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Aspen Music Festival Poster Between pages 8 and 9

A beautiful pull-out poster, your guide to this summer’s sensational Aspen Music Festival.

Banner Years By Kenna Simmons 12
Symbols of patriotism and strength, Childe Hassam's flag paintings offer a unique look at the
banner-draped streets of New York during World War I.

Out of South Africa By Marcia J. Wade 14
Sophiatown, the rollicking pre-apartheid Johannesburg suburb that was home to gangsters, politi-
cians, musicians, and intellectuals of all races, is reborn on stage.

USArts: Strategies for the 80s 17
Louisville, Kentucky, boasts a remarkable record of excellence in the arts. The $33.5-million Ken-
tucky Center for the Arts is home to five of the city’s premiere performance groups and a new ex-
perimental theater . . . the Classics in Context festival creates a cultural and historical milieu that
involves the whole city . . . the Greater Louisville Fund for the Arts makes incredible strides with
its employee-giving programs . . . the Humana Festival of New American Plays is a showcase for
the best in contemporary drama . . . the Derby Museum, adjacent to Churchill Downs, celebrates
America’s most fabled equestrian event.

Louisville: Cultural Celebrations 25
Whether it's a day at the races or a night at the opera, Louisville promises a variety of
attractions. From the treasure-filled J.B. Speed Museum to the offerings at the Kentucky Center
to the restored Victorian homes, this is a place to remember.

No Exceptions By Marcia J. Wade 33
As an exhibition highlighting a century of women’s struggles and achievements in the field of
architecture opens in New York, the current generation of female architects discuss the barriers
they still face in a male-dominated field.

Martha Clarke 37
The avant-garde performance artist talks about the creative process behind her new work,
Miracolo d'Amore, unveiled this month at Charleston’s Spoleto Festival.
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The Art of Paul Gauguin

National Gallery of Art, Washington
MayI-July 31, 1988

Museum Hours: Mon.-5at./10-5;

Sun. /12-9(Thru May 30).

Mon.-5at./10-9; Sun./12-9(Summer Hours).
For information call: 202 842-3472

The Art Institute of Chicago

September 17-December 11, 1988

Museum Hours: Mon. —Fri./10:30-4:30),
except Tues. til 8; Sat./10-5; Sun./12-5
For information call: 312 443-3600

Galeries nationales

du Grand Palais, Paris
January 10-April 20, 1989




1aking art.

There is method in the madness =5 well as myth.
While legends of his life are as colorful und exotic as
his distant, mysterious Tahiti, *he truth pales beside
“THE ART OF PAUL GAUGUIN.” Begiiming May 1 at the
Nationa! Gullery of Art, AT&T invites you to see the
showing of Guuguin’s true colors: more than 230
paintings, rrints, pastels, carvings, ceramics and
sculptures from Europe, Australia, Poiynesia, Asia,
the Americas, and the Soviet Union. It is art offered
not in the shadow of his infamous being, but in the
light of his infinite genius. In September, it travels
on to The Art Institute of Chicugo and then to the
Galeries nationales du Grand Palais in Paris. At ATz,
where we constantly explore the art of communica-
tion, this unique exhibition underlines our commit-
ment to innovation. Whether the landscape is
business or art, AT&T is there to make the connection.

©1988, AT

(il

ATST

The right choice.
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the Bolla
Steeplechase

To benefit Kentucky Opera

Saturday, May 28, 1988
Prospect, Kentucky

Phone: 502¢584 1410




M THETOLEDO MUSEUM OF ART

 America.
Land of the free,the brave and
millions of illiterate adults.

clissatro

Hobwnt
Motherwell

PLANET
EARTH

He discovered greed. ove, power:
tragedy. death, treason, and mutin

Then he discovered America,

We're also interested in computers.

These are some of the many art exhibitions, musical events, and
television spec ials that IBM has wuppor[ed over the years.
Which goes to show that a company known for state-of-the-art tec hnoloow

m.x
fix
I

i u. Calent

1M saallers of Sewnwee s Art
Waelras Avveni ad doify e

can also be interested in the state of the arts.
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""Some people point to modern factories as
examples of how far man has come. But strip
away the light, the color, the activity . . . and
you're left with the same shapes and forms
man has built since the beginning of time. |
see factories as monuments to the human
condition. As 20th century Stonehenges.”

Atna supports artists like Richard Harden,
because the more we see of their work, the
more we see of ourselves.




ACA: A View From The Field

umericans
nd the Arts

out, it's full of data, and it's certainly being
ed about, What is it? Americans and the Arts
the recently completed nationwide survey of
ilic opinion on the arts. Conducted by the Na-
1al Research Center for the Arts, an affiliate of
1is Harris and Associates, this survey was once
in commissioned by Philip Morris Companies,
., whose support of the arts continues to set the
e among sO many American corporations.
‘omparing data from surveys in 1975, 1980, and
4 with responses in 1987, Americans and the
s V highlights trends in a number of key areas:
.eisure time is down to 16.6 hours per week, less
han two-thirds of what it was fifteen years ago.
\ttendance at arts events has fallen by 12
yercent since 1984, but individual participation
n the arts is stable.

jroadcast television has declined as a medium
or exposure to the arts, but the potential of VCRs
§ very promising.

wpport for full-credit arts programs in the
ichools is as high as 84 percent.

*eople respect and value artists, but only 30 per-
sent are willing to have public funds used to help
upport them in their work.

support for public and private arts support con-
inues to grow stronger, and individuals report
hat their personal giving is up substantially—
rom an annual median of $48.50 in 1984 to
§61.60 in 1987.

dmericans and the Arts V' is so comprehensive that
s brief column can hardly do justice to all its find-
5. Therefore, I want to focus on one area that 1
ind especially compelling: the socio-economic
file of arts audiences and its implications.
T'he story is not unexpected. Leisure time—on
ich arts groups rely for their audiences—is down
‘0ss the board, but hardest hit are middle-aged
nwhites with a high-school education or less,
secially women, and especially those at or near
: bottom of the income scale. For this group, as
v as thirteen hours may be available in a week
* activities other than work and family.

T'he impact on audience composition continues
be glaringly evident. Though 65 percent of the
al public report having attended a live theater
:nt, the audience concentration is among rich
aking $50,001 and over), well-educated (90 per-

Americans and the Arts V finds strong support
for arts-education programs, such as Spectra,

which serves schools in Santa Cruz County.

cent post-graduates) whites (66 percent attenders).
That pattern seems to be repeated among audiences
at live classical music concerts, live opera or
musical theater, and art museums.

The worst (and most disturbing) implication to
be found in these numbers is that arts organizations
are not succeeding—when they are even trying—
in vigorously reaching new audiences or in attract-
ing significant numbers of blacks, Hispanics, and
other peoples of color to their events. Is this a fact
of life in “'marketing™ the arts or does the poten-
tial exist for something very different?

One indication lies in the responses to questions
pertaining to arts opportunities for children. Adults,
after all, are inclined to project their strongest
values in the form of hopes and dreams for their
children. Does the survey show that people of color
with less money and less education, treasure the
arts enough to want their children to experience
them fully? An analysis of the responses to two
questions in particular gives us the clue.

The first question: **From what you know or have

heard, would you say that school-
children in this area have enough op-
portunities to hear music and go to
plays and things such as that, or not?"
The answer: More blacks and
Hispanics (60 percent and 68 percent,
respectively) than whites (53 percent)
said that children did not have enough
such opportunities.

The second question: “How much
do you feel that you would like your
children to be able to enjoy cultural op-
portunities that were not available to
you?”" The answer: More blacks and
Hispanics (75 percent and 69 percent,
respectively) than whites (58 percent)
said they “very much” wanted such
opportunities for their children.

Couple this with the survey’s find-
ings of overwhelming public support
for strong arts-education programs—
for arts courses that offer credit
(favored by up to 84 percent), that are
paid for from the regular school budget
(75 percent), and that are treated as just
as important as math and other basics
(67 percent)—and what emerges is a
window of opportunity so wide that
generations of arts audiences could
pass through it. Through that window, we can begin
to glimpse the broader base of support and participa-
tion that arts organizations could and should develop
by aggressively cultivating nonwhite audiences, by
programming responsively to community members,
and by pursuing an education agenda that includes
the arts for all students.

With Americans and the Arts V, Philip Morris
and ACA Board Member Louis Harris have shown
us two futures for the arts—one vital and growing,
the other only static at best. They have also sug-
gested the means to choose between them, and for
that we owe them our thanks.

EDUCATIQN. i Akde LABRARY

American Council for the Arts

A bookler containing highlights of this survey is
available for $2.00 per copy (includes postage and
handling) from the American Council for the
Arts/1285 Avenue of the Americas/New York, N.Y.
10019. Also, an advocacy package including one full
report and five highlights of the survey (315), or
a package including rwo full reports and fifreen
highlights (325), are available from ACA. For fur-
ther information call 212/245-4510.
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Harlem!

Dance Theatre of Harlem, America’s
extraordinary ambassador, represents the
U.S. in a tour of the Soviet Union.

It was the death of Dr. Martin Luther King, Jr. that jolted
Arthur Mitchell, a leading dancer of the New York City Ballet,
into a personal commitment to do whatever he could,
wherever he could, to help his people. The fact that the only
thing he could do was teach ballet and that the only place he
could afford was the basement of a Harlem church didn’t
discourage him.

His pupils were kids from the Harlem streets, and his
lessons were tough and uncompromising. To kids who
thought that drugs were “cool,” he taught the need for iron
discipline over mind and body. To those who dreamed of
quick fame and easy money, he taught the virtues of sweat
and hard work. Along the way, he taught them grace and
beauty and pride in themselves.

The result has been electrifying: a dance company that has
fused the sophisticated elegance of ballet with the real-world
emotion and vitality of Harlem. In the dance capitals of the
world, they rate standing ovations and have become some of
America’s finest ambassadors. This year they were selected to
represent the U.S. in the President’s Special Cultural Exchange
Initiative with the Soviet Union.

We started supporting the Dance Theatre of Harlem some
thirteen years ago. We thought they had a message for us and
for all American businessmen — and maybe the Soviets can
profit from it, too. We think it should be called “Mitchell's Law™—
if you want to change your world, or your country, or just your
business, the way to begin is by ignoring all excuses for doing
nothing, and start doing whatever you can, wherever you can.

Phikp Moms Companes Inc 1988

Philip Morris Companies Inc.

Philip Morris U.S.A.
Philip Morris International Inc.
General Foods USA
General Foods Worldwide Coffee & International
Miller Brewing Company
Oscar Mayer Foods
Philip Morris Credit Corporation
Mission Viejo Realty Group Inc.
Dance Theatre of Harlem appears at the Kennedy Center in Washington, D.C.
March 15 - 20 and City Center, NYC, June 28 - July 3.

Photos, clockwise from top left: Christina Johnson and Donald Williams, Bugaku;
Stephanie Dabney, Firebird; Virginia Johnson, Giselle; Judith Rotardier, Dougla.
Photos by Martha Swope (Bugaku, Firebird, Dougla) and Jack Mitchell (Giselle).




Banner
Years

Childe Hassam’s flag
paintings became
symbols for a country
in conflict.

By Kenna Simmons

of Mr. and Mrs. Frank Sinatra

Above: The Fourth of
July, 1916 (The
Greatest Display of the
American Flag Ever
Seen in New York,
Climax of the

Preparedness Parade in

Opposite: Hassam's
most famous flag
painting, Allies Day,
May 1917, depicts
Fifth Avenue
commemorating the
new union of Allied

May), a rare summer countries.
scene in the series.
12 HORIZON MAY 1988

From a 1988 vantage point, it seems to have been
a much simpler time. In the years from 1916-1919,
the United States engaged in a war that was per-
ceived not so much as a political conflict but rather
a moral one. Most people supported World War I—
because it was necessary to help our friends,
because it was the right thing to do. New York City,
itself a symbol of the country’s energy and power,
was often bedecked with flags and banners pro-
claiming support of the Allies and, later, the
American entry into the war.

“The Flag Paintings of Childe Hassam,” at the
National Gallery of Art May 8-July 17, consists of
twenty-one paintings created between 1916 and 1919.
This is the first time in sixty years the flag paint-
ings have been exhibited as a series. (To be con-
sidered part of this body of work, the canvases must
not only include banners, but must also depict Fifth
Avenue or a nearby street where the flag decora-
tions were hung to show American support of the
war.) The paintings were first shown in their en-
tirety on November 4, 1918, four days after the war
ended, at the New York gallery of Durand-Ruel.
The series was never a fixed entity, and its numbers
changed as paintings were added or sold. The last
showing of the series, then consisting of nineteen
paintings, was held at the Corcoran Gallery of Art
in Washington, D.C. in 1922.

Hassam himself did not conceive of the paintings
as a series—at least not at first. During the three
years he worked on them they changed, both in
form and subject. As Ilene Susan Fort, assistant
curator of American art at the Los Angeles County
Museum of Art and organizer of the exhibition,
writes in the accompanying catalogue, Hassam’s
paintings themselves evolved into symbols for the
United States’s new position in the world.

Hassam was already established as the premier
American impressionist by the outbreak of World
War [. American impressionists had never aban-
doned themselves solely to the concerns of captur-
ing a moment of light and color the way the early
French artists did: most retained a greater commit-
ment to form and subject. As early in the flag paint-
ing series as Allies Day, May 1917, Hassam was
manipulating the placement of the flags, more con-
cerned with composition than a faithful rendering
of what he saw.

This was necessitated in part by Hassam’s other
theme—the flags as emblems. When he began, he
was struck by the visual image of the American
flags. *I looked up the avenue and saw these
wonderful flags waving, and 1 painted the series of
flag pictures after that,” the artist explained in a
1927 interview. The Fourth of July, 1916 (The
Greatest Display of the American Flag Ever Seen
in New York, Climax of the Preparedness Parade
in May) shows the Stars and Stripes streaming from
skyscrapers along the street. Hassam's brushstrokes
are typically impressionistic, with the long stripes
of banners flowing into each other. Though the
painting was done in summer, the scene does not
resemble the hot, humid weather in New York. It
is airy, light, and a breeze catches the flags.

As the series progressed, Hassam grew
willing to manipulate the scenes. “After all,
not the brilliance of the sun or the charm of
day that initially inspired Hassam to create th
paintings but rather the flags themselves,” For
In Allies Day, May 1917, Hassam's most famot
painting (although not originally shown as p
the group), the inclusion of the flags of Britai
France forced the artist to render a clearer, le
pressionistic depiction of the flags, althougl
hang in several groupings. Hassam was begi
to infuse his work with symbolism: here, the
seem to form a protective cover over the pedes
passing below, and the inclusion of Saint Tho
Episcopal Church suggests that this new ma
of ailiances has divine sanction. Hassam ma
lated the viewpoint as well, looking down c
flags flying from the buildings on the right
distortion of perspective in the later flag pail
even prompted critic Henry McBride, after
ing the 1918 exhibition at Durand-Ruel, to cor
Hassam to a cubist.

Hassam never went that far, but he did ab:
traditional impressionist concerns for greater ¢
and symbolic meaning. About the time o
Union Jack, April Morning, 1918, Hassam |
to develop a composition that put the greates
phasis on the flags themselves. Here, too, the
ing of the Stars and Stripes behind the Unior
suggests American support of Britain. In the
paintings, the artist used similar groupings as
bols of powerful alliances, and of the Allies’
mitment to liberty and democracy.

New York City was an important part of Has
iconography in the flag paintings. He moved tc
York in 1889 and lived there until his death in
his first paintings of the city were pictur
renderings of street scenes and pedestrians
fascination with crowded streets found its wa
the flag paintings, where pedestrians often a
massed together. While the crowds of people
ing and going suggested the vitality of the Amx
population, the skyscraper was a powerful en
of advancing technology which would ensur
cess in the war. Draped with flags, the tall buil
were themselves symbols of victory.

Hassam’s flag paintings reflect an interestin
of his career. Caught up in the symbolic possib
of the flags, he responded more strongly to the
to forge such symbols—of victory, moral powe
strength—than to adhere to one aesthetic
viewers in 1988, the paintings are also an ex
sion of a now-suspect belief in the power of
symbols and the trust that, if a just cause w
succeed, the world was sure to be a better pla

“The Flag Paintings of Childe Hassam” wi
travel to the Los Angeles County Museum
Art, August 21-October 30; the Amon Cart
Museum, January 7-March 12, 1989; and 1
New York Historical Seciety, April 20-June
The exhibir is one of three in a larger shov
“Masters and Masterpieces of American

Impressionism,” sponsored by Bell Atlantic.






Two South African theaters bring their country’s
culture of resistance to the United States in
a play of laughter and song, rage and tragedy.
By Marcia J. Wade

OUT OF
SOUTH AFRICA
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t was known as the **Chicago of South
Africa”” Gangsters, musicians, intellec-
tuals, the shebeen queens who presided
over the illicit drinking houses. and angry
young men jostled in its streets. Bohemians
and intellectuals of all races mingled in the
shebeens, in the offices of Drum magazine,
and in the parties Nadine Gordimer has
alled as “memorable. You could never forget
m, not for the rest of your life.” Black theater
ved, and American jazz mated with indigenous
ican forms to suffuse the streets, the shebeens,
 the dance halls that proliferated in a place that
 called Sophiatown. In 1953, in apartheid’s early
rs, the Johannesburg suburb was emptied in a
es of predawn raids by armed police, its black
| “coloured” inhabitants relocated, and their
nes razed to the ground. A white neighborhood
 erected on the site and named Triomf.
low Sophiatown has come to life again on the
¢, in a play bearing its name created by Johan-
burg's Junction Avenue Theatre Company and
duced with the Market Theatre Company of
ith Africa. Towards the end of the play, one of
characters remarks that *memory is a weapon.”
ipled with the exuberant talents of Junction
nue’s cast and director, it becomes a compell-
and powerful weapon indeed. On Sophiatown's
ning night in Johannesburg three years ago, the
e Times's Marianne Thamm reported that “tears
¢ streaming down nearly every face” in the
rket Theatre. Since then, it has played to pack-
wdiences in the cities and townships of South
ica, and received standing ovations and critical
aim in Germany, Switzerland, Italy, France, and
at Britain. This month, Sophiatown comes to the
es. The Chicago International Theatre Festival
be presenting the freewheeling work, as full of
ic, dance, and drama as its namesake, at the
al George Theatre, May 10-22.
ophiatown is part of what director Malcolm
key calls “the new South African theater.”
ch he says, “*has new language built into it, a
' feel and energy.” Junction Avenue’s brand of
new South African theater is a vibrant blend
black and white performance styles. After
iths of research by members of the company—
icians, writers, gangsters, politicians were in-
iewed and their collective experiences turned
a story—Sophiatown was developed in six
iths of workshops that relied heavily on im-
visation to bring the heterogeneous cast of
racters to life.
he play unfolds around an actual event, a re-
st by two black journalists, through advertise-

ment in the newspaper, for a white girl to come and
live with them so that they could study her. A young
Jewish woman replied and was accepted into the
household. Around Junction Avenue’s imaginative
recreation of this incident—and the varied reactions
by members of the housechold—all the conflict and
creativity of the vibrant community come to life.
Laughter and song, rage and tragedy are the threads
out of which Sephiatown is woven.

“The play’s about the very things we're trying
to struggle for—all of us. Okay, not all of us. Some
of us are trying very hard to prevent the future, but
many of us are very concerned with it,” says Purkey.
“And the play is really about the possibilities of the
future. Can we learn to live together? How do we
learn to live together? How could we be so bar-
baric as to do these things? How is it possible that
in spite of all this destruction, there is a spirit that
lives on, this spark that goes from generation to
generation? What was it about the fifties that pro-
vided this energy that we're looking at with new
eyes in the eighties, and trying to learn from?”

The Market Theatre Company's managing direc-
tor, Mannie Manim, who produced Sophiatown,
says that performances of the play abroad invariably
clicit the same response: **We can't believe you per-
form that work in South Africa.” Like Sarafina,
which is currently on Broadway: Asinimale, pro-
duced on Broadway last year: Bopha, which is com-
ing to Los Angeles later this year; Have You Seen
Zandile?, Geina Mhlope's tale of a young girl and
her grandmother in the homelands, which will also
be produced for the Chicago festival; Sophiatown
is part of South Africa’s culture of resistance.

It’'s a culture South Africans, both black and
white, can’t seem to get enough of. Even the state
theaters supported by the apartheid government have

Opposite: A time, a
place "'you could
never forget’’ comes
to life in Sophiatown,
a powerful and
compelling play based
on the actual
collective experiences
of such people as
musicians, writers,
gangsters, and
politicians. Mannie
Manim (left),
managing director of
the Market Theatre
Company, co-
produced the play.

been strongly influenced by the resistance culture.
“There’s no denying that because of the enormous
wave of response that the Market Theatre and other
companies that do the kind of work we're doing
have gotten, that they too are now saying, “Well,
if we're going to be where it's at we have to be do-
ing theater that's challenging the status quo, ™ says
Manim. The government theaters are “creating a
program that is daily becoming ostensibly more and
more like what we're doing. We see this as a bit
sinister, because we see them trying to blur things
so that everything looks the same.” While the state
theaters have multiracial—or, to use a term South
Africans prefer, nonracial—casts, black actors con-
stitute a small minority of government-supported
companies, plays written by black Africans are not
performed, and the theaters themselves are not
“user-friendly™ to black South African audiences.
“They smack of government,” Manim says.
Ninety percent of the work performed in the
Market—a renovated fruit market whose propor-
tions nearly exactly resemble those of Shakespeare’s
Globe—is unabashedly political, anti-apartheid, and
in opposition to the regime of the status quo im-
posed by the country’s white minority government.
Nearly all the South African works that have
traveled widely abroad were first seen on its stage.
The new culture emerging in the midst of one of
the world’s most repressive regimes derives its con-
siderable energy from an open embrace of the world
beyond the self. Listening to Purkey and Manim
describe their personal journeys, one realizes the
power of a vision that does not oppose self and
world, but vigorously explores the ways in which
the world is, instead, an integral part of self,
Born and bred in Johannesburg, Purkey recalls
coming out of a whites-only schooling *“'in a daze,
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“In the midst of this destruction is the

statement that this energy

towards liberation cannot be stopped.”

Director Malcolm
Purkey, whe created
Sophiatown with the
cast of the Junction
Avenue Theatre
company, says ‘‘the
play is really abour
the possibilities of the
Juture. Can we learn
to live together? How
do we learn to live
together?"’

and like all middle-class, vaguely educated people,
I thought I would go to university.” Along the way,
still ““really quite confused™ about his life, he read
Waiting for Gedot. The experience “‘switched me
completely around,” and he began writing plays.
In the early seventies, Purkey went to England
where he was exposed to workshop theater.

The young playwright returned to South Africa
and became part of a fledgling company called
Workshop 71. “We absolutely knew that if we
wanted to advance we would have to try and
challenge ourselves with the dilemma that apartheid
provides us. So we started nonracial workshops.
And we became very interested in what I call the
hidden history of South Africa, and that became
the kind of material we began to explore.” Most
of the work of Junction Avenue—a company form-
ed ten years ago when Workshop 71 disbanded and
many of its members went into exile—has consisted
of neo-Brechtian explorations of that hidden history,
replete with music and performance.

Manim’s story is also testimony to the power of
art to change lives. The product of a modest
background, he began ushering at the Bryan Brook
Theatre as a teenager to make money. I fell in love
with the theater,” he says, “with what it was about.”
In five years, he worked his way up from usher to
stage manager. One night along the way, Athol
Fugard's company hired the Brooke Theatre for a
Sunday-night performance of one of Fugard's early
works, No Good Friday. "1 remember that night
as clear as today,” Manim says. “I'd been perform-
ing white theater to white people. No Good Friday
is about black people, and it's performed by black
people and set in the townships. I remember watch-
ing the play from the wings and absolutely loving
every second of it. T'd been involved in The
Boyfriend and Two for the Seesaw. It was all about
English and American people. And suddenly, here

16 HORIZON MAY 1988

v ]
- '

were these people talking dialects from my back
yard. It just blew me away completely.”

Nothing happened immediately to change the
course of Manim’s life or of South African culture.
He went on to join the Performing Arts Council
of the Transvaal, and within two years was head
of its drama department, controlling a budget of
more than a million rand. Out of a sense of fairness,
he says, he began opening dress rehearsals to all
South Africans. “We'd have full houses of black
people coming to see those performances—free of
charge, because they were dress rehearsals. It gave
me a great sense of doing something, of getting
something through.” Manim also made sure that
the council’s tours included the townships.

The night that was to change Manim’s life came
later, when a group of community members in the
Indian township of Lenasia, where the council was
soon to bring its production of Charles Marowitz's
“Africanized” Macbeth—with Shakespeare’s
witches styled after African witch doctors—
demanded to meet with him. Angry and critical,
they told Manim they didn’t want government hand-
outs, but theater on their own terms. After two
hours, 1 got exasperated and realized there was
no way I could convince these people. T just started
talking to them—maybe even at them. I said, “You
must understand that what’s happening here now
is actually changing the whole way I'm looking at
my life. I thought I was doing something that could
be half-decent, but what you're explaining to me
is that it's not decent at all, and ultimately it’s
degrading for you to accept. I understand that.’
When I was finished with that speech they asked
me to leave the room, and I went and stood on the
veranda and made my decision about my future.”

A few minutes later, Manim was called back in-
to the room and told that any performances he
directed and produced would be welcomed in the

township. He, however, had decided to take
three months vacation he had accumulated at
council and drove “from the most northern p
of South Africa to the most southern point,
looking at my country. And I decided that if T
to be alive and be a human being and be of
use in my life, I had to get away from

bureaucratic mess I was in and start something
small and very simple and do the real work v
the people and do it honesty and do it direct

And so the Market Theatre was born. Manim
the Market's artistic director Barney Sir
assembled a small company of actors, and v
Manim's pension as capital, his apartment
rehearsal hall, and his car as touring bus, beg
Two years later, they bid for the Indian F
Market, and won it. Whiz-kid capitalist Mu
MacLean, who liked what the young company
doing, provided two million rand for renovatic
At the time of its opening, there had been only
other theater in the country—The Space
Capetown—which had ever performed to raci
mixed audiences. As the years went on, the Ma
grew. The rest is history.

Junction Avenue and the Market, however,
not the stuff of fairy tales. In South Africa’s br
political climate, Big Brother is not a metaphor
an everpresent reality much on everyone's mi
“Newspapers are blocked, literature is block
film is blocked,” Purkey points out. “We d
know how much longer we'll be allowed as m
freedom as we have been allowed,” says Man
The recent banning of seventeen organization
many of which had cultural wings and many, s
as the Free Mandela Campaign and the Detain
Parents Support Committee, with whom the Ma
has worked to offer benefit performances
reduced-price tickets—has been extremely sol
ing. “If we ever stopped to think of the cor
quences,” Manim says, it would affect the tr
of the work. It's very important that we try to
the truth as it is to us at the time.”

And so the work of telling the truth goes on.
Chicago performances of Sophiatown will be a1
opportunity for American audiences to particif
in the South African experience. “Right at the he
of Sophiatown, there’s a sense of delight that
future is coming,” says Purkey, “and an energy :
an urgency for that future. Ultimately, it is a st
of destruction. But in the midst of this destruct
is the statement that this energy towards liberat
cannot be stopped.”

Marcia J. Wade is a feature writer for Horizc
and Antique Monthly.
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Strategies for the 80

LOUISVILLE

The Kentucky Center
for the Arts is a cultural
beacon for the state.

When its doors opened November 19, 1983, for a
gala debut emceed by Charlton Heston and Diane
Sawyer, the $33.5-million Kentucky Center for the
Arts was already a showstopper. Five of Louisville’s
premier performance groups—the Kentucky Opera,
the Louisville Ballet, the Louisville Orchestra,
Stage One: The Louisville Children’s Theatre, and
the Louisville Theatrical Association—moved in
and made the Kentucky Center home

From the Dubuffet, Miré. and Nevelson
sculptures inside and out—soon to be joined by
Tony Smith’s massive Gracehoper and a commis
sioned sculpture by John Chamberlain—to the pro-
ductions that are staged in the 2 474-seat Whitney
Hall. the 626-seat Bomhard Theatre, and the new,
135-seat Boyd Martin Experimental Theatre, the
Kentucky Center for the Arts is a world-class act

Kentucky Center board chairman Gordon David
son, who has been on board since its inception, says,
“Its importance cannot be overstated. It has been a
tremendous symbol of pride for the entire state. and
all the arts have blossomed under its aegis.”

Take the five resident companies themselves. The
Louisville Orchestra has cut a distinctive profile on
the American musical scene with its unrivalled
commitment to contemporary American music
With the support of the Rockefeller Foundation, the
orchestra has commissioned works by Aaron
Copland, Peter Mennin, Vincent Perischetti, Walter
Piston, Roger Sessions, and Elliott Carter

That’s heady fare for middle America, but at the
Kentucky Center for the Arts, it's become standard
This month the Louisville Opera will perform the
world premiere of Philip Glass's The Fall of the
House of Usher, the first joint commission in U.S
history of an operatic work by a repertory theater
(Boston’s American Repertory Theatre) and an
opera company. And last fall, the Louisville Ballet
The Kentucky Center for the Arts, with Jean

Dubuffet’s jigsaw-puzzle figures in front
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presented the American premiere of Domy Reiter-
Soffer’s narrative dance-drama Paradise Gained,
a lyrical chronicle of the life of Colette.

Meanwhile, the Louisville Theatrical Associa-
tion's Broadway Series brings such productions as
Cats, I'm Not Rappaport, and Andrew Lloyd
Weber's Song and Dance to Whitney Hall. And then
there's Stage One, one of a handful of Equity com-
panies in the country that performs solely for
children—over 130,000 of them a year. One of six-
teen U.S. and Canadian companies included in last
year's International Showcase of Performing Arts
for Young People, and the only guest theater par-
ticipating in this year's Imagination Celebration at
the Kennedy Center in Washington, D.C., the com-
pany stages everything from The Wonderful Wizard
of Oz to A Wrinkle in Time to Macbeth.

Or take the series the center itself organizes—
the Bingham Endowed Series, which this year
featured the Nikolais Dance Theatre, the Boston
Camerata, the Philadelphia Orchestra, and Hal
Holbrook; the World Series, presenting Oriental
magicians and European circuses; the Midnite
Ramble, dedicated to the memory of Walnut Street,
once the heart of Louisville's black community, and
offering up everything from blues and jazz to
Chicago's Kuumba Theater's The Gospel According
to Soul; the Lonesome Pine Specials, a lively, eclec-
tic concert series of American music originals mak-
ing its debut this summer on public television sta-
tions nationwide; and the Prose & Poetry Readings.

“The brick and mortar, the facilities themselves,
are simply tools,” says Kentucky Center president
Marlow Burt. “What we're proud of here is what
we do with them. We're here to respond to the
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The Louisville Ballet's Paradise Gained

energies of other people.” That responsiveness is
the center’s trademark—an open, creative thrust that
provides a forum for the best of the classical canon
as well as indigenous and emerging art forms. “We
encourage taking risks,” Burt says.

“In a town that has an arts community like
Louisville,” says MEX technical director Justin
Reiter, “a black-box theater is an incredible asset.”
Thomas Leigh, co-founding producer of Pegasus
Rising, whose production of The Normal Heart—
Larry Kramer's angry play about AIDS—opened the
MEX last fall, agrees. “The MEX, made possible
by the Mary and Barry Bingham Fund, has made
the theater scene in Louisville wide open.” Other
MEX users include ArtsWatch, which brings in
avant-garde performance artists, and the Kentucky
Contemporary Theatre (KCT), which stages works
by Mamet, Beckett, Christopher Durang, and others.

Andrea Pecchione, KCT artistic and producing
director, says, “There’s nothing more exciting than
seeing a big, splashy Broadway number with great
costumes and glitter and glamour. The kind of
literature we do, though, cries out for an immediate
and intimate relationship with the artists. In the
MEX., artists are within two feet of the audience.”

Since the MEX opened, Burt comments, “this
feels more like an arts center. That's what turns me
on—the success of other people. We'll succeed on
their energy and creativity. I've seen places become
so damned self-important they forget what they’re
here for.” No matter which way you look, one thing
seems clear. The Kentucky Center for the Arts is
not going to be one of them. —Marcia J. Wade

Lasting Effects

“Hardly a day goes by from September throug
May that school buses don’t roll up to our doors|
says David Thurmond. Inside those doors is th
Kentucky Center for the Arts, where Thurmond
director of education, and the thousands of childre
who arrive cach day for special performances b
the center’s resident companies are only the tip ¢
the center’s education program.

Arts education has been central to the Kentuck
Center’s mission—to achieve a lasting effect o
Kentucky's cultural climate. Dr. Pat Goldberg, th
center’s first education director, assessed statewid
arts-education needs and found that principal
superintendents, and arts and music teachers hs

a universal desire for professional performance of
portunities. The center’s prompt response was
sponsor the Kentucky Imagination Celebration,
outreach program of the Kennedy Center. In its fir}
three years, the center created an education pr
gram that involved 115 of the state’s 120 counti
through regional youth arts festivals; regional ar}
showcases bringing together artists, arts resource
teachers, and principals; and other projects.
Last summer saw the institution of the Gove
nor's School for the Arts, a joint project of th
center and the Kentucky Department of the Art
The three-week summer program brings 1;1
talented high-school sophomores and juniors
selected from auditions—to the campus
Louisville’s Bellarmine College for immersion
dance, theater, music, writing, and the visual a
In every aspect, these programs have be
developed and conducted in close collaboration wij
school-system personnel. In March, the Kenneq
Center's Alliance for Arts Education and the N
tional School Boards Association selected the Boa
of Education of the Jefferson County Public Sch
of Louisville to receive the first Kennedy Cent
National School Board Award for its “outstandi
support of the arts in education.” Commending
comprehensive five-year arts plan, and an array
model programs that have become part of the Ke
tucky Plan for Comprehensive Education, the A
and NSBA praised the Jefferson County board
“improving the conditions of teaching and lea
ing and providing increased opportunities for
schools to collaborate with groups outside edu
tion.” As Lou Deluca, the state education depa
ment’s coordinator of arts and humanities, says,
Kentucky Center has been an important part
outreach efforts that “really reach teachers a
students.” And that’s what it's all about.
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Creating a Classic

he Classics in Context
:stival has an energy

1 its own that permeates
irough the city.

iitors who come to Louisville between August
and November 13 may think they've stepped
ough a time portal. Through performances, ex-
itions, and other activities, the city's arts
ranizations will offer a chance to explore the
;ial and aesthetic milieu of the Victorians dur-
Classics in Context: Louisville's Festival of Arts
1 Culture
th the context in which they were created.

Classics in Context evolved from an idea of Jon
v’s. In 1985, the producing director of Actors
eatre of Louisville initiated a salute to Molicre

an event that surrounds the classics

1t consisted of two plays, three lectures, and two
ns, all focusing on the French playwright. But
y wanted to involve the other arts groups in
uisville, as well. His idea was that an intensive
1 wide-ranging exposure to the classics in all art
ms would be backed up by each group’s series
lectures, providing information on why and how
se works came about. “It’s not very different from
at the best schools do,” he explains. “If you see
e Mikado produced by your local opera and then
1 see W.S. Gilbert's Engaged performed at the
ater, and then you hear interesting lectures on the
storian class system, you make connections.”
Actors Theatre, the Kentucky Opera, the
uisville Ballet, the Louisville Orchestra, and the
i. Speed Art Museum provide the backbone for
: festival. Last year was the first time they col-
orated, making The Romantics a city-wide
tival. Thomson Smillie, general director of the
2ra, explains that the goal was to “take the energy
ich already existed among the arts organizations
Louisville and to focus it, to have a theme which
iuld unite our productions and create a festival
ling out of existing resources. Rather than try
set up a festival with its own administration and
»3-million budget, we're providing an umbrella
' the existing arts organizations.”

Although The Romantics drew praise for the
ality of the events presented (Carmulle and The
prices of Marianne by ATL, Sleeping Beaury by

the ballet, Salome by the opera, Beethoven's Ninth
Symphony by the orchestra, and “Genius and
Melancholy™ by the Speed), there were some com-
plaints about the lack of a central administrative
body. “We were the ones who started it,” says Jory,
“but we really weren't large enough to handle it.”
Enter the Greater Louisville Fund for the Arts,
which took over responsibility for coordinating this
year’s festival at the request of the organizations
involved. Expectations are high for The Victorians:
ATL will present Peter Pan and Engaged; the
Louisville Ballet will world-premiere a work by
Jack Carter, based on the lives of the Bronté sisters;
the orchestra will perform music by Elgar and Stan-
ford; and the Speed will mount an exhibition of Vic

torian paintings. All the events will be accompanied
by lectures that will address social, cultural, and
historical concerns of the era.

The Kentucky Opera has planned a major event
to coincide with Classics in Context: its own festival
of Gilbert and Sullivan works, made possible by
a $250000 gift from Mary and Barry Bingham, Sr.
“Oddly enough, although Gilbert and Sullivan are
in vogue in America, no American professional
opera company is doing a festival of these works,”
says Smillie. From September 3-11, the company

The Kentucky Opera performs Salome at the
1987 festival, The Romantics.

will present The Yeoman of the Guard, The Mikado,
Trial by Jury, and Cox and Box. A film based on
the lives of Gilbert and Sullivan and lectures by in-
ternational experts are also on tap.

The supporting events planned by the five
organizations have been enhanced this year by a
$178,000 NEH grant. A consortium of other local
arts organizations has received a smaller NEA grant
for the same purpose. With the expansion of the
festival, there's a sense that the sky’s the limit. Alun
Jones, artistic director of the Louisville Ballet, says,
“The plans for this upcoming festival are to have
tourists come in. Our long-range plan is to make
it so attractive that it will have the success of the
Spoleto Festival USA."

Classics in Context already has a head start with
“Col-
laboration is dealing with aesthetics, as well as

Louisville’s solid base of arts organizations.

organization,” says Baylor Landrum, director of ex-
ternal affairs for the Fund for the Arts. “An op
portunity for artists to learn and grow from con-
tact with each other is something that has a long-

term benefit for the community.”—Kenna Simmons
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Arts on the Line

The labor force proves
that the arts are
key to quality of life.

When it comes to arts support, Louisville is where
the black tie meets the blue collar, “T think we have
to agree to make new assumptions about who is
going to support the arts,” says Greater Louisville
Fund for the Arts (GLFA) president Allan Cowen.
According to Stanley Dickson, vice-president of
South Central Bell and chairman of the Fund’s
board: “I think part of the success of the Fund is
that it has been broad-based and it's getting broader
every year. We have lots of employees who attend
the arts and support the arts . . . . from executives
to operators to linemen.”

The Fund's Employee Giving Campaign goes
right to the grassroots of the community—the rank-
and-file worker. In 1985, 7,300 employees gave to
the Fund; last year the number of donors soared
to 11,500. Ten years ago, workplace donations
represented less than 4 percent of total Fund dollars
raised; in 1987, that figure blossomed to 22.7 per-
cent. What these statistics boil down to is people—
people like Shirley Harrington, a secretary in com-
munity relations for the Philip Morris manufactur-
ing plant in Louisville. Says Harrington, *'[ feel like
I'm speaking for a large part of the work force when
I say the employees of this company realize how
fortunate we are. We're proud of our community,
and we want to put something back into it, to make
sure that the arts stay here.”

In 1985, the GLFA approached the 3,400-em-
ployee Philip Morris factory for a contribution.
Recalls Harrington, *They also asked if we would
like to see the company employees given an oppor-
tunity to give to the Fund for the Arts.”” Dan Ison,
Philip Morris's manager of community relations,
remembers that Harrington approached him with
the idea of creating an employee-giving campaign.
He responded by asking her to “give us a proposal
of what you want to do and how you would do it.”

“So, I got a committee together,” she says. “The
first year, we set a goal of $20000. We started
soliciting on a Sunday night at 11:00 pm.—our first
shift. Then I was soliciting on the second shift—the
next afternoon—and heard that we'd already raised
about $14,000. No one expected that we would make
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our goal, but we made it easily. The next year we
doubled it, and, this year. we raised five times that
much.” This year's exact figure is about $103,000,
making Philip Morris the company with the largest
number (more than 40 percent) of employees con-
tributing more than $100 annually to the GLFA.
“Our strongest unit here is quality employees.” says
Ison. “And those quality employees are daily pro-
ducing a quality product, and they've carried it on
into the quality of life in their community.”

The largest amount to come from a single finan-
cial institution comes from First Kentucky National
Corporation and its Bank and Processing units,
where a total of over $80,000 was pledged this year,
making its gift one of the top five from a financial
institution in the country.

When the campaign began about ten years ago at
Brown & Williamson Tobacce Corporation, only
salaried employees were solicited during that first
year. “However, as we communicated with our
employees about what the arts have to offer, we found
a much broader interest in participation,” says
Virginia Thompson, manager of community rela-
tions at Brown & Williamson. “The line workers,
the production workers, have children and they want
their children exposed to the arts.”

Judith Turner, assistant manager of corporate and
community affairs at South Central Bell, says in-
itially, only the employees in the downtown area
were solicited, but the response was such that the
next year the campaign was expanded to include
all of SCB’s Louisville locations. *“The response

The Fund'’s slide presentation to employees
includes this image: a child, inspired by Stag
One's Three Little Pigs, draws the Wolf.

was overwhelming. Our employees told us how
really feel about the arts,” says Turner. In 1987
campaign at SCB netted $53,000, including m:
ing dollars the company provides for every
between $25 and $1.000.

One factor in the success of the Employee |
ing Campaign is the Labor Management Sup
for the Arts Demonstration Project, which pron
cooperation among the city's labor, managemn
and arts organizations. According to Warren |
executive director of the Louisville Area Const
tion Labor Management Cooperation Commi
Inc. (LAMACO), “The Demonstration Project
put together in an effort to address the imag
labor in our community—to find an area that |
labor and management could work on without
apparent conflict—something that would benefi
community as a whole. The arts were a natural

The second year of the project included partic
tion in the Labor Day Heritage Celebration on
Belvedere, a special performance of A4 Christ.
Carol at Actors Theatre, and the return of the
filiate Artist program—a series of informal per
mances held in various workplace settings, o
possible with the assistance of General Elec
Foundation and South Central Bell. Ron Ha
directing business representative for the Inte
tional Association of Machinists and Aerosy



wve: Frances Dulaney (center), vice-president
he Fund, and Philip Morris employee
rdinators Ronnie Taylor (left) and Jan

phy (right), ar Philip Morris. Above, right:
Louisville Orchestra, a Fund member,
forms at the Bernheim Forest.

kers, and Fund board member, says, “The blue-
ar or labor community looked upon the arts as
tly for the rich and something that we had
ing to do with. But the project created an in-
st in seeing what the arts were about, and
kers started participating and going to the
ous functions.” The first phase of the project
 a National Business Committee for the Arts
rd in a ceremony at the Smithsonian Institution
Vashington, D.C. Both First National Bank,
ch was a corporate underwriter of the project,
LAMACO, which provided leadership and
ction, were cited for their initiative in bring-
labor, management, and the arts together.
he Fund’s employee campaigns take place dur-
February, March, and April. Each participating
pany has an employee coordinator and volunteers
» work with GLFA staff to distribute campaign
erials, make presentations, and collect pledges.
 Philip Morris's Harrington, “We have soliciting
ns of up to four people. A group of about fif-
employees meets in a room and we explain what
GLFA is and what they provide—services we
> all at some point in our lives taken advantage
Then we show them a short video presentation

on the Fund.” The campaign continues until all 3400
Philip Morris employees have been solicited.

“In addition to new markets,” Cowen says, “I
think we have to be more creative in our marketing
techniques.” In fact, the GLFA runs forty-five dif-
ferent campaigns annually, each tailored to the
specific company. At Liberty National Bank, the
largest locally owned bank in Kentucky, employees
increased their giving by 81 percent during this
year’s campaign. Says Cowen, “A video tape, de-
picting bank employees saying why they supported
the arts, was played in small group presentations
to fellow employees. It amounted to the employees
selling other employees on the idea.” Some
employees are offered incentives to participate. For
a one-dollar-per-pay-period gift, an Arts Card—
good for a 50-percent discount on admission to a
selected arts event each month—is available, as well
as a chance to win a new pick-up truck.

Incentives are also part of the campaign at Ken-
tucky Fried Chicken (past campaigns have included
drawings for VCRs, televisions, and an extra week's
vacation). Greg Reynolds, vice-president of public
affairs, thinks that KFC chairman Dick Mayer’s in-
volvement in the arts—he’s a former chairman of
the Fund—helps, too. “People realize that he and
others are making personal contributions. It shows
leadership.” Another creative marketing approach,
designed to encourage employees’ interest in the
arts, takes place at South Central Bell. Two weeks
before the campaign, SCB sponsors an “‘employees’
night out,” an arts-entertainment event geared

towards families (a performance of Stage One, for
instance). During the campaign, various local arts
groups come to each of the company’s Louisville
locations and perform during lunch hours or breaks.

A single contribution by an individual, business,
foundation, or employee is filtered through the
GLFA into one of fourteen member arts groups:
the Actors Theatre of Louisville, the Iroquois Am-
phitheater Association, the Kentucky Opera, the
Louisville Art Gallery, the Louisville Bach Society,
the Louisville Ballet, the Louisville Orchestra, the
Louisville Theatrical Association, the Louisville
Youth Choir, the Louisville Youth Orchestra,
Shakespeare in Central Park, Stage One: The
Louisville Children’s Theatre, Walden Theatre, or
the Water Tower Art Association. A fifteenth Fund
category, Community Arts, includes some 130
smaller groups that also benefit from the Fund.

The increased employee giving (as well as in-
creases from the entire funding sector) means the
Fund can continue to carry out its three-pronged
mission: to be the primary broad-based funding
mechanism in Louisville; to help each arts group
reach its fullest potential while maximizing use of
the community’s available resources; and to act as
the main spokesgroup for the arts in the city. And,
the work force is willing to support those goals.

Says Cowen: “Louisville is 2 community where
factory workers, bankers, and hospital workers
broadly support the arts. It makes the question of
the future of arts support more stimulating—it
generates new expectations.” —Bill Golightly
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ic Beginnings

You’re likely to find t
best new American

plays on stage each ye:
at the Humana Festival

The Gin Game. Getting Out. Crimes of the H
Agnes of God. Extremities. A heady group—:
which premiered at the Actors Theatre
Louisville’s Festival of New American Plays. S
its start in 1976, the festival (which changed its 1
in 1982 to the Humana Festival of New Ame:
Plays, reflecting the generous sponsorship of
Humana Foundation), has garnered an internat
reputation for discovering and producing the
in American drama.

It had a lucky start. As Jon Jory, producing d
tor of ATL for nineteen years and initiator of
first festival, says of its beginning, “We were
of fortunate. We only did two plays and one of t
was The Gin Game. So right away it didn’t s
like a terrible thing to do.” But what's kept if
ing strong is Jory's commitment to new plays
playwrights. The festival is part of the New
Program at ATL, which also encompasses the
tional One-Act Play Contest (plays from the «
test are often part of the festival, although no
one-acts in the festival come from the contest)
ongoing contact with more than one hun
writers. The festival now produces between s
and ten full-length plays, including works by
playwrights and second productions of play:
progress, as well as several one-act plays.

Out of twenty-five hundred scripts received ¢
year, only about fifty make the final cut. Altho
ATL no longer accepts unsolicited full-length pl
the theater has a pretty broad view of what «
stitutes a “‘solicited™ play. It culls talent from
one-act plays, because “‘the one-act seems ea
for the neophyte playwright to write,” says J
“We found that after many years we were sin
not producing many full-length plays out of the
solicited pile. But we were producing quite a
one-acts from the unsolicited pile. So when we
across a talent we ask them if they have any
length plays,” which results in about two hunc
submissions a year. ATL also takes recommes
tions from writers it's familiar with, about o



ters it isn't, and requests submissions from them.
or this past festival, which ran February
March 26, ATL tried something new: commis-
ing works from established authors. The festival
t changing directions so much as expanding its
cerns. Jory points out that The Queen of the
ky Roof Circuit by Jimmy Breslin, one of the
hors commissioned, is the columnist’s first ef-
for the stage. “We’ve been doing this for twelve
rs,’ Jory says. “There aren’t as many people sit-
around now with nineteen scripts in their trunk,
delighted to say.” The other two playwrights
amissioned for 1988—Marsha Norman, whose
ah and Abraham was presented as a workshop
duction, and Barbara Damashek, author of
ereabouts Unknown—both have had plays pro-
ed previously at ATL.
yver the next two years, the festival will present
-length plays commissioned from six established
1ors: William E. Buckley, Jr., Harry Crews, E.L.
torow, Ken Kesey, Arthur Kopit, and Erica Jong.
till, the discovery of the new writer remains one
he festival's primary goals. Just as important are
ond productions of plays-in-progress, which give
playwright a chance to establish the kind of
bility that might move a play into the national
ertoire (75 percent of the plays in the festivals
subsequently produced elsewhere). In addition,
L is committed to creating one docudrama each
r, dealing with social problems; last year, it was
e Crutcher and Vaughn McBride's Digging In,
ne-act play about the small farmer, fashioned
m interviews with Kentucky farmers and set
inst the views of bankers and politicians. This
r, Damashek’s Whereabouts Unknown addressed
problem of the homeless; it is based on inter-
ws with Louisville’s transients.
'hat emphasis on the surrounding community—
isville, Kentucky, the South—is not accidental
nerely convenient. It’s part of what Jory envi-
15 ATL to be about, and it has led him to a
nition of “regional theater” that has been crucial
he success of ATL and the festival. “I feel like
re a southern theater and that we respond to
thern concerns,” he says. “A lot of people don't
that because it makes them a farm team to some
- of arts event in the big city. But I simply don’t
'ty much about what's going on in most of the
cities. So, consequently, I have no sense that
y are our masters.”
hat allows ATL to set its own agenda—and, it's
sky one, even with a solid record of past suc-
ses. There are other new-play festivals, such as
Yale Winter Festival, which usually does about
r plays, but the Humana Festival is remarkable

Opposite: Lloyd’s Prayer by Kevin Kling (left),
produced in the 1988 Humana Festival. Above: A
scene from Barbara Damashek's Whereabouts

Unknown, a commissioned work for the 1988

festival, abour the problems of the homeless.

for its size and scope. Jory says,

“Many theaters
have other agendas, and while they are interested
in new plays, it is not their consuming passion. Plus,
it's quite costly to produce new plays. We have
tremendous assistance from the Humana Founda-

tion, which makes this possible.”

And with that assistance, and a lot of hard work,
Actors Theatre of Louisville continues to make its
discoveries. Jory says, “For the aspiring playwright,
this is probably the best time in American history.
This doesn’t mean necessarily to make a living or
to count on a career, but a talented new play is pretty
likely to find a production. And that hasn’t been
true at any other time.” It’s a sure bet that some
of those talented new plays will be produced first
at the Humana Festival. —K.S.
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Thoroughbred Treasures

In an array of exhibits, the
Derby Museum is a
trustee of the glorious
history of the Derby.

According to the Koran, the horse was created when
the divine hand plucked a bird from the sky,
transformed it into a graceful four-legged animal,
and set it upon the earth with the words, “Thou
shalt fly without wings.” The species has held a
fascination for people through the ages, including
the late Louisville industrialist and horseman I.
Graham Brown. His vision and generosity made
possible the Kentucky Derby Museum.

Adjacent to historic Churchill Downs
America’s most fabled equestrian event—the
museum is Louisville's most frequently visited at-
traction. In its first three years, more than 400,000
visitors took in an array of exhibits ranging from

home of

an award-winning multi-image show, “The Greatest
Race'—an extravaganza of sight and sound that un-
folds through 96 projectors on a 225-foot,
360-degree screen—to newsreel depictions of
memorable Derbys of the past, to a host of Derby
artifacts. Here you can find the first electric start-
ing gate used at the Downs, as well as the scales
used to weigh every rider in the Derby for fifty
years. And in the museum’s Paddock and Horseshoe
Galleries, painting, sculpture, and photography
evoke the age-old allure of the animal that “flies
without wings.”

“Fine art is a medium that transcends language.”
says museum director Randy Ray of the role of the
changing temporary exhibitions and developing per-
manent collection at the Derby Museum. *“This
museum has as its mission promoting and educating
the public on thoroughbred racing and the thorough-
bred industry. Art is a wonderful way to express
that mission. We use art as a tool.”

Museum board president Carl Pollard elaborates
on this point. “Our goal is to become an educa-
tional force within the industry—to be a living en-
cyclopedia on thoroughbred racing,” he says. “Art
is a very important part of the educational process.”

The museum carries that philosophy straight in-
to the school system—from elementary to high
school—when it invites students to submit works
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in any medium about the Derby and thoroughbred
racing. The result is one of the museum’s most

delightful —and colorful—annual events, “Horsing
Around with Art: A Student’s View of the Sport
of Kings.” Prizes are awarded, and all submissions
are exhibited at the museum.

Though it opened only three years ago, the
museum’s fine-arts collection already includes such
treasures as an 1849 painting by British artist John
Herring, Sr., and an Isadore Bonheur bronze, as
well as works by contemporary artists. The
fledgling collection’s first public showing was in
April, an exhibition Ray calls “‘soup to nuts—every
piece we own that fits into the category of fine art.”

The Paddock Gallery regularly showcases works
by equine artists. Currently on view are paintings
by internationally known Bernard de Clariére, and
slated for 1989 is a selection of the cartoons Pierre
Emile Bellocq—widely known simply as PEB—

Banners of Derby-winning horses hang from t
ceiling of the Derby Museum.

has for decades contributed to the Daily Rac
Form. While his witty caricatures are collect
items, the Derby Museum'’s exhibition will be o
their second public showing.

Art has been an outreach tool for the muse
as well. This year, it launched a national phot
raphy competition, sponsored by Nikon. The thi
nine winning entries were on view at the Nik
House Gallery in New York last month, and v
travel to other galleries and museums around
country throughout this year.

*The museum is of the utmost importance,” s
Churchill Downs marketing director David Carri
“because, through magnificent presentations :
exhibitions, it ensures that the history of the D

by is preserved.” —M.J
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Cultural Celebrations

The J.B. Speed Art Museum s Falls of the Ohio and
Louisville (1863) by Alexander Wyant.

At once sophisticated
ind quaint, bustling
aind tranquil, Louisville
s a cultural showcase.

or two solid minutes on the first Saturday in May,
fty-two thoroughbred hooves thunder for the roses.
v oLhe

urtain goes down on an adeptly executed world-

t track level, it sounds like applause . .

remiere performance in the stunning Kentucky
‘enter for the Arts—again, the thunder. As they

enter the far turn, the Kentucky Opera is giving
the Kentucky Derby a run for its money. So are the
Louisville Ballet, the J.B. Speed Art Museum, and
scores of other Louisville arts groups.

Rand McNally's Places Rated Almanac has con-

sistently recognized Louisville, Kentucky, as one of

America’s choice metropolitan areas, and the arts
are a primary reason. You're as likely to see a fac-
tory worker at the Kentucky Center as you are the
president of a major corporation.

An important key to the success of the city’s arts
has been the Greater Louisville Fund for the Arts—
the nation’s first arts-funding program based on the
United Way concept of giving. Over the past ten

years, both the number of donors and the amount
raised by the campaign—now at $2.7 million—have
increased by 300 percent.

Louisvilie, the “*Gateway to the South,” is both
quaint and sophisticated, northern yet somehow
southern, bustling yet tranquil. In downtown
Louisville, restored Victorian buildings mingle with
sparkling skyscrapers, just as the city’s past is in-
tegral to its future. Whether it’s a day at the races
or a night at the opera, Louisville promises a time
to remember. (The area code is 502).

N

HORIZON MAY 1988 24




MUSEUMS AND GALLERIES

The J.B. Speed Art Museum (2035 South Third
Street, 636-2893) is Kentucky's oldest and largest
museum. Since its opening in 1927, the museum has
amassed treasures by Rembrandt, Rubens, Tiepolo,
Bartolommeo, Picasso, Brancusi, and Henry Moore.
Its collections are thorough—from ancient to con-
temporary works—and are distinguished by major
Medieval, Renaissance, and French works, and a
strong Netherlandish collection. The Robert Geddes-
designed, 1984 addition to the Speed doubled ex-
hibition space. After sampling the art works, sample
the fine cuisine at Le Café Musée.

Upcoming special events at the Speed include
“Craft Today: Poetry of the Physical,” a survey of
American craft objects made since 1980. The ex-
hibition, which visits the museum May 16-July 10
before continuing on a national tour, is sponsored
by Philip Morris Companies, Inc. June, July, and
August bring the Second Annual Summerspeed
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festival. The one-day Kidfest kicks off the activities
on June 25; a craft workshop will complement
“Craft Today™ in July; a Disney film festival is
scheduled for August. From August 30-November
6, the museum will present “Virtue Rewarded in
Victorian England: Paintings from the Forbes
Magazine Collection,” in connection with the
Classics in Context festival

I'he new Kentucky Derby Museum (704 Cen-
tral Avenue, adjacent to Churchill Downs, 637-1111)
displays the color and excitement of thoroughbred
racing. Innovative exhibits and participatory ac-
tivities capture the spirit of the *“‘greatest two
minutes in sports.” The museum also features
educational programs, guided tours, a 100-seat
auditorium, and an outdoor paddock.

Fine-quality Kentucky craftwork can be found
at the Kentucky Art and Craft Gallery (609 West
Main Street, 589-0102), which represents the works
of more than 250 craftspeople from throughout the

Stage One: The Louisville Children's Theatre
performs Little Women in the Kentucky Center

state. The Louisville Art Gallery (301 York Stree
583-7062), floor of th
Louisville Free Public Library, offers a prograr

located on the second

of changing exhibitions—from quilts to compute
arts—and visual-arts activities for the entire family

Housed in the historic, nineteenth-century Carte
Dry Goods Building, the Museum of History an
Science (727 West Main Street, 561-6100) explore
ancient and contemporary concepts relating to ou
Exhibits include a hands-on
arcade, an aerospace hall with Apollo and Gemin

universe. scienc
spacecrafts, displays of minerals, a Kentucky cave
and a mummy’s tomb. In July, the museum wil
open its state-of-the-art IMAX film theater, funde
by Humana. The large screen will extend the pic
ture to the edge of peripheral vision. Other revolu
tionary visual and audio technology will make thi




From world premieres to
the most exciting two
minutes in sports, this is
a city of champions.

ie of the best acoustic installations in the world.
The Eisenburg and Nichol Museums (2825 Lex-
gton Road, 897-4141) contain Egyptian artifacts
»m the Coptic period, a copy of the Rosetta Stone,
d an Egyptian mummy. The outdoor Kentucky
ailway Museum (La Grange Road at Dorsey Lane,
'5-3493) features locomotives from all periods of
il history. The oldest remaining water tower in the
ition, built in 1860, houses the Water Tower Art
ssociation (3005 Upper River Road, 896-2146),
hich offers such events as ongoing exhibitions,
asses, lectures, and workshops, as well as an ex-
llent exhibit of regional arts and crafts.

Several house museums recapture a chapter of
e city’s past. Locust Grove (561 Blankenbaker
ane, 897-9845), built in 1790, is the area’s oldest
suse. An authentically restored Georgian planta-
on, the Grove was the last home of the city's
under, General George Rogers Clark. It serves
i a museum for southern period antiques and its
fty-five-acre grounds include an eighteenth-
:ntury border garden and a wildlife sanctuary.
In 1810, using a design by Thomas Jefferson, John
1d Lucy Speed built what is now the Farmington
listoric Home (3033 Bardstown Road, 452-9920).
features two adjacent octagonal rooms in the cen-
al portion of the house. In 1841, Abraham Lincoln
isited Farmington as a guest of Speed’s son Joshua.
The Filson Club (1310 South Third Street,
35-5083) is a privately endowed historical society,
hich oversees one of America's most outstanding
istorical book and manuscript collections, as well
s a Kentucky history museum with portraits, maps,
rints, Indian relics, tools, guns, and a tree stump
iscribed by Daniel Boone. In 1969, the Brennan
louse (631 South Fifth Street, 584-7425) was
equeathed to the Filson Club. A tour of this Vic-
rian townhouse brings turn-of-the-century
ouisville to life with a series of audio vignettes.
Louisville galleries include ArtsSpace
!001-2007 Frankfort Avenue, 896-2331), a com-
lex where several hundred artists are represented
1 all media. There is also important eighteenth-
ad nineteenth-century English and Continental fur-
iture, clocks, silver, oriental rugs, and jewelry. The
rtsSpace complex—which provides visual-arts ex-
ibitions, sales, service, and consultation—contains
sveral individual galleries, including the Contem-
orary Crafts Gallery (896-1911), Merida Gallery,
nc. (897-7521), Merida Rapp Graphics
396-2331), Yvonne Rapp Gallery (896-2331), and
‘harmar Galleries of Antiques (897-5565).
The newly opened Zephyr Gallery (637 West
fain Street, 585-5646), representing sixteen
»gional artists and thirteen from outside the region,

A watercolor by a schoolchild, from the Derby
Museum's ‘‘Horsing Around with Art"" exhibit.

showcases works of contemporary art, including
painting, sculpture, three-dimensional works, and
clay and wall pieces. The gallery is managed by
the Louisville Artists’ Cooperative.

Choose from hundreds of fine-art posters, prints,
and originals at Marcum’s Gallery (7900
Shelbyville Road, 426-7727), which also offers con-
temporary and traditional art, including collector
prints and plates by P. Buckley Moss. The Ya-Te-
Hey Gallery (American Indian Resource Center,
1841 Brownsboro Road, 893-0250) maintains a fine
collection of native American art.

LIVELY ARTS

Several of Louisville’s major performing-arts
groups—the Kentucky Opera, the Louisville Or-
chestra, the Louisville Ballet, Stage One: The
Louisville Children’s Theatre, the Louisville
Theatrical Association, and others—utilize the Ken-
tucky Center for the Arts (530 West Main Street,
562-0100). The $33.5-million center is a mirror-
surfaced jewel on the Ohio River. Now in its fifth
year, the state-of-the-art Kentucky Center remains
the vital hub of the city’s arts activities.

The Kentucky Opera (584-4500) is both a
highly acclaimed regional company and the nation’s
twelfth-oldest opera company. Founded in 1952 by
Moritz von Bomhard, the opera has attracted some

of the world’s best voices. Scotland-native Thom-
son Smillie took the helm in 1981 and began ex-
ploring fresh operatic territory. In May and June,
for example, the Kentucky Opera unveils a stun-
ning, Philip Glass-composed world premiere—The
Fall of the House of Usher.

The oldest of the city's performing-arts groups,
the Louisville Orchestra (587-8681), makes
available to local and regional audiences a
marvelously diverse musical program. Subscrip-
tion programs include the MasterWorks Series,
Cumberland Coffee Concerts, the Festival Series,
and the Yellowstone SuperPops concerts. Maestro
Lawrence Leighton Smith guides the orchestra from
classical to modern, attracting virtuosos such as
Emanuel Ax, Yoo Ma, Nadja Salerno-Sonnen-
berg, Heinz Holliger, and Lee Luvisi.

Under the capable direction of Welshman Alun
Jones, the Louisville Ballet (456-4520) enters its
thirty-fifth year, presenting internationally acclaimed
classical ballets and new works. The ballet—the first
regional company with which Mikhail Baryshnikov
danced—this year presents twelve Louisville
premieres, including two by Jones.

Stage One: The Louisville Children’s Theatre
(589-5946) is dedicated to bringing the joy of
theater to young people and their families. Formed
in 1946, the theater is now a professionally staffed
Equity company, recognized as one of the leading,
award-winning family theaters in America.

Committed to presenting first-rate Broadway pro-
ductions, the Louisville Theatrical Association
(584-7469) has graced the Kentucky Center with
shows such as The Elephant Man, A Chorus Line,
Evita, Amadeus, and more,

The Kentucky Center also hosts a wide variety
of special series: the Bingham Endowed Series, the
Lonesome Pine Specials, the World Series, the
Midnite Ramble Series, the Cultural Diversity Pro-
gram, the Travelogue Series, Cultural Legacies, and
the Big Band Series. Combined, the series have
brought to Louisville the Nikolais Dance Theatre;
Hal Holbrook in “‘Mark Twain Tonight"’; the Scot-
tish virtuoso quartet Silly Wizard; *‘Blues, Blues,
and Mo Blues™; Woody Herman and His Young
Thundering Herd, and much more.

The center also provides excellent facilities for
smaller, more experimental performing-arts groups
with the recently opened Boyd Martin Experimental
Theater—a traditional *“*black-box™ theater, funded
by the Mary and Barry Bingham Fund. Groups
such as Pegasus Rising Productions (604 Floral
Terrace, 581-0320) and the Kentucky Contem-
porary Theatre (PO. Box 1951, 40201; 637-7036)
are receiving rave reviews for their innovative pro-
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ductions at the MEX.

The Actors Theatre of Louisville (316 West
Main Street, 584-1265) has gained international
stature by featuring innovative new works in the
Humana Festival of New American Plays (where
several Pulitzer Prize-winning playwrights had their
first major productions). The cumulative effect of
the company’s success is reflected in the fact that
it is the only theater to wear the Triple Crown of
American Theater: the Margo Jones Award, the
James N. Vaughan Memorial Award for Exceptional
Achievement, and a special Tony Award for
Distinguished Achievement in Theatre.

The University of Louisville's Bellknap Theatre
(588-6814) offers a variety of fine theater. Four of
its season’s six productions are mounted in the
elegant Playhouse—originally a turn-of-the-century
Gothic chapel. Shakespeare in Central Park (520
West Magnolia, 634-8237) keeps the Bard’s works
vital—more than 400,000 have attended its Ken-
tucky Shakespeare Festival since 1960.

From May through August, the 1,500-seat Iro-
quois Amphitheater (5216 New Cut Road,
459-0440) presents concerts, movies, an arts-and-
crafts show, and three Broadway musicals produced
by the Iroquois Park Players. For the best in black
performing arts, visit the Theater Workshop of
Louisville (223 West Broadway, 584-7940). Recent
presentations at TWL have included “An Evening
with Ruby Dee™ and Charles Fuller’s A Soldier’s
Play. For everything from traditional African dance
to poetry readings, check out the Kentucky Coali-
tion of Afro-American Arts (PO. Box 1715, 40201).
With classes in movement, voice, acting, and
playwrighting, in addition to four productions a
year, the Walden Theatre (223 West Broadway,
589-0084) provides one of the country’s finest train-
ing programs in professional theater for elemen-
tary and high-school students.

The Chamber Music Society of Louisville
(588-5366), at the University of Louisville’s School
of Music, is entering its fifty-first season of present-
ing greats such as the Guareni String Quartet, the
Juilliard String Quartet, and the Beaux Arts Trio.
Often broadcast nationally on public radio, the
Louisville Bach Society (585-2224) is a
100-member chorus and orchestra, recognized as
the best purveyors of choral and baroque composi-
tions. They perform regularly at the University of
Louisville and churches and cathedrals around the
community. The magnificent voices of the
Louisville Chorus (499-1932) can be heard in three
annual concerts and numerous commissioned per-
formances throughout the city. More than 175
talented students, ages eight through twenty-one,
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form the Louisville Youth Orchestra (637-7988).

Dancing to a different drummer in Louisville is
the experimental Afterimages Repertory Dance
Company (831 West Main Street, 589-9552). For
a Spanish flair, try Ballet Espanol (635-2836); for
high-energy African rhythms, the Imani Dance
Company (895-9551).

FESTIVALS

The Kentucky Derby Festival (584-6383), one of

the nation’s largest civic celebrations, evolved from

Above: The Afterimages Repertory Dance
Company performs Collage. Opposite: A child
learns about different pitches with a paddle pip

organ at the Museum of History and Science.

a single event in 1952 (the Pegasus Parade) into
colorful extravaganza that draws almost a millic
visitors from around the world. Held two weel
prior to the running of the Kentucky Derby eac
May, the festival includes the nationally recognize
Great Steamboat Race; Kentucky Fried Chicke




Consistently, Louisville
is rated among the

best places to live. The
arts are a major reason.

onsors a picnic for this race, donating all proceeds
the Water Tower Art Association. Other events
the Derby Festival include the Great Balloon Race,
marathon, square dances, golf and basketball tour-
iments, music, the Pegasus Parade, parties, and
ore, at venues throughout Louisville. Also in May,
ore than seventy artists and craftspeople exhibit
1d sell their works at the Old Brownsboro Road
rts and Crafts Fair (425-6943).
In late July and early August, the Kentucky
Jusic Weekend (895-3411) features the finest per-

formers of traditional Kentucky music. In late
August, catch the Third Century Strassenfest
(583-1671), a Louisville street festival with a distinc-
tive German flavor. You'll enjoy continuous musical
entertainment on four stages, German food and
drink, children’s activities, and contests.

Early September ushers in the Louisville
Bluegrass Festival (583-1671), one of the nation’s
best, featuring performers who ripple through
repertoires ranging from traditional bluegrass to
modern fusions with jazz and rock. Also during

September, tale weavers gather for the country's
largest storytelling event—the Corn Island
Storytelling Festival (245-0643).

The Saint James Art Festival (634-1972), in early
October, brings five hundred exhibitors from across
the United States. This arts-and-crafts fair is set in
Saint James Court amid beautiful Victorian homes
listed on the National Register of Historic Places.
October is also when the Butchertown Oktoberfest
(583-0366) takes place in the restored nineteenth-
century Butchertown area on Story Avenue.

The rapidly growing Classics in Context:
Louisville’s Festival of Arts and Culture
(582-1821), held from late August through mid-
November, features more than thirty events spon-
sored by some twenty Greater Louisville arts
organizations, exploring a particular theme or era.
This year the festival presents The Victorians.

ATTRACTIONS

Racing at Churchill Downs (700 Central Avenue,
636-3541), gets underway Saturday, April 30,
beneath the twin spires and continues through July
3. The highlight of the spring meet is the 114th run-
ning of the Kentucky Derby on May 7. During its
fall meet (October 30-November 26) Churchill
Downs will also be the site of the prestigious
Breeders' Cup—seven championship races worth
$10 million—on November 5. You can enjoy harness
racing almost year-round at Louisville Downs
(4520 Poplar Level Road, 964-6415).

The Bolla Hard Scuffle Steeplechase (425-4160)
sponsored by Bolla Italian Wines and held May 28
this year, is one of America’s premier steeplechases.
Held at Hardscuffle Farm, twenty miles north of
Louisville, the event is more than races—it’s an ex-
travaganza with hot-air balloons, barbeques, car-
riage rides, and much, much more. And, it is the
Kentucky Opera’s major fundraiser.

Louisville Horse Trams, Inc. (1048 East Main
Street, 581-0100) offers a horse-drawn tour of
downtown Louisville in an old-fashioned carriage.
The Ohio River is home to the 1914 Belle of
Louisville (Wharf at Fourth and River Road,
582-2547 or 778-6651), the oldest authentic stern-
wheeler in North America. River excursions are
available Memorial Day through Labor Day. The
world’s largest floating fountain will be completed
this summer in the non-navigable portion of the Ohio
River, between the Clark Memorial Bridge and the
Pennsylvania Railroad Bridge. The Louisville Falls
Fountain, funded by the Bingham Fund, will tower
above both bridges, propelling water 375 feet into
the air. More than 150 colored lights will accent this
new Louisville landmark.
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Restored Victorian homes
capture the city’s past
while modern buildings
rise to meet the future.
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More than 900 animals are on view in sixty
naturalistic settings at the Louisville Zoo (1100
Trevilian Way, 459-2181). “Arts with the Animals”
performances by the ballet, opera, orchestra, and
Louisville theater groups are held on September
weekends, free with admission to the zoo. The
Rauch Memorial Planetarium (588-6664), in ad-
dition to its regular shows, presents special pro-
grams each month, including changing
Starlight/Rock Music Shows, Friday and Saturday
nights. Kentucky Kingdom (Kentucky Fair and
Exposition Center, 363-6633) is a multimillion-
dollar theme park with a variety of rides, attrac-
tions, Kentucky crafts, live shows, and games.

DINING
Louisville has several indigenous dishes. Burgoo,
especially popular during Derby season, is a thick
stew made with beef, chicken, and sometimes
venison. The Hot Brown, named after the recently
revitalized Brown Hotel where it originated, is an
open-faced turkey and bacon sandwich, topped with
a rich cheese sauce. Benedictine is a green sand-
wich spread made with cream cheese and chopped
cucumber. Derby Pie, a concoction of walnuts and
chocolate chips (and other ingredients), is registered
by trademark. Look out for these Louisville originals
as you take a culinary tour of the city.

The Oak Room (The Seelbach Hotel, 500 Fourth
Avenue, 585-3200, extension 204) offers contem-
porary American cuisine in a formal atmosphere.
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A delicate balance of fresh seafood and regional
American food is available at the Sixth Avenue
Restaurant (corner of Sixth Avenue and Main
Street, across from the Kentucky Center for the
Arts, 587-6664). At the Hyatt Regency Louisville,
Stetsons Bar and Grill (320 West Jefferson Street,
587-3434) features a delightful variety of American
cuisine unlike any in Louisville.

For Chinese cooking, visit the Emperor of
China (Brownsboro Road at Holiday Manor,
426-1717) or the Empress of China (2249 Hikes
Lane, 451-2500). The Sichuan Garden Restaurant
(229 Whittington Parkway, 426-6767) offers exotic
entrees, including hot-and-spicy, orange-flavored
beef, seafood in a net, and Moo Shu Shrimp.

Vincenzo’s Continental Restaurant, at the
Humana Conference and Fitness Center (150 South
Fifth Street, 580-1350), features chef Vincenzo
Gabriele’s light and healthful “Eurospa Cuisine,”
as well as American and European dishes made
with richer ingredients. The Crow’s Nest
Restaurant (707 Lyndon Lane, 425-3891), an
eighty-year-old restored home, features a Continen-
tal menu with fresh fruit, pasta salads, and beef,
seafood, veal, pork, and chicken. The best in beef
and seafood, as well as an evening of dancing and
entertainment, are the fare at the Derbyshire Room
(at the Executive West Hotel, 830 Phillips Lane,
367-2251). The English Grill (at The Brown, A
Hilton Hotel, Fourth and Broadway, 583-1234) is
the place for a business meal, whether it's a Hot

Above, left: Restored nineteenth-century home
in the historic Butchertown area. Above: The
Humana Building, designed by Michael Grave
is a striking element of the Louisville skyline.

Brown or Derby Club for lunch, or fresh fish f
dinner. The revolving Flagship (atop the G:
House hotel, River Road and Fourth Avenu
589-5200) overlooks the Ohio River and boa:
fresh seafood and steaks broiled to perfection.
Tempting aromas and a warm ambience greet y«
at the four-star Kienle’s German Delicatessen ar
Restaurant (Shelbyville Road Plaza, 897-392(
Kunz’s The Dutchman (526 Fourth Avenu
584-1158) is one of the oldest restaurants
Louisville (established in 1892). Specialties of t
house are “flame-kissed” steaks and authentic Ge
man selections true to the old-country recipes.
Fans of Italian cooking will relish Mamn
Grisanti (3938 Dupont Circle, 893-0141), with |
charming Italian cuisine featuring pasta, fre
seafood, chicken, and veal. You'll enjoy t
country-home atmosphere of the Parlor, Kitche
Library, or Bedroom dining rooms. Louisville
much-lauded Casa Grisanti (1000 East Libert
584-4377) shines in distinctive elegance wi
superbly, delicately prepared Italian cuisine.
At Benihana of Tokyo (1510 Lakeshore Cou
426-2432), a chef prepares Japanese food at yo
table. Or take your tastebuds south of the bord
at Chi-Chi’s (3664 Bashford Manor, 456-1115)
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Perched on the banks of
the Ohio, Louisville
combines Southern charm
and bluegrass beauty.

Seafood afficionados must book a table at either

New Orleans East (9424 Shelbyville Road.
426-1577) or New Orleans House (412 West
Chestnut, 583-7231) for all the Alaskan crab and
large, juicy shrimp you can eat. Oysters on the half-
shell, Oysters Rockefeller, steamed clams, scallops,
frog legs, fresh Boston scrod, Chicken Orleans, lox
and bagels, and many other items cover the seventy-
foot buffet. Delicious whole Maine lobsters and
steaks are also on the menu.

LODGING
Louisville offers more than ten thousand hotel
rooms and services. Here are a few of the city’s
many excellent hotels you might want to consider.
Originally opened in 1923 by lumber tycoon J.
Graham Brown, The Brown, A Hilton Hotel
(Fourth and Broadway, 583-1234 or 800/HIL-
TONS) reopened in 1984. The magnificent lobby
and Crystal Ballroom, along with the legendary
English Grill and J. Graham's restaurants, again
make The Brown one of Louisville’s most chic

gathering places. The hotel is the cornerstone of

Theater Square—for generations a focal point of
commercial, social, and theatrical life. Daily, from
spring through early fall, the Square hosts enter-
tainment ranging from band and jazz concerts to

fundraising arts events.

A member of the esteemed Preferred Hotels
Association, The Seelbach Hotel (500 Fourth
Avenue, 585-3200 or 800/626-2032) has been
meticulously restored to its late-nineteenth-century
charm and sophistication. Near the Kentucky
Center for the Arts and Actors Theatre of
Louisville, Galt House and Galt House East
(Fourth Avenue and River Road, 589-5200 or
800/626-1814) overlook the Riverfront Plaza/Belve-
dere and afford one of Louisville's most spectacular
views of the Ohio River Falls.

The 388-room Hyatt Regency Louisville (320
West Jefferson Street, 587-3434) contains a central
atrium with overhanging balconies, an enclosed
swimming pool, a hydro spa, the Trellis Cafe, and
Stetsons Bar and Grill.

For information about other lodging facilities,
getaway weekend packages, or vacation plans, con-
tact the Louisville Convention and Visitors Bureau
(see Resources for address and phone number).

TRANSPORTATION

You can jet into Louisville via any one of the twelve
major airlines that service Standiford Field
(386-6524), located fifteen minutes from downtown.
Once in town, you'll find ample taxi, limousine, and

The Belle of Louisville, the oldest authent.
sternwheeler in North America.

bus-tour services, as well as the Transit Aut
of River City (TARC) (585-1234). Covering n
the city, but all of Jefferson County, TARC ha
rated one of the most efficient and affordable |
transportation systems in the country.

RESOURCES

Open seven days a week, year-round, the Lot
Convention and Visitors Bureau (400 Soutt
40202: 584-2121 or 800/626-5646) enco
visitors to call, write, or come by to get in
information, pamphlets, and brochures on
tions, arts events, accommodations, and much
The Louisville Times and the Courier-Journ
comprehensive daily listings of arts events
Louisville Chamber of Commerce (One Riv
Plaza, 40202; 566-5050) publishes the m
Louisville magazine, featuring lively, c
coverage of the city’s many arts, culinary, and |
time activities. The Community Arts Counci
of the Greater Louisville Fund for the Art
West Main Street, 582-1821) maintains compl
formation on the city’s major arts groups as
smaller and emerging organizations.
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NO EXCEPTIONS

1981, twenty-one-year-old Maya Lin submitted
roject she had designed for a funerary architec-
¢ course at Yale University to the national com-
ition for the Vietnam Veterans Memorial in
shington, D.C. Out of nearly fifteen hundred en-
:s, Lin's was chosen. She received a $20.000
ze and the status of project advisor to the na-
nal monument’s construction. From her Yale pro-
sor (who had also entered the competition) she
eived a B in the course.
n many ways, the incident speaks volumes about
position of women within the architectural
cipline. For her part, Lin—who now practices
h the New York firm Peter Forbes and Associates,
5, “The B wasn't just for the memorial, though
vasn't his cup of tea. The memorial is unique to
sstern architecture and Western ideology—gentler,
e sensitive to the land. Most people still want
t large, loud, dominating statement some have
iociated with maleness.”
Plenty of food for thought there—and in a pro-
:ative new exhibition that gives it a context, there’s
':n more. “That Exceptional One: Women in
nerican Architecture, 1888-1988" opens May 15
New York’s Jacob Javits Convention Center for
hree-day showing before beginning a three-year
tional tour that will include the American Institute
Architects headquarters in Washington, D.C.
:ptember  6-October 31), the MIT Museum
ecember 27-February 20, 1988), and still uncon-
med sites in Atlanta (April 18-June 12, 1989),
licago (June 13-August 7), San Francisco (August
October 2), Dallas (November), and Denver
inuary 23-March 19, 1990).
“That Exceptional One” takes its title from an
say written in 1955 by Pietro Belluschi (who
signed the Pan American Building with Walter
opius). “I know some women who have done well
it, but the obstacles are so great that it takes an
ceptional girl to make a go of it,” Belluschi wrote.
[ she insisted on becoming an architect, I would
' to dissuade her. If then, she was still determined,
vould give her my blessing—that she could be that
ceptional one.”
Some women see the exhibition’s very name as
einforcement of the patriarchal attitudes that have

A look at a century of
determined women
who just wanted to

be architects.
By Marcia J. Wade

Courtesy of Skidmore, Owings & Merrill
rr vy o

Top: MIT graduate Greta Gray's student
project, a design for an art museum (1901).
Above: The Union Carbide Building, designed by
Natalie De Blois, Skidmore, Owings & Merrill.

been primary among the obstacles female architects
have faced. Los Angeles designer Kate Diamond
is one. “It's offensive,” she says. “That's precisely
the attitude that has kept high-school counselors tell-
ing girls not to go into architecture, that the qualities
necessary to be an outstanding architect are not those
that women normally possess. I take significant um-
brage to that concept.” Her partner, Margot Seigel,
wryly rejoins, “Anyway, we should be entitled to
have mediocre women architects the same way there
are mediocre men in all kinds of professions.”

In over eighty images and a videotaped historical
overview, “That Exceptional One” chronicles wo-
men'’s experiences in the field since Louise Bethune
became the first of her gender admitted into the AIA
in 1888. “The future of a woman in the architec-
tural profession,” Bethune said shortly afterwards,
“is what she herself sees fit to make it.” As this ex-
hibition demonstrates, that has been only partly true.
Those who braved an overwelmingly male bastion
(even today, women constitue 6.7 percent of the pro-
fession, as compared to 13 percent of doctors and
lawyers) met considerable resistance from institu-
tions, from colleagues, from families, and from the
culture as a whole.

By 1900, thirty-nine women had graduated from
the nine of cleven existing schools of architecture
in America that admitted women (most from the
Massachusetts Institute of Technology). Their
numbers grew slowly but steadily throughout the
century. Among their accomplishments is the
astonishing breadth of work that is showcased here
for the first time.

Despite—or perhaps because of—the indifference
of male colleagues, women were often at the edge
of the architectural frontier. Among them was Mary
Jane Colter, who turned to architecture two decades
after an apprenticeship with a Minneapolis firm.
Colter designed the buildings at the Grand Canyon,
in which she articulated a regional vernacular style
familiar to visitors to the area. Like her contem-
porary, Frank Lloyd Wright, her interest in the
design qualities of the built environment was ex-
tensive, embracing hotel china and waitress
uniforms as well as architectural structures. Eleanor
Raymon, who established her own practice in 1928,
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Tim Hursley

Patriarchal attitudes
have been the
major obstacles these
women have faced.

focused on innovative domestic architecture, ex-
perimenting with new building materials in the
Plywood House of 1940 and the Masonite House
of 1944 and designing one of the earliest solar
residences (the 1948 Sun House). Elizabeth Coit,
a 1928 graduate of MIT, launched a long career in
public housing with a 1941 study of urban dwell-
ings from the tenants’ point of view. The state-of-

the-art efficient kitchens of Lilian Gilbreath (of

Cheaper By the Dozen fame), commissioned by the
Brooklyn Borough Gas Company, were published
in the March 1934 issue of Architectural Record.

On a more sobering note are the enormous—if

uncredited and thus largely anonymous—
contributions of Natalie De Blois. In her thirty years
at Skidmore, Owings & Merrill, De Blois was a
major influence on the designs of Lever House
(1952) and the Pepsi Cola (1959) and Union Car-
bide (1960) buildings, though her name is virtually
unknown to the public

Charting a visionary path into the architectural
future is Anne Griswold Tyng. After a three-decade
collaboration with Louis Kahn, Tyng has made
brilliant explorations into the relationships of

geometry and mathematical theory to the built en- |

vironment throughout history. She came into the
profession at what was perhaps the century’s most
fortuitous moment for her gender, joining the first
group of women admitted to Harvard's School of
Architecture in 1942. In 1945, Tyng went to work
for Kahn. The two enjoyed a personal and profes-
sional relationship that was both stimulating and
highly collaborative. In the early years of their part-
nership, he was the more introverted of the two and
lacked confidence in his art; in some ways Tyng
served as his muse.

“I was happy if Kahn used my ideas,” she says.
“I almost tried to make him think some of them
were his, because it meant they would be built. And

Laurinda Spear, with Arquitectonica in Miami,
designed Casa Los Andes (above), a home in
Lima, Peru, and the North Dade Justice Center

(opposite) in North Miami.
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“Quality architects get
bigger, better, more
visible projects. That’s
what we want.”

of course that's what an architect wants: to build
the idea. But there was a certain frustration, because
he would get all the credit and be in the limelight.
There was a certain sense of not being free as a
person.” Throughout their collaboration, Tyng pur-
sued independent projects. In the early sixties, when
the two became more autonomous, she began her
most important contributions. In “Geometric Ex-
pansion of Consciousness,” published in 1969, she
posited a theory of recurring cycles throughout the
history of architecture that is tied to Jung’s cycle
of psychological individuation. Its far-reaching im-
plications remain little comprehended.

While celebrating women’s achievements, ““That
Exceptional One™ also raises questions about the ef-
fect of cultural mores on their creativity. Of the
women who graduated from architecture school
throughout most of the century, hundreds never
practiced—though simply graduating was a feat in
itself. The numbers of women entering architectural
schools have generally been consistent with the pro-
portions entering institutions of higher education as
a whole. But the graduation rates from those schools
have been less than normal attrition rates would lead
one to expect. Los Angeles architect Margot Siegel,
a member of the all-woman firm Siegel Sklarek Dia-
mond, recalls of her student years at Pratt Institute
in the fifties, “It was not a very supportive ex-
perience, or a pleasant one. [ often asked myself why

1124
s> %
4

785

8

A rendering for an elementary school, designed
by Siegel Sklarek Diamond, an all-woman
architectural firm in Los Angeles.

I stuck with it. T guess I'm just stubborn.”

Two decades later, the experience of her partner
Kate Diamond is all too similar. Diamond’s high-
school counselors advised her against aspiring to the
profession. Her mother, however, who had studied
at the Bauhaus with Moholy-Nagy (who, while fre-
quently encouraging men to apply to Harvard’s ar-
chitectural school to study with Walter Gropius,
thought the field an inappropriate one for women),
felt that *‘the whole renaissance quality of the pro-
fession was fantastically challenging and suited my
personality. So I had great encouragement, though
not from the outside world.”

Upon graduating, gaining entry into the profes-
sion was, until very recently, dn even bigger prob-
lem. “*Male-run firms were very reluctant to have
women designing,” comments exhibition curator
Judith Schultz. “Even when they did come into
firms, many women remained draftspeople.” Even
today, she observes, a prestigious firm like Skid-
more, Owings & Merrill has only three women
among its hundreds of partners.

In response, many women formed their own
firms. Among the first to do so were Lois Lilley
Howe, Eleanor Manning, and Mary Almy, who

created the Boston firm of Howe Manning & Ah
in 1926. The three MIT graduates design
domestic structures, middle- and lower-incoi
housing, and one of the country’s first planned co
munities in Marymount, Ohio. Among the fem:
firms flourishing on the contemporary scene
Siegel Sklarek and Diamond, whose $35-milli
portfolio includes schools, a civic center, lo
income housing, and mixed-use retail projec
“The socialization of women,” says Diamor
“with its emphasis on parallel play instead of col
petitive play, and the feeling that there’s room {
everybody to shine, with a focus not just
superstars and egos, makes our office environme
much more supportive both for ourselves as pa
ners and for the people who work for us.”

She echoes the sentiments of many young femaz
architects: ““We don’t want to be typecast as wom
architects who do cute little projects. Though we
never turn down a childcare center, because we a
really committed to the need for childcare and »
think we can do a great job at it, we're really pleas
that the L.A. Unified School District has reco
nized we're capable of doing a complete eleme
tary school. We're now working on a junior-hi
school and projects for universities. Our goal is
be perceived as quality architects—and quality &
chitects get bigger, better, more visible projec!
That's what we want.”
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Martha
arke

)ne of the decade’s most
rilliant performance
rtists weaves yet another
nagical spell.

*hotos by Gary Gunderson

rancers move across the stage. Women costumed
; fairies become human gondolas, ridden by men
ho are garbed as hunchbacked pulcinellas. Then,
iermaid-like, the women go off into the sea. The
sene is from avant-garde performance artist Mar-
1a Clarke's newest work, Miracolo dAmore,
remiering May 24 at Charleston’s Spoleto Festival,
there it will have sixteen performances before mov-
1g to the Public Theatre in New York. To the ac-
Jaimed theater magic-maker, the image speaks
plumes about her subject matter. “I sometimes feel
ke women go off to sea and men stay on land,”
1e says of love between the sexes. In the imaginary
ivilization she evokes in Miracolo—existing in
nother time, peopled by another breed of beings—
it’s like they never belonged together in the first
ace. It’s just a moment in time.”

Clarke’s brilliant, collagistic combinations and
combinations of music, dance, theater, literature,
1d the visual arts have won her wide-ranging
ritical accolades. Among the works which have
hrnered her a reputation as one of the seminal
lents on the American creative scene are The
arden of Earthly Delights, which brought
ieronymus Bosch's fantastic masterpiece to life;
fenna Lusthaus, an eerily moving portrayal of a
rn-of-the-century milieu that spawned the modern

afka’s terrifying tale of starvation. Now, Clarke

orld; and The Hunger Artist, a recreation of

artha Clarke: "'It's like I daydream, in a way,

> way [ make things.
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turns to love. “Love, sex, and death—those are my
standards. They’re my milk and cookies!™ the direc-
tor laughs with the humor that characteristically
pervades her most profound insights.

The miracle referred to by the title of her new work
is neither romanticized nor sentimental, but an often
frightening, sometimes funny, and strangely beautiful
mixture of tenderness and cruelty. Miracolo dAmore
is no paean to romantic love but an unflinching in-
vestigation into the primal emotions awakened in in-
timate encounters. In the director’s imaginary world,
all who experience them are irrevocably changed.
“Everyone is a lover” in the piece, she says.
“Everyone does a dance of death. And everyone
undergoes transformation.”

As she sees it, it is a transformation we too often
shrink from undergoing in modern life. “I think we
live in a very bizarre time, in terms of sexual in-
tegration,” she says. “Men are choosing to go with
men, and women are choosing to go with women,
like no other time in history. And I think we live
in a very frightened, conservative time ¢ rtistically—
just excessively conservative.” She recalls her
experience of looking at fifteenth- and sixteenth-
century paintings on a recent trip to Venice. “They
were incredibly lewd and wild and violent—
everything now has been reduced to Wonder Bread.
It seems that nothing’s sacred any more. And it
seems that very little importance is attached to
anything any more. Everything seems disposable.
Life is life as folly now,” she muses, echoing a theme
from her Vienna Lusthaus.

“For some people, and in some instances, it will
be really disturbing,” she predicts of Miracolo’s ef-
fect on audiences. “But I hope people will see
themselves on stage. There are elements that are
kept guarded in our lives. In my stage production,
because it's the theater and not life, we can push
these elemental emotions into an area we can't allow
ourselves really to do in our lives.”

Oddly enough, this innovative director, who
breaks fresh ground for the performing arts with
each new work, has turned repeatedly for inspira-
tion to a past she finds full of mystery and “more
pleasingly pictorial” than the present-day world.
As in much of her earlier work, she has taken as
creative source a visual image. With Garden, it was
Bosch's masterful triptych itself; Vienna Lusthaus
was inspired by an exhibition she saw while visiting
that city. The seed of Miracolo was a series of draw-
ings by eighteenth-century Venetian artist Gio
Tiepolo. From the pulcinella figures depicted in the
twenty drawings sprang her imaginary world.
Brueghel, with whom she was much impressed
while in Venice, will also **have a huge influence
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on the way this work is organized,” she says.

In The Hunger Artist and Vienna Lusthaus, Clarke
married dance with the spoken word; in Miracolo
d' Amore the wedding is with the word sung. Using
lyrics from Dante and the madrigals of Monteverdi,
composer Richard Peaslee—who also wrote the
music for Garden and Vienna—has created a score
she calls *“the most beautiful he's ever written.” In-
spired by the music of the late Renaissance, it is per-
formed by three countertenors, a coloratura, and a
mezzo soprano—three of whom also play the viola,
violin, and cello. A classical guitarist, nine dancers,
and a child complete the cast.

“I like ambiguity. It’s no
that I try to baffle an
audience. But I really
don’t think things in
life are very clear”




liracolo’s plotless, nonlinear action, as sug-
ive and imagistic as a dream, unfolds on a
etian-red set designed by Robert Israel. Clarke
cribes it as “‘a piazza that has never been finished
hat was deserted architecturally.” That seems
ipt metaphor for her view of contemporary rela-
iships between men and women, distinguished
‘people’s failure to really love each other. How
fusing it is when it’s right in our lap. People
away from it when they've got it. People are
id to commit to each other. And when things
good we make them bad, and when they are
ing apart we aren't committed to making them

Vienna Lusthaus, a 1986 work abour the
turn-of-the-century milieu that spawned the
modern world. It was inspired by an art
exhibition Clarke viewed in Vienna.

work. We let them fall apart now.”
While all Clarke's work bears her distinctive
aesthetic signature, an intense collaborative process

is fundamental to its creation, At the heart of

Miracolo is her artistic partnership with Israel, who
also designed the costumes. “It’s like a marriage,”
she says of their creative synthesis. “He is key to
all my collaboration at this point.” The two often

brainstorm about particular design periods that in-
trigue them, long before a specific idea emerges
for a production.

Miracolo began with a shared desire to work with
fairy tales. First, they turned to the stories illustrated
by James Ensor, then to those collected by Italo
Calvino. “But I found we kept diverting from the
fairy tales and creating our own. We started to create
fairy-tale-like phrases that had no ending. I didn’t
want prince and princess living happily ever after,
because 1 don't think they do. I like ambiguity,
because I think life is ambiguous. It's not that I try
to baffle an audience. But I really don't think things
in life are very clear,” she explains.

If Clarke's final products are collage-like,
transposing material from a multitude of sources
into an art form that transcends any single
medium—she has called herself “‘a thief—her pro-
cess is as well. “It’s like I daydream, in a way, the
way I make things. Either daydream or nightdream.
[ allow my mind to go off on a journey of its own.
If I follow that, it becomes the reality of the work.”

Paradoxically, the creation of a Clarke work is
both an intensely personal journey and one under-
taken with others. “That's the essence of the work,
that it’s collaborative. It will ultimately be my weav-
ing that makes the whole, but the input of everyone
who's involved with it is of paramount importance.”
Like Peter Brook and Pina Bausch, she relies
heavily on improvisations during rehearsal to shape
her works. In her studio, she says, everyone in the
company enters a state that is childlike in its
freedom and playfulness. While a work is in pro-
gress the mood in the studio is spontaneous, open,
and exuberant. “It’s very free. The environment is
one of children’s play when we’re working. There's
nothing that’s wrong, and there's nothing that
shouldn’t be tried. I often say, ‘I'm not looking for
results. Just improvise.” Til something catches my
eye, and then we will coax it into a life.”

She compares nurturing a work to *making a good
dinner. [ have to find material that complements each
other, or that doesn’t complement each other—but
I have to intuit a reason. I don’t want to make ar-
bitrary decisions that don’t seem to have any logic.
At a minimum, they have to have the dream logic.”
Once ideas have taken on a life of their own, the
process becomes one of refining and juxtaposing.
The period of putting the work together is “‘a rather
frightening time,” she says. “The intention has been
one thing—whether the result will go with it, I have
no idea!™ Clarke works on this final crafting right
down to the wire. She expects Miracolo, like her
other works, to come together “as the clock strikes
twelve” and the curtain rises.
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“The environment is
one of children’s play
when we’re working.
There’s nothing that
shouldn’t be tried.”
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Clarke’s Baltimore upbringing was comfortably
suburban, the imponderables that concern her now
“not ever so important as new saddle shoes.” She
began dancing at six, spent summers at the
American Dance Theatre Festival as a teenager,
went to Juilliard and studied with Anna Sokolow.
Shortly afterwards, she married sculptor Philip
Grausman and gave up dancing until the couple and
their son went to New Hampshire, where Grausman
was a sculptor-in-residence at Dartmouth College.
There Clarke began to work with the young, all-
male company Pilobolus, where she remained for
seven wildly successful years. Then, with French
choreographer Felix Blaska, she formed a col-
laborative company called Crowsnest. In 1984,
Clarke soloed with Garden. Her creative star has
continued to soar ever since.

Today, divorced from Grausman, she lives in
Connecticut in a two-hundred-year-old farmhouse
that once belonged to Arshile Gorky (the painter
committed suicide near the property). In New York
she lives in Marcel Duchamp’s old apartment.
Clarke describes herself as a combination of her
parents, her father “a very poetic, melancholy soul™
and her mother “the personification of the word
‘survivor.” She's cheerful, happy. optimistic, bom-
bastic.” And indeed, in Clarke's conversation, as
in her performance pieces, the weightiest of
statements are punctuated with laughter that is
robust and genuine,

The past few years have been enormously fruit-
ful for Clarke artistically, but personally they have

Clarke brought Hieronymus Bosch's paintin,
to life in her first independent production,
The Garden of Earthly Delights, /984.

been “very hard.” By this point, however, not
should be clearer than the fact that for this ai
everything is grist for the creative mill. I t
it takes a certain amount of disappointment and
to be reflective,” she explains. “As long as y
happy you don’t have to think about these th
that are my subject matter—love and death,
and relationships. It takes a certain amount of
and incompleteness to make one ponder it.”

Last summer Clarke spent a month in U
where she had a fellowship to study film direc
at the Sundance Institute. “I loved it.” she says, *
look forward to a time when I can go into
fulltime.” Currently, talks are in the works wi
number of people about future filmmaking proj
Also waiting in the wings for life after Mira:
dAmore is opera. 'l would like to direct a tr
tional opera,” she laughs, "“in a nontraditional »

“There’s an understanding I have of things th
not logical and that seems inexplicable to me,”
says of her artistic quest. “I try to figure it ot
these theater works. And what I've figured ot
that there aren’t any answers for anything. The
no way to go about finding things out—except
can only be true to oneself. My subject matte
too huge to contain an answer. It’s cosmic. Bui
an interesting way to spend one’s time, prot
about it through imagery.”
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fine pasta, wine & gelati

CONTRAPUNTO®

“Beautifully made, unusual pasta combinations”

200 E. 60th St. at 3rd Avenue

New York City

CREATE YOUR
OWN ARTS
PUBLICATION

The Arts Guide, a new monthly cultural
guide, is being published by HorizoN. This
innovative concept teams local arts groups and
corporations with the resources of HORIZON.
The result is a pullout supplement featuring
the arts and artists of the region, inserted into
each issue of Horizon. The arts partner can
earn $50,000 to $100,000 annually from
advertising, subscription, and newsstand sales,

REGIONAL
ARTS
GUIDE

¢6The development of the new Arts
Guides could represent the next impor-
tant phase of growth in our country’s
public/private partnerships. 99
— Frank M. Hodsoll, Chairman
National Endowment for the Arts

These lively guides filled with both calendar
information and feature articles are currently
available in five regions:
® ARTS GEORGIA, a cultural guide to
the state of Georgia.
® SPECTRUM, the complete arts guide to
to the five-county area of Southwest
Florida.
® VALLEY ARTS, the cultural guide to
California's Central Valley.
® [MPRESSIONS, the guide to the arts
and artists in Central Alabama.
@ CORRIDORS, the cultural guide to the
state of New Jersey.

.

Single copies of HORIZON with any one of the
above are available for $4.00. Subscriptions to
HorizoN including ARTS GEORGIA,
SPECTRUM, IMPRESSIONS, VALLEY
ARTS or CORRIDORS are $28. Send your
order to:

Horizon Magazine

PO. Drawer 30

Tuscaloosa, AL 35402

For more information on the Arts Guide
program for your community, contact:
Gray Boone
Horizon Magazine
(205) 345-0272
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Art

Surveying Gauguin

You've never seen Gauguin like this before. From
May 1-July 31. the National Gallery of Art in
Washington, D.C., will host “The Art of Paul
Gauguin,” the most comprehensive exhibition ever
of the artist’s works and the first major retrospec
tive in thirty vears to focus on all aspects of his
career. The collaboration of the three organizing
institutions—the National Gallery of Art, the Art
Institute of Chicago, and the Réunion des Muscées
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Nationaux in Paris—has brought together more than
two hundred and thirty objects from collections in
Europe, Asia. Polynesia. Australia. and North and
South America.

The scope of the exhibition is impressive. Early
works, completed during the late 1870s and early
I890s, show the influence of Degas and Pissarro
There are the familiar Tahitian paintings, from
Gauguin’s first trip to the island. 1891-1893, but also
a substantial body of works, augmented by loans
from the Soviet Union, from the last years of the
artist’s life (Gauguin returned to the South Seas in
1896: he died in the Marquesas in 1903). This is
the first ime these late works have been seen in

Breton Girls Dancing, Pont Aven, an /888 ¢
on canvas by Paul Gauguin, included in a m
retrospective at the National Gallery of Ar.

the context of the European and American co
tions. This exhibition also includes works in ¢
media: woodcuts, sculpture, works on pa
ceramics, as well as two of Gauguin's survi
manuscripts. Following its showing at the Nati
Gallery of Art, “The Art of Paul Gauguin™
travel to the Art Institute of Chicago Septer
7-December 10, and to the Galleries national
Grand Palais in Paris, January 10-April 20, 1
The exhibition is made possible by AT&T




Partners By Design

individuals in search of their own identities,
1d architecture in the century’s early years were
any ways self-involved. But in the eighties, the
are now “having a relationship.” In “Art and
itecture: Affirming the Design Relationship.”
ing May 12 at the American Craft Museum,
oupling is shown to be quite serious, even pro-
d. In fact, says American Craft Council ex-
ve director William Grenewald. the exhibition,
h is cosponsored by the New York City Chapter
¢ American Institute of Architects, is “one of
nost important and provocative presentations in
hirty-two-year history of our museum.”
msidered here are important early encounters
een the disciplines, such as Louis Comfort Tif-
s 1915 Oyster Bay, Long Island, home and Ed-
Trumbull’s 1930 ceiling mural for the Chrysler
ling. The work of eleven leading figures mar-
: the two today are also examined. Among them
domage to Louis Sullivan, Helena Hernmack's

IF YOU'RE LOOKING FOR A

NEW EXECUTIVE,
_PROFITFROM
OUREXPERIENCE.

Established in 1972, Opportunity
Resources for the Arts is the oldest executive
search firm specializing exclusively in the
nation's cultural institutions.

Some organizations for whom we have
recently conducted searches include:
The Artists Foundation O Asolo Performing Arts Center
Big Apple Circus CJ Museum of Science & Industry (FL)
Dixon Gallery & Gardens [J The Kansas City Museum
Long Island Philharmonic [J New York City Ballet
StageWest [1 Whitney Museum of American Art

Perhaps you too could profit from our
experience. To find out more, please contact
Freda Mindlin, President.

o,/

OPPORTUNITY RESOURCES
FOR THE ARTS, INC.
1457 Broadway, N.Y., NY 10036 O (212) 575-1688

magical, monumental tapestry commissioned for the
Fifield Development Corporation’s lobby in Chicago:;
Albert Paley's exuberant polychromed. steel stair-
way sculptures from Houston’s Wortham Center for
the Performing Arts; and Edward Carpenter’s ma-
jestic leaded-glass windows in the Portland, Oregon,
Justice Building. And, with works borrowed from
the artists’ studios—along with photographs, murals,
watercolors, and drawings—four site-specific installa-
tions are imaginatively interpreted.

To turther prove its point that collaboration itself
is a creative process, “Art and Architecture™ in-
cludes an original, dramatic exercise in co-creation.
Four young emerging architects from across the
country were invited to select artists with whom
to transform an eight-square-foot room. Freed from
conventional pragmatic constraints, the pairs have
merged the disciplines in ways that are rich with

Jovee Kozloff's Homage to Frank Furness
(1982), a detail of a ceramic tile installation in
the Amirak Station in Wilmington, Delaware.

INTERNATIONAL FESTIVAL
Fourth Season

ARTISTIC DIRECTOR

Solisti New York
CHAMBER ORCHESTRA

: o'o NAN BUHLINGER
Ransom Wilson ” FESTIVAL DIRECTOR.

BARTLESVILLE
COMMUNITY CENTER
P.O. BOX 1027
BARTLESVILLE
OKLAHOMA 74005
918 337-ARTS
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metaphor and meaning. Exploring the phenomenon
and the fear of earthquakes, California architect
Frederick Fisher and artist Tony Berlant, for ex-
ample, designed an oversized, sculptural high chair.

Curated by architect, critic, and architectural
historian Robert Jensen, “Art and Architecture™ is
accompanied by a catalogue in which fifteen
distinguished architects, artists, designers, and art
historians participate in a discourse Jensen calls
“fresh, vivid, and even controversial, representative
of the still unsettled changes in the visual arts which
have occured over the last two decades.”

Photography

Portraits of Poverty

In 1985, before the plight of the homeless had
become a major issue, photojournalist Stephenie
Hollyman was asked to cover a story on welfare
mothers without shelter in New York. It quickly

Cross Country

)

A poignant portrait of a homeless child in
Florida, included in We the Homeless.

became Hollyman's major concern. Juggling
assignments for the United Nations, the New York
Times, and other publications, she spent the next
three years photographing the homeless when and

wherever she could. We the Homeless: Portraits of

America’s Displaced People, published by the
Philosophic Library, Inc., is the collection of those

photographs, accompanied by the stories of the
ple depicted. told in their own words.
Hollyman’s quest eventually took her on a tv
thousand-mile journey across the U.S. Fr
Salvation Army shelter in Miami to a tent i
Arizona desert, from a Times Square welfare
to a one-person camp beneath a highway ove
in Salt Lake City, she documented the fate ¢
only the familiar cases of the mentally il
substance abusers but also of the *h
homeless™—families whose members once hac
and shelter. The publishers are donating poi
of the proceeds from the sale of the book 1
National Coalition for the Homeless.

Theater

The Suzuki Lear

The Milwaukee Repertory Theater, StageWe
Springfield, Massachusetts, the Berkeley Repe

Where the trea

at Rockefeller Plaza. : e
ures of the sea become fine cuisine.

19 W. 49th St,, 2469201
Open for Lunch and Dinner, Monday thru Saturday. Sunday Dinner. Parking included after 5:30 PM.
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Design Cuts

Perms

Color and Highlighting
Facials/Back Massage
Make Up Application
Facial and Body Waxing
Manicures

Pedicures

Nail Extensions

Day of Beauty

The ultimate in gift certificates, too

For information and appointments
call

481-1100

Caring tor Reston’s beauty since 1970




in the June issue of

The Magazine of the Arts

ORIZON

\frey Reggio talks about Powaqgqatsi, The Frederic Remington Collection
v of films scored by Philip Glass . . .

Red River Bronze Works, a Texas company, proudly presents
the largest collection of Frederic Remington recast bronzes, in
Jackson Pollock-Lee Krasner home, I full size and miniature, ever offered to the public.
study center . . . . Each full size recast bronze is available with or without an
[talian marble base. Each recast bronze is guaranteed to be of
‘ the finest quality craftsmanship.

)f the pioneering modern-dance | ‘ We invite you to share in the pride of ownership of a Frederic
Erick Hawkins . . . Remington bronze, America's greatest western artist.
‘ Full color catalog available for $3.00. Please write or call.

with Marilynne Robinson, author of Red River Bronze Works
ing novel, Housekeeping . | Home of the Frederic Remington Collection

12014 Hillcroft / Houston, Texas 77035
‘ In Texas (713) 723-5155 Outside Texas 1-800-443-7305

’I;w cabinetwork of Chip-
pendale and Hepplewhite.
The crystal of Walerford
and Osler. Marble from
lialy. Oils from the 1800s.
Fumr’s/n'ngsﬁnm the a'uys
of Adam, George Ill and
Louis X VI Welcome to
The Ritz-Carlton. Where

hospitality is a fine art.

THE RITZ-CARLTON
Atlanta (Downrown)
Buckhead (Uptown Atlanta)
Boston

\ | .1
l...n:u;m Niguel, So. Calitornia

A GLOWING TRIBUTE
TOAGENTEELPAST.

mernbers of “The“JeadingHotels of the World ®
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And we have polished our gem with smku'éﬂew decor and enhanced it with
Colette, a fashionable new restaurant that's the talk of the town. The Beverly Pavilion
is located right on Wilshire in the heart of Beverly Hills, with complimentary limo
service to the glories of Rodeo Drive.

9360 Wilshire Blvd., Beverly Hills, CA' 90212 » (800) 421-0545 « In California (800) 441-5050

“FEW PEOPLE HAVE THE IMAGINATION FOR REALITY.”

-Goethe-
PREMIERE RELEASES ON COMPACT DISC FROM LISCIO

CLASSIC /M ; SEJOUR
SAXOPHONE e PARISIEN
Works by CLASSICSAXOPHONE s
J. 8. Bach
Claude Debussy -
Ida Gotkovsky Songs by
David Kechlay Céeile Chaminade
Malcolm ;&wl:n Reynaldo Hahn
Alessandro Marcelio
e

From Bach to Kechley: performances of works
which encompass three centuries of music history
as interpreted by a new and exciting voice on the
saxophone scene today, Frank Bongiorno.

SHERRILLV. MARTIN

| FRANKBONGIORNO

The elegant, sophisticated music of Chaminade and
Hahn, as interpreted by Metropolitan Opera tenor
John Gilmore and pianist Sherrill Martin,
conjures a nostalgic vision of Paris, '‘City of
Lights,"" in the Bel Epoque days of Proust, Sarah
Bernhardt and Sardou.

Scholarship Support of the Arts

A percentage of the sale from each compact disc will be donated by Liscio Recordings to establish
and support a college music scholarship of the recording artist’s choice.

Please send me:

Name,
_ Classic Saxophone $12/Compact Disc
Address
Séjour Parisien $12/Compact Disc ity
Include $1.95 for postage and handling.
California residents add 6.5% sales tax. State Zip

Make checks payable and send to:
Liscio Recordings, Inc., P.0. Box 18886, Los Angeles, CA 90018
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| female roles.

Cross

Theatre, and Arena Stage
Joined together to co-pr
English-language debut ¢
Suzuki. It is the first s
history of American the
Suzuki. well known
Greek classic, The Troja
U.S. in 1978, considers K
dramatic work written
Suzuki's Lear is a blend
American actors’ perforr
techniques. His training 1
ercises drawn from trac
martial arts, and ballet. |
body as an instrument ¢
The Tale of Lear will b
actors selected from the
four theaters, who, in the
and ancient Japanese theal
The pla
Milwaukee in February,
20-May 15, to Berkeley
cludes at Arena Stage Iu

Op

A Month

May is a month of firsts
with two twentieth-cen
American stages for the 1
of Cincinnati College-
presents the American
Zemlinsky's The Chalk C
is the date for the world
the House of Usher, co
Glass and Arthur Yorink
and the American Reper
The Conservatory of
close association with Zei
ing his quartets regularl
known as the **Zemlinsky
the composer's archives.
has never been perform
before this production, t
girl in fourteenth-century
family to the tax collector

| then is accused of his m

The Fall of the House of
in America that a theater
company have jointly cor
Based on Poe’s tale of a gc
inhabitants, the opera will
on May 18, then open at




Cross Country

puisville on May 29. Subsequent performances in
puisville will be May 31, June 2 and 4. The pro-
ction returns to ART June 8, where it will con-
ue in repertory with John Ford’s Tis a Pity She's
Whore through July 10.

'

b

Festivals

Spectacular Spoleto

¢ most romantic of southern cities is alluring in
own right, but when the Spoleto Festival comes
own, historic Charleston, South Carolina, is ir
istible. And this year, composer-director-festival
resario Gian Carlo Menotti has done it again.
m little-known works like Dvorak’s tragic 1910
y-tale opera Rusalka to The Warrior Ant, Part &
the epic-in-progress of Lee Breuer and Bob Z
son (of The Gospel at Colonus fame), Menot-
Spoleto Festival U.S.A. features a staggering
performance events

and a retrospective of  will perform at Spoleto this year

SANTA FE
Chamber Music
FESTIVAL

SIXTEENTH SEASON
July 10-August 22, 1988

For information on the

1988 Season call or write

the Festival at Dept. H,

P.O. Box 853, Santa Fe, NM 87504
1-800-96BRAVO

The Lewitzky Dance Company from Los Angeles

Lunch Dinner
Private Parties

American painter Larry Rivers.

Chamber music, Rusalka, and a preview of Mar-
tha Clarke’s new Miracolo dAmore open the festival
May 20; orchestral fireworks bring it to a spec
tacular close June 5. In between, there's theater and
dance, opera and jazz, Mozart, Mahler, and a
twelfth-century musical drama. Those who attended
Spoleto U.S.A. in 1986 will be delighted to know
that Circus Flora, which made its captivating debut
that year, will be returning to the red-and-white
striped “little top™ in Marion Square. This time
around, the recreation of a nineteenth-century
traveling Italian circus goes west, as did its
predecessor in 1810. In a performance staged by the
Royal Shakespeare Company's Patrick Swanson,
Flora, the five-year-old African elephant for whom

the circus is named, meets a buffalo just her age.

Correction: In our March 1988 issue, on page 26,
we reported that the Gene Autry Western Heritage
Museum in Los Angeles would open in June. The
museum is actually opening in October

Manhattan Cuisine

Pre-theater menu.
Piano Room Free Parking

801 2nd Avenue, at 43rd St., New York, NY 10017 242-687-5320
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Arts Exchange

A Creative
Milieu

Business and the arts—they're far more than buzz
words when Horizon publisher Gray D. Boone
gathers insiders from the corporate and creative
communities together for fabulous food and great
conversation. These Arts Exchange luncheons at
Manhattan's Algonquin Hotel are a Horizow tradi-
tion. And they are “absolutely crucial™ in creating
a climate where the arts can thrive. That's the suc-
cinct summation of Kenneth Lindquist, director
of the Arnot Art Museum in Elvira, New York, and
a guest at the January 21 luncheon. He's not alone
in his assessment. Barbara Koz, president of Real-
ty Advisory Services, points out, “As government
becomes less supportive of cultural programs, and
as cultural programs proliferate throughout the
country, business has got to pick up the slack. These
luncheons are a wonderful occasion for people to
be gently guided into the opportunities that exist
for business to collaborate with the arts.”

48 HORIZON MAY 1988

Much of the discussion explored the ways that this
collaboration yields valuable dividends for both sides
of arts-business partnerships. American Express’s
support for the arts was a case in point. “Corpora-
tions are making an investment when they support
the arts,” explains Lindquist, “‘not just a charitable
contribution. Their support can legitimately be
advertised—and generate additional support for the
corporation as well as the arts event.”

Another model examined in the discussions was
corporate underwriting of public radio stations, ac-
cording to Paula Herman of the public relations
firm Herman and Associates. “It's important not just
to support these things, but to have the dollars to
advertise that support,” she said in response to Luf-
thansa Airlines advertising director Werner Storiko's
questions about advertising on classical stations.
“There’s a real need to go beyond underwriting these
events to supporting them with additional marketing.
Otherwise moneys are invested and the events hap-
pen almost in a vacuum. Additional funds must be
used to promote them, much in the way Chubb In-
surance Group does for ‘American Playhouse.

Another topic of great interest was what
Horizon associate publisher John-Peter Hayden,
Jr. calls “the new way of collecting for the

All left to right. Top, left: Bill Wright, Kennerl
Lindguist, and Dorothy and Herbert Vogel. Td
right: Paula Herman and The Honorable
Viscount De L'Isle. Bottom, lefi: Sam Beller a
Philip E. Foster. Bottom, right: Henry Rogers
and Anne Jackson.

America’s most renowned collectors, Herbert
Dorothy Vogel, who over several decades amas
a unique and important collection of contempor
art on a relative shoestring, were among guest
the January luncheon. I enjoyed the whole
perience thoroughly,” says Herbert Vogel. *7
food was good, the company was good, and
comments were fascinating. That's what makes
interesting luncheon. When you bring together
interesting people like this, you've created a milig
Also present in the Algonquin's Stratford §
were actress Anne Jackson; Bill Wright, execu
director of the New Brunswick Cultural Center
vestment counselor Sam Beller; Air France ad
tising manager John Bowling; Dr. Philip
Foster; Henry Rogers of Rogers and Cowan; ]
Honorable Viscount De L'Isle; and Horizon
tional sales director David J. Fandetta.

museums—from private collectors.” TWOJ




