submarine" for "democracy?" There is no longer any 

semblance oflogic once the switch has been made, and yet 

it is accepted and unquestioned. 

Cointet's plays differ from traditional theater and the 

19th century novel in that the objects in the set determine 

what the characters do and the text speaks for the charac­

ters. To understand how this reversal can occur, it is use­

ful to turn to another French writer who has influenced 

Continues on page 68 
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John Gordon 

El Mirage Project, 1978 
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Pat Patterson 

East-West, 1976 

Eve r yone occasionally feels the existen­

tial conflic t : the s tru ggle b e twee n the 

sensitive self and the brutal world . In the 

20th century, man is often in a n a lienated 

sta te; caught within a society wher e the 

conditions of life are ruled by economic 

structures a nd othe r artifi c ia l mecha ­

nisms. The insecurity and isola tion r e­

sulting from these cold conditions have, 

to a certa in extent , perpetuated in vestiga­

tions of deeper levels of existence, new 

modes of thinking, alterna tive life -styles, 

and ultimately , the essence of being. 

The c ritical con sciousn ess o f ar ti s ts 

takes on a pa rticula r weight , ma ny direct­

ing themselves towards a n examin ation of 

the self in rela tion to the surrounding re­

ality. Ma ny of their works aspire to re­

cover man 's bo nd with the ea rth. He r e 

nature r epresents the divine, the unre­

strained ; indeed, it is the only realm in 

which man can realize himself. 

In the latte r ha lf of the 60s, Micha el 

H e ize r , R ob e rt S mithson , W a lte r d e 

Maria and Nancy Holt ventured into the 

Nevada and Uta h deserts, engaging the 

land itself and na tura l phenomena as the 

a rtwork . " Land Ar t" and " Earthworks" 

not only introduced new ma terials, forms 

and concepts of space, place and time to 

sculpture, but , in adopting na ture's laws 

as their own , foster ed a new awa reness of 

th e n a tur a l e nvir o nm e nt. M i c h ae l 

H eizer : " In the dese rt , I ca n find th a t 

kind of unraped , peaceful , and religious 

space artists h ave always tried to put in 

their work:' The desert 's powe rful attrac­

tion may lie in its impenetrability, its se­

cr etive qua lity . 

During the 70s, natural settings were 

often c r ea tively used for sculpture pro­

jects in a n attempt to bridge the gap be­

tw ee n m a n a nd the environme nt. B y 

working with nature, the artist must con­

front and resolve the clash between fo rces 

both prima l and per sonal. The obj ective 

is to enlarge man's awareness of na ture 

w ithin himse lf thro u gh a rt , a nd thu s 

come to a more complete unders tanding 

of the self and the world . 

The dese rt a reas a r ound Los Angeles 

m a ke th e ir ex is t e n ce known s u b tl y, 

brea thin g up o n the cit y co ntinu ous ly, 

tempting western a rtists to explore their 

unique potentia l. In the Moj a ve Dese rt , 

during 1969 and 1970 , Mich ael Brewster 

constructed nine light in sta llations ca lled 

"Configura tions" which developed out of 

his fascina tion with the perception of light 

in rela tion to space and time. Small , un­

connected fl ashing lights were placed on 

the desert fl oor in va rious arra ngements 

based on a grid . The fla s hes occured 

ever y seco nd a nd ge nerated unpredict­

able pa tte rns of light which appeared to 

move ac ross the desert. The interaction 

with th e e n viro nm ent wa s a n equall y 

important element of the " Configura tion:' 

The insta llations were acti vated by the 

sunsets a nd moonrises as well as the cir­

cumstances of the site. 

"Configuratio n 006" took place near 

Baker , Califo rnia on November 26 , 1969 

from 4:30 P M until 8:30 PM- the time 

between sunset a nd moonrise. During the 

first three hours, viewer s experienced a 

continuously ch anging view of the site. As 

twilight descended , one began to discern 

the lights fli cke ring in slow inter ac tion 

with each other. During the 80 minutes of 

complete darkness, the flashes seemed to 

las t lo nge r , th eir inte r va ls dimini sh ed 

and the space defin ed by the lights a p­

pea red to enla rge . With the appear a nce 

of the moon , the activity seemed to slow 

down a nd the space to contract again. 

T hese Mojave pieces wer e shaped by the 

d yna mic effec ts of co incidence and cir­

cumsta nce which Brewste r co ntinu es to 

in ves tiga te in terms of phrasing and con­

gruence of sound. 

James Tu r rell developed the idea fo r a 

"sky piece" in 1972. He spent ma ny hours 

flying over the country looking fo r a suit­

able location for the work. Fina lly, he de­

cided upon the Roden Cra te r in northern 

Arizon a . Turrell has since been working 

with as tronomer s and astrophysicists to 

obtain info rmation about the a tmosphere 

and the physiogr a ph y of the landscape 

that is pertinent to his proj ect. A tm 

will be const r ucted acr oss the crater 

the viewe r walking through it will see , 

skylight. The a rtist says, " I am tota ll: 

volved in the sky. I am interes ted in 

phys icality of light itself and the spa• 

fill s:' The " Rode n Crater Projec t:' 1 

rell's first perma nent outdoo r piece . 

tempts to sensitize the visitor to ligh 

be ing the esse nce of life, th e unif: 

force between ma n a nd na ture . 

Sculptor Geor ge Geyer is intrigue• 

the power of wa ter ; specifically, ero 

as process. Geyer 's " White Wate r Del 

tion" (San G r egorio Mo unt a in s, E 

consists of four j etties in pa rt of a r 

wher e the stream was divided into 1 

and narrow sections by a sandba r . I 

with rocks from the surroundings, the 

ties wer e placed equidista nt from t 

oth e r a nd s u ccess ive ly dimini s he · 

length , c reating a d istinctl y ma n-rr 

geometric structure . The stream was 

cessfull y diverted. La ter , after the sp 

floods, the force of the current e rodec 

jetties and in due time they disa ppe< 

completely, the river resuming its orig 

course . 

Pat P a tte r so n 's work exa min es 

shifting of shadows as a method of t 

keeping and definin g space. His first 

ert piece, "East-West:' was executed 1 

Mirage Dry Lake on the day of thee 

nox in September , 1976. Thirteen p 

were placed consecutively at the enc 

their shadows. Starting at sunrise, b) 

end of the day a Line of shadows had 1 
cr eated in the shape of a hor seshoe, ir. 

ative of the Earth 's movement arounc 

sun . 

Lit a Alburque rqu e sea r ches fo r 

ments in the dese rt , the mounta ins 

the ocean tha t might rees ta blish ma n ': 

la tion ship with the ea rth . " I try to 

spond directly to the q uality of each p 

I a m in , not to cha nge it wholesale in 

new idea or environment , but to a tt 

direc tly to the na ture of how it a lre 

was . The fi gures in th e 'Ma n a nd 

Mounta in Piece II ' (El Mirage, 1979) d 



h feeling the right placement and align­

rit and then making a con nection to­

rd th e mo untain . I went into th e 

ert , I looked for a spot that would talk 

out the mountain. I felt those figures to 

;t ther e, and all I did was bring them 

. ~' The work co n sist ed of a line of 

nan figures in blue, black, white and 

low pigments which were blown into in­

tinguishable configurations by the des­

winds, ultimately to be invisible again. 

wrquerq u e uses materials d e riv ed 

m the earth-pigments , rocks , sand­

en in geometric formations. In "Spine 

he Earth" (El Mirage, 1980), for exam­

, she crea ted an intricate network of 

!S, circles and squares which was best 

wed from above, in its total relation­

P with the earth. 

·My work~' says Kathl een Bonner, 

:plores th e spec ific c h arac t e r and 

tlities intrinsic to certain locations and 

ks to expose their function as funda-

11tal determinants of huma n response. 

work is an expression of the experi­

e of a place, of my perception of its 

· ti c ular presence , its drama , and 

ie times, its magic:' Bonner s tudied 

erican Indian culture and discovered 

t the Renegade Canyon in the Coso 

untai ns still co ntained petroglyphs 

I hence decided upon the site for a 

ject. The area, however , was closed to 

public because of military activities, 

I the artist had to go through many bu­

ucratic channels to receive permission 

'nter the canyon even for one day. " It 
. my intent to evoke the hunting expe­

rice of these people who , perhaps 

JOO years ago, hid in the rocks of the 

yon wa iting for their game to come to 

watering holes in the sa ndy riverbed, 

!ven today wild horses and mules dig 

water to survive in the desert environ-

1t:' The sight lines extending from the 

ious hunting spots toward the water­

holes are "as if paths of weapons:' She 

•circled the rims of the holes with sand 

color of fungi growing on the rocks. 

:h Alburquerque's a nd Bonne r's 

works result fro m th e ir intuiti ve r e­

sponses to charac teristics inherent in the 

site, and strive to revive a lost closeness 

with the earth. 

In John Gordon's "El Mirage Project" 

the viewer/participant was asked to draw 

a circle around himself; to cr ea te , as it 

were , a closed, personal space for medita­

tion and res t that was in opposition to the 

surrounding environment. The project , 

staged at El Mirage Dry Lake in 1978 , 
contrasts the non-cultivated desert land­

scape with the urban environment . Gor­

don installed perforated walls and a 

blown-up television image in the desert. 

"The installation was intended to visually 

challenge certainty and solidity in the ap­

parition-like setting of the desert ... The 

photo blow-up from commer cia l TV of a 

hand pouring a capful of liquid into a 

basin was an ironic juxtaposition to the 

dry la ke bed, a r eference to the viewer's 

eve ryda y ' dr y ' co ntex t. Th e pi ece 

'worked' by a viewer locating the yellow 

cushion within the corner of the territory 

es tablish ed by the perforated walls and 

the photo . .. the viewer was instructed to 

mark that location by spray ing a hemi­

sp h eric arc on the desert floor with a 

spray can:' 

R ecently , ther e has been a r enewed in­

terest in primitive cultures: their archi­

tecture, their rituals and other cultural 

practices. Marsia Alexander and Michael 

Davis examine these cultures in an at­

tempt to connect the past and the present. 

Michael Davis places structures in the 

desert to age and weather, eventually as­

suming the appearance of abandoned 

ruins. " Monty's HQ " (Yucca Valley, 

1979) was a small house-like construction 

made of steel , wood and cloth. The visitor 

guesses about its histor y: who built it , and 

when? For what purpose? And unde r 

what circumstances did it decay? Davis is 

concerned with the effects of time in the 

material world, and in turn its effec t on 

our perceptions. 

Marsia Alexander's fragile , sk ele t a l 

sculptures r eca ll nomadic, primitive 

structures. Developed within the confines 

of the studio , they exist in a dormant state 

until they are brought outdoors " to acti­

vate and interact with the space:' The two 

forms parallel the mental fun c tion s of 

(passive) memory and (ac tive) observa­

tion. " The Deser t Piece" (Palmdale, 

1980) , a walk-through environment , con­

sisted of reflectors, T-boxes, earthdoors 

and ga teways. "The r eflectors were a way 

of picking up information about the en­

vironment ... it was more the idea of re­

flection rather than actual reflection. The 

earthdoors dealt with the possibility of 

reading down into the ea rth, into the un­

derworld, so to speak:' Alexander invited 

12 participants for a daylong ritualistic 

exp e rie n ce of the d esert , the e n viron­

ment, the earth and the self. She hoped 

that the people involved would transcend 

the physicality of the event and achieve a 

new psychological point of view which em­

phasized the role of memory . 

In all these artworks, there is a unique 

spirituality generated by the juxtaposed 

elements of artificiality and naturalness; 

a feeling of haunted tranquility, a quiet 

forboding, that compells the viewer to re­

flec t not just on the obvious issues of the 

concrete , but on the more subtle concerns 

of the soul, as well. 

The desert- not so hostile as the snowy 

peaks, nor so broad and bland as the 

ocean's surface, it lies open-given ade­

quate preparation-to leisurely explora­

tion , to extended period s of hab ita tion. 

Yet it ca n hardly be called a human en­

vironment; what little human life ther e is 

will be clustered around the oases, natu­

ral or man-made, the desert waits o ut­

side, desolate, still and strange. 

E dward Abbey, 

Desert Solitaire 

Marga Bijvoet is in Los Angeles working 

on her thesis on environmental art for the 

State U niv e r si t y at Groningen, the 

Nethe rlands. 
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Michael Davis 

Monty's HQ, 1979 

LEFT 

Marsia Alexander 

Site Ill, 1979 
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Bruce Goff was a modest man. 

BRUCE G 0 FF 
He spoke up for Frank Lloyd 

Wright rather than himself when the Price building was proposed for Bartlesville. 

FLW neve r r eturned the favor. Wright built a tower in the most unlikely place, a 

town with a population of 20,000 and plenty of land and enough oil under the red 

clay to make it the eighth richest place in the United States . .- In the beginning 

Goff was considered a lesser Frank Lloyd Wright, then the Europeans discovered 

him and , grudgingly, America followed. Domus editor Lisa Ponti once asked me from where Goffs clients came . I have 

always thought that oil had a lot to do with that. New money gambled in architecture. Risk had become a way of life, and 

it made gamblers of everyone. Sometimes a Goff client got a roof 

covered with orange Astroturf, a wall covered with ceramic roofing 

tile, or goose feathers on a ce iling . .- An underground Goff movement 

grew steadil y. In May, less than a yea r after his death, 402 invita-

tions went out for a celebration of his 80th birthday, and the re were 

420 responses. Over 500 turned up for the three-day meeting in Bartlesville, Tulsa and Norman , Oklahoma. They came 

from Japan , Belgium, Israel, and 29 states of the Union , plus a busload of students from North Carolina , to celebrate a 

purely Ame ri can a rchitecture . .. Many had been Goffs students during his 

years as head of the architecture depa rtment at the Univer sity of Oklahoma, 

or had worked in his office. He had taught them to trust their creative im-

pulses, he introduced them to the do-it-yo ur- self school - if no contractor 

would touch the plans, and he demonstrated th e balin g wire sc hool o f 

thought- things made for one purpose will serve another- which he had 

picked up as a Seabee in the Aleutians when building an officers' club. He 





,, 
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Hopewell Baptist Church, Edmund, OK, 1952 

Bavinger House, Norman, OK, 1956 

had cut up a warehouse full of base mold­

ings and painted them gold and silver to 

change the shape of the posts. His favorite 

stockpile was war surplus, but in 1952 he 

framed a small church with a waste mate­

rial found in great supply in Oklahoma­

used oil pipes. Even when the budget was 

ample, as in th e Jo e Pri ce hou se 

(1957-66) , chunks of wasted aquamarine 

glass were inserted among the loca l stone 

of the chimney and in a wall built up of 

courses of coal. 

Gofrs own earth (as the Mexicans say) 

was th e black so il of northern Kansas. 
From Alton (pop. 500), where h e was 

born in 1904, his father, a watch repair­

man often out of work, moved the family 

fr om place to place, finally settling in 

Tulsa. The town had been part of "The 

Strip~' set aside as Indian territory when 

several Indian nations were moved west­

ward. The trek west, called the Trail of 

Tears because so man y perished en route, 

ended by a curious irony on the ha r shest 

of so il covering the richest known reser­

voir of oil. Before Oklahoma was admit­

ted to the Union in 1907, the black gold 

rush had brought in Theodore Barnsdall 

(fa ther of Aline , FL W's client for the Hol­

lyhock House) and J. Paul Getty, whose 

fortune built the Getty Museum. It was 

Boom Town . 

Goff was in the right place at the right 

time. With his ta lent for drawing he got a 

part-time job a t age 12 in the architec­

tural firm of Rush , Endacott and Rush . It 
was Endacott the enginee r that Goff 

pestered. Noting that engineers took the 

easy route, Goff challenged him with com­

plex problems-"You can't build that!" 

In keeping up with Endacott, he passed 

his engineering exa ms for his license at 

age 18 , the yea r he j o ined the firm full 

time and took over most of the design. 

Des ign came naturally to him. He wa s 

aware not on ly of Wright but of the cur­

rents in Europe by the time he was 16 , and 

he adapted some of the new ideas. But he 

predicted as much as he followed. His 

dwindling tower for the 1926-27 Boston 

Avenue Methodist Church, in th e Art 

Deco style, predated that of Los Angeles' 

Bullock's Wilshire. There was no slow 

evolution of styles in Tulsa . The transfor­

mation of the Methodist church moved 

sw iftly in three decades from open air 

meeting place t.o carpenter ed Gothic to 

n eo - c la ssica l t emp l e to Art D eco 

cathedral. 

Goff also explored the flatroo fed box in 

the 1927 Page Warehouse, with continu-

ous flutin g in high relief, and in two 

dios done on his own. In these ' 

features which persisted in his style 

double-height room with balcony 

1923 artist' s studio , and the rando 

pierced wall in the Riverside Music 

dio of 1927. A recessed bull's-eye wir 

and diagonal rows of windows with 

tangles of black onyx be tween pl: 

tricks with the scale as does the che< 

board of windows in the Struckus h< 

In art, he was drawn to the Sece' 

painter Gustav Klimt, whose rich de< 

tive surfaces in color and gold and s 

was an e le ment in his s t yle. H e 1 

Klimt 's beadlike, drippin g effect 

walls and in hangings : bunches of: 

kling cellophane strips suspended 1 

the ceiling of the Price house. Also, 1 

the budget for the 1952 church in t~ 

fields was used up before opening, 

strung several shining fluted tube 

pans by gold cords from the peak . 

H e wa s take n into th e Rush fir 

1922 , and, in 1929, just before the! 

market crash, the firm became End; 

and Goff. But during the Depress io1 

office closed for lack of work, and in 

he went to Chicago where he did pro 

design for Libby-Owens-Ford and ta 

a class at the Chicago Art Institute . 

The sma ll houses of wood sidin 

built around Chicago between 1935 
the outbreak of the War worked in · 

scale, and reac hed for form withir 

surface geometry of the square anc 

angle. This continued until the war i1 

duced a new shape, the barrel vault c 

Quonset hut , put to imaginative use 

Seabee chapel. From that time on 

curvilinea r was s trongly prese nt. 

combined the curve with the sq ua 

what he called a "squircle" plan , oftt 

more than a segment of an arc in " 

circulation was along th e in side o 

curve. 

War surplus materia ls became a st 

source after the war ended. But th• 

panel supports punched with lightt 

holes, which he used in the Seabee ch 

were reproduced in wood, with five­

ten glass ashtrays in the sq uare h 

This was for the postwar Ledb1 

house, his first in Norman after beco 

Dea n of the department of architectu 

1947. More important was this early I 

exploration of sta yed roofs, previ1 

used only in unbuilt projects. Five : 

later the principle was developed fo 

toughest of all his buildings; tougl 

with the tenderest of undertones. It 1 



~well Baptist Church in the oil fields 

Edmund. The teepee-shaped struc­

is framed on the exterior with open 

tapering trusses composed of hollow 

tpe, the trusses meeting at the apex in 

mpression ring. Floa ting above the 

is a light sy mbolic bell tower. The 

ork of vertical and horizontal ribs on 

nterior is of exposed pipes. 

:w buildings honor so tenderly a lo-

the church might even be called in­

~ous as it was built of materials at 

I. The technology is tha t of oil derrick 

truction , the location is near the oil 

s from which the livelihood of the 

nunity comes, and there is the refer­

to the Indians in the teepee shape, a 

er for ma ny of the early Indians of 

ilains. 

ie bes t known of his suspended roofs 

the 1950 Bavinge r house near Nor­

' built for an artist and his family. 

shell of local stone is a pure spiral of 

timedes, with the entra nce through 

lazed open end of the spiral. Extend-

1bove the stone is an elaborate mast 

h supports the stainless steel cables 

surplus), from which hang the roofs, 

oaths and closets projecting from the 

~. and the interior living pods. Lat­

bracing comes from the cables to a 

n, reached by a bridge. The climbing 

is a little like Michelucci's bird's-eye 

of his autostrada church , in which 

reeway appea rs to continue as a road 

e sky. 

mnd and oval cylinders of ma ny sizes 

md in his work, but there is a cycloid 

a h ypo cyc loid. R oo fs are often 

oed planes with two vanishing points . 

ikes a trian gular flo o r plan, but 

~·s Schiele's anti-friction curve, and 

Ive-pointed overlapping stars, a nd a 

ded round plan. 

sloping diagonal walls meet outslop­

nes at the seco nd floor level, two seg­

.s of arcs are joined at the center in a 

ed chevron plan , a pumpkin-shaped 

e has a downturned sa ucer roof over 

•er part and upturned saucer above. 

m trance to the 1958 Pollack house is 

ugh a 16-foot hi gh space frame of 

:ned walls and plastic roofs, a spinoff 

s elega nt Crystal Chapel, a project 

lorman. The Price house pla n is two 

ateral tria ngles, one on its side, and 

d by a long hyphen , which is the art 

' r y . Gabled roofs, cove r ed with 

•W plas tic or copper of diffe r e nt 

its a nd turned at different angles, 

:i out sharply against th e ru st-red 

Ba rtlesville soil. The sliding doors of the 

gallery open to a narrow walkway which 

looks out to a pool with a fountain of glass 

cullet s arranged like splashin g waves. 

From the many Japanese elements in the 

house o ne might h ave ex pec ted to see 

raked san d and spaced boulders. The 

chunks of aquamarine glass are fantasy 

made real. 

At the time of the celeb ration , Price's 

oriental art collec tion had already been 

shipped to the Los Angeles County Mu­

seum , where the small museum to house 

them was des igned by Goff. (Associa te a r ­

chitect is Bart Prince.) It is also a stayed 

structure, the site at the northeast corner 

of the museum. The form is roughly two 

connecting triangles with points rounded 

like an orbiculate leaf . Covering th ese 

squashed cylinder s are rhomboidic roofs 

with transparent domes, and piercing the 

roofs are pylons joined by a cross piece. 

The cables holding up the roofs run from 

the cross pieces to the edge of the eaves . 

There is something of Japan in the exten­

sion off raming members-like the rafters 

of the l se shrines which push above the 

ridge beam into the sky; a little like Can­

dela 's hyp erbolic paraboloidic leaf roof 

on the Chapel of Our Lady. By the end , 

Goff was often on a collision course with 

Japan . 

His las t house, for Al Struckus, is now 

going up on a 50' x 150 ' site in Woodland 

Hills. Frank Purtill is the associate archi­

tec t. The form is a plywood-sheathed cyl­

inde r 24' in di a me te r , ove r c ut by fiv e 

smalle r cylinder s, the larges t the 12 ' sta ir­

well, the sma ller ones for revolving book­

shelves, closets, e tc. The plywood will be 

cove red with random length square sticks 

of salvage wood. The 1500-square foot 

space is on four levels, garage and e n­

trance at ground level, dining and sitting 

on the first fl oor; off the dining area is a 

balcon y extending over the drive. There 

are two magnificent vertica l spaces , one 

the open stairwell from ground leve l to 

the top , the other the enormous opening 

along the checkerboard of windows, from 

the dining level to the transparent dome 

of the living room a t the top, with the roof 

r after s r adiating out from the dome. By 

lifting the livin g quarters above ground 

level , the houses in the foreground are 

blocked out , and the view is in glimpses 

through the patte rn of alternating solid 

a nd transpare nt wall, toward a go lf 

course a nd the mountain s. 

Esther McCoy 

Price House, Bartlesville, OK, 1957-66 

Price House, Interior, Bartlesville, OK, 1957·66 
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lrchitects have long plundered ideas and forms from the vernacular land­

cape. The European Modern Movement is a prime example, quarrying its 

•ocabulary-machine-like boxes, strip windows, plastic concrete shapes, 

•xposed structures-from industrial and folk vernacular buildings. Mies van 

ler Rohe and Le Corbusier saw in these common forms the framework on 

vhich to hang the rhetorical imagery of their technological biases. But they 

1ardl.Y began to explore ideas present in the vernacular landscape. 

Berkeley architect William Pierce Coburn's work delves into a wider lode 

han did the early modernists. Rational machine-made forms are not the only 

1nes that interest him. Vernacular buildings and gardens also reflect the 

hapes of the human imagination, the insight of chance, and the functions of 

entiment. They display man's temporary truces with nature, t e blind 

hoices of bureaucracy, the patterns of commerce. They emlfody implicit con-

epts of space, activity and structure. For Coburn, they are catalysts. Like the 

•arly modernists, he manipulates them for his own uses, to convey the archi-

ecture of a diverse culture. But his respect for his sources remains. 

Coburn is both an architect and a landscape designer. He gives equal im-

1ortance to the building and its setting. He defies neither the existing physi-

al nor cultural contexts of his buildings but incorporates them in his work. 

'he unities they suggest are too interesting; deliberate and random ele-

nents are given equal weight. 

A garden he designed for a brown shingle house in Berkeley blurs the usu-

illy decipherable line between designed and undesigned pieces. Down the 

ide yard, between houses, floats an arbor, a part of any proper garden in 

:oburn's native New England. Its dark paint matches the trim on the house 

tself. But the cross pieces overhead are a cloud of broken angles and jutting 

ticks without apparent order or propriety. Rose vines, jasmine and passion 

lower further entangle it. 

The arbor stretches into the backyard, where long, checkerboard tile 

•lanters, flush with the ground, are scattered through the lawn. They collide 

ind veer, their placement ignoring any ordering grid. 

A wooden stair leads down from the rear of the house; its spindly wood 

tructure is more orderly than the arbor. A stack of fireplace wood lies to the 

ide. A fence circles the yard; beyond it neighboring sheds and roofs repeat 

lie casual appearance of the pieces within the fence. Seats appear poised in 

1id-disintegration, with armrests and slatted backs mismatched or slipping 

ut of place. Some sticks are finished molding; some retain their bark. 

When mature, the profuse pier ting will be luxuriant, even overgrown, in 

lie style of turn-of-the-century; California Tourist Board aesthetics of lush 

i>sebushes overrunning small cottages. Near the rear of the lot, the plant-

1gs have a gray cast, the color of desert floors in the Southwest. 

At first the garden is puzzling. Either nothing is designed, or everything is 

esigned. Is it that the trellis is a decrepit relic, or is it that the woodpile is 

Garden by William Coburn 



Under scrutiny, the pieces sort themselves out, for the most part. The 

jumbled sticks of the trellis are carefully misorganized. Patterned against 

the sky, they suggest the graphic and spatial qualities of both a deciduous 

forest in winter and a moldering lath greenhouse. The effect of these evoca­

tive references is not nostalgic, though it plays on a regard for precedents. 

The checkerboard tile of the planters is a man-made pattern, but they 

adapt themselves to the natural scene by their casual placement. The design 

decision to place them on a rational grid or to allow them to float and shift is 

arbitrary; functional either way, Coburn chooses to exploit a new set of lines 

and sets the planters loose. The resulting pattern is added to the abundance 

The outdoor furniture, also by the architect, introduces the symbols of cul­

ture into the garden, though in the same ragged vocabulary as the arbor and 

planters. Here Coburn evokes a self-conscious 19th century rustic tradition of 

resort furniture. Their ancestors might originally have been noticed on the 

veranda of Yellowstone Lodge, or in a lakeside gazebo. They were meant to 

recall in the vacationing city dweller a genially crude naturalism. Coburn's 

benches maintain those references to nature but they also refer to the long­

gone style itself as an artifact of culture. The armrests and backs float like 

fragments of memory. 

The California garden in its many guises has intrigued Coburn since he first 

arrived in the West. Touring the San Joaquin Valley, he discovered the coun­

terparts of the homesteads, barns and rural industrial buildings which had 

always attracted him in New England. But the diversity and the freedom of 

opportunity of the California landscape were new. Like the best non-native 

Californian architects, he was open to the implications of the new surround­

ings for his architecture. 

The image of California as an exotic garden has attracted many designers 

over the years. In high art landscape design, the unique climate, plants and 

possibilities encouraged Thomas Church, Garrett Eckbo and others to ab­

stract nature according to modern artistic notions. Their work represented 

this abundant landscape under control. 

Coburn is influenced by these designers, but he also looks at the uncon­

trolled, rough edges of culture and nature's encroachment on man's struc­

tures. Here it is the intensely delineated, personal landscapes of Tressa 

Prisbrey, Simon Rodia, and dozens of unsung frontyard gardeners wha use 

colored gravel and amateur topiary which offer the appropriate imagery for 

his work. They deal with man's uneasy truces with nature, his accommoda­

tion of change by time and weather, an unabashed use of symbolism from a 

multiplicity of cultures, and idealized worlds in cheap materials. 

Coburn uses ragged, aggressively irrational lines frequently. They are, on 

one level, a rejection of neat and tidy right angle architecture as he was 

taught it at the Graduate School of Design at Harvard. But they are more 

directly an acknowledgement and an appreciation for the way lines actually 

are in the world around us, subject to conventional contractor construction 

techniques, weathering, repairs and the passage of t ime-the lines of the 

vernacular landscape. They are all around us. They look accidental, but they 

aren't. Neither are Coburn's lines. 

Studio 

Studio 



Dining Room 

Coburn' o n house, a remodeled stucco craftsman tract bungalow, is a 

mixture of astern memory and Western marvel. Remodeled with the casual 

detailing of aging barns, Grandma Prisbrey's Bottle Garden, and William 

Wurster, the public area has two distinct characters in one flowing space. 

With interior shutters and slanting built-in bookshelves of randomly sized 

pieces, the living room is a memory of a New England homestead-dark, 

snug, centered on the hearth. The wall between the living room and the adja­

cent dining room/kitchen has been replaced with green window sash and a 

white picket fence. The ceiling also has been removed, exposing the rafters. 

Large skylights flood the room with light. Accumulations of sticks, like those 

in the garden arbor, float in the exposed rafters, casting branchlike shadows 

on the floor and walls. 

White picket fences of various heights and scales congregate in the room, 

serving as space dividers, screens, cabinet doors and furniture. White, the 

slick color of modernism, is tempered by green trim to recall traditional exte­

rior colors. The room throws together folksy emblems of traditional outdoor 

spaces with uncovered samples of tract bungalow carpentry to bring the out­

side garden inside. The unruly lines of weathering materials are mixed with 

orderly white picket fences to depict the standoff of culture and nature. 

Coburn has chosen some challenging qualities of high art and vernacular 

gardens to model these interior and exterior spaces. They embrace personal, 

natural and cultural symbols seen through traditional and idiosyncratic 

building methods. The details and construction are as obsessively intricate or 

as pragmatically unkempt as the volatile personal visions of vernacular re­

modelers and landscapers. 

Coburn's work subverts our assumptions about what is designed and what 

is not. Once having seen his exposition on the aesthetics of the vernacular 

world, it is difficult not to see that world with new eyes. Broken sidewalk 

slabs and unrepaired metal siding begin to seem as artfully considered as 

anything an architect designs. His work treats the crude, the misorganized, 

the popular, the incomplete, the transitional actualities of the given land­

scape as symbols of man's imagination and artifice coping with nature's 

presence. The offhand processes of accident, weather, sloppy construction or 

untrained designers invest constructions with sufficient richness, ambigu­

ities, patterns and symbols to reward an inquiring eye. 

Vernacular buildings are often mundane, but Coburn demands that even 

these common things be treated with tolerance and respect. They are more 

than curiosities. That vernacular forms were rich enough to inspire and per­

form for the early modernists testifies to their value. Coburn's use of them 

reveals more of their worth. In so doing he unifies the entire landscape in a 

more unpretentious and successful manner than architects who attempt 

unity through personal notions of total design. The casual order he draws 

from the vernacular is so clearly conceived that once seen it is apparent 

everywhere in the vernacular landscape. He shows how the vernacular is still 

a storehouse of architectural ideas. 

Alan Hess is an architect living in the San Francisco area. 







2. Le Ternoin by Man Ray, for Simon, in foam, 

leather and wood 

3. Magrltta chair by Sebastian Matta, for Sin 

fabric, foam and plastic 

4. Door by SITE for Formica, in Colorcore su1 

material 

5. The Venus Cle Milo of the Drawers, Sci 

Dali, 1936, in painted bronJ.e 

6. Gjft, Man Ray, 1921, flatiron with meta 

7. M~rilyn sofa by ~tudio 65 for Stendi9, ir 

urethane and stretch-nylon, after a design l 

8. T6te-6-tite chair by Stanley Tigerman f 

mi.ca, in Colorcore surfacing material 

9. Les Grands Trans-Parents mirror by Mon 

Simon, polished glass with serigraph 

10. 8roke11 Dreams by Steven 0. Sianey, 1~ 

safety gloss and resin tube. Photograph b 

Baldwin 





Post-Modern Malpractice 
by Forrest Wilson, Ph.D., F.R.S.A. 

Forrest Wilson, professor of architecture at Catholic University of 
America in Washington, D.C., and former editor of Progressive 
Architecture, launches a serio-comic attack on the Post-Modern 
movement and architectural "entertainers" and gurus who set 
trends and set back architecture. Some 180 of Wilson's acerbic 
and (in Charles Jencks' language) multivalent and doubly-coded 
drawings present a long-overdue satiric view of Post-Modern. 
Post-Modern will survive but it will never look the same again. 

1983-136 pp.-243 illus.-S7.50 

"In an hour or so of good laughs, Forrest Wilson's latest book of 
drawings unlocks the secrets of Post-Modernism ... Wilson has 
long been a Jonathan Swift of our architecture. His deadpan, 
satirical, rapier-sharp cartoons demolish pretensions and dis­
mantle pomposity." 

-Wolf Von Eckardt, Time magazine design critic 

Guide to U.S. 
Architecture: 1940-1980 
by Esther McCoy 
and Barbara Goldstein 

A traveler's field guide to the 
outstanding buildings designed 
and constructed in the U.S. 
since 1940. The introductory 
text is in French and Japanese 
as well as English. Designed for 
the traveler, the guide is also a 
handy desk reference to archi­
tects and buildings in the 
United States and a brief history 
of U.S. architecture in the 
middle years of the 20th cen­
tury. Listings are organized 
geographically and indexed by 
state, city and architect. Photo­
graphs of projects accompany 
the listings; especially 
prepared street maps of major 
cities locate the projects . 

1982-172 pp.- 500 illus.-S9.95 

"Expert Selection" 
-Los Angeles Times 

"Next time you go touring in the 

Vienna to Los Angeles: 
Two 1 ourneys 
by Esther McCoy 

Esther McCoy documents the 
early careers and personalities 
of Southern California's fore­
most practitioners of modern 
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 S17.50-Paper S10.95 

"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 

USA, take this book with you ... "Marvellously precise and 
Both authors are well qualified alive ... the best piece of 
to guide our travels." architectural history I can 

-Monica Pidgeon, Royal remember reading." 
Institute of British Architects -Robin Middleton, architect 
Tournal and critic, Faculty of 

Architecture, 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. - S16. 95 

"Outstandingly good. Excellent 
scholarship. Professor Leedy 
has broken new ground in his 
interpretation of vaults." 

-Sir Nikolaus Pevsner 

"Fan Vaulting is a major contri­
bution to the field of studies of 
medieval architecture ... It 
presents material which is 
otherwise inaccessible." 

-Professor Stephen Murray, 
Indiana University 

"Leedy has illuminated a whole 
period of English Architecture." 

-Society of Architectural 
Historians f ournal 

Preparing Design Office 
Brochures: A Handbook 
by David Travers 
Second Edition 

A down-to-earth manual which 
removes the uncertainties and 
clarifies the process of produc­
ing topnotch, effective general 
brochures. It takes the reader 
confidently through each step­
planning, budgeting, schedul­
ing, organizing, designing and 
producing a brochure. 

1982-125 pp. -60 illus. -S10. 95 

"Excellent manual." 
-Tournal of the American 

Institute of Architects 
11 Any design firm contemplating 

the preparation of a brochure 
should have this book.A 
thorough and very useful guide.' 

-Interiors 

"Everything you ever wanted to 
know about architectural office 
brochures." 

-L.A. Architect, Journal of the 
Los Angeles Chapter, AIA 

Order by mail or phone: Arts+Architecture Press 
1137 2nd St., Suite 200, Santa Monica, California 90403 (213) 395-0732 
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New music in California is s tagge ring 

both in variety and quantity, and in the 

past couple of decades, it has become a 

co nspicuous "ex port item:' One co uld 

easily choose from among two dozen r esi­

dent composers who are making a mark 

both at home and away; here are four who 

are contributing to the new mu sic scene in 

particularl y lively ways. 

Ernst Krenek , among the leading com­

posers in Europe befo re World War II , 

came to this country in 1938, fin ally set­

tling down a few years later in southern 

California . When not quietly at work in 

his Palm Springs studio , he is apt to be 

found in far away concert halls for per­

forman ces of hi s mu sic. Durin g hi s 

eightieth year, he was feted all the wa y 

from Santa Barbara , with its all-Krenek 

festival, to Vienna, where he was born in 

1900. Recent years h ave been particu­

larly rich for Krenek , a time when man y 

of the direction s he has ex plored in s ix 

decades of music making have flowed to­

gether in a stead y stream of new works. 

Spiitl.ese (1973) is a major cycle of six 

songs on texts by the composer . Clever 

word plays-"Spatlese" refer s to late­

harvested grapes as well as to " late read­

ing"- are matched by dramatic, adroit 

musical settings. The lyrical gestures of 

this work come out of a more than 150 

year tradition of Viennese song writing. 

This late opus also has its roots in 0 Lac­

rymosa (1926) and Three Songs (1927) , 

works showing Krenek's fa scination with 

the great Schubert songs of the early 19th 

century. These two cycles are remarkable 

for the way Krenek plays with musical 

styles of previous periods; the music is 

tonal and colored by the composer 's neo-

~ 
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romantic inclinations of the mid-20s. 

Though Joan La Barbara is both a 

video artist and music critic, she is bes t 

known as a composer and singe r of the 

most demanding new scores . Her pioneer­

ing work in "extended vocal techniques" 

ha s put her at the leading edge of new 

mu sic p erformance and it is for the 

human voice tha t she has written a lmost 

all her music. She has discovered new 

ways of using the voice-" the original in­

strument:' as she calls it - and has even 

added non-European techn iques to her 

alread y vast voca l resources. 

Shadow Song (1979) is a multi-layered 

tape piece with non-sung materials (whis­

pers, sighs, breaths) that seem about to 

break into verbal communication , but re­

sist , r emaining abstract and without spe­

cific meaning; a prime characte ristic of 

mu sic, after a ll. These are juxtaposed 

with sung , "choral" blocks, produced b y 

r ecorded overlays of the composer's voice 

and slightly modified. One technique here 

inv olv es the produ ction of so und b y 

inhaling, ch a rac te ri sti c of so me music 

from the Arab world, as well as tha t pro­

du ced by ex haling, normal in speaking 

and western singing. 

Klee Alee (1979), in spired b y a Paul 

Klee painting, was made at RIAS Radio in 

Wes t Berlin , wher e La Barbara was a 

composer-in-residence for a year. (Clay 

Allee also just happens to be the name of a 

street in that same city!) Here there is a 

so und continuum of lines sung b y the 

composer and assembled through multi­

track r ecording. The r esulting harmonies 

seem to expand and contract in slow sonic 

motion , not unlik e the effec t of s low 

breathing through a harmonica. Indeed, 

the piece has the feeling of a long period of 

just brea thing, albeit a sor t of sun g­

breathing, punctuated by little snatches 

of ululation (another non-wes te rn tec h­

nique) and other non-sung vocal sounds . 

Richard Felciano is a San Franciscan 

composer whose ideas of vocal and instru­

mental writing are constantly being chal­

lenged through his contact with electronic 

media. For him , elec t ro nic music is a 

chance to get his hands on the stuff com-

poser s work with , to deal with ph ysical 

sound just as a potter works with clay. He 

has no desire to bypass performers, but 

he thinks of the new media as ea r and 

mind stretchers as much as anything else . 

Among Felciano's major works is Ga­

lactic Rounds (1972), fo r la rge orchestra . 

One of the unique aspects of this work is 

the placement of four trumpets and four 

trombones: instead of their usual places, 

they are placed in a broad , lateral config­

uration among or behind the rest of the 

orchestra. Near the end of the work, they 

stand up on cue and spin around in 360° 

arcs, their instruments held high . The vi­

sual and aural effects a r e spectacular , a 

striking climax to the work . The so-called 

Doppler effect in the sound , produced by 

this spinning around, is more familiarly 

exemplified by the sound of a train whis­

tle which changes pitch as it passes. 

Anoth e r pi ece, I n Ce lebrat io n of 

Golden Rain (1977 ), show s th e co m­

poser 's considerable inte res t in the Ori­

e nt. It i s writt e n for th e unlik e l y 

combination of a n Eas te rn in s trument 

(J avanese gamelan) and one from the west 

(organ), each maintaining its traditional 

tuning and character. Felciano sees the 

American west coas t as a place where 

such diver se cultures ca n interact cr e­

atively, and 1 n Cel.ebration as a distila­

tion of what it means to him to be alive in 

this particular place and time . 

Both The Angels of Turtle Island (1972) 

and CHOD ca ll for live in s trume ntal 

sound plus these same sounds slightly de­

layed by mechanical mea ns. Through this 

system, the music is fed back upon itself, 

getting softe r and softer with each r epeti­

tion. Thu s, th e so und s from th e loud ­

speakers provide a counterpoint to the 

original music of the player s. Further , 

th e dela ye d so und s in Angels are r a n­

domly moved by mini-computer among 

four loudspeaker s. In these two pieces, 

th e playe r s and th e d e la yed/modifi ed 

sounds they hea r interact in ways that 

would not have been possible before ou r 

time, when electronic tools became com­

monplace among musicians. 

Gordon Mumma has been in California 

since 1975, living in Santa Cruz . Signifi­

cantly , though he is principally known as 

a user of electronic media, his main con­

cern is with music as something to be per­

formed. H e ha s c r ea ted a numbe r of 

works in which he himself plays a variety 

of unusual in struments, almost alwa ys 

with li ve elec tronic modifica tion , and 

other work s which are " influenced " b y 

the listeners. Mumma also designs and 

Continues on page 67 
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Marcel Duchamp 

In Advance of a Broken Arm 

Original version 1915 

The Transfiguration of the 

Commonplace 

by Arthur C. Danto 

Harvard Univer sity Press , 1981. 

212 pages , $19 .00, cloth , $6.95 , paper. 

Arth ur Danto has written a rare and re­

markable book . The Transfigura.tion of 

the Commonplace is a rari ty in ana lytic 

philosophy for its imagination and origi­

nal insight and for its degree of intimacy 

with both philosophy and the arts . It is 

r emarkable for th e multitude of philo­

sophica l issues it encounter s along its own 

deliberate route, and for th e e legan ce 

with which it engages, provokes and in­

trigues . It is, at th e sam e time, good 

philosophy . 

Most significant phi losophies of art , 

while eventually about art in genera l, are 

usually ignit ed by parti cular artworld 

events. On Danto's starting line we find 

the contribu tions of Duchamp. In partic­

ular , it is Duchamp's read ymades (e. g., 

his In.Advance of a Broken.Arm, an ordi­

nary snowshovel , his Fountain , a nearly 

untouched urina l) that raise ques tions of 

how a commonplace obj ect can become a 

work of art. And it wa s the read ymade, 

la ter to be incorporated in the artworks 

of Picasso , Rausc he nb e r g and Segal 

among others , and directly tied to those of 

Johns and Warhol, that helped clarify the 

downfall of the aesthete in the visual arts: 

that helped underline the significance of 

the eye's impotence in contemporary art 

and , retroactively, for the art that came 

before . 

So i t is that Danto approa c h es th e 

problem of how artworks are to be dis-

tinguished from mere rea l things. It is a 

problem of no small importance sin ce, 

after a ll , artworks (seem) to be real things 

as we ll : so mu ch pa int on canva s and 

frame , so mu ch stone or steel. And better, 

Danto asks , how can one thing, percep­

tually indiscernible from another , be an 

artwork , whi le the second lik e a snow­

sho·vel ignored by Duchamp , be just a 

commonplace obj ect ? · 

With a fa scinating se t of examp les, 

Danto paves hi s wa y by s ho wing how 

things can have multiple id entities , how 

obj ects indistinguishable to the eye can 

belong to radica ll y diffe rent ontologica l 

order s and hence how radically different 

d esc ription s ar e warranted b y ea c h , 

something like how talk about us as per­

sons differ s from talk about our bodies . 

Danto ' s an swe r lies in th e notion of 

aboutness: ar tworks are, while most ordi­

nary objects are not , about somethin g. 

(How art is about the world is a well en­

trenched proble m , and so lution s s in ce 

Platonic times have ce ntered a round the 

concept of imitation. It is a solution that 

Danto , fo llowing Nelson Goodman , r e­

jects in favor of the concept of represen­

tation , one to which I will re turn late r. ) 

Aboutness is a characteris tic that art has 

in common with language . It is a s if each , 

though part of the world , is also plucked 

from it , looking back upon a reality from 

which each is removed . Indeed , it is by 

playing foil to the concept of reality that 

art , like philosoph y itse lf, firs t cam e to 

be. That is how art arose, according to 

Dan to, together with philosoph y. 

The dis tin ct ion be twee n app earance 

and rea lity, the ea rlies t of philosophical 

distinctions, leads Danto to a n a bsorbing 

s ugges tion . " It is a c uri o us fa c t that 

though the re has been no culture without 

some kind of sc ience, philoso ph y has 

ari sen on ly twice in the world , once in 

India and once in Greece , civilizations 

both obsessed with a contrast betwee n 

app e aran ce and r e a lit y. " That art 

too should owe its origin s to that co n­

trast helps yield an explanation of how it 

is possible that there is a phi losoph y of art 

at all . 

The difference between art and reality 

is something the eye a lon e cannot descry. 

If something is an a rtwork it mu st be seen 

in a non-neutra l way: it must be subj ect to 

inte rpretation. And , " T o int e rpre t a 

work is to offer a theo ry as to what the 

work is about , wh at its subj ect is'.' Seeing 

an artwork without interpretation , Da nto 

sa ys, is like seeing a page of print before 

we' ve learned to read. 

The te rm ' artwor ld ' is a t e rm that 

Danto launched upon rough philosophi­

cal seas back in 1964. An artworld is, in 

part , a world of interpreted things . The 

detachment of art from th e world , its ac­

quisition of a second citizenship , depends 

essentially upon theories of art and hence 

a knowledge of art history. (Tit les , which 

on ly ce rtain thin gs have, are direction s 

for interpretation s.) For without theory, 

paint , for exampl e , is simpl y pain t and 

nothing more . Not all things are possible 

at all tim es, medie va l fli ght in suran ce, 

Danto has said , or Etruscan typewrite rs. 

And so too , an obj ect at one time can gain 

artworld admiss ion when at anothe r it 

would remain on ly it s ph ys ica l embodi­

ment. Many significant a rtworks submit­

ted toda y would n o t e ve n hav e b ee n 

candid ates for artworks a short forty or 

fift y yea rs ago . 

If it is art theo r y th a t makes a work 

what it is , identifies it as an artwork , what 

it is determines our aes thetic responses to 

a work. By a es thetic r es ponses Da nto 

tends to mean how we fee l about the work , 

our range of emotions, our sensual reac­

tions . But our aes thetic responses, no less 

than those of a n orthodox J ew to the eat­

ing of pork or a lover to a sexual expe ri­

ence, are determined by our knowledge of 

that to which we respond. 

But ther e are still furth er problems. If 

a rt represents, how do we distinguish art­

wo rk s from othe r represe ntations, e.g. , 

maps , diagrams, charts. Part of Danto's 

a nswe r is the fo ll owin g: " The thes is is 

that wo rks of art , in categorica l contrast 

with mere representati ons, use the means 

of r eprese ntation in a wa y that is not 

exhau s tiv e ly sp ec ifi ed wh e n on e ha s 

exhaustively specified what is being rep­

resented '.' Wh at is left over is, " a subtle 

piece of self-reference'.' Works of art a1·e 

about themselves . For artworks are not 

me rely transparent , cannot be only about 

their content , they are about the way they 

are abo ut the world as well , raising what 

they exemplify to a new level of se lf-con ­

sciousness . In art we see the artis t's way 

of seeing, the a rtist 's coloring of reality. 

Artworks, whatever else they are abou t, 

a re about art themselves. 
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In the fin a l chapte r , Dan to consid- to be at, Danto's book will g€ 

e rs a slew of concepts that have fre- see the arts in a different and 

qu e nt e d r ece nt litera ture, e.g., way, as if his book transfigu 

exp ression, s tyle, metapho r , a nd it is artworld itself into a single 

the re that we learn about the title- art. 

te rm ' transfiguration ~ (The title, by 

the way, is one Danto acknowledges David Goldblatt is a wril 

ta kiug from the Muriel Sparks novel, Professor of Philosophy at l 

The Prime of Miss Jean Brodie in Univer sity. 

which a character writes a book of 

th a t name.) Artworks transfi gure, 

not transfo rm , what they constitute. 

They are metaphors tha t do not be­

come the metaphor they make, but 

rathe r bea r the attributes of it. As 

metaphors, a rtwo rks r esis t substitu­

tion b y equival e nces and und er ­

standin g eac h is to take part in a 

co mplex it y far gr ea te r than when 

one is in th e pr ese n ce of co m­

monplace things. 

Danto points out that artworks 

and metaphor s hav e s tron g stru c­

tural s imilarities, not the least of 

which is their non-explicitness. For 

both , like rhetoric, leave deliberate 

gap s that ca n only be fill ed b y au­

dience involvement. Thus wh at an 

artwork or metaphor does not say, 

r e nd e r s th e m with power - th e 

power to involve and hence crea te an 

attitude toward them. In meta phor 

as in a rtworks, it is up to the auditor 

to complete the picture, to say what ' s 

going on , to become ca ught up in the 

way th e artist und e r s tand s th e 

world . 

In its breadth and sense of discov­

er y, in its ability to make significant 

and see min gly alien co nn ec ti o n s, 

The Transfig 1iration of the Co m­

monplace is often s tartling . It is, 

howeve r , not a perfec t book. One 

has to wish that Danto were less lei­

surely with his opening chapte rs and 

less franti c with th e closing ones, 

where, in my view , too mu c h wa s 

suddenly taken on. One has to flin ch 

at bits of carelessness {an attribution 

of a quote to Goodman when Good­

man attributes it to Virginia Woolf, 

an incorr ect title from Borges, the 

wrong name of a song from Sa rtre's 

La Na usee, a misq uotation from Bob 

Dylan ) . And the re are times when 

even key co nclu sions seem unco n­

vincingly drawn. 

But Danto fascinates on nearly 

eve ry page with visitations to philo­

sophica l and artistic points of inter­

es t from almost every pe riod . This 

book is certainly a landmark in the 

Literature of philosophy of the arts. 

Trompe·l'oell Painting: Thi 

Illusion of Reality 

by Miriam Milman 

Skira/Rizzoli , New York, 19 

130 pp. , 105 co lor illustratio 

$27.50 . 

Rene Magritte, The Human Conditio 

From it s o utward , pictor 

pearance, Trompe-l'oeil p , 
The Illusions of Reality by 

Milman looks like easy readi 

notion of a n a rmchair tour 

ern trompe-l'oeil {in Frenc 

a lly " to fool the eye") art ev< 

in th e foward. With her fc 

and a quotation from Didero 

ing fancy voca bulary, Miln 

a n academic, intellectual to1 

Luckily, she does differen 

tween rea listic painting a nd 

l'oeil. For her , " r ealistic" c 

rende ring tec hniques, not · 

jec t matter, or the wh ole " 

another realistic tool , pen 

conveys a sense of space of I 

mensions . The magic isn ' t C• 

howeve r, unless the spec ta 

sents to enter the imaginary 

th e pic ture both em otion< 

intellectually. 

In contrast , trompe-l'oeil 
offer that choice. It deceives 

pri ses th e viewer immedia 

though only momentarily . f 
the author conced es that a 

rian s hav e used " illu sio n i 

trompe-l' oeil as inte rcha ng• 

bels, the latter is rea lly a ~ 

But I a m also of the belief tha t what- illusionist art. This is becau 

ever state of immersion one happens particular kind of illusion. 



tan spe nds the ma in bod y of Codex Seraphinianus 

ok explaining the techniques 

irtists have favo r ed to achieve 

ece ptions. The tex t becomes 

larl y trea tise with pe rtinent 

1cal exa mpl es outnumbe rin g 

by Luigi Serafini 

Abbeville Press, New York , 1983. 

392 pp. , 1,100 color illus . , $75 . 

1porary ones . She has a n im- Popula ted by cr eatures and mecha-

re command of the techni ca l ni s m s th a t wo uld d e li ght b o th 

1o logy. B y r e m a rkin g where Hi e r o n y m o u s B osc h a nd Rub e 

have not only succeeded , but Go ldb e r g, Codex Se rafinianu s 
ive fail ed to c r ea te trompe­

Milm a n a rrives at the neces­

·ules of the ga me:' 

des hav ing found fo olin g the 

intriguin g game, p a inte r s 

:nj oyed o th e r m ys te ri es o f 

e-l' oe il . Param ount a mo n g 

.as been a desi r e to outd o the 

1 of rea lity by it s certainty. 

p side of this maxim is to show 

al appeara nces can b e. For in-

in The H 1unan Condition I , 

lagritte pa inted the landsca pe 

vin cingly th a t it t a kes a mo­

> discover tha t pa rt of it is re-

1 a ca n vas m o unt ed o n a n 

tan di sc usses lesse r face ts of 

·-l'oeil too , such as its histor-

1ce in the occ ult a nd supe r­

!. It ca n be both mo r a lizing 

1di sc r ee t , iro ni c a nd pro ­

;e , co mpe llin g v is ua ll y, a nd 

ing with concealed, often a lle­

associa tions. 

a uthor 's flu ency with techni­

~on has enabled her to elimi­

ui tea fe w pa intin gs whi c h 

1rt histori a ns have long mis-

1s trompe-l' oeil. She asserts 

! P ompeia n wa ll frescoes we re 

•mpe-l'oeil beca use they de­

d th e o nl oo ke r ' s vo lunt a r y 

patio n . Seventee n hundred 

ater , when the pa inted pilas­

Ba roque a rtists Andrea P ozzo 

1to nio Ve rri o e xceed ed th e 

)f their ce iling frescoes, a ny 

lity of trompe-I' oeil vanished . 

11. ilm a n co ntends th a t people 

ima ls in motion cannot com­

trompe-l' oeil, the fl ying fig-

the Ba roque frescoes proved 

mta l as well. 

>mpariso n, the author 's ea r ­

entified trompe-l'oeil dev ice 

e cartellino, a c rumpl ed o r 

pi ece o f p a p e r with th e 

r's sign a ture, title, o r d a te. 

1od out so well as a r eal obj ect 

d oc um e nt s in c i p h e rt ex t a nd 

pseud o-scientific illustra tions a uni­

verse of possiliilities. It is this capac­

it y fo r va rie t y a nd p o tenti a l th a t 

removes it so from the wo rld tha t we 

inha bi t, grounded as it is in soberly 

ca lcula ted proba bility. Crea ted by a 

yo un g It a li a n a r c hit ec t , Lui g i 

Serafini , Codex is a visiona ry ann al 

of a n imagin a r y society in which fa ­

milia r things are often fo und in un­

fa milia r situ a tions - a single fru it 

comprised of cher r ies, gr a pes, a n ar­

ti c ho k e a nd b a n a n a ; a di s h th a t 

chews its own foo d ; a nd trees th a t 

uproo t th emselves, d ive off a cliff 

a nd swim away. 

A co mpl e t e c h a in o f b e in g i s 

m e th odi call y e xa min ed und e r a 

k a le id oscop ic mi c r oscope . Tec h­

nicolo red protozoa evo lve into fa n­

tas tic plants, birds and mammals. 

Va rious as pects of c iviliza tion are 

chronicled : a vas t cemete r y of glass 

tombs that a re fo rmed into walls and 

a r c hes, a rmed co nfli cts whi ch as­

sume a high degree of thea te r/circus, 

with co mba ta nts fl a iling a t o ne an­

other from ladders . 

The re a re pages devoted to tech­

nology, showing a myriad of st ra nge 

too ls a nd vehicl es wh ose fu nc tions 

are only so metimes ob vious. T he re is 

a sec ti o n th a t cove r s foo d a nd it s 

p r epa ration , a nd o ne tha t in ves ti­

ga tes the na ture of the written wo rd . 

Appa r e ntl y, it is o r ga ni c; und e r 

sc rutin y, fi s h a r e seen sw imming 

th ro ugh script , a utos c ruise a long 

cursive highways . 

Codex is not a sec ret la nguage tha t 

dema nds flue ncy of the r eader ; in­

stead , its principal requirement is a 

willingness to loo k in the mirro r it 

p r ese nts. Se r a fini invites us to not 

only re-examine that reflec tion , but 

also to go through the looking glass to 

see the rea lity on the other side. R e­

ca llin g its La tin o ri gin s, o f Codex 

Se raphinia nus it mi ght be sa id, 

made the res t of the p icture "C redo quia a bsurdum es t"-"I be-

:k into space as a n illusion . lieve it because it is absurd:' 

1ah Temko is a student at Cal Leslie Clagett is Ma naging Edito r of 

ong Beach . Arts and Architecture. 
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Modern Architecture and Design: 

An Alternative History 

b y Bill Riseboro 

MIT Press, Cambridge, 1983 . 

256 pages , iUustrated , $17.50. 

As the building industry de veloped 

in 19th century Britain , the competi­

tive bidding sys tem became institu­

tionalized in their growing capitalist 

economy. It wa s advantageou s , in 

fact , necessary , to avoid mechaniza­

tion and to keep wages low in orde r 

to tender competitive bids. Non ethe­

less, the industry remained at the pe­

riph e ry of th e econom y b eca use 

construction depe nded upon surplus 

capital. In times of r ecess ion , that 

surplus dried up and the building in­

du stry was among the most directly 

affected. " Totall y at the me rcy of the 

marker," Riseboro writes, " building 

firms could slip into bankruptcy ... 

In di sc ussing potential soluti 

conte mporar y d es ign prol 

Riseboro says, " Morr-is , like 

saw a vital need to break do· 

elitist state apparatus in orde1 

store the autonomy and creati 

the individual ; the Constru< 

worked to this end .. . to treat 

in gs a s n ee d s rathe r than 

modities , to put the real needi 

people firs t:' The growth of c 

ism in the 19th century resu 

the growing regimentation of s 

When the emperor Franz Jo 

built Vienna in 1858, the pub: 

gove rnm e nt buildin gs we r 

rounded by broad avenues an 

spaces : the Ring strasse prov 

boundary be tween the ce r e1 

sp aces of the gove rnm ent a 

r es ide ntial c ity of the boug· 

The wo rking class lived furthe 

from the center of the city , sep 

by a nother ring road. Bill Ri 

gove rnme nts tended to use the fluid- sees such ph ys ical stratifical 

it y of the industry as an economi c being symbolic of the regime1 

regulator. " Recent history seems to of the individual and his grow 

indicate that the situation ha s not 

changed. 

Modern Architecture and Design , 

An Alternative History looks at the 

changes in architecture and design in 

the 19th and 20th ce nturies in the 

context of the developing industrial 

economies of Europe, Great Britain 

and North Ameri ca. Th e author 

sums up his premise : " Material con­

ditions - that is , social systems, po­

liti c al in stitution s and c ulture in 

general , including art and architec­

ture - are dependent ultimately on 

the way a society earns its living:' Ar­

chitecture can be better under stood 

and solutions to des ign problems 

more fully realized if they are placed 

in an economic context. 

The book is a narrative and de­

scriptive history rather than an ana­

lytical o ne . Although Karl Marx is 

quoted and often mentioned , the di­

alec tics of Marxis m are not used. 

This is not a r evisionist hi story of 

mod e rn architecture ; th e fo c us is 

ploitation by the d eveloping 

trial economic sys tem. The arc 

by becoming more aware of th• 

of the people and their r eal p 

in a dynamic dialec tical socie· 

be able to contribute to the c1 

of a bette r ph ys ical enviror 

The solution s will meet " nc 

fun ctional needs but also evo 

ary ones by helping all peoplf 

ve lop th e ir inh e r e nt s kill 

spirituality ." 

Althou gh Mod e rn Archito 

and Design is amply illustralf 

drawings by the author, the 

tribute little to the text. The 

has provided a selected biblio1 

which is listed both by chapt 

for gene ral background inl 

tion ; the re is a complete inde: 

Charles Wheatley is a d e 

working in a Los Angeles ar· 

tural firm. 

simply broader. The book is comp re- Unbuilt America 

h e n s iv e, but at th e e xp e n se of 

providing details which could rein- A SITE book by Alison Sky a 

force the ideas of the author . It reads Michelle Stone 

as an outline: an introductory read­

ing which is to be followed b y a de­

tailed lecture at th e next hour of 

class . 
This is not to suggest that the au­

thor does not hav e a point of vi ew 

and is simply listing events. The al-

Abbeville Press , New York, l 

320 pp., 472 illus , $24.95 . 

Alison Sky 's and Michell e ~ 

Unbuilt America is a far cry fr 

written; comprised of 300 p: 

proposals for two centuries o-

ternative history has a strong bias . aliz ed archit e ctural proj e 



pted not one , but two sleepless 

; for this reader. It also left me 

ering what Ame rica might look 

~ad all th ese proposa ls bee n 

ved. Instead of rain falling on 

udson , I might be gazing out on 

:mins t e r Fuller 's dome over 

1attan. This is the sort of book 

invites r eve ries both delicious 

listurbing. 

ndwich ed b e tw ee n Thoma s 

rson 's designs for a pres id en tial 

and a pair of observatories and 

1rd O 'Ne ill ' s and Brian 

ary ' s plan for the fir st space 

:at , are litera lly hundred s of 

)Sais spanning the history of the 

)lie. The designs , augmented by 

Lack of funds was just o ne of the 

reas on s th ese proposa ls r emained 

proposa ls. George Collins' introd uc­

tory essay iden tifies seve ral other s : 

la ck of patronage; un feas ibility of 

scale, complex ity or cost ; client dis­

satisfaction and those purely vision­

ary works never really intend ed for 

constru ction . Within thi s las t cate­

gor y fall the proj ects of many con­

ceptual art ists- Claes O ldenburg, 

C h ar les Si m on d s a nd l s amu 

Noguchi , to name but a few. 

As must be evide nt , mu ch valuable 

socia l history is encapsulated within 

Unbuilt A merica , d es pite it s ba si­

ca lly non-ideological , ahistorical ap­

proa c h . Thi s is, non e th e less, a 

''Simonds, People Who Live in an Ascending Spiral , 1975 

·aphical vitae and sta te me nt s 

either the architects themselves 

l10lars and critics, are arranged 

1betically by architect. The ex­

ons to this arrangement are en­

d evo ted t o co mp etition s (th e 

tal Palace, C hi cago Tribun e 

Bi ce nt e nnial co mp e tition s 

1g them) and fairs (including the 

tdelphia Centennial , the World 

mbian and the Century of Pro­

; ex po s iti o n s). An e lon ga t ed 

:ontal format a llows for a lux­

tt number of illustrations ma k­

J nbuilt A merica a sa ti s fy in g 

•endium of America n architec­

drawing. 

·tu a ll y ever y America n arc hi­

,f note is repr esented her e. So 

pionee ring archiv a l effort a imed at 

documentati on o n whi ch mo re the­

ore ti ca l trea tments of the subj ect 

mi ght b e based. Thi s, h owever , 

would seem unlikely, given that the 

onl y remotely similar book is Josef 

Pont e nt 's 1925 A rchitektur , di e 

Nicht Gebaut Wurcle (Unbuilt Archi­

tecture), a fabulou s visual va lentine 

to th e Ger man Express io ni st pe n­

chant for the fanta stic. This as ide, 

Unbuilt America's case tha t the un­

built is of eq ua l inte rest as the built is 

compelling, even fully realized. 

Robert Atkins is a New York-based 

critic. 

he rich and famous who often Russel Wright: American 

as patrons. One of the juiciest Designer 

~s r eco unted is that of Julia 

;an 's work o n William Ran-

1 H ea r st 's northern California 

Wyntoon . An entire 13th cen-

Cister cian monastery was to be 

pora ted within the 8-story cas­

ith its chapel transformed into 

mming pool! The $50 milli o n 

ta g was too st eep, even for 

st, and toda y the re ma ins lie 

cog nizabl e in Golden Gate 

by William H ennessey 

The MIT Press, Cambridge, 1983. 

96 pp., illus., $15.00. 

The expe n siv e impor ts of Le Co r· 

bu sier , Mi es va n d e r Rohe and 

Marcel Breuer we re once accessible 

only to the American elite, but in the 

1940s middle class co nsumers we re 

able to afford objects no less soph is­

ti ca t ed in th e d es ign s of Ru sse l 

• WA TERPROOF 

• CRUS HPR OOF 

• CORDURA NYLON 

•H EAVY YKK Z IP 

• WEBB IN G STR A PS 

• 3 .25 " DIAMETER 

• PROTECTS : 

•BLUE PRINTS 

•DR AWINGS 

• POSTERS 

SIZE : D 25'' ($29) D 3 1 ·· ($30) D 37" ($31) COLOR : D BLAC K D RED D BLUE D GRAY 
STRA PS: D BLAC K D M ATCHING • SENDNA MEAND A DDRE SS+ $2.00 POSTAGETO: 

DESIGN• 90 Box 9925, Marina del Rey, CA 90291 

Cirde Number 22 On Reader Enqu iry Cord 

"Tile That Humanizes" 

• 

HEATH CERAMICS 

-
Edith Heath 

Jon Brooder 

.. 
400 Gate Five Road 

Sausalito, CA 94965 

415 332-3732 -
I 

Circle Number 23 On Reader Enqu iry Co rd 



SAVE 10°/o TO 30°/o ON 
BRAND NAME ART SUPPLIES 

OFF MANUFACTURERS UST 

SEND FOR FREE CATALOG 
ala#~ ~I • 4300WEST190thST. 
~ ~ TORRANCE, CA. 90509 

NAME _________________ _ 

ADDRESS ______________ _ 

CITY _________ _ 
STATE ------

ZIP ____ _ PHONE __________ _ 

PLEASE PRINT 

Circle Number 24 On Reader Enqu iry Cord 

CARDS· INVIT ATIONS·ANNOUNCEMENTS·ST ATIONERY 
Circle Number 25 On Reader Enqu iry Cord 

Hennessey 
& Ingalls 

Art and Architecture Books 
will be open 

at its new location 
1254 Santa Monica Mall 

(between Arizona and Wilshire) 

on February 1, 1984 

larger space = more books 
(free parking in nearby structures) 

new phone : (213) 458-9074 

Hours: Mon-fri 10-6, sat 10-5, closed sun. VISA and Master­
Card accepted. Orange County store: 3680 S. Bristol St., in 
Bristol Town & Country, V2 mile north of South Coast Plaza, 
(714) 540-6400. Los Angeles store (until Feb. 1): 10814 W. Pico 
Blvd., L.A. 90064, in Westland Shopping Center at Pico and 
Westwood Blvds., (213) 474-2541. 

Circle Number 26 On Reader Enqu iry Cord 

Wright. One of the most well-known 

designer s of his time, Wright is por­

trayed in Willia m H ennessey's book 

as the harbinger of a populist style, 

which , while aligned closely to the 

co n ce pt s pr o mul ga t e d b y th e 

Bauha us, bea r s an inherently Amer­

ica n accent. Wright mainta ined that 

no t o nl y we r e A me ri cans "s us pic­

io u s" of a ll things Europea n , but 

that th ey suffe r ed a "cultural in-

Macy's in New York , s u gges 

clean modernity and was mass 

keted b y stressing the revered l 

ican valu es of prac ticalit y i 

respect for tradition . 

" Mod ern Li v ing" dem o n st . 

Wright 's gr asp of a distinctiv1 

thetic vision , but the true scope 

genius as an industrial designe 

r ea lized with th e c r ea tion c 

"America n Mod e rn " dinn e n 

feriority complex:' He believed tha t Introduced in 1939, the line's s 

th e uniqu e in fo rm a lity of mod ern p e r son a lit y would e nco urag 

Am e ri ca n li fe d e m a nd ed n ew in- American public ove r the nex 

sights into the des ign of ho use hold decades to ma ke it the most po 

o bj ec t s . W ith thi s inte nti o n , h e 

strove to p r ov ide des igns th a t not 

only would be ta ilored to the pa rticu-

Russel Wright, American Modern 

lar needs of a ver age Americans, and 

expressive of their tas te, but which 

would provide the m access to th e 

aes the ti c poss ibiliti es of eve r yd ay 

life. 

Russel Wright 's early line of spun 

a luminum accesso ries r eceived en­

thu s ia s ti c press cover a ge whi c h 

focused on the new philosophy of in­

forma l enterta ining, a n idea opposed 

vigo r ously by Emil y P ost. W right 's 

success was immedia te and his work 

was associa ted ever ywhere with new 

trends in modern American li fe. 

His new celebrity p r ompted the 

H ey wood-W a k efi e ld co mpan y in 

1934 to commission a n entire line of 

modern furniture, the centerpiece of 

which was the first sectional couch . 

If much of the furniture itself was 

r ather undistinguished , the concept 

of offe ring for r etail sale a coordi­

na ted line of furniture and accesso­

ri es b y one d es igne r , a nd whi ch 

could be a rra nged according to indi-

ma ss -produced pa tte rn e ve r 

"Am eri ca n Mo d ern " was wit 

stylistic precedent , and its infl1 

on the des ign of dinnerwa r e in s 

qu ent years canno t be minim 

This single pa ttern , with its "cc 

shape pla tes, its soft or ganic ft 

and its a rres ting pa lette of cc 

while firml y endorsing Wright ' 

ories on the in fo rmal tenor of A 

can life, changed the entire co: 

and design of American dinner• 

Mr. H ennessey's b ook is at 

discursive and informative, pr• 

ing not just a catalogue of Wri 

des ign achievements , but a ca 

and p er so n a l biogr aphy of a 

who "grew as a designer b y 1: 

constantly with and in his work ' 

plicit in the author 's contention 

Wright 's r es po nse to design 1 

lenges was intuitive r ather tha 

tellec tu al is his belief tha t under 

his role as industrial des igne r 

tha t of the a rtist , and it is this d u 

of temper a ment which helps 1 

under stand the lack of directior 

the disillusionment Wright fe lt 

ing his la ter years . Tha t the : 

ma n wh o had designed "Ame1 

Mod e rn :' sh o uld , in hi s Guic 

Eas ier Liv ing (1 950) advocat• 

use of paper pla tes to fa cilita 

clearing the ta ble a fter dinne 

fl ee ts Wright 's final willingnes 

accommod a te popula r ta ste n 

tha n to shape it:' The reader ol 

Hennessey's boo k is ass ured , 

ever , that in spite of a ny inconsi 

cies which seem to cha racteriz 

la te r work , th e p rofoun d influ 

v idu a l t as t e a nd nee d , diffe r e d Ru ssel W right exerted on the t 

sharply from the tradit iona l "suites" 

of o ve r- s tuffed so fas a nd c h a ir s 

whi c h pr ev io u s ly h a d c r o wd ed 

American living r ooms. 

The following year saw the ad vent 

of another new line of Wright's fur ­

niture aptly named " Modern Living:' 

This solid ma ple line, designed fo r 

a c t e r o f m o d e rn A m e ri ca n 

clea rly grants him tenure in the 

theon of the importan t industrii 

signers of this century. 

Buddy Wilson ha s been colle 

and trading Ca lifo rnia potter y 

the 1970s. 
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Music 

Continued from page 57 

builds his own electronic circuitry , an ac­

tivity as important to him as is the making 

of the music itself. 

Cybersonic CantUevers (1973), a work 

Mumma co nsiders more process th a n 

composition , is co nceived for an open, 

public space such as an art gallery , rather 

than a concert hall. The public is invited 

to produce sounds which are then trans­

formed by Mumma's electronic circuitry 

and played back to the participants, who 

are enco uraged to involve th emselves 

with th e tra nsformation process itself. 

For Tekpos (1972), a piece used in Merce 

Cunningham's dance TV R erun , Mumma 

designed a nd built special belts ca rrying 

tiny electronic instruments, which were 

worn by the dancers. These devices, af­

fected by the dancers' movements, trans­

mitted radio signals to loudspeaker s in 

the hall , thus making the dancers partici­

pants not only in the stage action, but also 

in th e makin g of th e accompanying 

sounds. 

Mesa (1966) is a live performance work 

for bandoneon , a sort of Argentine accor­

dion. It features th e long, s ustained 

sounds associated with that instrument , 

which are electronically modified on the 

spot. Mostl y, what one hea rs during this 

work are not the live sounds of the instru­

ment , but rather the altered sounds from 

loudspeakers. Mesa has a grating, aggres­

sive presence, but in its effect , is b oth 

st rong and bea utiful , one of the co m­

poser 's most effective pieces. 

Discography 

Ernst Krenek (b . 1900) 

Spiitkse, Three Songs Orion 78298 

Quintina Orion 80380 

Joan La Barbara (b. 1947) 

Tapesongs Chiaroscuro CR-196 

Reluctant Gypsy 

Wizard Records RVW-2279 

Richard Felciano (b. 1930) 

Music of Richard Felciano CRI 349 

In Cekbration of Golden Rain 

Cambridge CRS-2560 

The Angels of Turtk Island 
Grenadilla GS-1063 

Gordon Mumma (b . 1936) 

Mesa, Pontpoint 

Lovely Music VR-1092 

Cybersonic Cantikvers 

Folkways FTS-33904 

Megatonfor Wm. Burroughs 

Lovely Music VR-1091 

Charles Boone is a composer living in 

San Francisco . 

Regionalism Redux 

Continued from page 19 

intelligible. Resting models on plain card­

boa rd and mountin g drawin gs on pl y­

wood we re t o u c h es that a llud e d t o 

Gehry's accomplishments as an innovator 

with material s such as unfinished ply­

wood, chain link and corrugated metal. 
Elsewhere in th e show, the choice to 

emphasize one o r a nother of the archi­

tects' pieces seemed arbitrary. Why did 

Morphosis, for in stance, devote the space 

to nine painstakingly rendered drawings 

of the not so very inte res ting Lawrence 

r es id e n ce in s tead of th e provocative 

2-4-6-8 House or Sedlak addition? What 

do Stanley Sa itow itz 's vis ions of Sa n 

Francisco a nd LA, with their clever imag­

ery and careful execution , say about the 

direction of this promising talent? Some 

of th e mo s t fini sh ed pieces , su c h as 

Fisher' s haunting Solar Crematory, have 

th e a ir of s tud ent work , trotted out at 

last for their moment on ex hibit , but un­

r e lated to th e architect's future. 

The contrast with Gehry is ge rm a ne 

here. After beginning his ca reer as a prac­

titioner in the Viennese Modern mode, in 

the 60s Gehry associated with a group of 

LA painter s, in cluding Chuck Arnoldi , 

Ed Ruscha and Ron Davis, for whom he 

designed a house imita ting the illusionis­

tic effects of his client 's painting. Despite 

hi s ac knowl e d ge d d ebt to painting, 

Gehry 's work is less self-consciously arty 

than his yo ung co-ex hibitors; who have 

ta ken in a century of a rt world influencei; 

(from Constructivism a nd Dada to Con­

ceptualism and Pop) but not had time to 

digest them. 

The other happy anomaly in the show is 

th e work of Andrew Batey and Mark 

Mack. It stands out for the co herence of 

th e in s tallation , th e r e lativ e ly large 

amount of built work, a nd clear sense of 

process from drawings to models to plans 

to buildings. T ypica ll y, the San Francisco 

partnership fa vo rs raw construction ma­

terials, but uses them with a rigor and 

fin esse at odds with the funk gestura lism 

of their LA co ntemporaries. Their Napa 

Valley hou ses and the facade for the Sa n 

Francisco showing of the Venice Biennale 

a re elega nt exe rcises in co ncrete bloc k 

and co rru gated metal , justified by an ap­

pea l to the simplified forms of ancient 

rural building types and the " indigenous 

materia ls" (i.e . , concrete block and alu­

minum siding) of the agricultural apa 

Valley. Batey and Mack's case for the con­

tex tual ap propri a te ness of th eir work 

benefits from their association with the 

romantic Na pa Valley. But their appeal to 

co ntext is typ ica l of th e show, and no 

more o r less co nvincing than Frederick 

Fisher' s appeal to the " natural" collage 

of the Venice streetsca pe in designing his 

facades. 

One is tempted to say that the show 

needs more written text to exp lain the ar­

chitects' intentions. But with the excep­

tion of Ba tey a nd Mack 's clea r writing, 

most of what the exhibitors say in print 

obscures rather than clarifies their think­

ing. When Frederick Fisher writes, " In 

lieu of the actual building, there is a series 

of metaphors-from symbol to icon to in­

dex;' one wonders if someo ne who does 

not know the difference between a symbol 

an d a metaphor should be so eager to en­

gage in a symbolic architecture. There is a 

great deal of ver y inventive pla y with dec­

ora tive and structural elements that the 

architects hope will carry symbolic mean­

ing. Many of these intended symbols come 

out of the architects ' per sonal repertoire 

of associations, rooted in the movies and 

the youth culture of the 60s. As such , they 

tend to be either too personal or too ar­

cane (as the solar imagery in Saitowitz's 

Sundia l house) to communica te furth er 

than the architect 's own peer group . In 
so me of its most imaginative work, the 

show raises the problem of intelligibility 

that nags all art tha t attempts to be both 

personal and symbolic . 

Another perplex in g qu es tion rai sed 

here has to do with the emotional ambi­

tions of today's architecture . Criticizing 

modernist architecture for its nega tive 

emotional effects (the notorious feelings 

of a lienation a nd powerlessness inspired 

b y towe r-in-th e-park h ousin g d eve lop­

men ts, for exa mple) , the postmodernist 

new wave has demanded an architecture 

of playfulness, engagement and exuber­

ance. It is worth observing, th en , how 

much of the work of the California avant­

garde shown here seems bent on express­

ing a new range of negative emotions . The 

ominou s mood of Fred e ri c k Fish e r 's 

haunting Solar Crematory is not unique 

here. There is the past example of Gehry, 

with hi s co lliding volumes and sense of 

structures in unfriendly relation to their 

setting, as well as his r ecent Loyola Law 

School with its b orrowings from Aldo 

Ross i in its fenestration. Not to mention 

Fisher's mock ruin , the J orgensen r es i­

dence, with what he calls " disorderly ma­

so nry, a precipitous site, and a hostile 

terrain '. ' Sorkin sugges ts that ea rthquake 

consc iousness has infected these archi­

tects' sensibilities . As with much in this 

open-ended ga thering of work , one can 

onl y wonder where this tendency ca n go. 

Diana Ketcham is a staff c ritic for the 

Oakland Tribune. 



Rooftop spa detail 

Eric Moss 
Continued from page 35 

junction between old and new parts 

of th e hou se cl ea rl y vi s ibl e. Th e 

P etal House also uses the original 

house as the core of a larger composi­

tion , but here the craftsmanship of 

th e new co nstructio n pla ys a far 

gr eater role. Where the histo r y of 

the old house was not explicit , Moss 

exaggerated it by adding a new layer 

to indicate its presence. There is an 

interplay be twee n fun ction a l , ex ­

posed structure and structure which 

is used as d eco r a ti on or to te ll a 

story. 

Guy de Cointet 
Continued from page 39 

Cointet, Roland Barthes. Barthes, 

in his analys is of a short story by Bal­

zac, was able to distinguish five sepa­

rate voices or codes which co-existed 

within the speech of the character s. 

These codes -plot, suspense, char­

acter, culture and symbol- ha ve ex­

isted in some form sin ce Aristot le. 

What Barthes found, however, was 

that in the work of Balzac, the domi­

nance of plot , suspense and charac­

ter was already beginning to brea k 

down. In telev ision toda y, plot and 

s uspe n se r e main d o minant. Th e 

work of postmodern video a rti st s 

and filmmak ers focuses on the cul­

tural and symbolic codes . 

play, the friends give up on ti 

ner guest and go off together 

The anthropologist Claudt 

Strauss found that in ever y c 

art co uld be unde rstood as ; 

bolic r esolution of r ea l politic 

social contradictions. Cointet' 

may be seen as a rescue of som 

of community from the jaws 

fragmented codes of ever yday 

the cohesion a mong Cointet's c 

te r s is nothing more than g 

fa shion and the problems of r 

tic love-the main themes of ti 

century novel- then how iror 

that on the edge of the nuclear 

alypse he would look backwa1 

closed cultural form - the rn 

and rewrit e it s th emes in < 

opera format, a n open form 

Within the co ntex t of the post- new use of past forms is clearl 

modernist critique of Western cul- modernist. 

lur e, Cointet's pla ys are more Cointethasexplodedthem 

compreh ensible . In "Five Sisters" logic and the clea r delineati 

(1972), the charac te r s do not have twee n self and object. Nothi1 

th e clearly-defin ed boundaries of eluding language, exists apar 

those in traditional theater. Actually, our interaction with it. Conv 

there may only be four sisters, as the we ourselves exist only in rela 

dialogue indicates confu sion over the books, texts , events and cc 

whether or not one sister is indeed around us. There are no giv· 

present. Instead of plo t and sus- reality appears to be impenel 

Moss desc ribes the new stru cture pense, there is dialogue between the like Cointet's books, it is or; 

added to the yellow house as a non­

sequitur, and he uses a " transitional 

zone" of ex posed studs and stru c­

tural plywood to ca ll attention to the 

junction between the original build­

ing and the addition. Inside, he ca lls 

out the shea r wa lls by adding a la yer 

of finished plywood on all the inside 

walls where shear re inforcement was 

necessary ; this device graphicall y il­

lustrates the areas of new construc­

tion. All th ese ges tures, whi le 

basically academic rhetoric, add to 

th e v i s u a l exc it e m e nt of th e 

composition . 

Part of th e iron y of th e P e tal 

House is the ex treme ca re lav ished 

on its construction. Although made 

from inexpens ive material s such as 

lapped siding and rolled roofing, the 

house was built with an ex tr ao r­

dinarily high level of craftsmanship. 

Moss worked with a team who co llab­

orated in the development of the pro­

ject; his assistant Nick Seirup , who 

translated his diagrams into working 

drawings, and contractor Howard 

Newhouse, who worked out many of 

th e construc tion de tails. It is thi s 

kind of ca reful collaboration which 

elevates the house from a sa tirica l 

sket ch to a se riou s architectural 

proposition . 

sisters, who are visit ing the home of 

the ir d eceased parents. Even th e 

lighting in the pla y, designed by Eric 

Orr, represe nts a reversa l. Rather 

than express ing the mood of a scene, 

the light is a n element to which the 

charac te r s r es pond . The re a re no 

props, except for a bench. The styles 

of language spoken by the sister s are 

read y-made, drawn from the mass 

media and literature. 

" Te ll Me" (1979 ) is Cointe t 's 

clea res t statement aga inst plot , re­

placed here by casual conversation. 

Mary, Michael (a woman) and Olive 

are waiting for the a rrival of Mark , 

Olive's boyfriend , so they can have 

dinner together. He never a rrives. 

The characte r s attempt to tell sto­

ries, but there are no logica l pro­

gressions in the stories because the 

storyte lle r s k ee p sw itchin g codes. 

For example, Michael begins in En­

glish and ends up in a phonetic lan­

guage : "I' ll tell yo u what I saw . .. 

Toctoctoctoc .. . toctoc ... " The set is 

explained by the character s . Michael 

" reads" a story from a " map" (a rec­

tangle with the letters A, T, S, D, M 

that hangs on the wall). While point­

ing at the letters, she recites a story 

whose characters and events corres­

pond to the letters. At the end of the 

cause we do not have access 

story that explains how a cert 

of objects, people and event 

pened to converge . 

A Postscript: 

Guy de Cointet died of live r : 

on August 2, 1983. He was 4c 

old . A wake was held at the h. 

Hal Glicksman and Marya n 

ganne. Duganne acted in his 

His friends are discussing th 

sibility of an exhibition of his 

ings or perhaps a production 

of his play s. His doc tor, w 

tended the wake, said tha t he 

impressed with de Cointet's ci 

titude and presence that he \ 

to know more about him and l 

his friends. In his opinion , dt 

tel was one of those rare cases 

system was unable to fight he 

and even if he had received n 

treatme nt ea rli e r , hi s con· 

would not have changed . 

Emily Hicks, Ph.D., is an ; 

writer, and critic. She fo1 

Werkplace, a non-profit foun 

for art research in Los Angelt 

is currently teaching writing 

University of Southern Califo 



Progressive Architecture a nn ounces the 
fo urth annua l com petiti o n recogni zing 
o utsta ndin g furniture a nd li ghting des ig n 
proposa ls, no t ye t being ma rketed by a n y 
manufacturer as of entry deadline, J a nuary 
26, 1984. T he competiti on is intended to 
g ive the des ign profess io ns a fo rum to 
express ideas abo ut the next genera ti on of 
furniture design , a t a time w hen archi tec ts 
and des igners are increasing ly custom­
des ig nin g furniture fo r their p rojec ts a nd 
manufacturers a re increasing ly o pen to 
fresh ideas. T he competiti on is specifi ca ll v 
a imed a t furnitu re intended for use. but the 
des ign need not be constra ined by exi stin g 
p roductio n o r marketing p rac ti ces. Entri es 
may be based o n either fa brica ted pieces o r 
p roject draw ings. Des ig ners are encou r­
aged to consider the aes theti c a nd ideologi­
ca l impli ca tio ns for furniture design 
implied by the current concern s within 
architecture and other des ign di sciplines. 

Winning projects will be p ubli shed in the 
May 1984 P/A and they will be di splayed 
a t m ajor industry events during the yea r. 
Winners will be ho nored in New Yo rk 
City a t a n awards dinner in ea rl y Ma rch 
a ttended by press. des ig ners, and industry 
manufac turers. 

In add iti o n to the expos ure affo rded the 
submissio ns, the competitio n w ill encou r­
age furth er di scourse between the entra nts 
a nd res pected furniture p roducers. An y 
ongoing di scussions will , o f co urse, be u p 
to the indi vidual des ig ners a nd manufac ­
turers, but benefit to bo th is anti cipa ted. 

The jury for this competition: 
Andrew Batey, pa rtner, Ba tey & Mack, San 
Francisco, a rchitect and furniture des ig ner. 
Cini Boeri, a rchitect, interio r des igner and 
furniture des igner, Mil an , Ita ly. 
Charles Gwathmey, pa rtner, Gwa thmey 
Siegel & Associa tes, New Yo rk. a rchitect 
and furniture des igner. 
Michael McCoy, co-cha irma n. Des ig n 
Depa rtment, Cra n broo k Academ y of Art , 
Bloomfi eld Hill s. Ml ; partner in g raphi c. 
furniture, exhibiti on and int erior des ign 
firm of McCoy & McCoy. 
David Rowland, industri a l des ig ner, New 
York ; winner of the G ra n Pri x T rienna le 
de Mil ano. 

Submissions a re in vited in a ll ca tegories 
including cha irs, seat ing sys tems, sofas, 
ta bl es, des ks, work sta ti ons, storage sys­
tem s, li g hting , beds, and mi scell aneous 
furnit ure pi eces. 

Judging will ta ke place in New York City 
during the m onth of February. Designa­
tions of first award, award, and citation 
may be made by the invited jury, based on 
overa ll excellence and advances in the a rt. 

Eligibilit y 
1 Architects, interi or des ig ners, ind ustria l 
des igners, a nd des ig n students from a ll 

The Fourth Annual 

sponsored by 

with winning projects to be 
displayed at major industry events 



co untri es may enter one or more 
su bmissions. 
2 Design must be original. If found to be 
substa ntia ll y identi ca l to any exis tin g 
product design, en try wi ll receive no 
recognit ion. 
3 Desig ner may be under contrac t to or in 
negotia tion with a ma nufacturer for this 
des ign, but des ign must not be ava ila ble in 
the marketplace as of entry dead line. 

Publica tion agreement 
4 If the su bmiss ion should win , the entrant 
agrees to make ava ila ble furth er informa ­
tion , origina l drawings or model photo­
graphs as necessary, [or publication in the 
May 1984 P/A a nd exhibiti on at major 
industry events. 
5 P/A retains the ri ghts to first publica tion 
or winning designs and ex hibi tion of a ll 
entri es. Des igner retai ns ri ghts to design. 

Entry form: International Furniture Competition 
Please fill Oll i al l part> a nd , ubmi1 . i111ae1. " ·i1 li mch t"llllT (St't' pa ragraph 11 of 
ins1rue1ions ). llsc 1ypt"\\Ti lt-r. pit":1."·· C:opit ·, o f 1hi , form Ill a\ lw ust'd . 

-------------------------------------------r 
En1ran1: 
Address: 

En 1ra n1 phone n umber (day) : 
(evening ): 

Category: 

[n1ra11 1: 

Address: 

Designn(s) responsible fo r 1his su bmiss ion (idm1ify indi\"idua l ro les if appropria1c): 

l confirm 1ha1 1he a 11ad1ed e111ry m eeis e lig ibi Ii I y requ iremen1s (paragraph 1- 3) 
a nd thal s1i p ula1i o n s of publication agreemen1 (paragraphs ·1-fi w ill he mt' I. 
l vni fv 1ha 1 ilw submi ssion is e111 ire ly 1he 1rnrk o f 1h osc listed o n 1his form 
(or an a11acl1ed lis1 as necessary). 

Signa ture -----------------------

Name (1\"ped ) 

------------------------------------------
Furniture Competition 

Progressive Architecture 
P.O. Box 1361, 600 Summer Street, 
Stamford, CT 06904 

(Receip1) 

Your su bmission has been received and ass ig ned numher: 

En 1ra 111 : 

Address: 

-------------------------------------------
[n1ran1: 

Address: 

6 P/A assu mes no obligat ion for des ig ner's 
ri ghts. Concerned des igners are advised to 
document their work (da te a nd a utho rship ) 
and seek cou nsel on pertinent copyri g ht 
and patent protections. 

Submission requirements 
7 SUBMISSIONS WILL NOT BE 
RETU R NED UN DER ANY CIRCUM­
STANCES. Do no t use original drawings 
or transparencies unl ess they a re sent with 
th e understanding tha t they will not be 
returned. P/ A will not accept submissions 
with outstanding custom duties or postal 
charges . 
8 Draw ing(s) and/or model photo(s) of the 
design shou ld be mounted on one side on ly 
o[ one 20" x 30" [oa mcore board presented 
hori zonta ll y. ANY ENTRY NOT 
FOLLOWING THIS FORMAT WILL 
BE DISQUALIFIED. 
9 There are no lim its to the number o[ 
illustra tions mounted on the board, but a ll 
must be visible a t once (no overlays to [o ld 
back). No act ual models wi ll be accepted. 
Only one design per board. 
IO Each submiss io n must include a 5"x 7" 
index ca rd mounted on the front side of 
the board with the fo llowing in fo rma tion 
typed on it: intended dimensions of the 
piece of furniture, color(s) , materials , 
components, brier description of impor­
tant fea tures, des ign assumptions, and 
intentions. This in[ormation is to be pre­
sented in Engli sh. 
11 Each subm iss ion must be accompanied 
by an entry [orm, to be found on this page. 
Reproductions o[ thi s form are accepta ble. 
All sections must be fill ed out (by type­
writer, please). In sert entire form into 
un sea led envelope ta ped to the back of the 
submission board. P/ A wi ll seal stub of 
entry form in en velope before judg ing. 
12 For purposes o[ jury procedures on ly, 
proj ects are to be ass igned by the entrant to 
a ca tegory on the entry fo rm. Please iden­
tify each entry as one of the fo llowing: 
Chair, Sea ting System, Sofa, Table, Desk, 
Work Sta tion, Storage System, Lighting, 
Bed. If necessa ry, the ca tegory "Miscellane­
ous" may be des ig na ted. 
13 Entry fee of $35 must accompa ny each 
submission , inserted in to unsea led enve­
lope conta ining entry form (see 11 above). 
Make check or money order (no cash ) pay­
able to Progressive Architecture. 
14 To ma intain anon ymity, no identifica ­
tion of the entrant may appear on any part 
of the submission , excep t on entry form. 
Des igner shou ld a ttach l ist of collabora tors 
to be credited if necessary. 
15 Packages ca n conta in more than one 
entry; tota l number of boards must be indi­
ca ted on fron t of package. 
16 Deadline for sending entries is Ja nua ry 
26, 1984. First class ma il or o ther prompt 
methods of delivery a re acceptable. Entries 
must show postmark or o ther evidence of 
being en route by midnig ht , Ja nuary 26. 
Hand-deli vered entri es must be received 
a t stree t address shown here by 5 p .m ., 
January 26. 
Address entries: 
In ternational Furniture Competition 
Prog ress ive Architecture 
600 Summer Street 
P.O. Box 1361 
Stamford, CT 06904 



arts archilecture 

RARE EDITIONS 

We still have a limited number of copies of the first six issues 

of Arts and Architecture. 

Number one featured contemporary Ca lifornia architec­

ture, furniture by artists, art by Jay DeFeo, Charles Garabe­

dian , Tom Holland a nd Michae l C. McMi ll en , and a 

downtown Los Angeles guidemap. 

Number two con tained an overview of contemporary art 

and architecture in Texas, and a guidemap to Houston 's 

Montrose-South Main District. 

Number three included articles on recent work by David 

Hockney, Ed Rusha and Ed Moses, contemporary California 

houses, and Jaun O'Gorman. 

Number four, en titled "The Perception of Landscape," fea­

tured articles on Isamu Noguchi, Grand Hotels in National 

Parks, the changing American landscape by J . B. Jackson , 

and included a guidemap to Bisbee, Arizona. 

Number five, T he Elusive Muse, looked at several new art 

museums in the Western U .S. 

Number six was a survey of the architecture and design of 

the 1950's. 

Los Angeles Guidemap: a guide to the architecture, land­

scape and cultural and urban amenities of downtown Los An­

geles. 1.50 

Houston Guldemap: a guide to the a r chitecture, landscape, 

and cultural and urban ame nities of Houston 's Montrose­

South Main District. $1.50. 

Bisbee Guidemap: a guide to the architectural , topograph­

ical and cultural features of this historic mining town . 

Issue one --------­

Issue two --------­

Issue three -------­

Issue four --------
Issue five _______ _ 

Issue six ---------

x $10 .00 -----­

x 10.00 ------­

x 10.00 ------­
x 10.00 ------­

x 10.00 ------­

x 10.00 -------
Los Angeles Guidemap ___ x 1.50 -------
Houston Guidemap ___ _ x 1.50 -------
Bisbee Guidemap ____ _ x 1.50 _____ _ 

Nan1e _____________________ _ 

Address ____________________ _ 

Cit y/State/Zip-----------------

Tota l amount enclosed ---------------

Please make checks payable to Arts and Architecture, The 

Shindle r House , 835 North Kings Road, Los Angeles, Cal­

ifornia 90069. 



A New Beginning, Not the End. 

E . BUTLER D. PERR Y 

K . LOYE T . PECORA D. MOCARSKI 

An exhibition marking Los Angeles' art-furniture statement. 

Exhibitors include artists, architects and designers such as : 

Stephen Andrews, Bill Andriewski , Albert Bargo, Eugenia Butler, Henk Elenga, George Elian, Bill Gale, Steve Galerkin, Philip Garner, Gene 
Gurley, Elise Grinstein/Jeffrey Daniels, David Hertz, Jim lsermann, Stephen Lombardi, Kathryn Laye, David Mocarski , Terri Pecora, David 

Perry, Dan Prince, Brett Shaw, Michael Todd, Alwy Visschedyk, David Van Hoy, Paul Wedel, and Heide Wienecki. 

Exhibition: January 6 - February 10 

WH~TELE't' UALLEA't' 
Architecturally Inspired Design. 

Specializing in vintage furniture, lighting and design objects by architects. 


