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TO KINDLE A GREAT FIRE, BEGIN WITH A BRILLIANT SPARK.

Every quality diamond of a possessing four characteristics that Your jeweler is the expert
carat or more is one of nature’s rarest set it apart forever. They are called =~ where diamonds are concerned.

and most exquisite phenomena—  the 4€s: Cut, Color, Clarity and His knowledﬁe can help make the

with more fire, more sparkle and Carat-weight. These determine the acquisition of a quality diamond
scintillation. value of a diamond—and to an of a carat or more the beautiful,

Each is a visible reflection of ~ astonishing degree, the beauty and  rewarding experience it should be.
you. Unique in all the world, value of your jewelry. A diamond is forever.

T A QUALITY DIAMOND OF A CARAT OR MORE.
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Dontt fret if you cant make it. Because you

too can hear the entire 1986 broadcast season on
your living room radio.

This series, produced by KUSC-FM/Los
Angeles and distributed by American Public

Radio, will bring you the best of symphonic music

led by some of the world’s great conductors. And

the spotlight of course, is on André Previn, new
music director of the Los Angeles Philharmonic.
So conduct yourselves like the McNeilly’s
and pull up a sofa. Turn on your radio and
enjoy the eighth magnificent year of music,

thanks to a generous grant from (PPN
the Atlantic Richfield Company. | A S

Available on your local radio station

through American Public Radio.
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ACA: A View From The Field

Tomorrow’s
Audiences

is with great pleasure that I have noted during
1e last year the remarkable growth in the interest
1arts education. For so long, this important com-
onent of our cultural life was overlooked—as
1ough it was regarded as a responsibility solely
f educators, rather than of the arts community and
1e general public. Thankfully, that view has been
hallenged, and we are witnessing a burst of new
ctivity in arts education.

The institution most often in the news has been
1e Getty Center for Education in the Arts. Over
year ago, the center issued Beyond Creating: The
lace for Art in America’s Schools, in which it
utlined its concept of discipline-based art
ducation—that is, art education based upon creating
rt and the study of aesthetics, art history and art
riticism. Given the merits of this approach and the
ietty’s ability to broadcast its message, both the
‘enter and discipline-based art education have
xceived a great deal of attention since the report
/s published. Even in quarters where there has
een disagreement about how to structure a
iscipline-based approach or whether to adopt such
n approach at all, there has been appreciation for
1e leadership role that the Getty Center has taken
1 helping to bring arts education to the fore.

Among those who have valued the Center’s work
as been the National Endowment for the Arts
NEA)—whose chairman, Frank Hodsoll, has
:sponded to the Getty’s message and has commit-
«d the full force of the endowment to making
iscipline-based, sequential arts education a priori-
¢ for that agency. With the Getty Center and the
{EA lining up on the side of arts education—be it
iscipline-based or otherwise—we have reason to
ope that arts education may receive the more prom-
nent position in the constellation of arts issues that
: deserves.

Controversy—and there certainly has been
ome—is not a stranger to arts education nor to
ducation in general. For decades, educators have
roposed various theories of learning and various
:aching methods to accommodate them. In the view
f some—New Criterion publisher and National
“ouncil board member Samuel Lipman, for ex-
mple—the recent history of arts education has been

travesty. As Mr. Lipman says in an interview in
ne forthcoming May issue of lantage Point, arts

education slipped into the realm of art-as-therapy and
then into entertainment—to begin recovering only
very recently. Others—such as Paul Lehman, presi-
dent of the Music Educators National Conference
(and also a contributor to the May issue of Vantage
Poinr)—assert that more credit should be given to
the great number of professional arts educators who
have been overlooked by arts advocates in their rush
to preach the cause of the arts. Both Mr. Lipman
and Mr. Lehman have their points.

It seems to me that what is needed now is a larger
vision, a sense of opportunity. Whether or not one
agrees with Carter Brown’s view of arts education
as the development of future “arts consumers,” the
importance of arts education cannot be lost on us.
At the very least, if we do not educate our children
to the appreciation of art, we are bound to have fewer
properly prepared audiences for music, theater,
dance, the visual arts, or literature as time goes by.

One noteworthy view of the potential of arts educa-
tion came recently from Howard Gardner, co-
director of Harvard’s Project Zero and himself a
leading figure in learning theory. Addressing the first
Getty Center roundtable on discipline-based art ed-
ucation this past October in Boston, Gardner closed
his remarks with the following thoughts:

“There is an area in which kids are aesthetically
sophisticated—indeed, much too sophisticated—and
it is consumerism. Kids may not know about Franz
Kline but they know about Calvin Klein. They may
not know about Lévi-Strauss on myth but they are
expert on Levi Strauss jeans.

Students at Interlochen Center for
the Arts in their production of The
Wizard of Oz. Many educators and
concerned citizens argue that early
exposure to the arts is necessary 1o
guarantee enlightened audiences of
the future.

Photo by Brill

“I would like to see arts education develop as a
substitute for consumerism. . . . The same kind of
discriminating skills which children now apply to
clothing or computers, to watches or wardrobes,
ought to be applied to symbolic statements which
matter. To borrow from William James . .
a kind of moral equivalent of consumerism.

“This needn’t be hard to achieve. After all, art is
free; it is noncompetitive; there is enough to go
around; it is worth devoting one’s vocation, one’s free
time—indeed, one’s life to. And it makes a society
worth being proud of: not capitalism or consumerism
or discipline for its own sake, but rather as a means
to allow us to enjoy and to contribute to the artistic
legacy whereby any civilization will ultimately be
judged. We owe our children no less.”

Bravo, Howard Gardner. Bravo, Getty Center. And
bravo any effort on the part of our professional arts
educators and arts advocates to advance this impor-
tant issue.

. we need

—Milton Rhodes, President
American Council for the Arts

ACA’s Spring/Summer 1986 Book Catalog features
more than twenty books on topics in arts education,
including selections from libraries of The Arts,
Education and America; Music Educators National
Conference; and the American Council for the Arts.
To receive your free copy of the ACA Book Catalog,
send a postcard to the Publishing Department,
American Council for the Arts, 570 Seventh Avenue,
New York, NY 10018.
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An Enchanted Evening

As the next chapter in our modern artistic history opens, Horizon is proud to have
a role in recording those events. One particular evening that will become a memorable
part of our cultural archives took place on a cold, clear night in January at the Na-
tional Gallery of Art. The guests of AT&T and museum director J. Carter Brown,
we celebrated the opening of “The New Painting: Impressionism 1874-1886," the
landmark exhibition that premiered in Washington, then moves to San Francisco on
April 19.

It was an enchanted evening. As the guests moved slowly from one gallery to the
next, we were mesmerized by the incredible collection assembled by curator Charles
Moffett of the Fine Arts Museums of San Francisco, It was tempting to ignore the
invitation to move to the reception area; but, thankfully, we did move on and a glorious
dinner awaited. Creating the perfect historical touch, special guests that evening in-
cluded descendants of the painters whose works comprised the exhibition. Lovely
and gracious, they spanned every generation—and brought a personal focus to the
chapter of art history that we stepped into that night.

The signature of every AT&T event is elegance. And the “Impressionism™ open-
ing was the pinnacle of that quality. As we continue to chronicle the involvement
of American business in underwriting our artistic heritage, their contribution is superb.
If you travel to San Francisco for the exhibition, or just order the beautiful catalog
of the “Impressionism™ show, you too will share in a moment of history.

Beverly Sills stands for the best of the artistic spirit in America. It is a pleasure
to share her success at the New York City Opera with you this month. Whether
with her in a board meeting at Wolf Trap or among the audience at Lincoln Center
for a NYCO performance, I am struck by her charisma, her boundless leadership,
and that determined gaze that penetrates every occasion. The story of her
achievements, both personal and professional, mirrors the determination of arts leaders
throughout the United States. Overcoming deficits, committed to developing new
talent, and pledged to their audiences, they—like Beverly Sills—are another intrin-
sic segment of our cultural growth in this decade.
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General Motors
spotlights excellence
in the arts.

Those who have invested the time, the energy, the talent and the determination
it takes to achieve excellence deserve a chance to shine. Such commitment
merits applause, and General Motors is proud to be able to provide the audience.

To honor career-long excellence, GM sponsors the annual CBS telecast of
The Kennedy Center Honors, the nation’s greatest prize for a life given to the
performing arts.

To encourage excellence in musical performance, GM co-sponsors the
Seventeen Magazine/General Motors National Concerto Competition. It is the
only national competition exclusively for high-school-age musicians.

So that excellence may receive a wider hearing, GM sponsors weekly radio
broadcasts of the Detroit Symphony Orchestra over a national network of
classical music stations. We are also underwriting the Spring 1986 PBS telecast
of Luciano Pavarotti’s performance of Verdi’s Requiem.

The General Motors commitment to excellence. It is reflected
in the products we manufacture. And in the programs we sponsor
that bring artistic excellence to light.

Chevrolet « Pontiac » Oldsmobile  Buick « Cadillac » GMC Truck  [MARK OF EXCELENCE




If the term genius weren't so old-fashioned, we
might apply it to the architect Mies van der Rohe.
He towers over the architecture of this century the
way Stravinsky has dominated its music, James
Joyce its novel, and Picasso its painting and
sculpture. Imagining the course of twentieth-century
architecture without him is no easy task.

Unlike Picasso, however, Mies van der Rohe is
not universally admired. On the one hand, he is
an originator of the elegantly spare style most of
us think of simply as modern architecture. On the
other hand, he is the figure most responsible
(directly or indirectly) for the plague of poorly
designed glass boxes that blight our cities.

Can the apparent contradictory nature of these
contributions be resolved? Is Mies van der Rohe
a great architect or an architectural villain? To
answer such questions—and to celebrate the centen-
nial of his birth—New York’s Museum of Modern
Art has mounted the ““Mies van der Rohe Centen-
nial Exhibition™ (through April 4), the largest ar-
chitectural exhibit in its history. The show travels
to the Museum of Contemporary Art in Chicago
(April 8-August 10); the New National Gallery,
Berlin (November 13-January 15, 1987); and
Barcelona (dates to be announced). It is sponsored
by GFI/Knoll International, Joseph E. Seagram and
Sons, and the NEA.

Arthur Drexler, the exhibition's organizer, is also
the director of the Museum of Modern Art’

P E D
VAN

DER
ROHE

A landmark exhibition
celebrates the architect
whose influence has
dominated this century.
By Robert Atkins

Department of Architecture and Design and the
Mies van der Rohe Archive located there. Drexler
confesses that the show will be not only “exhaustive,
but exhausting.” He also intends for it to encourage
genuine critical evaluation, noting that, “‘some Mies
buildings are better than other Mies buildings. This
exhibition will deal with the failures as well as the
successes.”

Drexler himself articulated the architect’s achieve-
ment in 1960 in the first book (rather than exhibition
catalog) written about Mies van der Rohe. “If
buildings can be judged as embodiments of a viable
system of ideas,” Drexler speculated, “the buildings

8 HORIZON APRIL 1986

of Mies are among the most successful in histor:
The failures among them may be somewhat more d
ficult for us to discern.

Spanning the architect’s oeuvre, there are some fo
hundred drawings (some of them never before ¢
hibited or published), architectural models, pieces
furniture, and photographs. Given the fragility
many of the drawings, Drexler cautions that it
unlikely that much of this material will be put «
display again in our lifetime.

In retrospect, Mies seems an exceedingly unlike
candidate for architectural prophet of our time. H
real name was Ludwig Mies. He added his mothe
maiden name to his own in order to retroactive
upgrade his origins. He was born in 1886, and h
upbringing in the medieval German town of Aach
favored the fast-approaching twentieth century le
than it did the early years of the nineteenth.

Mies attended the cathedral school adjacent to tt
site of Charlemagne’s palace in Aachen until he w:
thirteen and then spent two years at a trade schoo
So much for his formal education.

Simultaneously, he had apprenticed with h
father, a master mason. In the stone-cutting yar
he learned to work the sort of stone that masor
of Charlemagne’s era had worked more than
millennium earlier. Apprentices matured quickl
in the nineteenth century, and Mies designe
classical stucco ornaments for architects for sever:
years. Then, feeling the need to learn how to wor
with wood, he apprenticed with the furniture an
interior designer Bruno Paul in Berlin.

Once in Berlin, Mies dovetailed uncannily wit
the development of European architecture. In 190
he joined the office of Peter Behrens, the hea
designer and architect for AEG (the German elec
trical consortium) and the most important architec
of his day. Mies’s young associates in Behrens's of
fice turned out to be none other than Walter Gropiu
and Le Corbusier, the two other premier architect
of his generation.

All these early experiences helped Mies develo|
the exquisitely refined sense of materials that woul
come to characterize his work. After opening his ow
office, the drawings that first brought him recogni
tion during the early 1920s were characteristicall
named for their materials: the Concrete Offic
Building, the Brick Country House, and the Glas
Skyscraper—a stunningly curvilinear, glass-walle:
structure that looks as if it were designed in 197C
rather than 1920.

Young architects tend to produce more drawing
than buildings. This was especially true for youn;
architects working in the impoverished, civil-war
torn Germany of the early 1920s, and Mies was nq



exception. Finally, in 1926, he was asked to build
a monument to Karl Liebknecht and Rosa Luxem-
burg, the founders of the German Communist par-
y. Given his decidedly apolitical outlook, he was
a curious choice for this commission. He also built
a few villas and apartment houses in a rigorously
geometric style that recalls late cubist sculpture.

More important, he became. in 1926, vice-
president of the Deutscher Werkbund, an influen-
tial organization of architects and industrialists
determined to raise the standards of German design.
A few years later, he would succeed Walter Gropius
as director of the Bauhaus—the revolutionary,
twentieth-century school of art and design. He had
rapidly become a visible presence on the European
architectural scene, not on the basis of his buildings,
but through his drawings and organizational affil-
iations.

It was his position at the Werkbund that brought
him a dream opportunity. This was the chance to
design a building—the so-called Barcelona Pavilion—
for the International Exposition of 1929.

At first glance, the photographs of the Barcelona
Pavilion suggest a sleck, flat-footed house overlook-
ing Los Angeles. Glass-walled and a little indolent
in feeling, this was a structure with no purpose ex-
cept as a site for a reception honoring the king of
Spain. Its single, large room was composed of
chrome-plated columns and walls of jade-green
marble and gray glass which hung from the roof.
The only decorative embellishments, apart from the
sumptuous building materials, were a few pieces
of furniture specially designed for the pavilion by
Mies, two reflecting pools lined with black glass,
and a sculpture by Georg Kolbe.

The building was an architectural manifesto. The
Barcelona Pavilion declared that all a twentieth-
century building required was a slab floor and a flat
roof supported by only the slenderest of columns.
Even walls were now dispensable. That Mies had
managed to strip this building down to its functional
essentials and still create a structure simultaneously
pristine and sensuous was astonishing.

This sort of functionalism—almost as relentless
as the engineering cum architecture of the Eiffel
Tower—is the highly touted “rational™ side of
Mies's sensibility. There was plenty that was irra-
tional about the Barcelona Pavilion, including
Mies’s decision not to conceal the columns within
the walls. A ten-foot-high facsimile of one chrome-
plated, cruciform-shaped column is shown at the
centennial exhibition, and one glance reveals its
Brancusian beauty.

Unlike most works of art, the Barcelona Pavilion
was destroyed after the exposition closed. (It is cur-
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rently being rebuilt on its original site and 1s slated
for completion this year.) The tufted leather chairs
and ottomans Mies designed for the pavilion have
not merely survived but gone on to become classics
instantly recognizable to anyone who has visited
hotels, banks, or corporate lobbies.

The Barcelona Chair and ottoman were just two
of Mies’s fifteen designs (plus eight variations) for
chairs, stools, and tables that were actually pro-
duced. Each of them is currently at the centennial
exhibition, and together. their cantilevered forms
and exposed structures announce more forcefully
than usual that these are the designs of an architect

Despite the success of the Barcelona Pavilion,
there was little call for modern buildings in the Ger-
many of the 1930s. Following the confiscation and
subsequent return of his passport in 1937. Mies
abruptly left for the United States. It is less sur-
prising that he was harassed by Nazis than that they
waited so long: Mies's monument to Liebknecht and
Luxemburg had been torn down by Hitler's agents,
many of his clients were either communists or Jews,
and his contemporary-looking buildings thoroughly
offended Nazi taste.

The United States welcomed Mies with open
arms. Upon his arrival, he was appointed director
of architecture at the Illinois Institute of Technology
(I.IT.) and, in his early fifties, an entirely new
phase of his career lay before him.

It has frequently been said that Mies was a Euro-

Ludwig Mies Van der Rohe (opposite page). an
originator of the elegantly spare style most think
of simply as “modern,” collaborated with Phillip
Johnson on the Seagram Building (left).
Completed in 1958, the building was van der
Rohe’s only New York commission and became
one of the most admired skyscrapers constructed
in the rwentieth century.

pean by training and an American by temperarnent
The functional and pragmatic strain embodied in
American thinking and in the techniques of steel
construction pioneered in this country perfectly
suited Mies’s sensibility. For many years, America
and Mies seemed a perfect match. He built con-
stantly until his death in 1969, and his influence
here stemmed not just from proposals for build-
ings—which had established his fame in Europe—
but from actual buildings.

During the 1940s and 1950s, he executed a plan
for an entirely new L.LT. campus in Chicago. Six

Text continued on page 12
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Musecum of Modern An

Mies van der Rohe (left), whose philosophy was
thar architecture should be “almost nothing,” left
us plenty to ponder. The apartments at 860 Lake
Shore Drive in Chicago (opposite page) were
builr in 1951. Van der Rohe, who apprenticed
with furniture designer Bruno Paul, created the
Bareelona chair (above left) in 1929. Above: The
Friedrichstrasse Office Building in Berlin.

The functional and
pragmatic strain in
American thinking
perfectly suited Mies’s
sensibility.

Hedrich-Blessing
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Text continued from page 9

buildings were built of steel and glass, brick and
concrete block—all in harmonious style that il-
lustrated Mies’s belief that a single building type
could satisfy varied purposes. The fact that .I.T.s
boiler plant resembles its chapel testifies to Mies’s
obsession with elements ranging from the selection
of the most structurally and visually satisfying
materials to his personal handling of the design of
the door handles and altar railings. “God is in the
details” is an axiom frequently attributed to Mies.

Mies's other major works of the 1950s include
the handsome pair of high-rise apartment buildings
at 860 Lake Shore Drive in Chicago and the grace-
fully proportioned Seagram Building on New York’s
Park Avenue. The latter was designed in 1958, the
same year that Mies retired from the L.I.T. and
devoted himself exclusively to his private practice.

Mies was then, at the age of seventy-two, (along
with Frank Lloyd Wright) the most eminent ar-
chitect in the world. He had been an American
citizen since 1944, but his English was far from
fluent. Drinking improved it, and he drank
inordinately—although this seems to have intruded
more on his personal than his professional life.
Associates of this period have frequently described
him as very private.

The final decade of his life was spent in increas-
ing isolation. The one project for which Mies took
total responsibility was the New National Gallery
in Berlin, which was completed in 1968, and where
the Mies centennial exhibition will be seen. The
last building of his career, the museum is an essay
in glass and right angles that seem to require its
flat roof to keep it from levitating off the ground.

12 HORIZON APRIL 1986

Of all Mies’s buildings, this soaring structure best
embodies his belief that architecture should be
“almost nothing.”

During the 1960s. his grandson Dirk Lohan
directed his growing practice. Mies tended to play
a less and less active role in the buildings that his
office designed for nearly every major city in the
country—and it shows. The centennial exhibition
presents a wall of photographs of skyscrapers that look
as if they have all rolled off the same assembly line.
When Arthur Drexler referred to Mies’s “failures as
well as successes.” it is clear that these buildings were
the “failures™ he had in mind. The fact that he created
a system of principles which could be communicated
and taught was his undoing—or the undoing of those
who followed.

A work of architecture cannot be produced accord-
ing to a formula. What makes Mies’s best work great
is the evidence of the vitality of his mind seeking solu-
tions to architecture’s traditional problems, large and
sometimes ever-so mundane: what materials to use,
how to construct the exterior corners, the relation-
ship of a window to a wall.

Mies’s brilliance is revealed not where intuition or
inspiration yields new or refined solutions to the prob-
lem of form. It is in those places that the transfor-
mation of architecture from building into art takes
place. And it is what causes us to observe—when
pondering the Seagram Building, 860 Lake Shore
Drive, or the New National Gallery— “How
beautifully proportioned,” or simply, “How right.”[]

Robert Atkins is a free-lance writer, critic, and curator.
He is also an instructor in art history at the Maryland
Institute College of Art.

Van der Rohe's big break came in 1929 when he
was selected to design the Barcelona Pavilion
for the International Exposition that year. The
pavilion (top), currently being reconstructed,
proved that you could strip a building to its
functional essentials and still create a structure
both pristine and sensuous. Above: A 1931
sketch for a chaise longue with a spring frame.

His exquisitely refined
sense of materials and
his belief that “God is in
the details” came to
characterize his work.
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pstract expressionist
ranz Kline in his
tudio (circa 1956).
gckground: Kline's
3ed Crayon (1959).

Walter Auerbach

hen Franz Kline returned to the

United States in 1938, after study

ing drawing in England, his ¢

took a dramatic turn. In New York,
he met de Kooning, Pollock, and others who would,
with Kline, become known as the New York
Abstract Expressionists. His first one-man show in
1950 presented large, black-and-white paintings,
made up of sweeping strokes, which established
Kline as an important figure in the world of avant
garde art. In those days, the fifties, Kline worked
from drawings made on the cheap pages of
telephone books. He also preferred to paint at nig
often working through an entire evening into the
morning hours, producing some of the boldest ex
amples of abstract expressionism.

Organized by the Cincinnati Art Museum, a
major traveling exhibition of Kline’s work, “The
Vital Gesture: Franz Kline in Retrospect,” will go
on view at the San Francisco Museum of Modern
Art on April 17 and will run through June 8
Designed to focus overdue scholarly attention on
Kline's painting, the exhibition travels to the Penn
sylvania Academy of the Fine Arts in Philadelphia

september 28). The exhibition is sup

y The Central Trust Company, A.M. Kin-

ney Company, and the NEA. Abbeville Press has
published the accompanying catalog.

Though his black-and-white paintings became his
trademark, Kline continued to experiment with col
or, producing vivid, abstract works. When Kline
died of a heart attack in 1962, at the age of fifty-
two, he was again experimenting with color and was
truly at the height of his career. His last completed
painting, Scudera, considered by many critics to
be his ultimate work, is included in the exhibition
and has not been shown publicly since a memorial
exhibition a few months after the artist’s death
Once asked to explain his abstract paintings, Kline
replied, “T’ll answer you the same way Louis Arm
strong does when they ask him what it means when
he blows his trumpet. Louis says, ‘Brother, if you
don’t get it, there is no way I can tell you." ™
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“I suppose I work fast,
but what goes into a
painting isn’t just done
while you’re painting.”

During the last few
vears of his life, Kline
experimented with
color in his
abstractions, as
evidenced in the 196]
Head for Saturn (left)
and the 196] Scudera
(right), Kline'’s last
completed painting
Horizontal Rust, /960
(opposite page, far
left) uses grav as an
alternative to color,
bur Lehigh V Span,
1959-60 (above) is
more reminiscent of
Kline's black-and-
white paintings for
which he became
Sfamous.
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“I put something here
and here, and here
and here, and then |
pull it all together.”

A
! e

Above: Tragedy (1961),
in which the colors
are densely painted,
yer are seemingly
transparent. Right:
Revenna (1961),
another study in black
and white.
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PROVIDENCE

“Roger Williams picked well,” explains Mayor
Joseph R. Paolino, Jr. “The entire Capitol Center
and Waterfront Projects are taking place about one
undred feet from the spring where Williams
developed the Providence settlement in 1636."
Never in its 350-year history has Providence at-
empted such a large-scale urban transformation.

Ken Orenstein, executive director of the Prov-
dence Foundation, which helped devise the two
irban renewal projects, would agree. Since 1980
1e has been with the foundation, which is a non-
rofit affiliate of the Greater Providence Chamber
of Commerce. Begun in 1974, the foundation is sup-
orted by contributions from fifty-two companies
n Providence and operates on an annual budget of
575,000. “We act as a go-between for the public and
rivate sectors,” Orenstein continues. We initiate
ind generate specific projects, none of which would

The Capitol Center and
Waterfront projects
transform Providence
into a city of tomorrow.

Above: Rendering of the Providence Waterfront
Project. Left: Aerial shor of waterfront today.

be possible without the incredible cooperation of
government agencies and private investors. The
Capitol Center and Waterfront projects provide the
proof.”

Ron Marsella, the former executive director of
the foundation, initiated the Capitol Center Plan.
Slated for completion by 1990, the plan includes
the building of an entirely new railroad station,
designed by Skidmore, Owings & Merrill, com-
plete with a large dome and columns; the tearing
down of old tracks and platforms and the building
of new ones along the side of the hill in front of
the State House; building the large and intricate
Civic Center interchange between the major In-
terstate highway, I-95, and Routes 6 and 10; open-
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ing up an additional sixty acres of prime develop-
ment sites where the present freight yards lie; and
redeveloping the existing railroad station, the
classical, yellow-brick Union Station built in the
1890s, for office, retail, and residential space. The
new station is scheduled to open this year.

Given the short time frame in which the Capitol
Center Project had to be both developed and ap-
proved, certain issues were purposely left unre-
solved. These included the fate of two poorly chan-
neled rivers, and the problem of traffic congestion
which would result from the new interchange. “The
Providence Journal Company and Brown Univer-
sity sponsored a conference back in 1984, Oren-
stein says, “that focused on saving the American
city. James Rouse, whose company built the Faneuil
Hall Marketplace in Boston and the Baltimore In-
ner Harbor Market, spoke about the decayed Pro-
vidence waterfront as an incredible resource.”

According to Mayor Paolino, “'As a result we are
uncovering and rerouting the Moshassuck and
Woonasquatucket Rivers, will build new bridges
over them to deal with the traffic problem, and will
open up more land area for a new office building
at the confluence of the rivers.”

The process of transforming Providence, a pro-
cess well on its way during the city’s 350th anniver-
sary in 1986, has been going on for a long time in
fits and starts. In the 1960s, urban renewal plans
for a project called “Providence 1970" proposed
the demolition of old buildings, including City Hall
(which was not demolished and has since been
restored) and the infamous “Chinese Wall,” built
in the 1890s to elevate the railroad tracks and allow
vehicular and pedestrian traffic to pass underneath
it. The wall effectively blocked off any future ex-
pansion of the downtown area.

When the railroads went bankrupt, the federal
government came to their rescue with the Northeast
Corridor Improvement Project in the early 1970s.
The oil scare of the early 1970s prompted people
to think of the value of the train once again. When
over $20 million in federal funds was slated for Pro-
vidence to improve its station area, city, state, and
federal agencies got together to decide what to do.
Rehabilitating and repairing the existing station was
an easy conclusion, but what should be done with
the freight yeards and the unavailability of land for
future urban development?

The City of Providence and its agencies stepped
in to resolve the dilemma. With the cooperation of
the Providence Foundation, the various parties were
brought to the bargaining table. These included of-
ficials of the state and Amtrak and owners of the
Providence and Worcester Railroad (the company
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Above: The proposed Amirak station for the
Capitol Center. Right: Architect’s model for the
Providence Waterfront Project.

that owned most of the freight yards and the tracks
and had leased their franchise and land to the now
bankrupt railroads). It was then that Marsella sug-
gested the Capitol Center Project to move the sta-
tion and build a new one, develop the old one, build
the Civic Center interchange, open up the freight
yards to development, and tear down the existing
tracks and platforms.

As a result, three agreements were reached. The
Construction Management Team, created by the
State of Rhode Island, oversees the construction of
public improvements in the area. The Capitol
Center Commission, appointed by the city, the state,
and the Providence Foundation, oversees the private
development through the enforcement of special
design guidelines. The major property owners—
Amtrak, the City of Providence, the State of Rhode
Island, and the Providence and Worcester Railroad
Company—agreed to reconfigure their land accor-
ding to the project’s requirements through an ar-
rangement known as the Master Property Con-
veyance. “If it weren't for these three agreements,”
Orenstein concludes, “the project never would have
succeeded. And again I cannot overemphasize the
incredible cooperation of all concerned.”

Mayor Paolino believes so strongly in the impact
of these projects on the city's future that the city
even pledged the value of the lands it owns to pay

for the financial shortfall, should there be one

Providence, of course, will celebrate su
massive transformations in its 350th anniversa
year. According to Nancy L. Derrig, director
Public Parks and head of the city’s anniversa
celebration, “We want everyone to participate
the celebration of Providence’s anniversary.” As
result, exciting neighborhood jubilee festivals, ye:
long historical and artistic exhibits, and many i
novative theatrical events will take place throughc
1986, “'so that the new development of Providenc
along with the preservation of its historical and :
chitectural heritage, will be something that everyo
can be proud of "

Clearly Providence, after many years
deterioration and decay, has taken a giant leap in
the future. And what would Roger Williams thin
standing by his spring at the foot of the East Sid
if he could look at his transformed city? “He'd lo
it!” the mayor exclaims. —Samuel Coa
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Preserving P

ovidence

Clark Schoete

The Preservation
Society’s Revolving Fund
Program is helping the
city rebuild its past.

“We have persevered and preserved,” announces
Wendy Nicholas, executive director of the Prov-
idence Preservation Society, delighting in its thir-
tieth anniversary, which just happens to coincide
with Providence's 350th this vear.

The society has rescued entire neighborhoods in
the city and, with Fleet National Bank, sponsors
the annual Festival of Historic Houses in May—a
program which in 1985 brought in $35000. The
society can now claim membership of over 1400
families and businesses across the state and in
November of 1985 raised $60,000 from two thou-
sand people at “The Party”™ —a musical extravagan-
za celebrating the opening of the new, rose-granite
Fleet Center.

**Our annual budget is now $250,000,” Nicholas
declares. *“We get about $70,000 from our individual
and corporate members, $160,000 income from our
annual programs and services, and the rest from
our endowment fund.” The programs and services
include lecture series; forums; marker programs
for historic houses; children’s activities; a consul-
tant bureau; a board of planning and architectural
review; and an excellent, well-written newsletter.
And this year, the society will undertake walking
tours in cach of the seventeen neighborhoods in the
city—complete with booklets on architecture,
historic sites, and historical perspectives.

Providence boasts an extraordinary collection of
eighteenth- and nineteenth-century buildings; the
Providence River and Narragansett Bay; spectacular
vistas provided by a city built on seven hills; and
the presence of universities, business, labor, and
artistic talent. But such was not always the case.

In 1956, 150 charter members—under the leader-
ship of John Nicholas Brown, the patriarch of the
Rhode Island Brown family, and Antoinette Dow-
ning, an authority on Rhode Island architecture and

The Cranston Street Armory is the centerpiece of
Providence's Broadway-Armory neighboriood.
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the chair of the Rhode Island Historical Preserva-
tion Commission—decided to combat the demoli-
tion forces of urban renewal. Eighteenth-century
houses, particularly on the now elegant and
fashionable Benefit Street on College Hill, were
threatened with destruction. The society worked
with city officials to change the Urban Renewal Plan
from demolition to renovation. They tackled the
original division of land in the 1636 Providence
settlement, issued the massive College Hill Report
in 1959, and changed the face of Providence once
and for all.

The Providence Preservation Society Revolving
Fund, an entirely new idea and a separate real-estate
arm of the original society, began with the socie-
ty's blessings in 1980. Individuals, foundations, and
corporations—in that by-now “infamous™ grass-
roots manner of Rhode Island t‘undfra‘l.sing—munug-
ed to raise $250,000, and by 1986 (with the generous
assistance of the Mayor's Office of Community
Development) the capital fund had increased to
$375.000. **Our annual budget now runs at about
$85,000," explains Clarkson Schoettle, the executive
director (who came to Rhode Island after six years
with the National Trust's innovative commercial-
revitalization program). “We receive 30 percent
from Providence’s community-development funds,
30 percent from the investment income from our
low-interest loans, and 40 percent from grants and
corporate donations.”

The revolving fund is managed by a board of
directors that initiates an in-house study and evalua-
tion of a particular neighborhood in decline. The
process involves interviewing people in that
neighborhood, completing a socioeconomic pro-
file of the area. and providing architectural surveys
that focus on the condition of the buildings in the
neighborhood and their historical significance.
Once the neighborhood is targeted, low-interest
loans are made available to homeowners there.
“About 98 percent of our loans go directly to
homeowners, not to absentee landlords,” Schoettle
says, “"and we insist that rental properties must be
owner-occupied.” The fund can itself also purchase
endangered and/or abandoned buildings and historic
properties to salvage and renovate.

As in many old New England cities, banks in the
1950s and 1960s made substantial loans to home-
owners. In the 1970s the exodus from Providence
began, leaving the banks with unpaid loans. Slow-
ly but surely, the banks wrote off various
neighborhoods, and decay and decline set in rapidly.
“Now," asserts Schoettle, “after we have targeted
an area and worked on it, property values begin
to rise, the banks will then finance new-house sales,

20 HORIZON APRIL 1986

The Preservation Society’s Revolving Fund,
begun in 1980, has literally changed the face of
Providence. Thanks to the Revolving Fund, the
residence at 78-80 Dexter Streer went from run-
down (right) to totally renovated (above).

and the neighborhood participates in its own resur-
rection.”

In 1980 the revolving fund targeted the Broad-
way-Armory neighborhood in Providence for rehab-
ilitation. The area had been entered in the National
Register of Historic Places in 1974 but (since the
depression in the 1930s) had become a crowded,
inner-city area. The rising merchant class had built
great homes there in the 1870s. but by the 1980s,
twelve to fifteen buildings—all of architectural in-
terest and quality—were abandoned. Many two- to
three-family, mansarded houses stood in disrepair.

The neighborhood, however, had a distinctly his-
toric center—the Romanesque, yellow-brick
stronghold of the Cranston Street Armory—built
at a cost of $650,000 in 1907. Four acres of green
space surround the armory, providing a focal point
for the entire section of the city, which encompasses
twenty blocks with 380 structures.

The fund moved in. In 1982 the revolving fund
purchased the long-abandoned house at 66 Hud-
son Street. It was resold to Ken Phillips in 1983,

— B L T TSRt IEN

who restored it to a fine, three-family home. The
restoration was partially financed and supervised

by the revolving fund—along with a grant from the
Rhode Island Historical Preservation Commission.
Phillips and his son Karl completely renovated the
105-year-old building—reinstalling the heating,
plumbing. and electrical systems. They replaced
clapboards, rebuilt the entire cornice, and exten-
sively repaired interior plaster and exterior wood-
work. Today, the building is fully rented and once
again contributing to the city’s tax base. The work
also qualified for the 25-percent investment-tax
credit available for the restoration of certified
historic structures.

Since 1980, the fund has successfully recycled



ur abandoned houses, giving over $280,000 in
irchase and loans for twenty-one restorations. As
"March 1985, $75,000 of those loans had been
paid and will “revolve™ again. Over $711,000 in
Iditional private financing was involved in these
ojects, resulting in forty-eight upgraded residen-
il units. To date, there has not been a single loan

failt, and the revolving-fund activity has en-
wraged forty other property owners to renovate
eir houses without using the loan fund. A second
righborhood. which includes North EiImwood and
pper South Providence, has now been targeted for
e fund’s next major rehabilitation project.

This year marks the eightieth anniversary of the
st federal legislation passed for preservation and
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Above: The historic houses along Benefit Street,
once slated for destruction, were rescued and
refurbished with the help of the Providence
Preservation Sociery. Left: Contractor Jack
Salvatore puts Revolving Fund monies to use.

the twentieth anniversary of major federal preser-
vation legislation. “It is a great milestone,” says
Wendy Nicholas, “and we really are proud that our
thirtieth anniversary and Providence's 350th coin-
cide as well. This is even the two-hundredth an-
niversary of John Brown's house! And we are now
working with neighborhood organizations across
the city, using the new techniques and skills we have

learned in the past, to foster revitalization of all of

Providence's oldest neighborhoods. Public
awareness has been raised to all kinds of new levels,
and we can celebrate a new Providence, rising from
the old, all around us!™

From the small seventeenth-century farm com-
munity of 1636 nestled at the foot of a steep hill,
which eventually developed a thriving sea trade in
the 1800s and then witnessed its own severe decline
in the twentieth century, Providence has persevered
and risen anew. The past is now being used to sup-
port and build the future—a notion very much alive
in the city’s new slogan: Providence Harbors the
Best! —Samuel Coale

Revolution

A preservation society is making an intense, large-
scale commitment when it develops a revolving-
fund program, warns Providence Preservation
Society Revolving Fund executive director B.
Clarkson Schoettle, who has the following advice
for organizations contemplating similar projects:
l. Structure the fund as a separate organization with
a staff and board of directors separate from that of
the preservation society itself. “We are a much
more active presence in the community,” says
Schoettle, “‘than we would be if we were just one
more program of the Preservation Society.”

2. Look for a fund director with professional ex-

perience in the housing field, and for a board of |

directors with expertise in real estate, finance, and
related activity. The work of a revolving fund is
focused narrowly on real-estate transactions and
needs professional direction, both for overall direc-
tion and for day-to-day management.

3. Develop an active board of directors. “We've
found it very helpful to have only nine people on
our board, so we can streamline the decision-mak-
ing process,” Schoettle says. “They meet monthly
and stay very involved in everything we do.”

4. Revolve the fund. “It’s easy to let your money
get bogged down in a small number of long-term
projects,” warns Schoettle. “We try to stick with
very short-term commitments, anything from a six-
month construction note up to about five or six
years' financing. You want your money to come
back quickly, so it can go out again into the com-
munity.”

5. Understand the level of commitment required.
The Providence Preservation Society started off its
revolving fund with a campaign that raised $250000
from the community.

6. Work out a reciprocal relationship with the parent
preservation society. Although Providence’s revolv-
ing fund is a separate corporation—in part to pro-
tect the Preservation Society’s endowment from
possible real-estate losses or lawsuits—both
organizations work closely toward shared goals. The
Preservation Society appoints the members of the
revolving fund’s board of directors, thus keeping
the fund on the course it oversees. And the fund,
in return, extends the work of the Preservation
Society into new neighborhoods and cultivates an
expanded base of support. U
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With Project Discovery,
Trinity Square Repertory
Company ensures its
audience for the future.

“Art is never going to be a part of the kids’ lives
unless we put it there with all the force of reli-
gion—Tlike athletics,” declared Adrian Hall, artistic
director of Providence’s Tony Award-winning Trini-
ty Square Repertory Company, back in 1967. From
that commitment came Project Discovery, which
celebrates its twentieth anniversary in 1986. “*There
was never a more effective use of federal funds for
securing the future of an arts institution,” declares
Jerry O'Brien, the publications manager of Trinity
Rep and himself a Project Discovery graduate.

Project Discovery was launched in 1966, after a
trial year during the 1965-66 theatrical season. Its
intent was twofold: to provide a theatrical experience
for secondary-school children in Rhode Island and
to build and develop an audience for the new theater,
which had begun operations in 1964.

It originated as a pilot experiment to tell the rest
of the nation how and whether live theater could
be integrated into regular school courses. For the
first three years, the program was funded by the
United States Office of Education and the National
Endowment for the Arts: and 40,000 high school
students from all of Rhode Island’s public, private,
parochial, and independent schools attended per-
formances at the 1,000-seat auditorium of the Rhode
Island School of Design.

“We wanted to capture the imagination of the
young,” asserts Jeanniec MacGregor-Jochim, public-
relations manager at Trinity Rep. And O'Brien adds:
“We wanted to involve young people in the excite-
ment and value of live drama, when their minds
would still accept the extraordinary and daring
without bias.” In those early years, bus transporta-
tion alone came to $82,000. Teachers requested

18.592 paperbacks for school use: 98 members of

the Trinity company visited schools. And 550
teachers and 74 principals sent in the names of 1400
plays they hoped would be produced.

Providence and Rhode Island have always cele-
brated grass-roots democracy in its purest form, with
the city having been founded as a haven for “rogues
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Discovering New Audiences

and renegades” by Roger Williams in 1636. Williar
founded Providence when the Puritans exiled h
from Massachusetts. For years Cotton Mather, tl
notorious Calvinist minister, referred to the place
“the sewer of New England.” Yet something li
Project Discovery would not have worked withc
basic, grass-roots ethics. Only Providence’s Proje
Discovery outlived similar projects funded in otk
cities at the same time.

MacGregor-Jochim also stresses the second 1
tention of the program: to build an audience for
new and struggling theatrical enterprise. “It real
helped to get Trinity off the ground,” she adc
Adrian Hall suggests that the grant money and t
project led to the increased professionalism of Tri
ty's staff and to the full professional level of t
theater company itself—complete with equity a
tors and union costumers and set designers.

In the 1969-70 season, Trinity Rep had to assur
funding of the project itself. Today. Proj
Discovery funding is part of the theater’s $3-milli
annual operating budget. Hall and his company re
primarily on grants from the state of Rhode Islan
the Rhode Island State Council on the Arts, the N
tional Endowment for the Arts, and private founc
tions—such as Ford, Mellon, and Rockefeller. T
day. Trinity Rep annually applies for the Rho
Island General Assembly Services to the School s
pend; since it charges each student only five dollz
per ticket—a performance usually costs the cor
pany twenty dollars a ticket—the extra funding
necessary.

Project Discovery performances are offered
all students in all grades. from primary school
college. An average of 17000 students a year s
performances at the theater, and they are bused
from around Rhode Island as well as Massachuset
Connecticut, and as far away as Albany, New Yor
Jean McDowell, Project Discovery coordinate
reports that special performances have even be
presented for students at the Rhode Island Sche
for the Deaf, complete with a signer and their oy
program. And not only have 750.000 students be
a part of this theatrical experience in the past ty
decades, but fully one-third of the present audien
at Trinity Rep are Project Discovery “‘graduate:

Top: The Trinity Rep's American premiere of
Harold Pinter’s Hothouse. Lefi: The Rep's
production of Sam Shepard’s Fool for Love.
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ecause of the outstanding success of the program,
1 1980 the Providence School Department began
icluding money in its budget for the program to
mntinue.

Before each production, portfolios of educational
iaterials are sent to all schools. These include in-
rmation about the play and the author and a
soklet of essays about The Dramatic Work as a
istorical/Cultural Document. Scholars write the
ssays and later join members of the audience
ollowing selected performances) to discuss the
lays. That particular program, sponsored by the
hode Island Committee for the Humanities, was
amed the best public humanities program in the
ation in 1981,

All Project Discovery performances are sched-
led during regular school hours and are exactly
1e same as the regularly scheduled ones. Funding
orks in different ways and at different levels. Total
inding for entire schools, grades, or classes to at-
'nd performances can be included as part of the
:hool budget. Some schools or school districts pro-
ide funds for tickets and charge the students for
1e busing, or vice versa; other schools make use
f special funds set aside for field trips, while others
sk students to pay for both the tickets and the
ﬂnh[}(‘nﬂ!llln.

In any case, the program has succeeded beyond
s wildest and earliest ambitions. Project Discovery
as offered classics ranging from Shakespeare and
loliere to Chekhov, Ibsen, Shaw, Melville, O'Neill,
inter, Shepard, and Robert Lowell. Through it all,
all has maintained that live theater is totally dif-
rent from reading a play, and that once theatering
:comes habitual, the future growth and survival of
rintity Rep is assured. The audience for Trinity Rep
mtinues to grow—so much so that in 1984-85
:ason, the theater at last hit a subscription level of
2,000.

And, since 1982, Trinity Rep has operated in the
lack, due partly to the efforts of local businessman
truce Sundlun. In 1979, Sundlun, chairman of the
roadcast firm Outlet Communications and current
hairman of the rep's board, agreed to help the
neater get back on its feet by setting up new
nanagement procedures. Also, the long-range
narketing program of Discovery has contributed
> Trinity Rep’s current financial status by building
s subscription base.

The goal of Project Discovery has always re-
nained at the forefront of the program: to offer to
s many students as possible continuing artistic en-
ounters that will eventually provide a fertile in-
er resource that can be relied on by each student
or the rest of his or her life. —Samuel Coale

A Long-term
Commitment

Project Discovery was not an activity that Trinity
Square Repertory Theater set in motion and then
stopped thinking about, says Anne Marden, Trinity
Rep’s director of marketing and public relations. “It’s
a long-term commitment that never stops,” she ex-
plains. For theaters elsewhere considering school-
oriented programs like Project Discovery, Marden
has the following advice:

1. Expect that the theater will have to grow as the
project does. ““You'll need to add staffing to handle
the project, and you'll have additional expenses for
the additional performances serving schoolchildren,”
Marden warns.

2. Develop the commitment and support of the
schools. “Go to the parents, the teachers, the prin-
cipals, the superintendents. Meet with them one-on-
one. Seek their input—and listen to their advice.”
3. Study the funding requirements. In particular, con-
sider the level of support that the theater is able to
commit and the level to be contributed by the schools
and/or schoolchildren. How much can be charged
for the tickets?

4. Seek funding support, such as grants or govern-
ment appropriations. “Your funding sources may
evolve over time,” says Marden. *What's important

Top: The Trinity Rep's home. Above: A Project
Discovery audience.

is that when you present your proposal, you've got
in hand a long-term commitment from the theater
and support and input from the schools.”
5. Maintain personal contact with the students and
teachers you serve—every show. “The marketing
never stops,” Marden says. “We don't go back to
the schools once a year; we go out every day. We
send actors out to discuss the plays. We provide excit-
ing as well as informative background materials. We
provide discussions in the theater, after the shows.
The schools need to stay continually involved.”
Marden adds that Trinity Rep's staff can provide
assistance and consultation to theaters initiating their
own versions of Project Discovery. “Talking to col-
leagues actually involved in the field,” she says, “is
something I find helpful, and it is something that
we are pleased to do.”
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PROVIDENCE

Harboring the Best

This Rhode Island city
honors the past while
planning for the future.
By Jack Carroll

Rhode Island and Providence Plantations, the
smallest state but with the longest name, is com-
memorating its 350th anniversary, and the celebra-
tion will continue all year long. New England’s
“lively experiment,” as it was termed in its original
colonial charter, continues to live up to its
nickname.

Providence was founded in 1636 by Roger Wil-

24 HORIZON APRIL 1986

liams as a haven of religious freedom and tolera-
tion for all men and women. Impressed by his
idealistic vision for a new society, the British Crown
granted Williams a remarkably permissive char-
ter—including provisions for local self-government.

A century later, Roger Williams’s isolated out-
post at the head of Narragansett Bay had grown into
a thriving seaport, whose prosperous merchants
sailed their ships as far away as China to trade. Dur-
ing the 1800s, Providence became one of the new
nation’s leading industrial centers. Immigrants seek-
ing economic opportunity and freedom from
political and religious oppression flocked to its tex-
tile mills and jewelry factories, bringing with them
the cultural and artistic traditions that are so much
a part of the Providence of tod

Now the city is experiencing yet another transfor-

mation, a vigorous re-urbanization that preserve
the best of its architectural heritage while encourag
ing new development that will allow the city to ente
the twenty-first century as one of New England’
leaders in business, education, and the arts.
Stand next to Roger Williams’s statue (handcarve
in Rhode Island “blue™ granite) on Prospect Te
race on the city’s East Side for a panoramic viev
one visitor has called “Amer
secret.” Providence offers dynamic proof that a ci
ty can plan for the future without forgetting to hono
its illustrious past. Three hundred and fifty year
of history and a new city slogan, “Providence Har
bors the Best.” emphasizing the city’s quality of lif;
and progressive future, the “lively experiment’
continues. Come join the celebration. (The are:
code for Providence is 401.)



Providence offers many
opportunities for old-
fashioned shopping
experiences.

Opposite page: An aerial view of Providence.
Top left: John Brown's 1782 carriage at the
Rhode Island Historical Society. Top right:
Edouard Manet's Le Repos from the Rhode
Island School of Design’s Museum of Art.
Above: School of Design students at work.

MUSEUMS AND GALLERIES

The Museum of Art of the Rhode Island School
of Design (224 Benefit Street, 331-3511), opened
in 1877, houses a permanent collection of more than
sixty thousand works in its forty-five galleries.
Twenty centuries of Oriental art; treasures from
ancient Egypt, Greece, and Rome; sculpture from
the Middle Ages to the present; and an acclaimed
display of French-impressionist paintings and
drawings are on view. Pendleton House, the
museum’s American Wing, contains the nation’s
first collection of Early American furniture and
decorative arts. In addition, twenty to twenty-five
special exhibitions are scheduled each year.

The Woods-Gerry Gallery (331-3511), located
in a beautiful Victorian mansion at 62 Prospect
Street. utilizes its five large exhibit rooms for a rap-
idly changing display of new works by the Rhode
Island School of Design’s faculty and students.
RISD photographers have recently reopened the
Redeye Gallery (331-3511) at 235 Benefit Street.

In the List Art Center on the Brown University
campus, the Bell Gallery (64 College Street,
863-1562) exhibits contemporary and classic works
based on provocative themes. The Providence Art
Club (11 Thomas Street, 331-1114) occupies two
structures built by Seril Dodge—the city's first
Jjewelry maker—almost two centuries ago. The art

Rhode Island Historical Society/John Miller Documents

club, founded in 1880, specializes in exhibits by
Rhode Island artists.

The Rhode Island Historical Society (110
Benevolent Street, 331-8575) has an outstanding col-
lection of maps and manuscripts in its library. It
also maintains two fine-art centers: Aldrich House

(at 110 Benevolent Street) contains changing exhibits
of the state’s historical and cultural life, while
docents provide detailed tours of the John Brown
House at 52 Power Street. This magnificent man-
sion, built in 1786, contains ten rooms furnished
with superior examples of the colonial cabinet-
maker’s art.

The seaport town of Bristol, half an hour’s drive
from the city, has two unique museums. Brown
University’s Haffenreffer Museum of Anthro-
pology (Tower Road, 253-8388) displays ar-
chaeological findings from this continent and tribal
arts from Africa, Asia, and Oceania. Its grounds,
overlooking Mount Hope Bay, were once the sum-
mer campsite of the Wampanoag Indians. Cog-
geshall Farm Museum (Colt State Park, 253-9062)
is a “living museum.” This eighteenth-century
working farm feawures an herb garden, farm ani-
mals, and daily craft demonstrations.

LIVELY ARTS
The Tony Award-winning Trinity Square Reper-
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tory Company (201 Washington Street, 351-4242)
is presenting its twenty-second season of nine plays
(entitled “Americana Revisited™) on its two stages
at the Lederer Theatre. Artistic director Adrian Hall
and his resident company of actors and designers
have achieved international prominence for their in-
novative productions of classic and contemporary
plays—by authors from Shakespeare to Sam Shep-
ard—and original scripts. During July and August,
the three-hundred-seat downstairs theater is the
home of Trinity’s Summer Rep, a pair of works
in a lighter mood.

The Rhode Island Philharmonic (334 Westmin-
ister Mall, 831-3123) is requesting its audiences to
assist in selecting a permanent conductor from
among the seven candidates who will stand at the
podium during this forty-first season of classical
music. The roster of finalists was chosen from a
pool of more than three hundred applicants, a
tribute to the Philharmonic’s reputation as one of
the East Coast’s major orchestras.

In May the Festival Ballet of Rhode Island,
under the direction of Christine Hennessey and
Winthrop Corey,
Cinderella at the Providence Performing Arts
Center (220 Weybosset Street, 421-ARTS). This
sumptuous movie palace, fully restored to its orig-
inal rococo elegance, reopened in 1978. Since then,
the 30,200-seat auditorium has hosted such sell-out

will present its production of

attractions as music’s Manhattan Transfer, sclo ar-
tists Judy Collins and George Carlin, and Broad-
way touring shows (such as the upcoming 42nd
Street). In the summer, the main lobby is transform-
ed into a lively cabaret setting, Club Pastiche.

The 2,000-seat Veterans Memorial Auditorium
(Brownell Street, 277-3150) is home to such groups
as the Rhode Island Civic Chorale and Orchestra
and is a favorite with such visiting artists as the
Preservation Hall Jazz Band and the Irish Rovers.

The Providence Civic Center (1 LaSalle Square,
331-6700) is modern facility that seats 12,500. The
civic center regularly schedules concerts, exhibi-
tions, entertainment events, and sporting events.

For sixteen years, the New Music Ensemble (28
Greaton Drive, 861-5397), under the direction of
George Goneconto, has intrigued audiences with
the works of the world’s most pioneering and often
controversial composers. The present season, at the
Museum of Art, includes an afternoon of twentieth-
century French compositions, an opera for children,
and an evening of electronic music.

Good theater on a smaller scale can be found at
any of the dozen companies now presenting full
seasons in Providence. Part of the ten-year-old
theater explosion happening throughout the coun-
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try, these organizations have added an “off-Trinity”
scene, as one critic calls the city. Look for Alias
Stage (50 Aleppo Street, 521-1100), the Art Ship
Project (23 Richmond Street, 831-5640), Rhode
Island Playwrights Theatre (17 Keene Street,
421-7038), Second Story Theatre (75 John Street,
421- 5593), and Wickenden Gate Theatre (250
Washington Street, 421-9680).

Roger Williams Park (785-9450), three miles
south of downtown, opened its gates in 1878. The
453 acres of wooded hills, waterways, and meadows
attract thousands of visitors. The Sundays in the

Park performance series sponsors a variety of

music, theater, and dance presentations in the
Museum Theatre or on the spacious lawns sur-

rounding the Temple of Music.

DISCOVERING THE CITY

Because it is so compact, Providence beckons you
to seek out and admire its historical and architec-
tural treasures. United Tours (325 Melrose Street,
487-8844) has a fleet of comfortable “trolley cars™
which transport you to and from your hotel for
ninety-minute excursions to the Historic College
Hill District, the Old State House, the Downtown
Commercial District, and Federal Hill.

The Providence Preservation Society (24 Meet-
ing Street, 831-7440), a major catalyst in the city’s
hundreds of restoration programs, offers a variety
of guided walking tours from May through October.
During the annual Festival of Historic Houses in
May, many of these private homes are open to the

Top: Lorraine Padden in Rhythmetron, a
Festival Ballet of Rhode Island production.
Above: A performance in Club Pastiche, a
cabaret located in the Grand Lobby of the
Performing Arts Center.



The Museum of Art
features the nation’s
first collection of
decorative arts.

Top: The Trinity Square Repertory Company's
production of Charles Dickens’s Christmas
Carol. Above: The ornate interior of the
Providence Performing Arts Center, which was
fully restored in 1978.

public. Candlelight tours, special meal and lodg-
ing packages, and musical entertainments attract
visitors from across the country.

Since it is a walker’s city, Providence 1s perfect
for those who enjoy traveling through its past, pre-
sent, and future at their own pace. Begin at the
south end of Benefit Street on the East Side and
stroll along the Mile of History, the nation’s most
impressive collection of original colonial homes.
Great stone mansions (built by merchants who
earned their fortunes in the Triangle Trade) mingle
with the brightly painted clapboard dwellings con-
structed by the mariners and artisans in their
employ. The Old State House at 150 Benefit Street
is the site where Rhode Island claimed indepen-
dence from England on May 4, 1776—two months
before the Declaration of Independence was signed.
One block below, on North Main Street, stands the
First Baptist Meeting House. Dedicated in 1775,
this lovely church—the first of its kind in Amer-
ica—serves as witness to Roger Williams's belief
in religious freedom. Since then, more than two
hundred homes in the College Hill Historic
District have been faithfully restored by their pres-
ent owners. The Providence Preservation Society,
working in conjunction with the Rhode Island
Historical Society, has amassed fascinating infor-
mation about the construction of the houses and also
about those who first lived in them.

As you climb College Hill, stop at the Athenaeum
(251 Benefit Street, 421-6970). Constructed in 1838
in the Greek Doric style, this private library can

claim Edgar Allan Poe among its early members
At the peak of the hill is the main quadrangle of
Brown University, seventh-oldest of American col
leges (chartered in 1764). As you pass through the
Van Wickle Gates, you will see carefully restored
buildings, some of which date back more than two
centuries. University Hall (1770) served as an im
promptu barrack and hospital for American and
French soldiers during the War of Independence

Now beginning its second century, the Rhode
Island School of Design is one of the foremost pro
fessional art schools in the country. Providence
College, founded in 1917 by Dominican fathers, oc
cupies a beautiful 125-acre campus just minutes
from downtown Providence. Walk down Angell
Street for a close-up view of RISD’s eclectic pot
pourri of classrooms and studios. At the foot of Col
lege Hill is the Roger Williams National
Memorial (282 North Main Street, 528-5385)
smallest unit of the National Park System,

beautifully landscaped, four-and-one-half-acre park
contains the spring used by Williams and his
followers in their first settlement

The architecture of the Downtown Commercial
District is a study in contrasts
red-brick Market House, built in 1773, to the
brand-new, granite-and-glass Fleet Center on Ken

ranging from the

nedy Plaza, with its whimsical postmodernist flair
Heavily damaged by fire a decade ago, the Wilcox
Building (42-46 Weybosset Street) has been re
stored to its original Victorian grandeur and is once
again a successful commerical venture. One block
west at 203-209 Westminster Mall, the newly ren
ovated former Providence Journal Building, with
its terra-cotta American Renaissance facade, is a
reminder of the elaborate detail that was a hallmark
of fine turn-of-the-century craftsmen

Erected in 1928 as New England’s tallest build
National Bank Building (1l

ing, the Fleet
Westminster Mall) has a quintessential art-deco
look. At night, lit by sodium-mercury lamps, this
skyscraper gives the city a warm, golden glow
Providence Public Library (150 Empire Street
521-7722) is actually three connected buildings built
in 1892, 1900, and 1953. Following a major renova
tion, the original entryway (in the beaux arts style

will provide access to the library’s one million
holdings. Thanks to the concerted efforts of con
servationists, developers, and public officials, Prov
idence continues to demonstrate that urban growth
need not require the destruction of its past

For Old World charm, cross under the massive

arched gateway on Atwells Avenue and be wel
comed into the Federal Hill District, Providence's

own Little Italy. This lively neighborhood—with its
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Above: Westminster Mall, located in the
downtown shopping district. Right: The
Providence Athenaeum. Below right: 78 Hudson
Street, a project of the Preservation Society.

red-brick streets and huge wrought-iron street-
lamps, is nationally recognized as a masterpiece
of urban rejuvenation. Fine restaurants, specialty
shops, and sidewalk cafés give Federal Hill a festival
atmosphere. Try the homemade pasta or sip cap-
puccino as you “people watch™ near the fountain
on DePasquale Plaza

The magnificent State Capitol stands on a hill
at the northern end of the city. Built in 1900, it is
crowned by the world's second-largest self-
supported marble dome. Only the Basilica of Saint
Peter in Rome is larger. Atop the dome is a bronze
statue of the Independent Man, a fitting symbol of
the state’s heritage. Inside the State Capitol are two
prized possessions: the original parchment charter
granted by King Charles I in 1663 and the famous
full-length portrait of George Washington, painted
by Rhode Island’s Gilbert Stuart. At the foot of the
capitol's Great Lawn, facing the present downtown,
is the Providence of tomorrow. The Capitol Center
Project, now under construction, contains sixty
acres for the development of commercial and
residential buildings, roadways and parks, and new
transportation facilities. Most prominent is the new
Amtrak station, scheduled to open in 1986. This
dramatic expansion of the capital city's space will
enable Providence to continue to meet its needs for
future growth.

DINING
Providence’s restaurants appeal to a variety of tastes
by offering menus that reflect the city’s multi-
national heritage. Whether you are secking a tradi-
tional dining experience or wish to try the cuisine
from a more exotic place, you will have a bounty
of excellent choices, as this sampler indicates.
The Marriott Inn’s Providence Provision Com-
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pany Restaurant (272-2400) offers a unique New
England, turn-of-the-century atmosphere, visible
in its rough-hewn wood and bright colors. The
menu boasts of the robust dining so prevalent in
this bustling seaport town of the early 1900s. The
specialty of the house is regional American cuisine,
heavily emphasized by fresh New England seafood.
And when the business of the day is out of the way,
one can unwind in Cahoots (272-2400), one of New
England’s liveliest lounges featuring comfortable
surroundings, fine cocktails, dancing, and sparkl-
ing entertainment.

Seafood is the specialty at two downtown restau-
rants. Hemenway (1 Old Stone Square, 351-8570)

has recently opened to kudos. The views of th
cityscape from its huge windows are an incentivi
to linger over such entrées as fresh Louisiana red
fish or lobster caught in the icy waters off the Rhod
Island shore. The Bluepoint Oyster Bar (99 Nortl
Main Street, 272-6145) is the choice of many wh
prefer their shellfish and swordfish served in the
atmosphere of a friendly waterfront tavern. Al For
no (7 Steeple Street, 273-9760) has drawn ravi
reviews for its delicate fare served in an intimat
atmosphere.

For classic Italian dining, visit Federal Hill
Camille’s Roman Garden (71 Bradford Street
751-4812) and The Old Canteen (120 Atwell



This 1s a walker’s city.
Discover its past,
present, and future at
your own pace.

Rhode Istand Department of Economic Development

Rhode Istand Departiment of Economic Development

Left: The dome of the Beneficent
Congregational Church. Above: The Arcade is
the nation's first indoor marketplace.

Avenue, 751-5544) have been providing superb
meals in Old Country settings for more than half
a century. If you enjoy Northern Italian cuisine, try
one of the many veal specialties prepared at Grot-
ta Azzurra (140 Atwells Avenue, 272-9030).

Need a laugh at lunch? Read the names of the
sandwiches and salads from the huge menu at
Ziegfeld's (2 Davol Square. 521-9600). This New
York-style delicatessen is a favorite with shoppers.
Another favorite East Side delicatessen is Lloyd’s
(1060 Hope Street, 831-9242).

Continental and elegant are the key words for
I’Apogee (272-6581), atop the Biltmore Plaza hotel
on Kennedy Plaza. A gourmet meal (such as cha-
teaubriand or cioppino cooked in white wine) pro-
vides a memorable dining experience, and the city
is at your feet seventeen floors below.

The great American steak house tradition contin-
ues at Winklers (63 Washington Street, 521-4626).
An experience in European cuisine is yours at
Capriccio’s (corner of Dyer and Pine streets,
353-2120). The Ming Garden (141 Westminster
Street, 751-1700) is one of the very best of the ci-
ty's many Chinese restaurants.

Lavish attention to detail and a reasonably priced
seven-course dinner mark The Chef & Appren-
tices (1150 Narragansett Boulevard, Cranston,
467-8025) as one of the finest French restaurants
in the area. Operated by students and faculty of the
award-winning Johnson & Wales College Culinary
Division in Providence, the restaurant serves as a
practicum for aspiring chefs. Reservations are re-
quested, since the restaurant is open only on Fri-
day and Saturday evenings and for Sunday brunch,
which has been called “the best in the state.”

French dishes are highlighted at Pot au Feu (44
Custom House Street, 273-8953), adjacent to the
financial district. The accent here is on finesse. Rue
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The lively experiment—
the city’s nickname
might well apply to its
performing arts scene.

de I'Espoir (99 Hope Street, 751-8890), on the ci-
ty’s East Side, has the ambience of a country inn.

two successful Indian
restaurants, so you can join with the residents and
debate the virtues of Taj Mahal (230 Wickenden
Street, 331-2442) and Maharaja (303 South Main
Street, 421-5970).

[f you want to meet an actor offstage, visit the
Player’s Corner Pub (194 Washington Street,
621-8738). Located directly opposite the Trinity
Square Repertory Company, Player’s features an all-
American menu with a dash of pasta specials, such

Providence now has

as linguine with clam sauce.

Other fine restaurants are Anthony’s (70
Washington Street, 273-2350); Panache (125 North
Main Street, 831-2660); Rusty Scupper (530 North
Main Street, 831-5120); and Galleria Di Gera
Restaurant (134 Atwells Avenue, 521-9459).

SHOPPING
'he shopping mall has become a way of life for
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many Americans, but Providence claims a special
niche in retailing history. Merchants still maintain
a lively trade at The Arcade (65 Weybosset Street,
456-5403), the nation’s first indoor marketplace.
This National Historic Landmark, built in 1828, is
situated in the heart of the Downtown Commer-
cial District. Behind its Greek Revival columns are
three floors of specialty shops, restaurants, and
drinking establishments.

Another handsome renewal project is the Davol
Square Marketplace (Point and Eddy streets,
272-1211). This former factory complex has been
lavishly redesigned to house over sixty stores, eating
places, and old-fashioned street vendors’ carts.

From Davol Square, a short walk east over the
Point Street Bridge brings you to two major shop-
ping streets, Wickenden Street, where George M.
Cohan (America's *Yankee Doodle Dandy™) was
born, is a prime location for out-of-the-ordinary
items. Antique lovers should stop by the This and
That Shoppe (234 Wickenden Street, 861-1394).

Davol Square Marketplace, a former factory

complex, houses specialty stores and restaurants.

Two blocks farther east, the Peaceable Kingdon
(436 Wickenden Street, 351-3472) specializes 1
ethnic arts and crafts.

The adjoining South Main Street area, running
parallel to the Providence River, showcases morn
than twenty unique shops and restaurants, many o
which are located in refurbished nineteenth-century
warehouses. The Cable Car Cinema (204 Soutt
Main Street, 272-3970) offers its patrons first-rur
foreign films and a choice of individual seats o
couches. Most evenings, a Providence artist per
forms prior to the film for no charge, but don't be
surprised if he or she passes the hat.

If you are curious about the latest trends among
college students, go up College Hill to Thaye
Street. This six-block-long retail area is a primary
resource. Book-lovers will enjoy browsing privilege:
among the well-stocked shelves of the College Hill
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Book Store (252 Thayer Street, 751-6404) and the
Brown Bookstore (863-3168), a half block away.

LODGING

Visitors have a choice of three hotels within the city
limits. The Marriott Inn (272-2400), the city’s
largest hotel with 345 rooms at the corner of Charles
and Orms streets (near the State Capitol), features
an indoor-outdoor pool and health-club facilities
centered on a beautifully landscaped court area. The
hotel has recently refurbished its rooms and suites
and provides on-site parking for its guests.

The newly refurbished Holiday Inn (831-
3900)—just off I-95 at Exit 21—has 275 rooms and
an indoor pool and is within easy walking distance
of the commercial district and Federal Hill.

The Biltmore Plaza (421-0700) overlooks Ken-
nedy Plaza in the heart of downtown and features
an outside glass elevator that provides breathtaking
views of College Hill. The hotel is currently in the
process of a complete remodeling.

Each of these hotels offers a variety of packages
available throughout the year.

BEYOND THE CITY

No two points in Rhode Island are more than an
hour’s drive apart. If your schedule permits, plan
a day trip to Newport and tour one of the spec-
tacular summer “cottages” built for the families of
‘the fabled Four Hundred at the turn of the century.
During the summer, daily ferry service is available
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from Providence’s India Point Pier. The boat stops
at Newport, then sails on to Block Island, a
popular resort colony noted for its Victorian charm.

Although its official name is Washington County,
Rhode Islanders say that South County is the place
to swim, with its white-sand beaches stretching all
the way from Watch Hill to Narragansett.

If you head north, you'll be traveling through the
Blackstone River Valley, where the American In-
dustrial Revolution began. Stop in Pawtucket for
a guided tour of the Slater Mill Historic Site
(Roosevelt Avenue, 725-8638). The yellow mill,
built in 1793, marks the site of the new nation’s first
successful venture into the textile industry. Con-
tinue north on R.I. 146 to the Slatersville exit and
visit the state’s first “company town.” The mill is
closed now, but the feeling of community life as
it existed more than a century and a half ago can
still be experienced as you stroll through the quiet
streets and lanes of the village.

TRANSPORTATION

T. F. Green Airport, fifteen minutes from down-
town Providence, is served by six major airlines
(American, Eastern, People Express, Piedmont,
United, and USAir) and two regional carriers
(Pilgrim and Ransome).

Amtrak trains make eight stops daily each way
at Union Station. Bus service is provided by Grey-
hound and Bonanza. City- and statewide bus ser-
vice is run by the Rhode Island Public Transit

The Stare Capitol houses the original charter
granted by King Charles Il in 1663 and Rhode
Island-native Gilbert Stuart's full-length portrait of
George Washington.

Authority.

Car rentals are available at the airport or at
downtown offices. 1-95 is the major north-south
highway. Travelers from the west may reach Prov-
idence by using either U.S. 6 or U.S. 44, From the
east, [-195 is the most direct route to the city.

RESOURCES

The Greater Providence Convention and Visitors
Bureau (30 Exchange Terrace, 274-1636) will pro-
vide maps and literature to assist you in planning
your visit. Request a copy of The Walkable Ciry
Guide, a free publication that will direct you to the
city’s major attractions.

For up-to-date listings of arts events, the Prov-
idence Journal and the Evening Bulletin—the
state’s largest newspapers—and The New Paper (a
free “alternative™ weekly published on Wednesdays)
will give you an accurate picture of Providence’s
array of opportunities. O

A Providence resident since 1975, Jack Carroll is
a free-lance writer and publicist. Currently, his
series of plays about Rhode Island history is tour-
ing the state, underwritten by a grant from the
Rhode Island Committee for the Humanities.



Beverly Sills leads the
New York City Opera
Into greatness.

By George Heymont

Ever since the New York City Opera moved to Lin-
coln Center in 1966, the company has been forced
to compete with its wealthier next-door neighbor.
Whereas the Met sees itself primarily as a museum
devoted to maintaining the traditional operatic rep-
ertory, City Opera has always tried to stay in touch
with the times. Far more daring than the Met, its
current repertoire includes twentieth-century works
such as Carlisle Floyd's Of Mice and Men, Philip
Glass’s Akhnaren, and Dominick Argento’s Casa-
nova. In September NYCO will present the world
premiere of Anthony Davis’s X, a new opera based
on the life of Black Muslim leader Malcolm X.

City Opera has always been an opera company
for the people. Recent years have witnessed key per-
formances being interpreted into sign language for
the hearing-impaired, while ticket prices remained
less than half the cost of equivalent seats at the Met.
In 1983, City Opera’s experimentation with English-
language supertitles proved so popular that pro-
jected translations are now used for all perfor-
mances sung in foreign language.

If supertitles have helped draw new audiences to
City Opera, the company’s two decades in Lincoln
Center have increased its standing in the music
world by leaps and bounds. Because 1986 also
marks the final year of the Met's annual spring tour,
City Opera will soon eclipse the Met as the only
opera company in the United States which can truly
claim a national audience. Indeed, with perfor-
mances scheduled in Lincoln Center, at upstate New

)

Beverly Sills.

i0 art stuffers. Let's just talk about
pajor artists—people like Placido Domingo, Ta-

" tiana Troyanos, Sherrill Milnes, Kathleen Battle,

Carol Neblett, José Carreras, Frederica von Stade,
and Catherine Malfitano,” suggests Sills. as she




ticks off a long list of NYCO alumni. “If T took
all of those singers away from the Met, a good por-
tion of that house would collapse!™

While 1966 may have marked the year City Opera
vacated its birthplace on West Fifty-fifth Street, it
also signaled for many American arts circles the
dawn of a new era. In 1966, Lincoln Center became
the first major performing arts complex in the
United States (there are now nearly one hundred
such facilities). Simultaneously, the corporate world
discovered how much visibility it could gain by sup-
porting nonprofit organizations.

When City Opera relocated to Lincoln Center,
a nice little company known for innovative produc-
tions (but which nobody ever expected to see func-
tion on a grand scale) moved to a location just one
hundred yards away from the most formidable com-
petition in the music world. “Originally, the Met
didn’t want us in Lincoln Center and fought very
hard to keep us out. To be honest, my own career
probably would never have happened if this com-
pany hadn’t moved,” Beverly confesses. “Even if
I had walked onstage at Fifty-fifth Street and sung
Cleopatra standing on my head, 1 don't think anyone
would have paid attention!™

In the years that followed, Beverly Sills and the
NYCO underwent a Cinderella-like transformation.
“Prior to Lincoln Center I couldn't have believed
that today we would have a budget of $15 million;
or that our $2.95 top would evolve into a $29 ticket.
After all, I don’t think I got paid much more than
$100 for singing in that historic performance of
Julius Caesar. So if, before we moved to Lincoln
Center, someone had told me that three years after
I sang Cleopatra I'd be getting fees of $40,000, I'd
have had him thrown out of my dressing room. [
would have called the police and asked them to take
such a demented person out of my presence.”

From 1966 to 1976, the red-haired soprano and
her favorite opera company enjoyed a heady decade
of artistic successes in their new home in Lincoln
Center. Sills became a media heroine—the feisty
underdog who built an international career before
ever stepping foot on the Met's stage. Her name
on any subscription series meant sold-out
auditoriums in cities across America. Late in 1976,
when she first expressed a desire to remain active
in the operatic profession after retiring from a per-
forming career, Sills’s ability to attract media at-
tention coupled with her formidable fundraising
skills (she raised more than $50 million for the
March of Dimes) made her an obvious choice to
succeed Julius Rudel as NYCO's general director.

By the late 1970s, however, City Opera's finances
were a mess and Sills was donating most of her art-
ist’s fees whenever she performed with the com-
pany. Ironically, one of the crucial factors in
NYCO's economic woes was the loss of the popular
red-headed superstar as its biggest box-office draw:
as soon as Sills retired from stage, subscription sales
dropped precipitously. In 1980, when the outspoken
diva first took over the helm of City Opera, she
found an extremely disorganized and nearly
bankrupt arts institution which had been haphazard-
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ly held together with loose threads and Scotch tape.
“The first two years on this job were almost im-
possible for me,” she recalls. ““I never moved so
fast, scrambled so much, worked so hard, and felt
less appreciated in my entire life.”

The company’s financial crisis became so fright-
ening that Sills spent most of 1981 and 1982 jet-
ting around the nation, desperately trying to raise
money to save City Opera from going under.
“Nobody puts money into a financially dying
organization, so I had to put up a big front,” she
recalls. I called in a lot of chits from friends and
foundations for whom I had sung benefit concerts
in the past and, when businessmen asked to see my
financial report, I had to tell them up front that they
would be taking a big risk. One of my husband’s
closest friends in New York said ‘Beverly, don't you
understand numbers? I'm giving you this money but
I know these funds are going down the drain.

*Of course. I understood numbers, but how could
I tell people that I was leaving town on Tuesday
to go out fundraising because we didn't have enough
money to back up Friday's checks? There was one
week in which I went to four cities in order to raise
$250,000 and, when I came home, the money bare-
ly got into the bank in time to cover payroll.”

Although a $4-million donation she secured from
the Fan Fox and Leslie R. Samuels Foundation paid
to have the New York State Theatre’s faulty
acoustics repaired, a costly musician’s strike (which
forced cancellation of NYCO's Puccini festival in
the summer of 1983) almost sounded the company s
death knell.

Having since pulled the company away from
financial bankruptcy, Sills has scored major artistic
triumphs with new productions of Janacek’s Cun-
ning Lintle Vixen, Puccini’'s La Rondine, Leonard
Bernstein’s Candide, Handel's Alcina and Stravin-
sky's Rake’s Progress. The summer of 1986 will be
focused on the French repertoire, while 1987's
festivities (including a new production of Maometto
I1 starring Samuel Ramey) are to be devoted to
Rossini. 1988 belongs to Mozart.

Thus, with more advance planning—both art-
istically and financially—than City Opera had ever
known, Sills felt she was close to savoring the light
at the end of a very long and dark tunnel when,
on September 2, 1985, disaster struck anew. A flash
fire in Passaic, New Jersey. destroyed the warehouse
which stored twelve thousand costumes for seventy-
four of City Opera's ninety productions. Sills’s own
costumes from her appearances in Anna Bolena,

Maria Stuarda, Roberto Devereux, The Tales of

Hoffmann, and Julius Caesar also went up in
smoke. The cost of replacing these costumes is
estimated at nearly $7 million.

As devastating as 1985’s Labor Day fire may have
been, its aftershocks seem to have brought a new
strength and determination to City Opera’s ad-
ministration, “It’s not often that you get an oppor-
tunity to rectify certain errors, so perhaps this is
just another crazy challenge,” suggests resident
costume designer Joe Citarella. “Although my staff
won't sit here sewing costumes until their fingers
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start to bleed, they’ll come pretty damned closc
Besides, getting the show onstage is what the Ney
York City Opera has always been about. We do
day in and day out.”

And so, this company stubbornly—and rathe
miraculously—persists in rising from the ashes lik
the legendary phoenix. On February 28, 1986, th
New York City Opera inaugurated a new sprin,
season devoted to works from the American musicz
theater. This venture was made possible by
$5-million donation from Lawrence A. Wien
whose fondest hope is that, within five years, th
company will be able to have five Broadway show
running in repertory.

Why is City Opera turning to works from th
Broadway theater? Because the American musica
has matured to the point where it is now seen a
representing a legitimate literature of performanc
art. Having recently staged Candide, Sweeney Todd
and Kismet, City Opera christened its new spring
season with a production of Lerner and Loewe®
Brigadoon, designed by Desmond Heeley.

In her six years as general director, Sills (whe
recently became a Kennedy Center Awards hon
oree) has emerged as one of the nation’s leading
entrepreneurs and lobbyists for the arts. Which o
her personal dreams remain unrealized? “I'd lov
to have a presence in this city over Christmas sc
that we could do a whole series of children’s operas
And I wish we could have a conservatory where
we could show our singers how to move onstage
and teach them better use of the language. I'm not
talking about beginners or apprentice singers—I'm
talking about those who are already moving along
in their careers.”

Meanwhile, the company’s main season is sched-
uled to run from July | to November 16. In addi-
tion to September’s world premiere of X and a new
production of Sigmund Romberg's New Moon, the
1986 season will feature performances of Kismer,
Norma, Madama Butterfly, The Love for the Three
Oranges, Lucia di Lammermoor, Candide, The
Marriage of Figaro, Mefistofele, and La Traviara.
The summer festival of French operas will include
Massenet’s Cendrillon, Manon, Werther, and Don
Quichorte; Bizet's Carmen and Les Pecheurs de
Perles, and Gounod's Faust.

Having herself been a lifelong fan of French
opera, Sills is convinced that this year's festival will
show off her company to extra advantage. “What
can I say? The French repertoire was designed for
young, lyric voices, and we've got plenty of them.
The New York City Opera is like a little girl in that
when we're good, we're very good. And when we're
bad, we're horrid. It's quite true that when we at-
tempt operas we shouldn’t, our mistakes show up
very quickly. But when we attempt those things—
like the French repertoire—which we should do,
nobody can beat us!™ O

George Heymont is a freelance writer who
lives in San Francisco. He writes frequently
about the arts for several national publications.
This is his first article for Horrzow.



New Zealand-made
films are quickly
coming into their own.

By Dan Yakir

New Zealand

Until recently. the term “New Zealand cinema”
wasn't likely to elicit immediate recognition from
most moviegoers. Even hardened film buffs were
tempted to lump movies produced in that small
country with those originating in its giant neighbor,
Australia. This isn't hard to understand. After all,
what can be expected from a nation of three million
people whose artists could come up with only three
films in the three decades from 1940 to 19707 But
the picture is rapidly changing as New Zealand
products are beginning to infiltrate our shores. With
over thirty movies made in the last decade—most
notably Roger Donaldson's highly praised Smash
Palace and Sleeping Dogs; Geoff Murphy's Ui and
The Quiet Earth; Michael Firth's Sylvia and Heart
of the Stag; and Ian Mune’s Came a Hot Friday—
moviegoers are about to be treated to a highly
original cinematic expression of a culture and a way
of life that have only a superficial resemblance to
those of Australia and America.

With meager finances and modest government
aid, the New Zealand film industry has emerged
largely out of the passion of talented amateurs, who
have turned zeal into professionalism. The films
they make unveil social and political change, the
relations between the sexes, and a national psyche
that New Zealanders are just beginning to com-
prehend. More than simply reflecting the existing
modes of behavior, they help change the very pat-
terns they depict.

“Finally New Zealanders are seeing themselves on
the screen,” says John Reid, director of the upcom-
ing Leave All Fair, a fictional meditation about the
life of New Zealand writer Katherine Mansfield.
“We're Pacific Islanders. We're bicultural because of

the indigenous culture of the Maori, the original
natives of the place; but at the same time, European
culture here is undergoing changes. This makes for
a great excitement, but also for uncertainty. Our films
are preoccupied with simple, elemental things—like
the place itself. I'm glad that our films are regional,
because that’s what all good films should be. The
universal has to spring from the particular.”

Veteran producer John O’Shea, who also worked
on Leave All Fair, agrees. “We only see ourselves,”
he contends. ““We don’t know anything about what
happens elsewhere in the world. Our people are
wrapped in the cocoon of their European condi-
tioning.” Leave All Fair (which stars Sir John
Gielgud as Mansfield's husband who goes to France
to publish a collection of his late wife’s writings
and Jane Birkin as a girl who resembles Mansfield)
is a lyrical manifestation of such quests. Says
O’Shea: "It was shot in Europe, but it's very much
a New Zealand film. In a sense, it's a story about
the New Zealanders abroad, trying to discover their
place. It's dbout the relationship we have with
Europe, that ambiguous tie we resist.”

If, as Reid suggests, the film industry in New
Zealand has capitalized on nationalism, as in
Australia, it nevertheless questions the very sacred
cows it depicts. The coexistence of self-celebration
and harsh self-criticism reflects a growing mood
of independence—not only from England. the ex-
colonizer that dictated everything down to personal
habits, but from such allies as the United States,
whose nuclear policies the New Zealanders reject.

Geoff Murphy’s film Utu stars Anzac Wallace as
a mythical Maori warrior.
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Says Michael Firth: “Underneath the nice facade
here, there’s a lot of rot. We're really Victorian—
much more so than the British. We're twisting inside,
and we desperately need to see what's going on.” This
is precisely what the director went on to do in his
Heanrt of the Stag, which depicts an incestuous rela-
tionship between a father and daughter. “We show
a family living in an ideal setting, and underneath the
surface a horrible nightmare is going on.” He will-
ingly admits that this theme is metaphorical of the
relations his nation has with England. “*We came here
and we've never adjusted to the times,” he reflects.

Lloyd Phillips, the producer of an upcoming televi-
sion miniseries, “Heart of the High Country™ (about
a British woman who tries to cope with the harsh ex-
istence she encounters in nineteenth-century New
Zealand), explains: “People here are middle-class.
They lead comfortable lives. It's a beautiful country
and there’s lots of space. People become content. But
we're also isolated, which makes us feel insular. And
because people don't have any outlet for rage, we have
violence. People don’t communicate.”

While “Heart of the High Country™ offers an op-
timistic outlook for such problems, numerous other
pictures prefer to depict them in a more somber vein.
In Roger Donaldson’s Smash Palace (about a man
whose inner rage and inability to communicate with
his wife lead to kidnapping his own, son), Bruno
Lawrence, the nation’s top actor, plays the archetypal
male chauvinist.

In Vincent Ward's Vigil, the first New Zealand film
to be in the official competition at Cannes (in 1984),
a little girl violently defends her starkly barren farm-
house and terrain from an invading man after her
father’s death. With scarcely a full sentence exchanged
between the heroes at any given time, without any
expression of emotion, the protagonists become forces
of nature fighting for survival. Offers John O’Shea:
“The nature of the place plus the fact that we're not
enormously articulate people are at the core of this.
Then there's the inability to express our emotional
needs, which compounds the problem. It's a very
violent country—its wealth rests on the slaughter of
sixty million animals a year; we sell meat and wool.”

Women are the natural victims of such traits. In
Svivia, Michael Firth’s second film (about the life of
educator Sylvia Ashton-Warner), the heroine enjoys
a rare moment of tenderness with another woman.
Says the director, “We're a male-oriented society. It's
okay for guys to go to clubs and drink and play
rugby—they go arm i arm fishing or hunting and
nobody thinks another thing of it. But if a woman
does something like that, people say, Wait a minute!
There's something going on there!”

Says Sam Pillsbury, the American-born director of
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“I'm glad that our films
are regional, because
that’s what all good

films should be.”

“Heart of the High Country™:*We have emotionall
stunted males who don't know how to relate t
women; we're not that far off from a pioneering col
ony. We have a saying: If It Moves, Shoot It—If |
Don't, Chop It Down! Not too inviting for we
men . . . . I discovered that exuberance, affectior
and gentleness weren't held in high regard here. W
celebrate decency and self-restraint. Not emotions.

Feminism is still budding in New Zealand. and
1s represented with a measure of sophistication in M)
Wiong, a “social message” thriller coproduced b
Robin Laing and Gaylene Preston and directed by th
latter. It's about a chubby woman (Heather Bolton
who buys a car that proves to be haunted. The car-
the Mr. Wrong of the title—is used by the directo
to explore the victim mentality of the heroine. **She-
like the man in the film—is a victim of her ow
ideology,” Preston points out. “Women here are afrai
to walk alone at night; girls are taught not to talk u
strangers. But who else is there to talk to?" She adds
“I make films to communicate ideas, not simply ou
of the love I feel for image and sound.”

Such a direct, no-frills approach certainly doesn’

Clockwise from left: Vincent Ward's Vigil; a
scene from Smash Palace; (left to right) Heather
Bolton, Gavlene Preston, and Robin Laing of

Mr. Wrong. Opposite page: Heather Bolton is
pursued by a haunted car in Mr. Wrong.




exclude stylistic innovation, but it does convey the
urgency New Zealand's filmmakers feel about their
mission. Perhaps the most urgent of all is the Maori
issue. Maoris make up 12 percent of the popula-
tion but enjoy little representation and very little
encouragement to lead their own lives. Geoff Mur-
phy’s Utu, about the revolt of the Maori against the
British in the nineteenth century, stars Anzac
Wallace as a mythical warrior whose pride and
dignity never diminish.

The Maori themselves understand that their only
hope of attaining power is via cultural channels.
Already in 1952, a film called Broken Barrier ex-
plored “a white boy . . . a Maori girl—facing the
challenge of prejudice.” It was coproduced by John
O’Shea. Three decades later, things are pretty much
the same. In John Laing's Other Halves, a white,
middle-class woman (Lisa Harrow) has an affair with
a Maori street kid (Mark Pilisi), who has more to
offer her than her stuffy, bland, bourgeois husband.
And, the director has already made The Lost Tribe—a
mystical thriller that recalls Peter Weir’s Australian
Last Wave.

Although far from politically minded, Yvonne
MacKay's Silent One also serves as a biting comment
about how people who are different are treated by
society. A family film shot in the Cook Islands, it’s
the story of a dumb boy whose silence makes his tribe
reject him. He finds solace underwater, where he
develops a special relationship with a giant turtle.

Even a raunchy, boisterous comedy such as lan
Mune’s Came a Hot Friday is subversive in its very
Joie de vivre, its loudmouth affirmation of life that
clashes with the prim and proper reality of New
Zealand. In Mune’s words: “It's about two city guys
(Peter Bland and Philip Gordon) who take their rip-
offs to the country and the up-again-down-again
fight they have with the local yokels. It's about re-
taining one’s innocence, about bouncing back.

“All my films point out the appalling conse-
quences of violence and aggression and the heal-
ing power of love. In Came a Hor Friday, the heroes
are saved by a lunatic, which I adore. Can you im-
agine anyone being saved by a bureaucrat?!”

Mune, a flamboyant bohemian whose behavior
exudes a childlike innocence, is perhaps an arche-
typal New Zealand filmmaker. He recently served
as consultant to Roger Donaldson for The Bounry,
the multimillion-dollar Hollywood production.
Unlike Donaldsen, who now works in the United
States, and unlike Sam Neill, the Kiwi star who
made an international career (Plenty and My
Brilliant Career), Mune stayed home. Like his
peers, he has tried his hand at just about everything.
“I designed, I directed, I acted, I sold tickets at
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“There are no film
schools here. You learn

on the job. We make do
and experiment.”

Valerie Gogan plays the lead in the upcoming
miniseries “Heart of the High Country.”

the box office, I prepared meals, I swept the floor,”
he recalls. A would-be teacher, he turned to acting
before becoming a successful director. “'It took me
twenty-seven years,” he chuckles. Came a Hot Fri-
day was a smash locally.

It’'s certainly a democratic industry—everybody has
a chance to work on everybody else’s film and to con-
tribute in areas other than his own. Says Yvonne
MacKay: “There are no film schools here. You learn
on the job. We make do and experiment. Do It
Yourself! is our motto.” As Lloyd Phillips puts it: “The
industry here is low risk. low yield. We have to recon-
cile the problem of making films that satisfy the na-
tional identity with a small marketplace that makes
it hard to recoup.” Although the cost of a Kiwi film
is a pittance by American standards (Came a Hot Fri-
day was relatively expensive at U.S. $1.2 million,
while Smash Palace was average at U.S. $350000).
As producer Dave Gibson (The Silent One) puts it,
“We're not looking to become a Hollywood back lot,

but we have to look for other markets to survive.”
As it battles with limited facilities (only two sound
stages) and equipment, the New Zealand film industry
also has to fight an ongoing battle with the govern-
ment for tax breaks, which haven't been sufficient.

Above all, local filmmakers—as well as other
artists—must still overcome what Paul Davis,
marketing director at Larry Parr’s Mirage Films,
terms “the local prejudice against New Zealand
films.” He points out: ““People wait for overseas
approval before they accept our movies, which is
why New Zealand pictures often open in Europe
and the United States first. But there are signs of
change. People are beginning to open up.”

But if nationalism is mixed with a sense of self-
doubt, nobody in Kiwiland extends the benefit of
a doubt to their Australian neighbors., Most artists
are insulted by comparisons. “We're very different,”
says John Reid. “*We're a Pacific society; they're
mostly European. Australian films are softer,
gentler, often more concerned with atmosphere and
norms, with what happens in people’s minds. Qurs
have a more rigorous simplicity.” Sam Pillsbury
sees it differently: “Australian films celebrate the
grosser things in life. They are very definite about
what and who they are. We are still making
apologies for ourselves,”

Larry Parr, the hotshot producer of Came a Hot
Friday and Bridge to Nowhere, admits that “there
was some psychological rub-off from the fact that
the Australians had a developed industry. It acted
as a spur,” he explains. “*Our greatest weakness is
not having a tradition of script writing. The subtlety
and finesse of the craft are missing, even if the
potential exists. And it does exist; we have young,
nonunionized crews who are under thirty and very
enthusiastic. It’s reflected in our films.”

Producers such as Parr and Lloyd Phillips are do-
ing things the American way—at home. Phillips, who
won an Oscar for his first short, contends: “I could
stay in Hollywood and work there. But instead, I came
back. I've chosen to produce co-ventures such as Nare
and Hayes and Bartlestruck here. At home, nobody
would let me become arrogant. They keep me down-
to-earth. I like it. T have an affinity with the people
here. After all, that’s where I'm from. And let me
tell you: we have the Alps of Switzerland, the deserts
of Nevada, the rolling hills of Wales, the beaches of
the Pacific, and even lunar landscapes with craters
and everything. And the quality of the light, which
is rich in ultraviolet, is like nowhere else in the world.”

O

Dan Yakir writes frequently about film for Horizon
and other national publications.
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Long before Horton Foote's life began, there were
stories already unfolding, waiting for him to write
them. He was born sixty-nine years ago (to a father
who was a cotton farmer and a mother who was a
gifted pianist) in the town of Wharton, Texas—
population three thousand. He is a fifth-generation
Texan, and all through his childhood he heard stories
about family members, neighbors, and relatives. In
the forty years since he started writing plays and
screenplays, Foote has tried to reconstruct and deliver
these and other stories. Yet the two-time-Oscar-
winning screenwriter of 7o Kill a Mockingbird and
Tender Mercies shuns the label of “autobiographical
writer.” He insists that he is far more interested in
other people’s lives than in his own. Naturally, details
from anecdotes told to him by or about a relative,

personal c\Pcricrjcc.\ and rccnlicclm‘m, do often At beventy. Screel‘lwrlter

wander into his fiction and to color it, to suggest

other shades and textures. But that's the mark (and Horton F()Ote remalns

hard work) of an artist, not a confessor.

Like Flannery O'Connor, Katherine Anne Porter, U'lle tO hlS WOI'dS.
Eudora Welty, and some of the other great Southern By Sa”.] r HaChem

writers, he is a master at evoking place. People are

FOOTE-WORK

Academy Award-winning screenwriter Horton
Foote (above) adapted his 1953 teleplay The
Trip to Bountiful into a new film starring
Geraldine Page (left).

either violently attached to or repelled by their sur-
roundings in Foote's fiction. For the setting of many
of his plays, he has created the fictional town of Har-
rison, Texas—a thinly disguised Wharton (in his own
admission). That is where the play-turned-movie /9/8
took place and where its soon-to-be-released pre-
quel, On Valentine'’s Day, also unfolds (the sequel
script, Courtship, is soon to be filmed).

Another enchanting town created by the
playwright is the one in which he set his 1953
“Philco-Goodyear Theatre™ drama for NBC, The
Trip to Bountiful. 1t starred Lillian Gish as an old
woman living in the cramped quarters of her son
and witchy daughter-in-law’s small apartment in
Houston, always dreaming of the day she will go
back to her hometown of Bountiful, where she had
spent her best—and most painful—days as a girl

The teleplay was such a hit when it was first
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broadcast that it made the transfer to the stage. It
stayed on director Peter Masterson’s mind, and en-
couraged by Robert Redford and the Sundance In-
stitute, he approached Foote, Masterson’s cousin,
about filming it. Thirty-two years later, The Trip
to Bountiful, now with Geraldine Page as its star,
finally makes it to the screen.

*I came from a very strong oral tradition, being
a Southerner,” says Foote, “and all my life, I heard
about unresolved problems, problems from before
I was born. And you get a sense of largeness about
it. When your own life gets into focus and you realize
there are things you wish you had done differently,
you just have to deal with it. As an artist, you spend
s0 much time thinking over events and examining
them from different points of view. When I write
something, I really try to see it from every character’s
experience. [ try to visualize things from a different
point of view, so that the narrator is absent as much
as possible.”

Foote is sitting on a hotel-room couch. His eyes
flicker each time he sends them drifting down
memory’s path. On a nearby chair, sitting with his
feet up, facing the bright window, is the author's
twenty-nine-year-old son, Horton, Jr.

“When you're young,” Foote continues, “it's very
dizzying, very intoxicating. You're discovering so
much. Now, I still think I'm taking a lot of chances.
I try not to do a formula thing. I try to make an
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Foote confers with Matthew Broderick on a
scene in 1918, set in a small Texas rown.

experience as fresh as I can.” The reward of age,
he says, is patience. “Now I know that if something
isn't immediately accepted, two or three years later
it might be. When you're young, everything has to
be won.”

He loves to tell the story of Katherine Anne
Porter’s bottom drawer as evidence. It secems that
the great Southern writer, whenever confronted by
problems during the course of her writing, would
slip her problematic story in a bottom drawer for
thirty days. When she took it out, the problems were
solved. Her last story, “Holiday,” was in that drawer
for forty years. When she finally took it out and
read it, she said, “Well, I like it. I'm not going to
change a thing about it.” And she sent it out. Foote
thinks it's one of her best.

Much of Foote's own work in the theater has
recently witnessed a surge of revivals. His plays
Cousins, Blind Date, and The Man Who Climbed
the Pecan Tree have, in the last couple of years,
been produced on small stages in New York and
Los Angeles. ““My son, Horton, Jr., is in that last
one,” he says with pride. Horton, Jr., like his sister
Hallie, is an actor. (She costarred with William
Converse-Roberts and Matthew Broderick in /9/8
and in On Valentine’s Day. Horton, Ir., is in the

latter film as well. Their mother, Lillian, help¢
produce both films.)

Foote is passionate about his family. He worric
that in America today, a crisis is being faced |
reclaim the family unit. “I'm pro-family™ he say
“Mind you, I'm not sentimental about it. It's
strength to play against. Certain people don't kno
who their grandparents are! But you know, a studi
apartment in New York now costs six to seven hur
dred dollars a month. That’s overwhelming! Your
people can't start families like we did.

“l come from a very large family myself-
grandparents and aunts and great-uncles. They don
pay much attention to me. But if I get on ‘The Tt
day Show,” momentarily that excites them. It's ama
ing, because I'm with film and literature people i
New York all the time, and it's humbling to see pec
ple who are very fulfilled without that. There’s onl

~ one movie theater in my hometown.”

His nine-play cycle—titled The Orphans’ Home
and chronicling the lives of two Harrison, Texas
families from 1902 to 1928 —came to him at a tim
when he was especially family-hungry. The last
his children, his daughter Daisy, had just left home
and Foote was feeling very bereft. ““We were liv
ing in New Hampshire then; I wrote ther
quickly—a year or so. But it took me four to fiv
years of thinking about them before that.” /918 wa
about the influenza that swept the country then an
the effects on a young marriage and the child i
breeds. On Valentine’s Day goes back in time u
when that same couple has eloped (marrying agains
their parents’ wishes) and has a chance for recon
ciliation.

Reconciliation is important in the work of Foou
(remember Robert Duvall’s drunken country singe
in Tender Mercies?), and it usually takes hi:
characters courage to achieve it. Both means anc
ends are present in his current and hugely populai
Trip to Bountiful. Mother Watts will not rest unti
she grabs in her own hand the earth of her once-
prosperous little town. And she is willful enough
to do it. The kiss she plants on the cheek of he:
intolerant daughter-in-law at the end of the movie
is a very true and touching gesture.

“I think the cruelest thing in life is not being able
to forgive,” says Foote. “The one who has to dc
the forgiving bears the hardest. I'm always amazed
at the grace of people, how they take adversity, how
they face afflictions and addictions, how they
manage to meet impossible things. If you have tc
say there is a theme to my work, it's this theme of
people’s courage.”

The stories, he explains, come from seeing and
hearing, but mostly from hearing. (“I could never



e a novelist. A great novelist can make you feel
room. If I'm in a room and there’s a lot of pink
1it, I don't think it will stick to me. But I'll re-
1iember the sound of your voice and the things you
aid.") He has a habit of walking around and con-
lucting conversations with himself, testing words.
“his is probably how his dialogue gains its musical
luidity and clean sparseness: “I'll just sit here in
his chair,” says Geraldine Page in Bountiful, and
‘I guess the Lord is just with me today.” Tender
Hercies's most famous moment is the one contain-
ng Duvall’s line: “T don't trust happiness. I never
lid, and I never will.”

Everywhere he goes, Foote says, he listens,
istens, listens. “T've even put some people on tape.”
de remembers his children laughing at him when
hey were little. During a car ride, they'd catch their
father moving his lips behind the wheel—using his
‘wo hands as stand-in puppets and talking to him-
self. 1 was testing dialogue.” he admits, breaking
into laughter.

So obsessed is Foote with the sound of words that
he doesn't write stage directions for his plays and
scripts (to interest Duvall in taking the role in Tender
Mercies, he sat the actor down and read him the
script aloud). He explains, “If I put [Smiling] in
a script, a good actor is going to scratch that out.
If you write strongly enough, it's apparent what the
action is and the actor might find a moment that

Foote does not merely
make peace with his
past when he writes—he
makes art as well.

Above: Foote's 1963 To Kill a Mockingbird.
Above right: Hallie Foote (Horton's daughter)
with William Converse-Roberts in 1918.

you hadn’t thought of "

Horton, Jr., joins in. *“The basic problem actors
develop is a preconceived notion of what is hap-
pening. It gets in their head. If you have no idea
what’s going to happen, it's more organic.”

*I can’t tell you what it means to have a son who
is an actor and to be able to talk to him about
things,” Foote says later. Having been an actor at
the beginning of his own career, he sympathizes.
“I codirected /918 and On Valentine's Day, by which
I mean [ worked with the actors.” Later this spring,
he plans to go to Robert Redford’s Sundance In-
stitute in Utah, where he wants to try directing his
play The Land of the Astronauts on video tape. And
still to come is a reteaming with Duvall in a film
version of Foote's play, Convicts. It tells of the last
days of a dying old white man who lives on a huge
plantation (circa 1912) worked by blacks and con-
victs, and the relationship he develops with a young
white boy.

“When you write for the theater, one of the first
things you do is work on the spine It's like a little
motor inside me. I'm trained as an actor to work
on the spine. I make a lot of notes. I plan and plan.
Then I sit down and work compulsively. It comes

1985 Cinecom International Films. Inc

out all in a thrust. I write quickly, longhand. I can’t
type and don't like the sound of a typewriter. Then
comes the phase of revisions and rewriting.”

In addition to his original screenplays, Foote is
equally honored for his adaptations—Harper Lee's
To Kill a Mockingbird, Flannery O’Connor’s
“Displaced Person.” William Faulkner's *“The Old
Man™ and “Tomorrow.” and many others. From
adapting he has learned that a writer has to “be
sure he has a certain kinship with what he's adap-
ting,” because it is the process that is “the most
painful of all—you're trying to get under the skin
of a person. It's an enormous responsibility toward
somebody’s work. And I don't believe that you
should take the work you're adapting as a depar-
ture to do something else.”

In the end, as Mother Watts says in The Trip to
Bountiful, “‘most things work out.” Foote believes
in that. “I think if you give up on how they work
out, if you let go of preconceived notions, then,
yes, I do think there's a force of good. You have
to trust the sun and the rain and the summer; you
have to. Otherwise, you'd kill the moment. I've
always wanted Bounrifil to be a film. It happened,
and when it did, it happened outside my power. You
can't force things, you have to trust.” O

Samir Hachem writes frequently abowut film for
Horizon and other national publications.
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Exhibitions

NORTH

Brockton Art Museum (Massachusetts), “Artoys,”
April 12 through June 15. This exhibition in the
Museum School Gallery features toys that can be
gently manipulated by children.

New York Public Library (New York City),
“Landmarks in English Literature,” through April
16. Four centuries of great literature are surveyed
in rare and first editions, including Malory's Kynge
Arthur, Marlowe’s Doctor Faustus, and H.G. Wells’s
The Time Machine.

Pierpont Morgan Library (New York City),
“Catchpenny Prints,” through April 20. This ex-
hibition of approximately fifty engravings
demonstrates a popular form of art from the late-
eighteenth- and early-nineteenth centuries and in-
cludes a wide variety of subjects, from Mother
Goose rhymes to political satire.

SOUTH

Centre Hill Mansion (Petersburg, Virginia),
“Silver Flowers: American Silver c. 1870-1910 Us-
ing Flowers as Design Motifs,” April 22 through
May 4. Historic silver flatware and holloware
featuring floral motifs—daisies, daffodils, roses,
violets, lilies, iris, buttercups, chrysanthemums—
will be displayed to complement Petersburg’s
Historic Garden Week, during which significant
homes and gardens in the Petersburg area are open-
ed to the public.

Columbia Museum (Columbia, South
Carolina), “Contemporary South Carolina Artists,”
April 13 through June 29. The Columbia Museum
continues its year-long tribute to South Carolina
with an exhibition of works by nationally known,
contemporary South Carolina artists and with the
annual juried exhibition of the South Carolina Arts
Commission.

Museum of Arts and Sciences (Daytona Beach,
Florida), **Visions of Faith,” April 16 through June
15. This exhibition explores paintings, drawings,
prints, and works on paper that express Western
man’s concept of faith through art. Prints by Italian,
Dutch, and German artists are featured, including
Diirer's Flight into Egypt as well as works by
Rubens, Rembrandt, and Tintoretto.

North Carolina Museum of Art (Raleigh),
“American Figurative Painting since 1950: Selec-
tions from the Sara Roby Foundation Collection,”
through April 27. Artists in this important
assemblage of twentieth-century American art in-
clude Edward Hopper, Reginald Marsh, and Saul
Steinberg.
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Norton Gallery of Art (Palm Beach), “*More
Than Meets the Eye: The Art of Trompe I'Oeil,”
through April 27. The first comprehensive exhibi-
tion devoted to this illusionistic art in thirty-five
years, the history of the genre is traced with eighty
works of trompe l'oeil painting, sculpture, and
decorative art.

CENTRAL

Minneapolis Institute of Arts, “The Art of Col-
lecting: Acquisitions at the Minneapolis Institute
of Arts, 1980-1985,” through April 20. This massive
exhibition features over three hundred objects repre-
senting all of the museum’s curatorial depart-
ments—spanning the centuries with ancient, med-
ieval, and Renaissance treasures to contemporary
painting, sculpture, and architecture.
Nelson-Atkins Museum of Art (Kansas City,
Missouri), “Praise Poems: The Katherine White
Collection of African Art,” through April 20. Fifty
African masterpieces include mysterious masks,
headdresses, and sculpture and provide a means to
keep alive the ongoing poetry of African art.

EAST

National Gallery of Art (Washington, D.C.).
“Winslow Homer Watercolors,” through May 11.
Approximately one hundred of Homer's finest
watercolors commemorate the 150th anniversary of
his birth and demonstrate his use of light to describe
both the physical world and his emotional reaction
to it. Travels to the Amon Carter Museum of
Western Art (Fort Worth) and the Yale University
Art Gallery (New Haven, Connecticut).
Philadelphia Museum of Art, “Richard
Hamilton: Image and Process,” April 19 through
June 22. Approximately seventy drawings, water-

““More Than Meets
the Eye,"" an exhibit
ar the Norton Gallery
of Art in Palm Beach,
focuses on the illu-
sionistic art of trompe
l'oeil. One such ex-
ample featured is A
Canvas Back (left),
circa 1870, by
William M. Davis.

colors, and stage and final proofs display the w
range of techniques and subject matter used by 1
respected senior figure of the British art worl

WEST

Fine Arts Museums of San Francisco, “The Pri
of Edvard Munch: Mirror of His Life,” throu
April 20. This exhibition features over eighty-f
lithographs, woodcuts, and etchings by one of 1
most important Scandinavian artists of all time a
explores the themes of human emotion—Ilot
jealousy, guilt, and sorrow—that were to obsess h
throughout his career.

Fredrick S. Wight Art Gallery (University
California at Los Angeles), “The Maccniaio
Painters of Italian Life (1850-1900),” through Ap
27. This is the first in-depth presentation of tl
Maccniaioli in the United States and features ov
150 paintings—including works by Giovanni Fe
tori, Silvestro Lega, and Telemaco Signorir
Travels to the Harvard University Art Museum
June.

La Jolla Museum of Contemporary A
(California), “Sitings: Aycock, Fleischner, Mis
Trakas,” through May 25. Fifty drawings by Alic
Aycock, Richard Fleischner, Mary Miss, ar
George Trakas bring together a body of work t
the artists—all working on large-scale, public, sit
related environmental sculpture—during the pa
twenty years, Travels to the Dallas Museum of Ar
the High Museum of Art in Atlanta, and the Broid
Museum in New York.

Los Angeles County Museum of Art, “Georg
Inness,” through May 11. The painting career of th
major nineteenth-century American landscape ar
ist is surveyed in approximately sixty works. Con
cluding its nationwide tour, the exhibition travel
to the National Gallery of Art, Washington, D.C.[




Dance

Buto is Back

he strange, compelling imagery of Sankai Juku,
¢ five-man Japanese exponent of the dance-theater
rm known as Buto, returns to the United States
is month. In two hypnotic, intermissionless works,
lese performers use their exceptional physical con-
ol and astute theatrical sense to conjure up
rimeval scenes that transcend the ordinary and the
osecific. With their shaved heads and whitened,
ulnerable-looking bodies, these not-quite-human
reatures appear to commune with timeless natural
srces. In Sankai Juku's performances—journeys in-
) an unfathomable realm—the grotesque becomes
eautiful.

Tragedy struck the troupe last September when
oshiuku Takada, one of the dancers, plunged to
is death in Seattle during an outdoor performance
n which the men were slowly lowered by ropes
rom the top of a building. The remainder of the
roup’s extensive autumn tour was cancelled, but
ne decision was made to carry on with the spring
sur, which goes to Boston, New York, Pittsburgh,
“incinnati, Minneapolis, Toronto, Washington,
)C., and other cities between April 23 and June 17.

The outdoor rope-lowering events will not be per-
ormed for a year, but the remarkable indoor works
vill once again lead American audiences on
nysterious voyages to unknown states of being.

The creator of Sankai Juku's unusual works is
Jshiu Amagatsu, who is also one of the five per-
ormers. The troupe grew out of a workshop he led
n 1975, in which he sought new ways of moving
iis body, beyond the traditional modern and
:lassical dance idioms he had been studying. The
~orks he had created are grouped with those of
ieveral other contemporary Japanese dance artists
1s the Buto movement, which first took form in the
1960s. Buto artists sought a realm of movement
seyond traditional western and eastern forms. In
its earliest manifestations, Buto was often harsh and
violent, but third-generation Buto performers, such
as Sankai Juku and the acclaimed duo team Eiko
and Koma, retain the elemental power while giv-

ing it a more pristine, sculpted look.

Amagatsu has described Buto as “the action of
drawing something from deep within,” and the
Sankai Juku works that have been performed dur-
ing previous U.S. tours communicate a deep, sen-
sual awareness of, and kinship with, nature. At
times, the dancers seem to revert to prehistoric
forms. In Jomon Sho, they descend slowly from

Members of Sankai Juku, a Japanese group that
performs dance-theater known as Buto.

high above the stage, lowered by ropes, as their
fetus-like, curled-up bodies gradually assume a
more recognizably human form. In Kinkan Shonen,
a young boy imagines himself as a fish while dream-
ing about the origins of life.
Visiting New York City last winter, Amagatsu cut
a trim, stylish, sober figure as he spoke in his hotel
room, through an interpreter, about Sankai Juku's
work. His intensely concentrated air was the only
obvious connection between this thoughtful young
man and the struggling, inarticulate beings who
populate his works. The steady cacaphony of ur-
ban traffic outside his window provided an ironic
counterpoint as Amagatsu described the total relax-
ation of the body and release of tension that his
work requires. These elusive attributes, rather than
any specific physical skills, are what Sankai Juku
dancers strive for in their training. “Sleeping all
the time is the best.”” Amagatsu remarks with a wry
smile. “That keeps you the most relaxed.”
—Susan Reiter

Books

Fabric in the Mainstream

Beginning with the tapestries of William Morris in
the 1870s, the art-fabric movement has explored new
horizons of shape, texture, and scale. Mildred Con-

stantine and Jack Lenor Larsen pay tribute to fabric
artists in The Art Fabric: Mainstream ($39.95 from
Kodansha International). This monumental book by
two leading figures in the fabric arts is at once a
confirmation of the validity of the art-fabric move-
ment and a testament to the artists and their in-
novative masterpieces. The book covers the major
exhibitions; the expansion of dimensional forms;
the new classicism; and art fabric in architecture,
environment, landscape, and theater. Sixty-four
pages of color photographs and hundreds of black-
and-white photographs reproduce the works of ma-
jor artists from the United States, Europe, Canada,
Japan, and elsewhere.

Design

Architectural Arches

The city of Galveston is celebrating the Texas ses-
quicentennial by recreating the famous Galveston
arches, first erected in 1881 above the parade route
for the Séngerfest, an elaborage German singing-
society convention. The new arches, a series of
seven fantasy structures that will span the streets
of a mile-long stretch of the historic Strand district,
reflect the personal styles of such noted architects
as Stanley Tigerman, Boone Powell, Eugene
Aubrey, and Ceasar Pelli. As the city began to
restore landmark buildings, project director Dan-
cie P. Ware thought it would be appropriate to bring
back the arches also. Architects and construction
companies have donated their services to build the
triumphal structures, which will serve as a focal
point for the sesquicentennial celebration (through
late April).

Theater

Precious Broadway

In a Broadway season marked by show after show
imported from London, from off-Broadway, or
from theaters outside New York, one comedy/drama
compounded especially for Broadway, from Broad-
way's own traditional ingredients, opened last month
at the Longacre. Film actor Ed Harris and Tony
Award-winning actress Judith Ivey costar in George
Furth’s new play, Precious Sons.

Harris is making his Broadway debut, following
striking performances in The Right Stuff, Sweet
Dreams, and Places in the Heart. He and Ivey—
who won Tonys for her performances in Hurly Burly
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Sail a tall ship to
a small island.

Here's running with the wind to
great ports ocall, secluded
coves and keys in the exotic
Caribbean.

There's something for both ‘old
salts’ and ‘landlubbers’ in a
world where leisure was
invented.

Join an intimate group of fun-
loving shipmates for ‘barefoot’
adventure under white sails.

6 days before the mast from
$425.

Send for FREE color Great
Adventure Booklet.

) Windjammer

2 Ld
Barefoot Cruises

Box 120, Dept. 614 Miami Beach, FL33119-0120
TOLL FREE 1-800-327-2600 1-800-432-3364 (in FL)

at Rockefeller Plaza. =
Where the treasures of the sea become fine cuisine.

19 W. 49th St.,, 246-9201.
Open for Lunch and Dinner, Monday thru Saturday. Sunday Dinner. Parking included after 5:30 PM.
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Cross Country

Ed Harris and Judith Ivey play the parents of

two teenage sons in the new play Precious Soi

and Steaming, and starts work in September on t
film version of Neil Simon’s Brighton Bea
Memoirs—play the parents of two teenaged so
who, on the South Side of Chicago in 1949, are le:
ing home and tossing the family into a tempest
comic conflict.

Playwright Furth is best known for the music
Company, which won seven Tonys, including o1
for the script itself. Directing Precious Sons is Nc
man René, artistic director of The Productic
Company

Art

Quilting the American Heritage

The quilt ranks right up there with baseball and aj
ple pie as an American symbol. As part of th
Statue of Liberty centennial celebration, th
Museum of American Folk Art in New York Cit
presents “The Great American Quilt Festival,
April 24-27.

Antiques dealers, quilt collectors, quilt lover:
and the nation’s finest quilt artists will gather t
share in the celebration sponsored by Scotchgard
Highlights include five separate quilt exhibition
as well as lectures, workshops, and demonstration
featuring Amish, Seminole, Hmong, and Hawaiia
quilting techmiques and traditions.

Take It to the Limit

Julia Margaret Cameron was the foremost femal
photographer of the nineteenth century. She wa



Cross Country

uble Nine Patch (1925-1930), a quilt included
he Museum of American Folk Art's festival.

» one of the earliest artists anywhere to challenge
limitations of the camera and to use it for purely
wessive ends. “Cameron: Her Work and Her
reer” appears at the International Museum of
tography at the George Eastman House in
chester, New York, April 11 through May 25.
starting in 1863 at the age of forty-eight and con-
aing until her death in 1879, Cameron was a pro-
¢ and passionate photographer, concentrating on
ttraits of her famous friends (such as Tennyson)
I of subjects from literature, history, and religion.
e exhibition travels to the Cincinnati Art
1seum, the Detroit Institute of Arts, and the Sterl-
v and Francine Clark Art Institute in

lliamstown, Massachusetts

Television

The Rye Side

1e charms of life in the English countryside have
» defter chronicler than the brilliant and eccen-
¢ novelist E. F. Benson, whose six tales of the
:tional village of Tilling will become a four-part
iniseries on public television this May. “Mapp
Lucia,” a production of London Weekend Televi-
n, airs weekly beginning May 4; check local
itings for dates and times in your area.
Benson, the son of an archbishop of Canterbury,
ient his adult life in the 1920s and "30s in the
intessential Engish country town of Rye, where
: transformed the village characters and the small
ents of daily life into a fanciful world of peculiarly
ritish comedy and absurdity. Fans of Benson's—

' |
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Manhattan Cuisine

Lunch Dinner Pre-theater menu.
Private Parties Piano Bar Free Parking

801 2nd Avenue, at 43rd St.,, New York, NY 10017 212-687-5320
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200 E. 60th @ 3rd Avenue

New York City
®

751-8616

CONTRAPUNTO®

fine pasta, wine & gelati

DALLASTONE stowcase

NOT JUST ANOTHER INN...
ANOTHER WORLD!

Pamper yourself with a taste
of sheer luxury at the South’s
finest continental inn. Enjoy
19th-century fumnishings and
amenities with 20th-century
conveniences. . .all designed
for your comfort.

e Nineteen stunning rooms/
suites » Concierge service

o Complimentary Continental
breakfast « Afternoon tea

o Shoes shined overnight

oA praline on your

pillow. . .a glass of cognac
by your bed ¢ All Queen

or Kingsize beds

;_-;-vs__,_ —— clrca 1835
m FOURTEEN EAST OGLETHORPE AVENUE,
SAVANNAH, GEORGIA 31401 (912) 236-1484
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Cross Country

Geraldine McEwan (left) as Lucia and Prunell
Scales as Miss Mapp in “Mapp & Lucia.”

who have included Noel Coward, W. H. Aude
and V. S. Pritchett—cherish his wry tales of R
life; Benson aficionados have founded three litera
societies devoted to his novels.

American public-television audiences will m¢
the vainglorious Miss Elizabeth Mapp, reigni
queen of Tilling, as she is challenged by her woul
be usurper, Mrs. Emmeline (Lucia) Lucas. Actre
Prunella Scales says of the character she plays, tl
scheming Miss Mapp: “1 am determined to mal
her deeply unpleasant and thoroughly ugly.”

The production, written by Gerald Savory a1
directed by Donald McWhinnie, is sponsored «
this side of the Atlantic by New York's WNET-T
with major funding from the Eleanor Naylor Dai
Charitable Trust and the Fanton Foundation.

Etcetera

Encircling an Ocean

The thousands upon thousands of nautical miles tha
add up to the Pacific Ocean were long a formidabl
barrier to East-West cultural exchange. Today
however, the entire rim of the Pacific—half a worli
around—revolves around intellectual entanglement
between East and West, spinning a cross-cultura




Cross Country

re as a ring of technological and aesthetic com-
ications development.

s “Pacific Ring" is the theme of an unusual
-day festival of music and arts April 30 through

4 at the University of California, San Diego.
anized by the university’s music department,
estival will feature juxtapositions of the cultural
evements of Pacific-oriented societies as diverse
orea and Guatemala, Australia and Japan, In-
esia and Canada. In addition to performances
in international assemblage of musicians in-
ling John Cage and Toru Takemitsu, *‘Pacific
¢" will zero in on the high-tech dimensions to
ural life all around the Pacific, seeking out
nes of contact between, and cooperation among,
ed and widely scattered civilizations.

Curatorial Expertise

inded more than a century ago in Germany, the
enberg and Stiebel Gallery is famous for Old
ster paintings and drawings, sculptures, and
nch decorative arts—as well as for an impressive
ier of noted art authorities on staff. Penelope
nter-Stiebel recently became the firm's newest
inguished member, bringing with her a lengthy
of noteworthy accomplishments. Once a student
Louvre curator Pierre Verlet, Hunter-Stiebel
ved for thirteen years on the curatorial staff of
Metropolitan Museum of Art (where in 1971
established its first gallery of twentieth-century
orative arts). She has worked as a free-lance
atorial consultant for museum exhibitions, as a
urer in such cities as Los Angeles and Chicago,
| as a contributor to several national magazines.
r catalog on the 1984 exhibition “Elements of
le: The Art of the Bronze Mount in Eighteenth-
| Nineteenth-Century France™” was the first
rished scholarly study of the subject. At her new
yme,” Hunter-Stiebel will lend her expertise to
gallery’s exhibition program.

La Table des Rois

FRENCH RESTAURANT

135 East 50th Street
New York City
Tel. 838-7275

223-8655

Cedar Rapids.
Success without the stress.

There’s a real success story If you'd like to learn more,
going on in Cedar Rapids, lowa. contact Larry Waller, Cedar
You can’t help but see it in our Rapids Area Chamber. A vid-
expanding skyline, and if you take eotape featuring business leaders,
the time to listen — you'll also a complete information packet,
hear it whispering in our parks. “‘quality of life”” brochure, and

Cedar Rapids is a thriving eco- computerized building/land listing
nomic community. We offer a per- are available.

fect package of business elements: Call collect at 319/398-5317
an educated and skilled workforce or write to:

..free job training programs... Larry Waller, President
financial incentives. ..low cost Cedar Rapids Area Chamber of
office space. ..and more. You'll Commerce

find everything you need to succeed. ~ P.O. Box 4860
But one thing you won’t find is Cedar Rapids, lowa 52407
urban stress. We've managed to

1 This ad sponsored by: The Committee of 100;
capture the adva]:l[agcs Gf a b]g Shive-Hattery Engineers; The Mmh:m‘u National
Clty. without paymg the price. So Bank; Gazette - KCRG Stations; Creswell, Munsell,

you get an expressway Withm.” Fultz & Zizbel, Inc., Advertising/Public Relations

the traffic jam. You get gracious,
tree-lined neighborhoods, without
the exorbitant price. You can even
stroll downtown after the sym-
phony, without fearing for your life.

We invite you to make your \\ /’
mark in Cedar Rapids. Then dis- Clt

cover our g:ity's fifth season — the ‘ “

time to enjoy. When you can

$aVOr yOur success on a spring Seasons dme
afternoon in the park. i




It happens at Iowa

o E;

Success stories happen often at the University of lowa
School of Music. For nearly a century, graduates of
the School have achieved high levels of distinction in
every field of professional and academic music.

G ODU NDV Exemplary of the School’s accomplished alumni is

Metropolitan Opera star, Simon Estes whose operatic
talent was discovered at lowa. And this April, the
famous baritone chose the Iowa School of Music
Opera Theater stage for his United States premiere
performance of the title role in Mussorgsky’s

Boris Godunov.

A place where imagination, talent and discipline are
equally prized, it happens at lowa.

Wirite for a free brochure:
School of Music
The University of lowa
lowa City, lowa 52242

University of Iowa

illustration by Gary Kelley For ticket information on the April 25, 26, and 27 performance
of Boris Godunov in Hancher Auditorium, call (319) 353-6255.




