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RESOLUTION NO. 2012-172

A RESOLUTION OF THE CITY COUNCIL OF THE CITY OF FRESNO,
CALIFORNIA, DESIGNATING THE PILIBOS BUILDING

LOCATED AT
830 VAN NESS AVENUE, FRESNO, CALIFORNIA

TO THE LOCAL REGISTER OF HISTORIC RESOURCES

WHEREAS, the Pilibos Building was constructed in 1961 in Fresno's downtown for
developer Steve Pilibos and hence the name for the property; and

WHEREAS, the two-story commercial building was designed in a mid-century modern style
by architect Robert Stevens; and

WHEREAS, Robert Stevens FAIA was a 1942 graduate of the University of Southern
California College of Architecture and moved to Fresno after World War II to work for architect
Walter Wagner; and

WHEREAS, Robert Stevens established his own architectural firm in 1949 and with a later
associate, Gene Zellmer, was one of the leading architects to define mid-century modernism in
Fresno; and

WHEREAS, Stevens collaborated with ceramic artist Stan Bitters who created a facade
treatment of Hans Sumpf adobe for this building, which was Bitters' first of many architectural
creations; and

WHEREAS, the property owners, Bowman Investment LP, support the designation of the
structure to Fresno's Local Official Register of Historic Resources; and

WHEREAS, the City of Fresno Historic Preservation Commission, at a duly noticed public
hearing held on August 27, 20 12, heard testimony on the subject property; and



WHEREAS, based on that testimony, and the presentation of facts relating to the criteria for
offic ial designation, as set forth in the Fresno Municipal Code, Chapter 12, Article 16, made the
following findings;

That the Pilibos Building meets the criteria set out in Article 16, Chapter 12,
Section 12-1607 (a) of the Fresno Municipal Code; and is eligible for listing on
Fresno's Local Register of Historic Resources; and be recommended to the Fresno
City Council for adoption as a Local Resource; and whereas in accordance with
Fresno Municipal Code, Article 16 Section 12-1601 et seq. this hearing has been
duly noticed for Council action upon the designation recommended by the
Commission; and

WHEREAS, on September 27, 20 12, Council held a hearing where it considered the
recommendation of the Historic Preservation Commission, and considered substantial evidence,
including but not limited to, staff presentation, a report prepared by staff addressing the
property's eligibility to the Local Register, a Primary Record ("PR") and a Building, Structure
and Object Record ("BSOR") prepared by the City's Historic Preservation Specialist (as defined
in FMC § l2-1604(b)) finding that the property met the Historic Resource eligibility
requi rements for criterion iii to subdivision l2 -1607(a)( I) .

NOW, THEREFORE, BE IT RESOLVED by the Council of the City of Fresno:

I. Council finds that the above recitals are true and correct.

2. Council finds that the Pilibos Building is eligible for listing under criterion iii of
Fresno Municipal Code, subdivision 12-1607(a)(I ) based upon the evidence
presented to Council in the staff presentation, staff report, the PR and the BSOR.

3. Council designates the Pilibos Building a Historic Resource to the Local Register
of Historic Resources.

****************************



CLERK'S CERTIFICATION

STATE OF CALIFORNIA )
COUNTY OF FRESNO ) ss.
CITY OF FRESNO )

I, YVONNE SPENCE, CMC, City Clerk of the City of Fresno, certify that the
foregoing resolution was adopted by the Council of the City of Fresno, at a regular
meeting held on the day of September 27 , 2012.

AYES
NOES :
ABSENT
ABSTAIN

: Baines, Borgeas , Brand, Qui nt ero , Xiong
Wester l und , Olivi er

: None
: None

Mayor Approval: N/A

Mayor Approval/No Return: October B

, 2012

, 2012

Mayor Veto: N/ A

Council Override Vote: N/ A

APPROVED AS TO FORM:
JAMES C. SANCH
City All ey'

'=::::::::..:i~~~~_Sen ior Deputy

Date: rtf1.<

,2012

,2012

YVONNE SPENCE
City Clerk



September 28, 2012

TO:

THROUGH:

FROM:

SUBJECT:

MAYOR ASHLEY SWEARENGIN

STACEY WOO, DEPUTY CITY CLER~~
YVONNE SPENCE, CMC .t
City Clerk

TRANSMITTAL OF COUNCIL ACTION FOR APPROVAL OR VETO

At the Council meeti ng of 9/27/12 , action to consider adoption of resolutions related to the
designation of the C. Jarman Home located at 385 N. San Pablo Avenue, the J.R. Turner
residence located at 815 E. Dudley Avenue , the Pilibos Building located at 830 Van Ness
Avenue and the Newman J. Levinson Home located at 1636 Broadway. RESOLUTION
Designating the Pilibos Building located at 830 Van Ness Avenue, to the Local Register of
Historic Resources. Item 10:1 5 AM - c by the following vote:

Ayes
Noes
Absent
Abstain

Baines , Borgeas , Brand, Quintero, Xiong
Westerlund , Olivier
None
None

Please indicate either your forma l approval or veto by completing the following sect ions and
executing and dat ing your act ion. Please file the completed memo with the Clerk 's office on
or before October 8, 2012. In computing the ten day period required by Charter, the first day
has been exc luded and the tenth day has been included unless the 10th day is a Saturday,
Sunday , or holiday, in which case it has also been excluded. Failure to file this memo with
the Clerk's office within the required time limit shall constitute approval of the ordinance ,
resolution or action , and it shall take effect without the Mayor's signed approval.

Thank you.
***********************************••********************.**

APPROVED/NO RETURN: X
VETOED for the following reasons: (Written objections are required by Charter; attach
addit ional sheets if necessary.)

Ashley Swearengin, Mayor

COUNCIL OVER RIDE ACTION :
Ayes
Noes
Absent
Abstain

Date: _

Date: _



IDENTIFICATION

1 . Common Name :

CALIFORNIA DEPARTMENT OF TRANSPORTATlON
ARCHITECTURAL INVENTORYIEVAlUATION FORM

County - Route - Postmile:

06·Fre-1BO Ga p
( ) L1STI:O ( )

( x) A PPEARS ELIGIBLE ( )

2 . Historic Neme: Newman J. Levinson bouac

3. Street 0' rural eddre....'439 N. Van Ncaa

City: FtellIlO ZIp Code: County: FtellIlO

4 . Parc el Number:

Address :

6. OwnershIp Is: ( ) Public

e. Present Uee: rcaklcnrial

DESCRIPTION

Pr.....nt Owner:

City:

( ) Private:

OrigInal Use: rcaidcntlal

ZIp Code:

7a.Arc hltectural Style: Colonial Revival

7b.BrIefty describe the present PHYSICAl CONDmON of the oIte or structure end describe s ny
major elteratlons from Ita original condition:

The~ wood-fnlmc I't8ideDCo located at 439 N. Van N_ is icp._e of the Colonial Revival,
ca.1911. FeaIUmI iDl:Iudc high , stccpIy pitdled ricIgc-hip roof (nearly pyramidal) with bell-cssi, wide boxed
caves with DOl£I>.<:ut bn>chla (u cornic:e motif) , triple-bevcl aidiDa, offset DOJIhwcolcm COrDC1' CD1ly fIankcd
by~ sidclight poucI. , oquat fcmcatntioo (oecoad ""'1 puabcd up against the cave liDeo, Prairie
Style; all boarded-up), fixed upper dlamoDd-panc panel. above the first ""'1 banded fCllCillJ'allon (otherwise
boanIcd-up), .mall ricIgc-hip donner with modeadc boxed caves, cave bn>chla, narrow frieze and
diamood-paac C =n>l wiDdow, wide simple frieze for all faaodcs, very lhaIlowly pitcl>ed bip-roofed
fa1I-""-Ic pcxdl (........ detailed .. for dormer and main roof liDe), tall modcJ3to.kMhicldy proportioDcd
pcxdl colnmna with Ooltcncd capilaI. and baac:a, red brick c:himD<:y with iDsct pancI base on the south
facade, oorthwcatcrn COrDC1' oIecpiDa pon:h-first IJIOry with obcd roof unit cxtmetinc from the main bouae
(boerdecI-up) , interior """ brick cbimney, and vented pier and beam fOUDdation with high brick sill and
upper borlzoill8l board trim. FCIlI:lllndioD Is clasaic:lIIy placed for the facades; likely the original
configuration W85 1/1. A pm-World War n lIIccp1y pitched aide pbIc-roofed _e_west. Property

8. Comtrucllon -= ca. 191 1
E'-: I x I FectuoI: f

8. A_eet
NIA

10. _
NIA

11. Appro. . pn>porty .... (In ,_,

Frontage: Depth:

Housc; IllDlkcapiDg
12. Datela) 0' __ pho~opIl(.l:

November 6, 1990. View' to
the wesr, northweat, southwest
and llOUlheast.



13.Condltlon: Excellent () Good () Fair ( Deteriorated ( x)

14.AJteratlon.: Fencatration boardcd-up; brick potdI wall alterations; minor rear remodeling.

16.Surroundlngs: (Check more than one if necessary)Open land (x) SCattered buildlngs(x ) Densely bullt ·up(

Residential (x) Industrial () Commercial () Other:

18.Threats to site: None known( I Private development( Zoning( I Vandallsm( ) Pub lic Works project( Xl

Other:
17." the structure: On Its original site?( x ) Moved? ( ) Unknown? ( )

18.Ralated features:
Second """aining residence at 425 N. Van Ness to the immediate south; llUJViving bungalolds to the east.

SIGNIFICA NCE

19.Brlell1 otate bIotorkaI aDdfor arclIIte<turaI ImpodaDce (IDdDde dates, eTeats, BDd peI'SODS """",,,ated wIIh the
sIte.) :

The residence Iocatcd at 439 N. Van Ness is strongly evocative of the Colonial Revival , cs.1911 . Fresno City
Directories rust listed the addmls in 1912, with """'JP"D1 Newman J. Levinson. Although in the dwelling oo1y
briefly, Levinson appears to have been the original patron for the 1IInJcture; Levinson was noled .. president of the
Fresoo Publishing Ccmpsny, publishers of the Fresno Herald. Levinson appuucd in the Fresoo City Directories in
1911 for the fimt time in Fresno. 439 N. Van Ness is sited within Boles North Pad: of 1903. Boles North Pad:
was the second nelghbodlood to be added to the prima1y residence area of North Pad: in the then north-<=tta1
Fresno. North Pad: bad been platted in 1902 from land owned by srchitect B.G. McDougall and investor William G.
Urldge. Later in 1902 the North Pad: ExIensIon expanded the inltlaI area bounded by FranIdin, FuIlon, Van Ness and
Nevada to inc1ude an equaI1y-sized area to the west and northwest. Boles Parle then eonlinucd the patterned growth to
the north of North Pad:. 439 N. Van Neas IletS at the eaot edge of Boles North Pad: between FtllI1kIin and Belmont.
The greater North Pad: nelghborbood .100 inc1uded -.copes imnw!iatdy odjllCClll to the actuaJ North Pad:-relsted
plata: the west aide of Van Neu between Belmont and FranIdin, u well .. the 100 block of bolh Van Ness and
FuItoo, were tedmicaJ1y within Pro-existin& 1lIlc 19th oenbuy reaidenIioI adclitiona (Muller and Northcraft of 1888 and
the original Forthcomp' a Addition of 1886, Iwpectively; bolh __ lIClDaI1y beeamo • part of the wider nelghborbood
Iatown .. greater North Pad:. 439 N. Van Neu appcara to be potentiaIJy eligible for the National Regilller of
Historic Places under Criterion A for its association with the developmem of the larger North Pad: nelehbodlood (key
to oenlraI Fresno); under Criterion B for its """';ation with the president of the Fresoo PnbIishing Company and the
Fresno Herald through Newman J. Levinson; and , under Criterion C u representative of the Colonial Revival.

2O.Meln theme of the historic resource: (if more than
one is checked. number in order of importance.)

Location sketch mep:(draw & label site
and su rrounding streets, road s, and

rominent landmarks)
Architecture (1)

Economicllndus triaJ
Government ( )
SociaJlEducation (

Arts & Leisure ( )
(I Exploration /Settlement (2)

Military ( ) Religion ( )
) See APE Map . N

21 .Sourcea (list books. documents. surveys. pe rsonal
inte rviews and their dates).

Field survey by K. Weitze and 1- lilburn, November 1-14,
1990; Fresno City Directories; 1906, 1918, 1929 and 1944
Sanboms; Fresno County Recorders OfflCe-hillloric plats.

22.Oata form prepared: December 28, 1990

By: Karen J. Weitze

Orgenlzatlon: Dames & Moore
Address: 9665 Chesapeake Drive , Suite 360
City: San Diego, Ca.
Zip Code: 92123

Phone: (619) 541 -0833



CALIFORNIA DEPARTMENT OF TRANSPORTATION
ARCHITECTURAL INVENTORYIEVALUATION FORM

CONllNUA"TlON SHEET

439 N. VIn Ness

Th. boundaries for potential National Register digibiHty are roiDcidenl with lot Hues , exteDdiDg cast to the sUm (VltIl
Ness) to include tree lawn and sUm lamps.



Continuation Sheet 2
Map Reference No.47
439 North Van Ness
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ViewNorthwest

ViewSouthwest



Continuation Sheet 3
Map Reference No. 47
439 North Van Ness

View Southeast
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1600 M Street
Fresno, CA93721

CityofFrcsno Planning & Devclopment Dt::ph
D Prehistoric 0 Both
*1)7. Owner and Address:
YouogWomcn's Christian
Association of Fresno.

Primarys: _
IlRIII: _

Trinomial II: "N"'/A"-:. _

NllIIP Status Cude: 5S3
OtherListings: Frcsno-eo;:;-u-u-:ty""""'L'!;ib'-ra-ry---,S""itC"c""'A:-- - - - - - - -

DateReviewer

*J'3b.
*1'4. -

Review Code

State of California - The Resources Agency
DEPARTMKNT OFPARKS ANIlRECllKATION

PRIMARY RECORD

*I'S. Recorded by:
(Name, affi liation,and address)
WcadyJimlcy.&.NicolcfUIViL
UtlwnQhclO(valian.&1lllllain~
24B.3rdJII"I 1641OaklllldJJ\ 2160Z
J5lB.1JIyrllclV<JlU,JanD;cgo•.Ul. 22103

~~~~~~~~~3 1 *1'9. Date Record ed:
Februarv2006

Page 1 of 2 *Rcsonrcc Name or #: (Assigned by rceordcr) .c16"'3"6uB"'r"'u"'ad,,wa""'y'-"-Stre""'e"t _
Pl. Other Identifier: 439North Vall Ness Avenue
' 1'2. Location : 0 Not for Pnblication 0 Unrestri cted

*a. COllnty'!F'!'rcs!":'!n!!o-,:--::-_ -::--:-_ _ -= =__-:::_-::-_-,,.,-..,...=:-= =-::-::- _
*b. USGS 7.5' Qnnd: FresnoSonlh Date: 1978 T _; R _ ; _ \'. of _ \'. ofScc~_B.M. -:=:-:- _
c. Address: 1636 BroadwayStrcct City: Frcsuo Zip: ,,93"'7'-'2,,1 _
d. UTM: (Give more thanone forlarge and/or linear resources) Zone 11 , mEl mN
c. Other Locational Data: (e.g., parcel e, directions to resource, elevation,etc., as appropriate)

Parcel #466-193-10
ArtsCulture District Survey mock116

*P3 ~1 . Description: (Describeresourceand its major clements. Include design, materials, condition,alterations. size. setting, and boundaries)
. Originallyconstructed in c.1911 in a Colonial Revival style of architecture, this two-storysingle-family residence faces west on the
east side of the 1600 Block of Broadway Street, where it was reloeated in 1992 from its original location at 439 N. Van Ness. Of
woodconstruct ion, the house has a rectangularplan covered by a moderate pitchedhipped roof with broadly overhanging eaves,
exposed rafter tails, and a west-facing center-set hipped donnersited on the front elevation roofline that features a similareave anti
rafter arrangement with a leaded glass window. The residence has a symmetrical front facade comprisedof a full length frontporch
at the ground floorwith a hipped roof supported by two columns. Exteriorbuilding materials consist of hor izontal clapboard siding.
Fenestration consists of a mix ofsingle-or-double-hungwood sash windows withwood surrounds, replacement vinyl sliders, and tri
partite wood frames (type unknown). A red brick chimney is located on thenorthwest building comer. View of the residence is
partially obscured bya tall fence thatencloses the property and byseveral mature trees planted in the front yard at the northwest
cornerof the lot. Overa ll the house appears to be in good exterior condition.

*PI0. Survey Type: (Describe)
Pre-196! properties - Intensive

:=======================':'::================--'--'--''-':'::============::J Post~ 1960 pronerties - Reconnaissance

Resource Attrihutes: (Listattributes and codes) I1Jl2 Single Family Residence
Resources Prcseut: 0 Building DStrncture OObjecl OSitc DDistrict DElcmenl of District D Other (Isolates, ctc.)

r-r- ----, P5b, Descriptionof Photo:
(View,date, accessionII)
View Enstof West Elevation
Photo Date:October 2005
*P6. Date Constructed/Age and
Source:
0Hi storic. c. 1911

*Pl l. Report Citation: (Cite surveyreportand othersources, or enter"none.")
UrbanaPrcsclvation & Plann ing CiN ofFresIlo Ar(s.Clllture Di.~(ricJ /lis/od e Pronerty Swvey Repol'J, Ju",ly",,20Il!O,,6.., _

*Attachments: DNONE E ll.ocation Map DContinualion Sheet 0 Building, Structure, andObject Record
DArchaeological Record D District Record oLinear Feature Record OMilling Station Record DRock Art Record
DArlifact Record DPhotograph Record 0 Other (List):



State of California - The Resources Agency Primary, :11::===============~:::~~~"DEPARTMENT OF I'ARKS ANDRECREATION IIRl #:_

BmLDlNG, STRUCTURE, AND OBJECT RECORD

Pllgc£ of £ 'NRlIP Status Codc:~5",S",3,- _
*u.csour cc Na me or #I (Assigned by recorder) "1"63"'6<-B=ro"',,dw='y'-"St,,rcc='I _
m.Historic Name: !ON",oLt I"'d"'cnllll!!.ifi"!c!!.d.,- _
82. Common Name: "N"o"-t..,ld"e!lln"ti"fi"'cd"- "..-,-,_ _ -,,,- _
B3. Original Use: Single-FamilyResidence B4. Present Usc: Single-Family Residence
· US.Architectural Style: ",C""o"lo!!!n",iaLI R"e"-'v!!.iv!'.!,!LI.,-_ ,.---,.---__,.---_--,-,.----,_,.--- _
*8 6. Cons truction Hi story: (Construction date, alterations, aud date ofalterations)
Originally constructedbetween approximately 1911 . No majoralterations identified.
*U7. Moved" DNo It1Ycs D Unkliowll Date: 1992 Original Location: 439 North VanNessAvenue
*US. Related Features: NOlle
B9a. Architect: Nol Idenlified b. Builder:-L:N",o",t "I("'le"'n"ti"fi"'ed"-~----_-----
*BIO. Significance: Theme: Important PeTsoIl(s) & Architccture Are a: £F!.!re~S"IlQL:-:-_=-__
Period ofSignificance: Not identified P roperty Type: Residential Ap pllca b le Criteria: IIeTitage Propmt y
(Discuss importance in terms of historical or architectural context as definedby theme, period,andgeographic scope. Also address integriry.}

The present-day 1636 Broadway Street residence wasoriginally constructed at 439 North Van Ness Avenue in 1911 liS the home of
Newman 1.Levinson, President of the Fresno Publishing Company. The property was identified as eligible fur inclusion 0 11 the
National Register of Historic Places liS part of the 1991 hislorie property survey for the Caltrans ' 180 Gap' Freeway Corridor. At the
time of the 1991 survey the home WHS determined potentially eligible under National Register Criterion A (events/patterns of events)
for its association with tile development of the greater North Park neighborhood), under Criterion B (important persons) for its
association with Newman 1. Levinson, and under CriterionC (architecture/design) as an example of Colonial Revival style of
architecture. The house was relocated fromits original 439 N0l1h Van Ness Avenue location in 1992. Today the house no longer
appears eligible for inclusion on the National Register of Historic Places due to its relocation and subsequent loss ofsetting and
historic context. Due to its previously identified association with Fresno Publishing Company President Newman J. Levinson and
for its historical merit, thc present-day 1636Broadway Street residence appears potentially eligible lor designation as a City of
Fresno Heritage Property under City of Fresno Municipal Code Section 13-406(d).

Bl1. Additional Resource Attributes: (List attributes and codes) No additional resource attributes

"Requlrod information

ST. ~

*8 12. References:

City ofFresno Planning & Development Department
City ofFrcsno Municipal Code
Fresno City & County Historical Society
Fresno County Library
"See report bibliographyf or complete list ofref erences

B13. Remarks:_ c:--7--c-c--.--=-c--,--,...,.,-.--:-_ --,,---::-_=:_
"1114. Evalnator: WoruIyJJiJllleyJ'lincipaUJrlllma1rel~vnIion1J'IOMing.
21ftJnI.llreel..1lMl.Jlaklond,.iIL2.16OUilBJilyrlle!v,n.e,.lan,Di,goJliZ!03
*))atc of Evnluatlom £F!<!cb!!!Il!1l!!!arv[D2~O'l!O,,6 _

(This space reserved for official comments.)

DPR 523B (1195)

.\ . "

," .,
..- t I

I

N !
0 :
w i
~ I
1'0 ,

:' .~ I
l'
N

\
I •
I

I



Trinomial

Primary #------ - ----t.t.f11,
HRI# - - - - - - --- - - --trr=4

Stateof California - The Resources Agency
DEPARTMENT OF PARKS AND RECREATION
CONTINUATION SHEET
Page 1 of 2 Updates Resource: The Newman J . Levinson Home
' Recorded by: Karana Hattersley-Drayton 'Date: August 23,2012 .Update

(From HPC Staff report 8.27.12) The Neman J. Levinson House is a two-story variant of the American
Foursquare type with Colonial Revival detailing. It was constructed by 1911 presumably for the first
resident, Newman J. Levinson, the president of the Fresno Publishing Company, publishers of the
Fresno Herald. The property was evaluated in December 1990 by Karen Weitze Ph.D. for Caltrans,
District 06 as part of the federally funded State Route 180 GAP project. The home was subsequently
sold to the City of Fresno which then relocated it to its current location at 1636 Broadway. The 7
bedroom home was rehabilitated using federal funds through the CDBG program and donated to the
YWCA for use as a transitional shelter. The Levinson House was found eligible under Criterion C to the
National Register of Historic Places with SHPO concurrence (1991) prior to its move. The property was
evaluated as potentially eligible as a Heritage Property in 2006 by Urbana Preservation as part of the
City's Arts-Culture District Survey. On June 5, 2006, the Historic Preservation Commission reviewed the
survey forms upon request of the Fresno County Library and accepted the staff recommendation that the
Levinson Home appeared eligible individually for listing on the Local Register of Historic Resources.

The Levinson Home was constructed at 439 N. Van Ness Avenue in the Boles North Park Subdivision,
which was platted in 1903. There is no original building permit for the home; however, the address of the
property first appeared in the Fresno City Directories in 1912 with the occupant, Newman J. Levinson.
Levinson was the president of the Fresno Publishing House, publishers of the Fresno Herald. By the late
1920s the property had been purchased by James and Freda Vagim, who raised four children at this
address. James Vagim began in Fresno by selling produce out of the back of a pick-up. He developed
this "start-up" business into the Vagim Packing Company, located at Tuolumne and G Streets, which
became the largest privately run corporate packing house in the Fresno area. The company's brand
"Plump and Meaty" variety packs of dried fruits were marketed worldwide. Freda Vagim was equally
accomplished. She escaped the Armenian Genocide through Lebanon and ultimately taught English and
possibly art at the University level in either Cairo or Beirut. The Vagims opened their Van Ness home for
USO functions during World War II (Personal interviews Jim Doyle December 2004 and Doug Vagim 16
July 2012). During the War the family sold the Van Ness property and moved to the "Sutherland Home"
(designed by Edward Foulkes, HP# 252) in the Tower District where they continued to entertain the
troops during War time.

The Newman J. Levinson Home is thus connected to at least two individuals and/or families "significant in
our past," Newman J. Levinson and James and Freda Vagim. The house thus appears to be eligible for
designation to the Local Register under Criterion ii (FMC 12-1 607(a(1). The home is a nice but fairly
typical variant of a standard house type that is still prevalent throughout the Lowell neighborhood and
thus does not appear to be eligible under Criterion iii, for architectural significance. In addition, the home
has lost some of its original architectural detailing and character that led to its pre-move SHPO
concurrence under Criterion C for eligibility to the National Register.

The Levinson Home was relocated to its current site at 1636 Broadway in 1991 by the City of Fresno.
From a review of the site plan filed at the time, it is clear that numerous changes were made to the home
to accommodate the move, including removal and replacement of most of the windows (including loss of
diamond paned sidelights on the tacade) and change to the rear elevation. The property has therefore
lost integrity of location, due to the move, as well as setting, surrounded as it is now by vacant parcels
and/or commercial uses. There has also been some loss of integrity of materials, workmanship, feeling
and association. However, several important architectural features have been preserved: specifically the
bellcast roof with its boxed cornice and decorative eave brackets as well as the overall massing, the full
front porch, etc.

DPR 523L( I/95) ' Required lntormation



' Recorded by: Karana Hattersley-Drayton ' Date: August 23 , 2012

State of California - The Resources Agency
DEPARTMENT OF PARKS AND RECREATION

CONTINUATION SHEET
Page 2 of 2 Updates

Primary #

HRI#-------------,f.<}f~

Trinomial

Resource: Newman J . Levinson Home

.Update

DI'R 523L ( 1/95)

Far;ade of Levinson, view looking northeast 13
January 2012; Sunroom addition on north elevation
13 January 2012; Vagim Family mid-1930s, Iivng
room (Levinson Home) 439 Van Ness.

"Haquired information



To: Historic Preservation Commission, Fresno

August 24, 2012

RE: Structure at 1636 Broadway, Fresno, known as the 'Levinson Home'

To Whom It May Concern:

I believe thi s structure to be of minimal historical significance, as it is a fairly generic example of mass
produced housing of its era and has undergone such extensive modifications. The house was originally
located on Van Ness Avenue and was moved to make way for Freeway 180 improvements. The
exte nsive improvements to th e structure included a new 'playroom' addition on the north side, a second
floor addition, exterior stairs, and a disabled access ramp. Thanks to the generosity of the general
contra ctor for th e proj ect, Mr. Steve Wharton of Wharton & SonsConstruction, all of the exte rior siding,
wi ndow trims, and I believe even the shaped eave brackets were replaced during the structure's
reconstruct ion. There are only a few origin al architectural elements that have survived the structure's
mov e and reconstru ction, such as a few of the original 'lattice' windows and a few cast iron foundat ion
vent grilles. The rest of the st ructure is essent ially a new building, constructed in the style of the original
home.

Most certa inly, th e 'playroom' addition was an ent irely new element in its entirety, and was added to
provide essent ial program delivery space for the YWCA's "Homeward Bound" project .

The enclosed photographs will corroborate these statements. If you have any questions or concerns,
please do not hesitate to contact me.

Richard Wood, Architect c1146B
(559) 579·72 68
rwood@co.fresno.ca.us

enccl/

c/o: Karana Hattersley-Drayton
2600 Fresno Street, 3" Floor
Fresno, CA93721

Subject : Public Testimony regarding: Recommendation to the City Council the Designat ion of th e
Newman J. Levinson Home to Fresno' s Local Register of Historic Resources
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Something to Talk About 

Modernism, Discourse, Style 

SARAH WILLIAMS GOLDHAGEN 
Harvard University 

There is a word we should refrain from using to describe con 

temporary architecture. This is the word "style." The moment 

we fence architecture within a notion of "style," we open the 

door to a formalistic approach. The contemporary movement is 

not a "style" ... it is an approach to life that slumbers uncon 

sciously within all of us. 

Sigfried Giedion 

Space, Time and Architecture, 4th ed. 

hat was, or is, modernism in architecture?1 In 

contemplating this question many 
readers?even some who try not to?will 

likely conjure up a sturdy parade of familiar formal tropes. 
Flat roofs. "Transparency" and lots of glass: glass window 

walls, glass doors, glass partitions. Reinforced-concrete or 

metal buildings, tough-edged and stark. Compositions con 

trolled with geometric rigor. Structural armatures split off 

from building skins, opening up free-flowing spaces articu 

lated lightly with space dividers that barely touch the hori 

zontal planes. A dynamically asymmetrical distribution of 

spaces. An absence of ornament or historical reference 

Calvinist in its rigor, an "abstraction," and a resulting 

emphasis on the compositional play between elements or 

volumes (Figure 1). 
An ensemble of well-known critics, historians, and (to 

a lesser extent) architects distilled this cluster of rhetorical 

synechodoches from a series of buildings, texts, and exhibi 

tions in the late 1920s, and many of these authors system 

w 

atically excised from view modernist practices and ideas that 

did not suit their polemical intentions. To say this is to say 

nothing new, and among specialists in architectural history 
and theory, by 

now a 
general 

consensus exists on two points: 

first, that the image of modernism in architecture depicted 
above was derived not from the fullness of the broad and 

revolutionary architectural movement then under way, but 

largely from one core subset, the so-called modern move 

ment that eventually became codified by the Congr?s Inter 

nationaux d'Architecture Moderne (CLAM); second, that to 

see modernism in architecture as this style 
or any single 

style glosses over its complexity and multifarious richness.2 

Less well recognized, however, is that in spite of its par 

tiality this constellation of formal tropes, which reifies mod 

ernism in architecture into a 
style, retains the status of a 

paradigm in the Kuhnian sense of the term. "An accepted 
model or pattern," a paradigm is a framing device that lends 

coherence to a discipline by restricting its field of vision to 

problems of elaboration, expansion, and critique.3 As I dis 

cuss in this article, the style-based paradigm of modernism 

in architecture still broadly informs not only popular 
accounts but also the topics, directions, and character of 

scholarly inquiry.4 Such ongoing reliance on the paradigm 
of style?even among specialists?in the face of its obvious 

shortcomings should perhaps not be so surprising. By def 

inition, a paradigm opens up large conceptual spaces that 

demand elaboration and refinement; at the same time, by 
virtue of its function as a frame, it necessarily "reduces 

This content downloaded from 130.86.12.250 on Fri, 22 Nov 2013 14:16:22 PM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


vision." Adopted sometimes consciously, sometimes without 

recognition, a paradigm "need not, and in fact never does, 

explain all the facts with which it can be confronted."5 

Analyzing the origins and legacy of the style-driven 

paradigm helps to explain its subterreanean presence, 

despite the work of several generations of scholars who col 

lectively challenge not just its usefulness or its components, 
but even its empirical foundations. Taking stock of a broad 

range of contemporary scholarship, written from method 

ological positions ranging from the traditional art 

historical to the interpretive and theoretical, suggests that 

much research in twentieth-century architecture, while 

often compelling in its specific insights and analyses, nev 

ertheless employs a picture of modernism that is literally 
incoherent.6 

It is time for the disciplinary reliance on a style-driven 

paradigm of modernism to end. Building on the efforts of 

historians and theorists to consider alternative modes of 

inquiry, I propose that the discipline might do well to retain 

the notion of modernism in architecture as a coherent phe 

nomenon, but to conceptualize it not as a stock if variable 

cluster of rhetorical synechdoches, or as any of the other 

useful but ultimately partial possibilities that have been pro 

posed, but rather as a discourse.7 The concept of discourse, 

drawn from methodological models in cultural studies, phi 

losophy, and the social sciences, and the conceptualization 
of modernism in architecture as a discourse, resolves many 

analytical problems and handles the conventional cases as 

well as the range of anomalous cases that have emerged in 

the scholarship that has been conducted within the frame 

work of the style-based paradigm. Modernist architecture, 
conceived not as a 

style but as a discourse, becomes a het 

erologous array of individual positions and formal practices 
within a loosely structured field, of which a fundamental 

premise has been that architecture must instantiate an eth 

ically grounded material practice that grapples with (rather 
than categorically rejects or ignores) the phenomenon of 

modernity itself. 

The Birth of Modernism Conceived as a Style 
It has become common to acknowledge?as Beatriz Colom 

ina, Werner Oechslin, Mark Wigley, and others have 

pointed out?that popular notions of modernism were orig 

inally gleaned from a canonical series of black-and-white 

photographs of projects built between 1919 and 1930 by 
Peter Behrens, Walter Gropius, Le Corbusier, Ludwig Mies 

van der Rohe, J. J. P. Oud, and others.8 Images such as those 

of Behrens's AEG Turbine Factory in Berlin (1909), the 

Weissenhofsiedlung in Stuttgart (1927), early villas by Le 

Figure 1 Le Corbusier, pavilions at Weissenhofsiedlung, Stuttgart, 

1927, reproduced in Hitchcock and Johnson, International Style ,115 

Corbusier in and around Paris (especially in texts that pre 
dated the famous Deutscher Werkbund exhibition), 

Gropius's Fagus Factory in Alfeld-am-Rhein (1912), Mies's 

concrete office block and skyscraper projects, and Oud's 

housing estates in the Netherlands are repeatedly repro 
duced in the texts that codified modernism as a movement. 

Among these canonical pieces are: Le Corbusier, Vers une 

architecture (Paris, 1923); Walter Gropius, Internationale 

Arkitektur (Munich, 1925); Adolf Behne, Der moderne 

Zweckbau (Munich, 1926; repr. and trans, as The Modern 

Functional Building [Santa Monica, 1966]); Walter Curt 

Behrendt, Der Sieg des neuen Baustils (Stuttgart, 1927); Adolf 

Gustav Platz, Die Baukunst der neuesten Zeit (Berlin, 1927); 

Sigfried Giedion, Bauen in Frankreich, Bauen in Eisen, Bauen 

in Eisenbeton (Leipzig, 1928; repr. and trans, as Building in 

France, Building in Iron, Building in Ferroconcrete [Santa 

Monica, 1995]); Ludwig Hilberseimer, Internationale neue 

Baukunst (Stuttgart, 1928); Henry-Russell Hitchcock, Mod 

ern Architecture: Romanticism and Reintegration (New York, 

1929); Bruno Taut, Modern Architecture (London, 1929); 
Hitchcock and Philip Johnson, The International Style: 
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Architecture Since 1922 (New York, 1932); Alberto Sartoris, 
Gli elementi delVarchitettura funzionale, sintesi panor?mica delV 

architettura moderna (Milan, 1932); Nikolaus Pevsner, Pio 

neers of Modem Design from William Morris to Walter Gropius 

(London, 1937); and Giedion, Space, Time and Architecture 

(Cambridge, Mass., 1941).9 In both these early narrative 

accounts of modernism's history and in subsequent 
ones 

(most of which drew from the early texts), the photographic 
medium helped to artificially produce coherence in the 

message. Oft-reproduced black-and-white photographs 

obscured the sophisticated balance of the colors in projects 

by Le Corbusier and Taut and the sensuous, lavish materi 

ality in the work of Mies. Selectively chosen views of, for 

example, works by Behrens, Mies, and Oud stressed 

dynamism and asymmetries, sometimes hiding an innate 

classicism and reliance on 
precedent. The free-flowing, 

open spaces we 
imagine in these works are in some cases 

engendered less by the interiors themselves than by the 

camera's distortions of spatial relationships and character.10 

The origins of our misguided conception of mod 

ernism do not lie, however, in the technology of reproduc 
tion alone. They are to be found equally in the construction 

of an often paradoxical conception of "style." Many of the 

authors of these texts wrote about and treated modernism as 

if it were a style, although simultaneously insisting mod 

ernism was not defined by, and could not be reduced to, 

merely a style. Giedion is the exemplar of this paradoxical 

praxis. 

Giedion, Hitchcock, Pevsner, and others responsible 
for the creation of this canon were influenced, in some cases 

directly, in others, indirectly, by German art-historical the 

ory of the late nineteenth and early twentieth century, in 

particular the widely known work of Heinrich W?lfHin. For 

W?lfflin, style and its broad transformations through his 

tory formed the core of a lifelong intellectual search for a 

theoretical model of change in the history of art.11 Follow 

ing Hegel, W?lfflin argued that a period style?Gothic, 

Renaissance, Baroque?represents and embodies the efflo 

rescence of a cultural mentality?the Zeitgeist.12 W?lfflin 

and the long succession of art historians after him who 

worked in the Germanic tradition defined style as a collec 

tive approach 
to artistic conventions, materials, and tech 

niques in which a more or less stable and definable formal 

pattern emerges. Inherent in W?lfflin's approach was the 

assumption that in any art or architectural work, a trans 

parent relationship existed between style and content: 

forms, in and of themselves, pointed the way to meaning. 
The interpretation of an artist's oeuvre, or even of an indi 

vidual work of art, therefore would necessarily begin with 

an 
analysis of its style.13 

Throughout his career, W?lfflin explored two concep 
tual models to explain the phenomenon of stylistic trans 

formation. First was the notion that art had its own internal, 

autonomous formal traditions, which artists collectively 

explored (each in his individual way) until exhausted, at 

which point a revolution occurred. The second was that 

changes in the social ethos inspired or even forced trans 

formations in artistic and architectural style. W?lfflin, at 

the height of his career, in Classic Art, argued that broad 

stylistic transformations in art took place through the syn 

ergistic confluence of both dynamics: internal crisis in artis 

tic practice 
on the one hand, and the pressures exerted by 

external social change 
on the other.14 

Early polemicists theorizing modernism in architecture 

followed W?lfflin's lead. In some cases they overtly empha 
sized style (Behrendt, and Hitchcock and Johnson); in oth 

ers they described an admixture of stylistic gestures and 

political ideologies (Gropius and Pevsner). Still others 

emphasized how the formal elements of the new architecture 

were intimately linked to the intellectual and cultural ethos 

and scientific discoveries of modernity (Giedion and Sar 

toris). Like W?lfflin, most of these authors believed their 

primary task was to 
explain the emergence of the new 

style 

and to characterize its distinctiveness in art's history. Also 

like W?lfflin, they assumed that the birth of a new artistic 

style was intimately linked to the Hegelian Zeitgeist, and 

that a visual language qua language?style?meaningfully 

pointed the interpretive way toward an artwork's content. 

The Paradigm of Style and Anomalies 

A paradigm is tenacious, benefiting from several self-rein 

forcing mechanisms. Affording the possibility of intersub 

jective basic agreement, a 
paradigm lends enough coherence 

to a discipline, or to a topic within a discipline, that its sub 

jects 
can be discussed in shorthand, assuming 

consensus 

over definitions and basic themes. Furthermore, until a par 

adigm is challenged by a compelling potential replacement, 
there is no other game in town. In the case of modernism in 

architecture, contemporary historians and theorists con 

tinue to appeal to style as modernism's unifying feature, if 

only 
as its lowest or 

only 
common denominator. The ongo 

ing de facto reliance on this subterranean paradigm can be 

seen in two ways: how historians and theorists identify the 

boundaries of and within modernism, and how they discuss 

its putative anomalies.15 The paradigm of style also governs 
how writers on 

twentieth-century architecture approach 

periodization. 
To start with historians' treatments of modernism's 

boundaries and so-called anomalies: in the past several 
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Figure 2 Charles-Edouard Jeanneret (Le 

Corbusier), Villa Schwob, La Chaux-de-Fonds, 

Switzerland, 1916-17 

Figure 3 Ludwig Mies van der Rohe, project for 

gymnasium addition to Frau Butte's Private School, 

Potsdam, 1924 
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decades, historians have repeatedly discussed how Giedion, 

Gropius, Pevsner, and the rest of the first generation of 

authors consolidated and propagated a style-based paradigm 
of modernism by excising individual works by progressive 
architects that fall outside its stylistic dictates. To redress 

this sometimes purposeful oversight by the first generation, 

today's historians painstakingly document the complexity 
of the work of this or that architect?Le Corbusier's neo 

classicizing Villa Schwob in La Chaux-de-Fonds, Switzer 

land, Mies's executed Biedermeyer villas in Berlin, Adolf 

Loos's Swiss rustic Khuner House in the Austrian Alps, 
Frank Lloyd Wright's textile block La Miniatura in Los 

Angeles, Gerrit Rietveld's primitivizing Summer House 

Verrijn Stuart, or Oud's highly ornamented Shell Building 
in the Hague (Figures 2-7).16 Such projects, which would 

otherwise be ignored, are brought to light and discussed 

because they have become un-ignorable. They 
were created 

by architects who designed well-known modernist-looking 

works, who conceived of themselves as modernists, and who 

participated in social institutions that were indisputably 
modernist in orientation. Typically, historians discuss these 

more 
conventional-looking projects 

as 
provocative 

anom 

alies that rightly challenge us to rethink received interpre 
tations of a 

given architect's ideas and his oeuvre. However, 

what we have learned about the ideas of one or another of 

these architects, or of all of them together?by now there 

are countless examples?is 
not then used to rework and 

retheorize our 
understanding of modernism as a whole.17 

Architectural theorists, by contrast, who are largely 
focused on the project of explicating the relationship of 

modernism (or a critical subset of modernism that they 
deem to be avant-garde) to modernity itself, continue to 
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Figure 4 Adolf Loos, Khuner House, Payerbach, Austria, 1929-30. 

Photographed in 1929 

Figure 5 Frank Lloyd Wright, La Miniatura (Millard House), 

Pasadena, 1923. Photographed in 1929 

m 

Ml 

Figure 6 Gerrit Rietveld, 

Summer House Verrijn 

Stuart, Breukelen St. 

Pieters, the Netherlands, 

1940-41. Photographed 

in 1940 
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Figure 7 J. J. P. Oud, Shell Building, view of cafeteria in foreground, 

The Hague, 1937-43. Photographed in 1943 

work within the contours of the style-based paradigm 
to 

delve into the nature and limitations of a stylistically 
bounded modernism.18 Their analyses, often unjustly dis 

missed by 
more conventional art historians, have added 

immeasurably 
to our 

comprehension of the dense ideolog 

ical network linking architectural forms to cultural predis 

positions and political and social convictions. Still, these 

more theoretically inclined analyses draw mainly from 

canonical architecture and architectural theories of the 

1910s and 1920s or the early post-World War II years. Styl 

istically anomalous buildings 
are 

mainly excised. However 

valuable, then, these writers' conclusions about the rela 

tionship of modernism (or the avant-garde) 
to 

modernity 

refer principally to preselected works that fall firmly within 

the paradigm's boundaries. Their insightful theorizing is 

based on a data set that is in itself misleading and faulty, all 

too often marred by what social scientists call selection bias. 

More pervasive anomalies to the stylistic paradigm by 
which modernism continues to be conceptualized present 

an especially vexing challenge to both historians and theo 

rists. In past generations, the oeuvres of certain important 

architects such as Alvar Aalto and Eric Gunnar Asplund in 

Scandinavia, Hugo H?ring and Hans Scharoun in Ger 

many, and Rudolph Schindler and Wright in the United 

States have been seen as 
figures of isolated genius, 

as 

anachronistic holdovers from defunct proto-modernist 

trends, or as successors 
challenging 

an 
already-codified 

modernism. Contemporary scholarship 
on the work of 

many of these architects repeatedly demonstrates how they 
and other practitioners employ 

some of the canonical styl 

istic tropes while violating others, whether it be the pro 

scription against symbolism and ornament (as in the case of 

Wright), the rejection of academic composition (Asplund), 
the impulsion to transparency and lightness (H?ring, 

Schindler; Figures 8, 9), or the concern for structural 

expression (Aalto, Scharoun).19 The convincing reinsertion 

into the ranks of so-called high modernism of these and 

other architects has gone only halfway, however. All too 

often, more 
synthetic and nonmonographic discussions 

consign this work to what is effectively a residual category, 
the overstuffed shopping cart of an "Other Tradition," or as 

one 
example of a 

multiplicity of "other modernisms."20 

Externalizing projects and strains that do not fit com 

fortably into the dominant stylistic paradigm is an ongoing 

practice that was initiated in Germany by writers such as 

Behne, who opposed Scharoun's and H?ring's so-called 

organicism 
to the more visible rationalist tendency of the 

Neue Sachlichkeit. The externalization of anomalous prac 

tices within the core of modernism continued in the early 

postwar period, 
as Bruno Zevi opposed his "organic" archi 

tecture to the so-called rationalist mainstream. Most 

recently, this separate and unequal approach again has been 

given a lease on life in the writings of Colin St. John Wil 

son and Peter Blundell-Jones, and in a different manner by 
Kenneth Frampton.21 

St. John Wilson and Blundell-Jones conceptualize this 

"Other Tradition" as an alternative to, or even a reaction 

to, the doctrines and practices of the modern movement. 

Yet the notion of an "other" tradition is problematic in sev 

eral ways. It conveys the false impression that the modern 

movement was constituted by 
a group of architects united 

by 
a coherent set of aesthetic and political doctrines.22 Fur 

thermore, it ignores the fact that some of the architects who 

designed according to the principles articulated by St. John 
Wilson and Blundell-Jones were themselves integral to the 

modern movement. The tendencies that St. John Wilson 

and Blundell-Jones admire flourished not as a marginalized 
other to the modern movement (as is said, most 

famously, 

about H?ring and Scharoun), and not just before it was 

established (as, for example, is often asserted for Wright) 
and after it emerged, in reaction to it (as is typically main 

tained for Aalto). These tendencies existed within the mod 

ern movement itself, not only in the work of H?ring and 

Scharoun but also, as new studies have suggested, in that 

of, among others, Oud and Schindler.23 

Frampton identifies a strain of "critical regionalism" 
that overlaps substantially, though not entirely, with St. 

John Wilson and Blundell-Jones's "Other Tradition," but 

he avoids many of the pitfalls of that formulation mainly 
because before turning to it he spent decades unraveling 

complexities in the work and theories of dominant figures 
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Figure 8 Hugo H?ring, cow 

shed, Gut Garkau, Germany, 

# 1922-26 

% 

in CIAM.24 However, Frampton's notion of a critical 

regionalism is also artificially unified, in that he presents it 

as a coherent, identifiable set of convictions in which a spe 

cific socio-critical political ideology is conjoined to a specific 
set of aesthetic practices. In recognizing the importance of 

political convictions to architects' formulations of their 

ideas, Frampton's approach is an 
improvement 

over those of 

St. John Wilson and Blundell-Jones. But it, too, elides the 

heterogeneity of these architects' aesthetic approaches and 

political ideologies, amassing in the same category, for 

example, architects with greatly diverging political ideolo 

gies, such as Aalto (who was a committed Social Democ 

rat), Luis Barrag?n (who veered toward a nostalgic 

anti-modernism), and Oscar Niemeyer (who might be 

called a consensualist, although some consider him simply 
an 

opportunist.) 

Most important, although St. John Wilson, Blundell 

Jones, and Frampton acknowledge the presence of anom 

alous tendencies in modernist architecture, their polarized 

focus on their subjects' ideological and aesthetic differences 

with the putatively dominant modern movement both ere 

ates false oppositions and fails to analyze the substantial and 

fundamental unifying goals of architects of different mod 

ernist tendencies and strains. St. John Wilson's compara 

tive analysis of Le Corbusier's Villa de Mandrot in Le 

Pradet and Eileen Gray's E.1027 in Roquebrune serves as 

an 
example. In it, he depicts the Mandrot residence as a 

proposal for an ideal, mass-producible country house that 

shunts aside everyday exigencies and nuances of human use, 

climate, and site context; to it, he opposes E.1027, which 

Gray carefully designed around just those contingencies to 

produce, he argues, a more successful dwelling.25 Nowhere 

does St. John Wilson mention or 
analyze the basic congru 

ence of Le Corbusier's and Gray's aspirations: that each 

sought 
to 

develop in these villas an architecture that accom 

modated the needs of a new era and took a 
position within 

modern life; moreover, that each sought 
to do so 

by 
creat 

ing 
an enmeshed relationship between the user and the site. 

Le Corbusier did this visually, through the management of 

perspective and vista, which were aspects of design that 

Gray approached in a straightforward manner. Gray did this 

less visually than phenomenologically, accommodating the 

Figure 9 Rudolph Schindler, King's Road House, West Hollywood, 1921-22. Photographed in 1924 
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movements and patterns of daily rituals. Although differ 

ences of emphasis and execution distinguish Le Corbusier's 

and Gray's approaches, the same 
conceptual 

concerns gov 

erned the design of both houses. Blundell-Jones's treatment 

of H?ring and Scharoun contains similar, if more nuanced, 

examples of such false polarization. 
In their polemical attempt to consolidate their own 

supposedly superior "other" modernism, these authors, to 

greater or lesser degrees, do not take their analyses 
to the 

next level. As Aristotle points out in writing about the 

nature of color, some things can be differentiated only 
because of what they have in common. 

Understanding any 

multidimensional phenomenon, whether it be the percep 
tual properties of color or the social and cultural phenom 

enon of modernism, requires that one 
substantially analyze 

the shared properties of its diverse parts before allowing 
oneself to become mesmerized by its different hues.26 Fail 

ing to do this may lead one to conclude falsely that a 

selected hue or design strategy is different in kind from the 

others. These authors, concentrating 
on differences, neglect 

commonalities in the "Tradition" and the "Other Tradi 

tion," and therefore surmise that differences in kind exist 

where in reality there are differences in degree. Moreover, 

in glossing over the complexity and heterogeneity of the 

modern movement, they also construct but a 
single alter 

nate strain, which they erroneously call a tradition and 

which, in its singularity, is as bounded as the canonical strain 

of modernism that they aim to criticize precisely for its 

boundedness. Hence these authors further reinforce the 

paradigmatic view of modernism even as 
they seek to chal 

lenge it: paradoxically, style remains the principal means by 
which the boundaries of modernism and its supposed strains 

are established and maintained. 

The Paradigm of Style and Periodization 

As in the proliferation of treatments of anomalies in recent 

scholarship 
on modernism, the periodization of the archi 

tectural history of the last one hundred years is simi 

larly?and just as problematically?grounded largely in the 

paradigm of style. This periodization of architectural his 

tory from 1900 to the present, which is followed with minor 

variations by virtually all contemporary textbook accounts 

of modernism and postmodernism and implicated in an 

enormous range of scholarship, is based on an 
easily 

com 

prehensible, easily narrated model of historical develop 
ment that recalls organic models of historical progress 

originating in the nineteenth century.27 > 

According to this model, modernism in architecture 

extended from around 1900 to around 1970, with four 

loosely constructed stages, each demarcated by its stylistic 
difference from the ones preceding it: a protracted birth (ca. 

1890-1918); progressive stylistic synthesis (ca. 1918-30); 

stylistic dissipation (ca. 1930-65); and collapse (ca. 

1965-80), at which point the expiring or expired style, 
mummified in buildings and cities, is superseded by a 

counter-style. Architects at the turn of the twentieth cen 

tury who understood themselves to be designing modern 

architecture but whose work in some important way (often 

through the use of ornament or neoclassical typological 

motifs) diverges from the stylistic tropes made famous by 
the modern movement are discussed as 

early modernists or 

as 
proto-modernists: they include Art Nouveau architects 

such as Victor Horta and Henry van de Velde; Secessionists 

Josef Hoffmann and Otto Wagner; Deutscher Werkbund 

leaders such as Behrens; and Wright. This narrative asserts 

that then came the second period, the heyday of modernism 

in the late 1910s and 1920s, when many architects produced 
work that falls comfortably within the familiar style-based 

paradigm, including Gropius, Le Corbusier, Mies, a host of 

architects associated with movements including Russian 

Constructivism and Rationalism, de Stijl, the ABC Group, 
the Glass Chain, CIAM, and so forth. This time of creative 

stylistic synthesis was followed by a more varied third 

period, from the 1930s on, when architects either con 

tributed to modernism's ossification into the International 

Style (particularly in corporate architecture) or reinter 

preted it, as the style slowly disseminated into regions where 

it did not originate, such as the United States, the United 

Kingdom, Scandinavia, Asia, and Latin America. During 
the third period, modernism's stylistic coherence progres 

sively eroded, as architects criticized its early universalizing 

claims and produced modernist-looking buildings inflected 

by accommodations to 
regional climates, cultures, and prac 

tices. The fourth period, 
so the narrative goes, begins in the 

mid-1960s, when modernism shattered under the impact of 

both the accelerating velocity of these many postwar inter 

nal critiques and the increasing barrenness of corporate co 

optation. By 1980, modernism had been all but definitively 

replaced by postmodernism, ushering in the inchoate period 
of stylistic pluralism in which we live today. 

Postmodern architecture of the 1980s and 1990s is then 

typically posed as a series of formal opposites to the putative 

stylistic tropes of early modernism.28 In place of flat roofs 

are ones that are conventionally pitched or deconstructively 

skewed; in place of the transparency of glass is the opacity 
of more traditional materials?brick and stone?or the 

ambiguous translucency of deconstructivism; in place of the 

simple calculations of the grid and the golden section, the 

complex geometries of the M?bius strip and transforma 
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tional geometry; in place of paeans to structural expression, 
ironic gestures of structural obfuscation; in place of open 

plans, roomlike spaces arranged in traditional or decidedly 
"irrational" ways; in place of cool abstraction, ornamenta 

tion, or 
symbolism. 

Throughout this compelling if conventional story, style 
remains the de facto paradigm by which modernism's his 

tory is told. Yet in each of these successive subperiods, 

counter-examples and anomalies belie and indeed threaten 

to overwhelm the narrative coherence of this satisfyingly 

tragic four-act play.29 What does the history of modernism 

in architecture look like if Wagner's Post Office Savings 
Bank in Vienna (1904?12) is as fully modernist as Gropius 
and Adolf Meyer's Faguswerk (1910-11)? Or if Loos's 

Khuner House in Payerbach of 1929 is as fully modernist as 

Le Corbusier's Villa Savoye in Poissy? Or if we recognize 
Schindlern King's Road House (1920-21), Wright's La 

Miniatura (1923), and Gropius's pavilions for the Weis 

senhofsiedlung (1926-27) to all be fully modernist, albeit 

in different ways (Figure 10; see Figures 5, 9)? And what 

about works that have been left out of the paradigm alto 

gether, such as the many later projects of Wright or Willem 

Dudok's Town Hall in Hilversum, the Netherlands 

(1923-30; Figure 11), created by practitioners who knew of 

the dominant style-based paradigm emerging from CIAM 

and insisted that they too were creating modern architec 

ture? What does this move to a stylistically plural and 

inclusive approach to modernism do to our conception of 

the postwar period?to, for example, our understanding of 

the work of Louis Kahn (Figure 12), Alison and Peter 

Smithson, and Aldo van Eyck?or to the supposed upsurge 
of interest in regional identity in Italy? How might this 

change the way we approach contemporary members of the 

British Hi-Tech movement, or the work of the Rem Kool 

haas's Office of Metropolitan Architecture (OMA)? After 

all, most of these postwar architects would have disagreed 
that they were working with a modernism that was in 

decline or, later, defunct. 

If modernism is reconceptualized to account for these 

and many other less-recognized monuments, the accepted 

periodization of its history makes little sense. No longer is 

there reason to conclude that Loos's, Wagner's, and 

Wright's works are mere precursors to a modernism that 

matured and flourished under their tutelage. No longer is 

there reason to conclude that the work and projects of 

Archigram, Kahn, or the Smithsons are last gasps, historic 

or pathetic, of an expiring idiom; no longer do buildings 
like BBPR's Torre Velasca in Milan (1958) or Albini and 

Colombini's Rifugio Pirovano in Cervinia (1949-50; Fig 
ure 13) become unknowing harbingers of postmodernism. 

No longer should it even be taken as a given that James Stir 

ling's Staatsgalerie in Stuttgart (1977-83) or OMA's Villa 

dalFAva in Paris (1985-88) are temporal indicators of mod 

ernism's demise. 

Commonly accepted characterizations and assumptions 
about the periodization of twentieth-century architecture 

select one or more aspects of a building or project that do 

not look modernist in the sense established by the para 

digm?Loos's disinterest in transparency, Wright's use of 

ornament and symbol, Kahn's insistence on "rooms" instead 
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Figure 11 Willem Dudok, Town Hall, Hilversum, 

the Netherlands, 1923-30 

Figure 12 Louis Kahn, Trenton Bath House, 

Trenton, New Jersey, 1954-55. Photographed in 

1959 
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Figure 13 Franco Albini and Luigi 

Colombini, Rifugio Pirovano, Cervinia, 

Italy, 1949-50 
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of Spaces, BBPR's Gothicizing allusions?while ignoring or 

glossing 
over the uncomfortable reality that most other 

aspects of the project belie its assigned place in the estab 

lished chronology of modernism's life and death. Moreover, 

although architects' stated intentions should not be the only 
criterion by which we determine the place of their work in 

history, surely some accord should be given to the reality 

that, over the years, most of the architects mentioned above 

insistently and determinedly asserted that their work was 

modern?not proto, or late, and certainly 
not post. Indeed, 

contemporary architects' reworking of a 
variety of ideas and 

practices that they understand to be modernist is yet 

another reason that the style-based paradigm by which we 

periodize modernism may be flawed. According to the cur 

rently accepted periodization, the only way to account for 

a highly visible portion of contemporary practice is to assert 

that, with the demise of postmodernism, modernism has 

survived its successor.30 Surely this risible proposition indi 

cates the need to rethink our field's basic assumptions and 

terms 
regarding what modernism was and is. 

Theorizing Style 
The paradigm of style in many ways has served historians and 

theorists of modern architecture well. At the most basic level, 

it has accomplished precisely what its original creators, fol 

lowing Wolfflin, had intended for it, which is to explain and 

analyze how progressive architectural and urban practices in 

the twentieth century constitute a profound change from 

those of the nineteenth century.31 Furthermore, important 

questions have been raised and substantially clarified through 
the style-based paradigm's frame. What is the relationship of 

modernism's forms to its social and political agendas? What 

kind of communication among progressive architects existed 

that facilitated the rapid international assimilation of this new 

set of ideas on how to make architecture and cities? What 

was modern architecture's debt to modern art? How did mass 

consumption and industrial technology influence the 

approach architects took to the making of form? If style was 

not the lowest common denominator, what were the domi 

nant formal pursuits of architects who believed in the social 

value of "modern architecture"?space, symbolic "objectiv 

ity," or something else? All these questions and the many seri 

ous studies addressing them have emerged from the 

style-based paradigm and constitute the very ground of our 

current 
understanding of modernism. No doubt more such 

inquiries will also offer insights on the work of individual 

architects, movements, buildings, formal devices, and trends. 

Nonetheless, given the current state of the discipline, 
it would be difficult to argue that this long-standing para 

digm is not in need of critical examination, reformulation, 
and perhaps replacement. Why is the style-based paradigm 
so tenacious, so difficult to 

escape? As suggested earlier, 

until a paradigm qua paradigm is convincingly challenged 
and an alternative one 

proposed, it remains the only way 

for a discipline to provide an intersubjective, common foun 

dation by which inquiries may be conducted. In the case of 

modern architecture, the style-based paradigm maintains a 

particularly strong cognitive grip for other reasons as well. 

James Ackerman observed that style "provides 
a structure 

for the history of art"; Ernst Gombrich, discussing style, 
believed it a "necessary evil," adding that humans are by 
nature 

classifying animals.32 In the literature on modernism 

in architecture, it may be that style has functioned not just 
as an intellectual construct but also as what George Lakoff, 
a cognitive linguist, and Mark Johnson, a philosopher, call 

a "basic-level category." Examples of basic-level categories 

are "house" or "chair." When we say these words, mental 

images 
come to mind. In contrast to a basic-level category, 

the notion of architecture or 
furniture?concepts pitched 

at a 
higher level of abstraction, called "superordinate cate 

gories"?do 
not elicit such concrete mental pictures.33 

A basic-level category in human cognition has several 

properties that in part suggest why a stylistic paradigm of 

modernism in architecture was at first adopted and explain 

why it has been so difficult for architectural historians and 

theorists to shake off. A basic-level category is imageable, 
"the highest level at which a single mental image can repre 
sent the entire category."34 Just as one can get a clear mental 

image of a chair, but not of furniture, so can one summon a 

mental image of modernist architecture if one employs a cog 
nitive paradigm based on style. These mental images are 

simple and easy to recall. A basic-level category is the high 
est level "at which category members have similarly perceived 

overall shapes."35 Just as the paradigmatic house has four 

walls and a roof while architecture (despite Pevsner's famous 

distinction) can be either Lincoln Cathedral or a bicycle shed, 
the apparently homogenous Weissenhofsiedlung in Stuttgart 
is far easier to remember than the 1914 Deutscher Werkbund 

exhibition buildings, which were stylistically more heteroge 
neous (Figures 14, 15). People find a basic-level category, in 

its concreteness, not 
only easy to conceptualize but also easy 

to remember. For this reason?not 
necessarily because of its 

conceptual, analytical, 
or 

explanatory superiority?the basic 

level category is the "level at which most of our information 

is organized."36 Using style to approach and define mod 

ernism in architecture may, then, concord well with the habits 

of human cognition. Yet these cognitive habits should not 

obscure our need to seek out and carefully consider the ana 

lytical criteria that are the best tools for exploring modernism 
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Figure 14 Bruno Taut, Glass Pavilion, Deutscher Werkbund 

exhibition, Cologne, 1914 

in architecture?which is, after all, not a chair but a 
complex 

phenomenon in, and product of, human civilization. 

Style and Intention 

We are now at the following impasse. Modernist buildings 
have flat roofs and use a lot of glass, except when they don't; 

they are shaped by an orientation toward volume rather 

than mass, except when space takes second place to innova 

tions in program, materials, systems, and so on; they allude 

to or employ industrially produced materials such as rein 

forced concrete or metal, except for those in stone, wood, 

and brick; they are orthogonally geometric, except in the 

many cases when they 
are not. 

They employ open plans and 

separate structure from skin, except when they don't. They 

deploy an asymmetrical distribution of spaces and forms 

except when they 
are 

neoclassicizing; they 
are "abstract" 

except when they 
use 

symbolism, reference, and represen 

tation in plan, section, elevation, and detail. 

Given all the anomalies, given all the problems of peri 

odization, given the contradictions that trouble the litera 

ture in the field, it seems evident that style, despite its 

cognitive tenacity, 
can no 

longer 
serve as the conceptual 

frame with which to explore modernism in architecture. 

That the theme of anomalies has become so prominent as 

to be a virtual subfield itself suggests something fundamen 

tal is wrong with the conception and formulation of mod 

ernism in architecture: exceptions have proliferated to such 

an extent that they have smothered the paradigm.37 It has 

become clear that employing style 
even as the lowest or 

only 

common-denominator measure of modernism is akin to 

mistaking only chairs for all furniture or only houses for all 

architecture: it simply misconstrues the role of style in 

twentieth-century architecture and its conceptual place in 

modernism's domain. But if modernism is not constituted 

by any of the formal tropes that we normally associate with 

it, then what may we say it is? 

Many scholars, even if they do not do so explicitly, have 

migrated toward focusing less on the forms of modernism 

than on the architect's socio-ethical intentions for the forms 

he designed: what the practitioner believed his forms would 

signify to the society and the people for whom he 

designed.38 This emerging emphasis on the primacy of 

socio-ethical intentions over form can be seen in much 

recent scholarship, for example, in interpretations of Mies's 

Barcelona Pavilion of 1929.39 For years, the Barcelona 

Pavilion was considered the zenith of Mies's simple, clear 

expression of the technological essence of the new age. In 
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Figure 15 Henry van de 

Velde, Auditorium, 

Deutscher Werkbund 

exhibition, Cologne, 1914 
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some instances inspired by the pavilion's reconstruction in 

Barcelona, a spate of fresh interpretations has been offered. 

Detlef Mertins and Robin Evans each propose a phenome 

nological interpretation of the project; K. Michael Hays 
offers a Marxist 

reading.40 Mertins argues that Mies was try 

ing to convey in the Barcelona Pavilion "an architecture of 

becoming," of intensely personal self-realization in an alien 

ating world: "Matter is both fixed and in motion, both calm 

and restless, caught in a state of tense vibration, a frozen 

moment of becoming. The substance of the building alter 

natively asserts itself and dissolves, liquefying to the touch of 

the eye. The cruciform chrome columns are 
palpable yet self 

effacing. Like phantoms they materialize and evaporate in 

the play of reflections, making the observer do the same."41 

Evans similarly argues that Mies's pavilion is fall of paradoxes 
meant to create "a perfect vehicle for what Kant calls aes 

thetic judgment, where consciousness of our own 
perception 

dominates all other forms of interest and intelligence."42 

According to Evans, these aesthetic choices must be 

understood in the context of the politically unstable envi 

ronment of the tottering Weimar Republic. In this political 

system built on sand, Mies built the national pavilion as a 

machine for thinking, a building that "eats ideas," creating 
an architecture that is physical but bodiless, that holds in 

dialectic synthesis the symmetry of classicism and the geo 
metric repetition of standardization, that suppresses vertical 

symmetry and embraces horizontal symmetries in a "world 

turned upside down." It is a "small landscape that affords the 

impression of infinity"43 Hays sees many of the same formal 

elements in the Barcelona Pavilion; he, however, argues that 

they were meant not to edify and situate the viewer but to 

alarm and confuse him, to press him into a 
heightened expe 

rience of the alienation that comes from the fragmentation of 

experience perpetuated by modern life itself.44 

These authors describe the same forms, and their per 

ceptions and verbal descriptions of the Barcelona Pavilion 

are remarkably similar. But they differ in their interpreta 
tions of the cultural, political, and social project that Mies 

meant to convey in the forms he chose and the way he com 

posed them. The battleground, then, is not over what these 

authors see at the Barcelona Pavilion, but over what they 
read into the forms that they see. And what they read into 

this icon of modernism springs from what they believe to 

have been Mies's socio-ethical intentions for this project in 

particular, and?although they do not articulate this explic 

itly?more generally, for the new architecture. 

This type of inquiry is common today, in scholarship 
not 

only 
on Mies but on any number of modernist archi 

tects and institutions. Underlying such studies is the pre 

supposition that the practitioners understood their vocation 

as social action, by which I, following J?rgen Habermas, 
mean action that takes into account the conduct and needs 

of others, and is meaningfully oriented toward them.45 For 

many contemporary scholars, the presupposition that mod 

ernism in architecture constitutes social action no doubt 

emerges from the primary 
sources themselves: practitioners 

of modernist architecture explicitly framed their goals in 

socio-ethical terms.46 Le Corbusier insisted "architecture is 

a 
question of morality."47 Taut asserted that modern archi 

tecture should be the "creator of new social observances" 

and that the modern architect's obligation is to cultivate in 

the users of his buildings "ethical and social character."48 

Oud dismissed any conception of or statement about mod 

ern architecture?including those by his friend 

Giedion?that left out what he called a social vision.49 

Gropius, propagandist extraordinaire for the cause of the 

new architecture, spoke of his abiding frustration at being 

publicly perceived as a visionary whose gift to the world was 

flat roofs and plate glass: "I cannot accept always being 
labeled from a mere formalist point of view as originator of 

cubes with flat roofs; this point of view ignores the com 

prehensive work in design and sociology which we have 

been doing for German society 
as a whole."50 

Such statements often have been used as a noose from 

which to hang the entire modernist project. Postmodern 

critics of modernism deplore the elitism underlying what 

they assert to be nothing less than an offensively patroniz 

ing elaborate project in social engineering. Historians and 

theorists inspired by Michel Foucault or by various mem 

bers of the Frankfurt School interpret such aspirations as 

blatant, unknowing, or repressed attempts to buttress the 

power interests of the status quo?more especially, the 

machine of capitalism. For these writers, architects' 

Enlightenment rhetoric of self-realization, rationalization, 

and progress was in essence a cloak thrown over their own, 

or others', self-interested, instrumental goals.51 

To be sure, in hindsight, the grand social agendas of 

Gropius, Le Corbusier, Oud, Taut, and others, however 

deeply felt and progressively made, appear overreaching and 

naive. To be sure, in hindsight, some of these architects' 

good intentions led to unforeseen, unfortunate conse 

quences, and in their effect may even have been instru 

mentalized programs for social engineering. It is possible, 

however, to intepret such aspirations also as serious propo 

sitions in an ongoing, ethically grounded discussion about 

the role of architecture in modern life. In contemplating 
the ethical implications of their modernist practice, these 

architects and their colleagues embraced the conviction that 

to make a building or buildings in the world is by definition 
social action. The practitioner's ethical obligation, then, was 
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to reflect on what sort of social action he proposed and what 

he hoped to accomplish by it. He must, in the words of Max 

Weber, be able to "give himself an account of the ultimate 

meaning of his own conduct."52 

Style is of little use to the analyst seeking to unearth 

socio-ethical intentions, which are shot through with inher 

ited assumptions and socially received or influenced convic 

tions about the nature and possibilities of architecture?its 

social role, its value as a political tool, its potential as a form 

of artistic knowledge, its personally transformative potential. 
As such, intentions can be discerned and understood only in 

the context in which they were formed, by analyzing the archi 

tect's notion of what making architecture means and does in 

the world of politics, society, economics, and culture. From 

the architect's inherited, imbibed, and deduced beliefs on these 

questions?whether they 
are assumed, half-understood, con 

sciously affirmed, or transformed?he deliberately and of his 

own volition constructs a set of socio-ethical convictions about 

his vocation. 

Sometimes, clues to an architect's conscious and less 

than-conscious socio-ethical intentions for his work can be 

discerned in his stylistic choices. However, no reliably con 

sistent relationship exists between a given set of stylistic ges 
tures and a given set of social and ethical intentions: a style 
can have multiple meanings for the simple reason that style 

performs many functions within the world of a practicing 
architect. These other functions may compete with, or sim 

ply have little relation to, the architect's social and ethical 

agenda. Because style, in standardizing informational con 

tent, is often used to establish and sustain boundaries for 

social protocol, 
an architect (or a critic who advocates their 

adoption) may adopt a certain set of stylistic devices to gain 
entrance into a preexisting social group of architects and 

clients, or to maintain status within that group.53 In such 

cases, an architect might employ a style with intentions that 

differ from what that style signifies in common architec 

tural parlance (consider the formal consonance of the work 

but divergence of political intentions of Le Corbusier and 

Andr? Lur?at). Or an architect may split off a style from the 

design methods or materialist foundations on which it was 

originally constructed, as was the case in some of Skidmore, 

Owings and Merrill's reinterpretations of Mies's work. Or 

an architect might employ a trope from a familiar architec 

tural language in order to turn its familiar meaning upside 

down, as when Gropius used the vocabulary of the Ameri 

can daylight factory for an elite art school in Germany. 
In truth, stylistic homologies can mask greatly diver 

gent aims. Many works that today represent the core of the 

modern movement employ its paradigmatic stylistic figures, 

yet we know the intentions and aspirations of their archi 

tects to be substantially different and even at odds with each 

other. Conversely, differences in style can obscure common 

aims and common ethical agendas54; this is evidenced by St. 

John Wilson's categorization of works as formally dissimi 

lar as H?ring's farm in Gut Garkau and Gray's E.1027 as 

part of a single "Other Tradition" in modern architecture. 

To take a more canonical example, Le Corbusier's neo 

classsical Villa Schwob, which for years was portrayed as an 

early work with little relation to the canonical villas of the 

1920s, is now thought to articulate the same sustained med 

itation on architecture's relationship to its own historical 

tradition that is central to his mature villas.55 

For a number of reasons, then, using style to delimit 

the boundaries of modernism in architecture and to articu 

late its shape leads to incoherence and confusion: confusion 

about the phenomenon itself, confusion about its bound 

aries, confusion about different movements and strains 

within it, and confusion about its continuity and its evolu 

tion. The paradigm of style does not easily admit important 
works by some prominent architects who are indisputably 

modernist, such as Wright or Kahn. It does not correctly 

depict the designs of architects who thought of themselves 

and were thought of by others as indisputably modernist 

but whose work does not entirely fit the stylistic paradigm, 
such as Aalto or Dudok. It does not accurately describe the 

aspirations or the works of postwar architects such as Kahn, 
the Smithsons, or Stirling, who were self-consciously mod 

ernist in their insurgencies. It does not, in short, adequately 
characterize modernism itself, which was an identifiable if 

dynamic set of convictions about the built environment's 

role and place in the modern world that many of its found 

ing and canonical practitioners and leading proponents 

insistently and repeatedly?if sometimes ironically?con 
tended could not be understood if "fenced in" by style. It 

wrongly privileges style as generative of modernism rather 

than as 
generated by modernism; as the conceptual founda 

tion of modernist thinking rather than a visual expression 
and artifact of socio-ethical intentions and convictions 

about the role of architecture in the modern world. For 

these reasons and others, we must divorce our 
investigation 

of modernism from the cluster of formal synechdoches that 

we associate with it. We must reconsider modernism afresh. 

Past Attempts to Overcome the Paradigm and 

the Current Situation 

For more than forty years, writers on modern and contem 

porary architecture have struggled to stop conceptualizing 
modernism in stylistic terms, and to 

emphasize its com 

plexity or even incoherence when seen through the prism of 
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style. Since the 1960s, various reframings 
or 

reconceptual 

izations have been proposed. Reyner Banham, in his Theory 
and Design in the First Machine Age (London, 1960), dis 

closed the hypocrisy of the modern movement's claims to 

structural rationalism and argued that this very failure could 

and should be redressed in the post-World War II, "sec 

ond" machine age. His analysis of what might be called the 

technological fallacy of the modern movement sparked a 

lively discussion in subsequent reviews by Stanford Ander 

son, Alan Colquhoun, and William Jordy, each of whom 

proposed different reconceptions of the early modern 

movement's supposed infatuation with the machine. Ban 

ham and Colin Rowe both also insisted on early mod 

ernism's embeddedness in tradition and precedent despite 
its many practitioners' claims to the contrary.56 

Following Banham's critique, a flood tide of challenges 
to the canonical, formal tropes associated with modernism 

appeared in journals such as Architectural Review, Casahella, 

Domus, Oppositions, and, later, Assemblage. By the early 

1980s, Giorgio Ciucci had concluded that the notion of a 

modern movement?even the apparently stylistically homo 

geneous modern movement!?was an "invention," by which 

he meant a fabrication, a 
myth.57 Others chipped away at 

the few remaining foundations of the notion of a unified 

modernism. Anderson unmasked "the fiction of function." 

Neil Levine teased out mimesis in the work of Wright.58 
Wolf Tegethoff and Fritz Neumeyer, and then Evans, Hays, 

and Mertins, exposed deeply symbolic strains in work by 
Mies. Scholars traced the stylistic roots of the putatively 

radical Italian Futurism in the bourgeois Art Nouveau.59 

Contemporary authors have assimilated these critiques 
in a number of ways. Some assert that modernism was not 

a style but a historically discrete movement that existed in 

a delimited timeframe?say, between the founding of Art 

Nouveau and either the last CIAM meeting before World 

War II, in 1937, or the final CIAM meeting, in 1959.60 

Although this approach has the presentational advantage of 

creating legible boundaries, it artificially periodizes a broad 

and enduring cultural formation according to the rise and 

fall of one particular, albeit important, institution within it. 

Others write that what holds modernism together is nei 

ther style nor a temporally demarcated era but a general 

principle or cultural predisposition. Perhaps modernism in 

architecture was that branch of architectural production in 

the twentieth century that was "conscious of its modernity 
and striving for a 

change."61 Or perhaps it was a movement 

that derived its basic precepts from Enlightenment ratio 

nalism.62 Or perhaps it was the inclination to design archi 

tecture around new 
conceptions of space.63 Or perhaps it 

was a socio-critical praxis split into two, in which some 

designers, theorists, and critics demanded that architecture 

be engaged with contemporary political and social condi 

tions in a radical eradication of the boundaries between high 
architecture or art and everyday life, and others insisted on 

architecture's autonomy vis-?-vis culture and the market 

place in an elusive, dialectically driven expression of angst 
and possibility.64 

Each of these attempts to wriggle out of the straight 

jacket of style and move discussions of modernism beyond 
its strictures has contributed greatly to our understanding of 

modernism and its evolution. Each, however, privileges 
some aspect of modernism in a manner that excludes other 

critical facets from consideration. To state that modernism 

in architecture is simply a determination to be modern 

helpfully casts light on the importance of the architect's 

intentions and on his felt need to find a language of con 

temporary relevance, but it reveals little about why mod 

ernism took the specific paths that it did rather than 

spinning off in other, even completely different directions. 

To suggest that modernism was imbued with Enlighten 
ment ideals helpfully emphasizes the centrality of Cartesian 

rationalism to several strains of modernism, yet it ignores 

strains of non-Cartesian, enlightened rationalism in (for 

example) Aalto, Scharoun, and the Surrealist-inspired work 

of Friedrich Kiesler, Berthold Lubetkin, and Paul Nelson.65 

To maintain that modernism in architecture is about new 

conceptions of space profitably shifts the field's focus away 
from form onto an abstract concept that surely 

was enor 

mously compelling to many architects, especially in the 

1920s and 1930s, but it essentially retains the style-based 

paradigm by turning it inside out, and neglects to address 

the non-spatially driven investigations of Oud, Auguste Per 

ret, Taut, and others. To assert that modernism in its 

essence is a socio-critical practice meant to break down the 

boundaries of architecture and mass culture rightly empha 

sizes the role of political ideologies in modernist positions, 
but it ignores the insistent effeteness in work by prominent 

modernists such as Mies. To say that modernism's essence 

is a socio-critical, autonomous 
practice reveals that political 

positioning can be embedded in even its most formalist 

strains, but it undervalues and ultimately mischaracterizes 

the non-socio-critical but genuine social and political 

engagement of architects such as Gropius and Taut in the 

1920s and 1930s, or Max Abramovitz and Gordon Bunshaft 

in the 1950s and 1960s. 

Because these available reformulations of modernism 

remain partial and inadequate, historians and theorists, 

endeavoring to be faithful to the multifariousness of mod 

ernist practice, tend to oscillate between falling back on the 

stylistic paradigm alone and employing a more complex if 
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variable model based partly on style, partly on historical 

periodization, and partly on cultural predispositions and 

social convictions. The different elements of these three 

kinds of conceptualizations?stylistic tropes, historical 

demarcations, and ideological convictions?are then con 

joined, idiosyncratically and inconsistently. This approach, 
which characterizes a good deal of contemporary scholarly 
and interpretive practice, is preferable to relying on style 

alone, but it is hardly satisfactory. It neither solves the myr 
iad problems that starting with style creates, nor does it help 

us to understand the range of issues and questions that the 

conventional paradigm elides from view. 

Toward a Discourse of Modernism 

in Architecture 

Can the definitional tyranny of style and the string of ad 

hoc accommodations to its legions of anomalies and prob 
lems of periodization be overthrown? Is it possible to avoid 

privileging 
one or another aspect of modernism without 

artificially reducing it to that aspect alone, to avoid dis 

cussing it as sometimes a 
style, sometimes a 

historically 

delimited movement, sometimes one or another political 
or 

social ideology, sometimes merely a "determination" to be 

modern?and then shifting definitions according to need, 

convenience, or 
polemical intent? Probably 

not entirely. 

There is, as Pierre Bourdieu writes, "no way out of the 

game of culture . . . one's only chance of objectifying the 

true nature of the game is to objectify as fully as possible 
the very operations which one is obliged to use in order to 

achieve that objectification."66 The need to try to find a 

more satisfactory ground from which to conduct inquiries 
into modernism in architecture remains. We might climb, 

like Robin Williams in Dead Poets Society, on top of our 

desks to adopt 
a different vantage point from which to ana 

lyze modernism in architecture. Mindful that others have 

proposed and will continue to propose other valuable ways 
of retheorizing modernism, I would like to outline one 

fruitful way to situate our disciplinary enterprise in a more 

propitious place. 

Ever since the publication of Banham's Theory and 

Design, it has been de rigueur to recount modernism's biog 

raphy by tracing the interactions of a well-known cast of 

characters in the United States and Europe engaging one 

another in discussion and debate?in other words, a dis 

course. Derived from the medieval Latin "argument" and 

the Latin "to run about," the word "discourse" is typically 
used to mean a series of discussions and debates on a rela 

tively closed set of questions. Figuratively, a discourse is a 

bunch of people running about having 
an argument?or 

more 
correctly, 

a series of arguments and debates, which are 

related to one another and governed by a set of underlying 
concerns or 

principles. 

To explore the definition further, a discourse is an 

extended expression of thoughts on a subject or related col 

lection of subjects, conducted by a self-selected group of 

people within a discrete set of identifiable social institutions, 

and lasting over a bounded, which does not necessarily 
mean short, period of time.67 It is focused around an essen 

tially coherent (although not always articulated) group of 

questions and has its own 
jargon, its own contested terms. 

In a discourse, in other words?to use the discursive jargon 

of contemporary philosophy?a speech act is offered to a 

community of recipients as an intrinsically hypothetical 

assertion, and is submitted to this community with the hope 
of "discursively testing its claim to universality."68 

What if we 
conceptualize modernism not as the result 

of a discourse but as itself that discourse? In this view, mod 

ernist buildings, projects, urban plans?including their styl 
istic positions?as well as manifestos, exhibitions, and other 

contributions, have been proposals or hypothetical propo 
sitions offered up, either actually or hypothetically, to an 

identifiable community of recipients (architects, urbanists, 

critics, curators, historians, and theorists) with the intent of 

testing that proposal's merit and validity. These proposals, 
taken in aggregate, create a linked series of discussions and 

debates on a relatively autonomous, by which I mean dis 

crete, set of questions. For practitioners, the primary media 

through which these debates have been conducted were 

designs in two and three dimensions; secondary media were 

exhibitions, conferences, criticism, journals, and books. 

Approaching modernism as itself a discourse (not as the 

result of a discourse) is less intuitively appealing than 

approaching it as a style because, in cognitive terms, dis 

course is a sup er or dina te, not a basic-level category. You 

cannot conjure it up in your mind's eye. Doing so, however, 

brings together and builds on the many important findings 
and insights of several generations of scholarship on mod 

ernism while resolving some of the major problems that 

have either emerged in, or were not resolved by, that schol 

arship. 

That the properties defining a discourse obtain for 

modernism in architecture is indisputable. Take the period 
of the 1910s and 1920s. Modernism in architecture was 

born in and nourished by clearly identified social groups 
and institutions, including elite patrons of the arts (clients, 

museum curators, and gallery dealers), journal and book 

publishing companies, various academies, and preexisting 
and newly formed professional organizations. No adequate 

history of modernism in architecture can be written with 
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out reference to these people and these institutions. Text 

books are replete with references to H?l?ne de Mandrot, 
Walther Rathenau, Salman Schocken, Gertrude and Leo 

Stein; to print media, including periodicals such as de Stijl, 

Disk, UEspirit Nouveau, Fr?hlicht, MA, Stavba, and 

Veshch/Gegenstand/Objet; and to books such as those previ 

ously mentioned by Behne, Behrendt, Gropius, Hilber 

seimer, Hitchcock and Johnson, Sartoris, Taut, and Vogt; 
to academic institutions such as the Bauhaus, Harvard's 

Graduate School of Design, Mies's Illinois Institute of 

Technology, and VKhUTEMAS; to organizations, most of 

which came into being in metropolises, such as the ABC 

group in Basel, the Arbeitsrat f?r Kunst in Berlin, the Archi 

tect's Research Group in Philadelphia, the de Stijl group in 

the Netherlands, the Deutscher Werkbund in Munich, the 

OSA and ASNO VA groups in Moscow, and, most famously, 
the international organization CIAM; to displays of pho 

tographs, drawings, and buildings such as the Werkbund 

exhibition in Cologne of 1914, the Purist show in Paris of 

1918, the Weissenhofsiedlung in Stuttgart of 1927, and the 

International Style exhibition at The Museum of Modern 

Art, New York, in 1932. A similar, if somewhat less familiar 

list, could be given for subsequent periods.69 
Taken together, these patrons and proponents, journals 

and books, academic institutions, professional organizations, 
and group exhibitions facilitated an enormous amount of 

repeated interaction, cross-influence, and critical engagement 

among participants in the discourse of modernism. By the end 

of the 1920s, modernism in architecture, even if it did exhibit 

degrees of local variation, was an aggressively international 

phenomenon, as is captured in Alfred Barr's characterization 

of the impact of Theo van Doesburg's and Pablo Picasso's 

ideas on 
Gropius's Bauhaus: "In the history of art, there are 

few more entertaining sequences than the influence by way 
of Holland of the painting of a Spaniard living in Paris upon 
the plans of a German architect in Berlin."70 Architects, 

urbanists, patrons, curators, critics, historians, theorists, and 

polemicists spanning a wide geographic range had settled on 

identifiable, common concerns. The institutions housing 
these discussions helped 

to generate, sustain, and structure 

not only the sorts of questions that architects asked about 

making architecture and cities, but also, to some extent, the 

range of possible 
answers. The architects, critics, curators, his 

torians, and theorists who talked about and formed positions 
on these questions did so mainly in reference to each other?if 

they weren't doing so in direct conversation with one 

another?via the institutions enumerated above and through 
their work. 

Hence the social space constituted by the discourse of 

modernism in the 1920s was largely autonomous, its logic 

governed less by one or another local culture than by its own 

internal principles, which were then adapted to extremely 
varied local contexts, often partly shaping its local stylistic 

manifestations. One clear indication of the relative autonomy 

of this discursive community is the distinctive language in 

which its members spoke. In the 1920s, for example, words 

like "functional," "rational," "new," "modern," and "interna 

tional" were all proposed to describe the burgeoning move 

ment in architecture. The meanings of these terms were 

defined primarily by their differences from one another, as 

in a semiotic system. Analogous to Bourdieu's description of 

style, each of these terms "could only really be constructed in 

relation to the others, which is its objective and subjective 

negation, so that [its] meaning... is totally reversed depend 

ing on which point of view is adopted."71 The relative appro 

priateness of each of these terms, and the nuanced differences 

among them, was 
widely debated.72 

The mostly 
autonomous nature of the discourse of 

modernism in architecture is evident in many instances; one 

example from the 1920s is how proponents o? Neue Sach 

lichkeit and Expressionism discussed Neue Sachlichkeit.73 

Advocates of Neue Sachlichkeit put forward a design strategy 
based on the rationalization of structure and of functional or 

programmatic requirements, which were conceived as the 

opposite of both academic Beaux-Arts practice and Expres 
sionism. Neue Sachlichkeit meant the kind of architectural 

composition that was impersonal, easy to deduce, and easy 

to reproduce, especially via mass 
production. This was con 

trasted with Expressionism, which was held to be the kind 

of composition that was hard to deduce and impossible to 

reproduce, and emphatic about its status as a 
unique object. 

Proponents of Neue Sachlichkeit and Expressionism 
con 

trasted their respective approaches to design not only with 

each other but also with the Beaux-Arts method, which both 

groups held to be the kind of design practice that could be 

competently exercised only with professional training in 

well-established formal conventions. Neue Sachlichkeit, 

Expressionism, and academicism acquired their relative 

meanings, then, in large part from their differences from 

one another. The process of creating those definitions was 

an autonomous dynamic that had little meaning or place 
outside the discourse itself.74 

Another indication of the discourse of modernism's rel 

atively autonomous nature is its focus around an essentially 
coherent set of questions, even if each individual's compre 
hension of these questions 

was not 
always clearly articulated 

or, for that matter, even 
conceptualized. Consider, for 

example, the way in which students at the Bauhaus and 

VKhUTEMAS conceptualized the Constructivist language 
that they both employed. At both schools, discussions cen 
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tered on the socio-ethical question of the practitioner's 

obligations to ameliorate the conditions of living in con 

temporary society. The respective positions of the schools, 

similar to the terminological landscape, were defined in ref 

erence to one another, just as Neue Sachlichkeit was defined 

by its differences to Beaux-Arts practices and Expression 
ism. The American artist Louis Lozowick visited Moscow 

in 1922 and, after visiting VKhUTEMAS, wrote: 

There were many kinds of odd looking objects scattered around 

the room, some in wood, others in metal and attached to 

stands or by themselves, some sketches that looked like 

mechanical drawings. They looked half familiar and I dropped a 

remark to the effect that the Weimar Bauhaus was engaged in 

somewhat similar projects and experiments. My casual remark 

drew a sudden loud and collective protest. "No, no, no, what 

we are doing is something utterly different. In the West they 
are seeking new forms, trying to justify them on aesthetic 

grounds. They are still trying to create art. We have not been 

infected by esthetic contagion 
... we are against art."75 

Despite the formal similarity of the art and architectural 

work in the two schools, Russian students conceptualized 

the value of their work in opposition to their counterparts 
at the Bauhaus. The German school was still engaged in the 

outdated practice of making art for aesthetes; the Russian 

school made usable objects. Although the accuracy of the 

distinction could be contested (as Lozowick did), the iden 

tity of these very closely related schools was constructed, 
and agreed on by all, as a debate between opposing posi 
tions. For the 1930s, one could conduct a similar analysis of 

the way in which the terms 
"regionalism," "vernacular," and 

"nationalism" were used. In the 1950s, "mass culture" and 

"history" were similarly opposed; in the 1970s, among the 

relevant terms were 
"typology," "functionarism," "context," 

and "signification" (or "meaning"). 

In the 1920s, such debates revolved primarily around a 

limited range or cluster of questions, including the follow 

ing: What was the proper role of technology, or of scientific 

discovery, in modern life? What role might architectural 

tradition play in a discipline of the present that is visibly, 

insistently surrounded by artifacts from its past? Do archi 

tecture and urban design have the potential to serve as 

agents for concrete social change? In what manner might 
or should architecture embrace or advance a 

political 

agenda? In a vocation so woven into the fabric of society 

itself, is there socially transformative potential in private 
reflection and revelation? 

It might be useful to invoke a familiar conceit. Think of 

modernism not as a set of forms but?and this is not to dimin 

ish architecture's engagement with the world, or its status as 

a material practice?rather 
as a 

professional conference. It has 

a large and fluid constituency of professionals joined by inter 

ested outside visitors, such as artists, philosophers, and scien 

tists. Like any conference, this one is a forum for a series of 

debates and discussions on a relatively closed, identifiable set 

of questions in which individuals take positions in reference to, 
in reaction to, in combat with, or in sympathy with one 

another. Session topics, and therefore the agenda for discus 

sion, are detenriined in advance, vetted by people of positional 
or intellectual leadership. Viewpoints are offered, new insights 

proposed. Positions are conceptualized in large part by their 

differences from or similarities to other possible and actual 

stances. Identifiable strains of thought and practice, patterns 

of conflict, and schools emerge to press their claims. Notwith 

standing such schools, which often do not have the allegiance 
of their members on every issue, the number of such positions 
is extremely large, varying with individuals' personal procliv 
ities and ethical convictions, social reference groups, training 

and background, talents and desires.76 Like the debates at pro 
fessional conferences, the discourse of modernism in archi 

tecture spawned 
a wide range of responses, with participants 

situating themselves and refining past positions, and refrain 

ing the discourse's central questions in response to social, cul 

tural, political, economic, technological, and other 

developments extrinsic to, but ever 
penetrating into, its per 

meable yet highly articulated boundaries.77 

Conceptualizing modernism as a discourse would bring 
our 

understanding of modernism in architecture closer to 

contemporary art-historical consensus on the nature of mod 

ernism in art. While W?lfflin and his successors sought to 

describe and analyze broad stylistic changes 
over time, con 

temporary art-historical scholarship on modernism typically 
focuses on describing specific artistic practices, explaining 
their character, ferreting 

out their hidden and overt 
agendas. 

Style has receded into the horizon of art history.78 Post 

Greenbergian scholarship insists that no concrete 
image 

or 

images define modernist painting and sculpture, which instead 

is discussed as a loosely linked set of cultural convictions: an 

insistence on the obsolescence of academic tradition, a chal 

lenging of figuration 
or narrative content, a 

tendency to 

depart from conventional modes of representation, 
a deter 

mination that art should be part of modern life, by recogniz 

ing, incorporating, 
or 

criticizing the emergent "mass 

culture."79 Unlike its usage in the architectural field, "mod 

ernism" in art is a term that now encompasses a broad web of 

definitional categories that include different styles, move 

ments, genres, and media. Modernism in art is Impression 

ism, Dada, Surrealism; it is Fauvism and Cubism; it is Abstract 

Expressionism and Minimalism; it is the skewed figuration of 
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Picasso and the cool abstraction of Mondrian; it is collage, 

performance, and installation. 

A discourse-based paradigm of modernism in architec 

ture 
might have a similar effect. It might 

create a frame 

work that is structured enough to differentiate it from both 

the nonmodernism of architects such as John Russell Pope 
or Edwin Lutyens, and the anti-modernism of projects such 

as Albert Speer's proposals for a Pantheon in downtown 

Berlin (1937) and the INA-Casa Tiburtino quarter 

(1949-54).80 Yet a discourse-based paradigm of modernism, 
in which successive generations of participants debate a 

common cluster of questions and concerns, would also be 

flexible enough so that Dudok's Town Hall, Gropius's mass 

producible dwellings in Stuttgart, Le Corbusier's Villa 

Savoye, Loos's Khuner House, Oud's Shell Building, 
Schindlern King's Road House, and Wright's La Miniatura 

all belong. 

The Discourse of Modernism in Architecture as 

Communicative Action 

Conceptualizing modernism in architecture as a discourse 

centered on the problem of how the built environment should 

be constructed to grapple with and respond to, rather than 

reject or ignore, the complex phenomenon of modernity 

repositions it as a broad, deep, fundamental, yet also explica 
ble social and cultural formation.81 It helps to solve many of 

the problems that have dogged the history and theory of mod 

ernism in architecture for generations. Modernism in archi 

tecture is not limited to this or that movement, but instead 

generated many movements and strains. It is not a monolithic, 

dominant, formal strain held in dynamic stasis by "other" 

satellite strains; it is not a 
single ideology, cultural conviction, 

or social predisposition; it is not a biological organism with 

its own tidy story of nativity, spreading influence, deteriora 

tion into ossified mannerisms, and collapse. Instead, mod 

ernism in architecture is a set of arguments that cohere around 

a core cluster of propositions and have produced 
a 

plurality 

of patterned difference in the answers given, the ends sought, 
and the architecture proposed and built?including its stylis 
tic inclinations. 

If modernism in architecture was and is a discourse, 

then what have been the questions that held it in synchronie 
flux? As some contemporary historians and theorists have 

suggested, they centered on the conviction that changing 
the built environment constituted a meaningful social or 

political act in the modern world. A web of interrelated 

questions spun out from this belief. What are the practi 
tioner's socio-ethical responsibilities in performing these 

inevitable and necessary social acts? By what means could 

these socio-ethical obligations best be fulfilled? To whom 

should one's social actions be oriented?all of society, 
a par 

ticular class, a selected disenfranchised subgroup 
or groups, 

one's client or clients, the anticipated 
users of one's project 

or his children's grandchildren, one's countrymen, one's 

neighbors, or oneself? 

The discourse of modernism in architecture has been 

greatly influenced by phenomena external to it, and the 

character of these phenomena changed 
over time. For the 

1920s, it was influenced by the economic interests of a bur 

geoning international capitalism; the fortunes of the down 

trodden; the political climate of societies in upheaval, 

reconstituting themselves and in some cases their political 

systems in the hopes of never again experiencing a world 

war; the social climate of dramatic advances in the scientific 

understanding of the constitution of space, matter, and 

time; the cultural climate of new 
avant-garde practices in 

the arts. In the 1930s, the increasing conflict among Bol 

shevist, Nazi, Fascist, and democratic political systems, the 

worldwide Depression, and the burgeoning interest in 

regional identity as a counterbalance to the political specter 
of internationalism giving way to imperialism pushed the 

discourse in new directions. After World War II, a new set 

of economic, political, social, and cultural developments? 

including the spread of democracy and the growth of the 

welfare state, the cold war, the need to rebuild economies 

and destroyed cities, decolonialization, and the rapid dis 

semination of mass 
culture?helped reshape it once 

again.82 

Throughout the history of modernism in architecture, 
such external phenomena have helped give shape to the inter 

nal structure of the discourse of modernism, which I propose 
falls along four related but conceptually and actually separable 
dimensions: A cultural dimension centered on 

questions about 

the relationship of architectural to artistic practice, and on archi 

tecture's relationship to its own traditions. A political dimen 

sion focused on what kind of political and economic institutions 

architecture might and should help to advance. A social dimen 

sion considering what phenomena?social, cultural, political, 

economic?epitomized modernity, and how architecture might 
accentuate what is good about these phenomena and redress 

the aspects of modernity that produce harmful or unhappy con 

sequences. And a formal dimension addressing architecture's 

media of communication?what an architectural language 
can 

and cannot convey, and what sort of language best instantiates 

both the conditions of modernity as a whole and the individual's 

positions 
on each of the other three dimensions.83 

A set of socio-ethical inquiries, themselves internally 
structured by four dimensions, generated and regenerated 
the discourse of modernism out of the many material and 

cultural influences on architects, their clients, and so on, 
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and out of a confrontation with modernity itself. From this 

complex discursive dynamic emerged the identifiable strains 

of modernism in the 1920s, with new strains evolving and 

mutating as the world changed and architects questioned 
and responded to those changes. Positions were taken and 

revised, inter subjectively and dialogically Each position put 
forth likely was, and likely was understood in the discursive 

field to be, a normative proposition about the role and place 
of the built environment in the modern world. Each posi 
tion in the discourse likely was, and likely was understood 

in the discursive field to be, a maxim offered to all other 

actual and imagined participants for the purposes of testing 
its claim to universality. Participants in the discourse likely 
believed that what aspects of each position were dispens 
able or 

wrong-headed, what aspects sustained their moral 

and practical force, would be sorted out through empirical 
observation and evaluation, discussion, and debate.84 

The discourse of modernism in architecture did center, 
in other words, on what Giedion aptly called "an approach 

to life." What he and others meant by this was not a vague 
determination to be modern but an approach to the moral 

imperatives underlying the practice of strategically making 

large- 
or small-scale built interventions in the modern 

world. It is difficult to imagine that any modernist practi 
tioner really believed that, through these exchanges, some 

stable and final consensus or mutual agreement on answers 

could emerge. Yet many no doubt did think that by testing 
one's propositions in the discursive field, their and other 

positions might be improved. As many critics of modernism 

in architecture attest, then, the discourse of modernism in 

architecture may well have been?and may well continue 

to be?about the efficient achievement of instrumental 

ends.85 But it appears also to have been, and to be, what 

Habermas calls "communicative action." Modernism in 

architecture was and is an 
ongoing conversation, a discus 

sion about how, in living with the cultural, political, social, 
and economic conditions of modernity, 

a 
newly conceptu 

alized built environment might enhance self-awareness, 

might improve social life, might contribute to a more 

humanized present, and might help people to envision their 

future in a better world.86 

Notes 
This article is dedicated to the memory of William Jordy, whose generos 

ity of spirit, enthusiasm for architectural history, and inquiries into the 

nature of modernism initially drew me to the profession, and have stayed 
with me ever since. I am also especially grateful to Francesco Passanti for 

his insistent and incisive questions regarding style and modernism. This 

text is drawn from the first chapter of my book in progress, "Rethinking 
Modernism in Architecture." I am lucky to have profited from the com 

ments, suggestions, and insights of many scholars whose work I admire: 

Daniel Abramson, Stanford Anderson, Barry Bergdoll, Daniel Jonah Gold 

hagen, K. Michael Hays, H?l?ne Lipstadt, Nancy Stieber, Iain Boyd Whyte, 
and Gwendolyn Wright. 

1.1 have chosen to use the term "modernism" while acknowledging that? 

at least in reference to the architects of the interwar period, 1918-39?it is 

not the word that progressive or avant-garde architects would have 

embraced. Rather, these architects described themselves as practicing archi 

tecture that was "modern," "new," "rational," and so on?in German-speak 

ing countries, one phrase often used was simply "neues Bauen." For a more 

extensive discussion of nomenclature, see Rosemarie Haag Bletter's intro 

duction to Adolf Behne, The Modern Functional Building (Santa Monica, 

1996), 1-4. 

Despite the probable protestations of at least some of the historical sub 

jects under discussion here, I believe there are many good reasons to, in this 

instance, violate the probable positions of the historical actors themselves. 

The term "modernism," as Bletter notes, indicates the historicity of this 

movement, surely something few contemporary historians or theorists would 

wish to deny. "Modernism" furthermore helpfully indicates the place of the 

movement in architecture within the more general history of twentieth-cen 

tury culture, since "modernism" is generally used to describe contempora 

neous, and at least partly analogous, movements in art, music, literature, 

dance, and so on. See, for example, Daniel Albright, Untwisting the Serpent: 
Modernism in Music, Literature, and Other Arts (Urbana, 1986); T. J. Clark, 

Farewell to an Idea: Episodes from a History of Modernism (New Haven, 1999); 

Charles Harrison, Modernism (New York, 1997); Michael Levenson, The 

Cambridge Companion to Modernism (New York, 1999); Bernard Smith, Mod 

ernisms History (New Haven, 1999); and Marianne Thorm?hlen, ed., Rethink 

ing Modernism (New York, 2003). Finally, the term "modernism" indicates 

that the progressive and avant-garde architects under discussion shared a 

common enterprise even as they acknowledged and often battled over the 

many and profound differences in their ideas and practices. 
2. Perhaps inadvertently, Reyner Banham, in his conclusion to Theory and 

Design in the First Machine Age (London, 1960), set off early discussions of 

modernism's relationship to style by polemically trying to narrow the defin 

ition of modernist practice to one that is genuinely functionalist and that truly 

integrated new technologies into its forms. Early attempts to grapple with 

modernism and simultaneously loosen it from a certain set of formal practices 
came from responses to and reviews of Banham's book. These include Stan 

ford Anderson, "Architecture and Tradition that Isn't 'Trad, Dad,'" in Mar 

cus Whiffen, ed., The History, Theory, and Criticism of Architecture (Cambridge, 

Mass., 1965); Alan Colquhoun, "The Modern Movement in Architecture" 

(1962), repr. in Colquhoun, Essays in Architectural Criticism: Modern Architec 

ture and Historical Change (Cambridge, Mass., 1981), 21-25; and William 

Jordy, "The Symbolic Essence of Modern European Architecture of the 

Twenties and Its Continuing Influence," mJSAH 22 (Oct. 1963), 177-87. 

Historians and theorists continued to expand on these early critiques; in sub 

sequent decades, among the most prominent have been Stanford Anderson, 

"The Fiction of Function, "Assemblage 2 (Feb. 1986), 19-31; Giorgio Ciucci, 

"II mito movimento moderno e le vicende dei CIAM," Casabella 44 

(Nov.-Dec. 1980), 28-35, 118; Neil Levine, "Wright and His/story," in 

Levine, The Architecture of Frank Lloyd Wright (Princeton, 1996), 419-34; and 

Richard Pommer, "Mies van der Rohe and the Political Ideology of the Mod 

ern Movement in Architecture," in Franz Schulze, ed., Mies van der Rohe: 

Critical Essays (New York, 1989), 96-145. 

3. Thomas S. Kuhn, The Structure of Scientific Revolutions, 2nd ed. (Chicago, 

1970), 23. 

4. Kuhn, Scientific Revolutions, 10, states that paradigms "define legitimate 
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problems and methods of a field for succeeding generations of practition 
ers." This ongoing proclivity to think "modernist architecture" and see 

images of Le Corbusier's Villa Savoye or Mies's Seagram Building was 

recently remarked on by Werner Oechslin: "A hundred years later," he 

writes, "we still crave the comfort of cohesive, conclusive retrospective judg 
ments of the 'style' of modern architecture!" Oechslin, "A Cultural History 
of Modern Architecture-2 : 'Modern Architecture and the Pitfalls of Cod 

ification: The Aesthetic View,'" Architecture + Urbanism 237 (June 1990), 

29-38. See also Oechslin, "A Cultural History of Modern Architecture-1: 

The 'Modern': Historical Event versus Demand," Architecture + Urbanism 

235 (Apr. 1990), 50-64. 

5. Kuhn, Scientific Revolutions, 17. 

6. This article insists on the legitimacy of both so-called conventional art 

historical and newer theoretical approaches to the interpretation of the his 

tory of modernism. Each approach (within which there are, of course, a 

plurality of orientations) is based on legitimate if different conceptual foun 

dations regarding evidentiary standards in scholarly inquiry. 

7. The term "discourse" has been used by critics and theorists of post 

modernism to mean a set of linguistically generated representations that 

attempt to depict (and therefore constrain and artificially fix) an ever-shift 

ing, unknowable empirical reality. See Michel Foucault, "The Discourse 

on Language," in Foucault, The Archaeology of Knowledge and the Discourse 

on Language (New York, 1972), 215-37; Lilie Chouliaraki and Norman 

Fairclough, Discourse in Late Modernity: Rethinking Critical Discourse Analy 
sis (Edinburgh, 1999); and Stuart Hall et al., eds., Modernity: An Introduc 

tion to Modern Societies (London, 1995), 201-5.1 am not using the concept 

of discourse in a poststructuralist sense of the term; however, I do accept 

Foucault's contention that discourse is sustained largely through social 

institutions, such as the academy (Foucault, "Discourse on Language," 
227. Rather, I am drawing primarily from J?rgen Habermas's account, in 

which speech acts are regarded by the community of its recipients as 

intrinsically hypothetical assertions submitted to critical analysis and 

response?"I submit my maxim to all others for purposes of discursively 

testing its claim to universality"?to, in his words, "the unforced force of 

the better argument." J?rgen Habermas, The Philosophical Discourse of 

Modernity: Twelve Lectures (Cambridge, Mass., 1987), 305; see also 

Habermas, Philosophical Discourse, 40, 295; and Habermas, The Theory of 

Communicative Action, Vol. II: A Critique of Functionalist Reason (Boston, 

1987), 149-50. In this model of discourse, participants begin with the pre 

supposition that consensus could ideally be reached; however, a discourse 

need not ever arrive at a consensus to qualify. On communicative reason, 

see Habermas, Theory of Communicative Action, II, 1-111; Thomas 

McCarthy, The Critical Theory of J?rgen Habermas (Cambridge, Mass., 

1991), 291-333; and Simone Chambers, "Discourses and Democratic 

Practices," in Stephen K. White, The Cambridge Companion to Habermas 

(New York, 1995), 233-59. 

8. Beatriz Colomina, Privacy and Publicity: Modern Architecture and Mass 

Media (Cambridge, Mass., 1994), passim. She asserts that "the International 

Style was a myth sustained by the strategic deployment of mass culture and 

advertising techniques" (211). See also Mark Wigley, White Walls, Designer 
Dresses: The Fashioning of Modern Architecture (Cambridge, Mass., 1995), 

156-225; and Werner Oechslin, "A Cultural History of Modern Architec 

ture^ : "The 'Picture': The (Superficial) Consensus of Modern Architec 

ture?" Architecture + Urbanism 245 (Feb. 1991), 28-39. 

9. Walter Curt Behrendt's text Der Sieg des neuen Baustils (Stuttgart, 1927) 

illustrates a wider stylistic variety than do some of the others, but the argu 

ments he advances in it are grounded in stylistic terms. In both text and 

choice of images, Bruno Taut's Modern Architecture (London, 1929) is styl 

istically more heterogeneous than most of the other works cited, as are later 

revised and expanded editions of Sartoris (2nd ed., 1935, and 3rd ed., 1941). 

For a more comprehensive discussion of many of modernism's principal 

theorists, see Panayotis Tournikiotis, The Historiography of Modern Architec 

ture (Cambridge, Mass., 1999). 

10. See Claire Zimmerman, "Mies van der Rohe's Photographic Architec 

ture," Journal of Architecture 9 (fall 2004), 331-54. 

11. Many of the first-generation historians and critics were trained in or 

influenced by W?lfflin 's ideas. Giedion described himself in the introduc 

tion of Space, Time, and Architecture, 2, as a "disciple of Heinrich W?lfflin." 

For discussions of W?lfflin 's influence, see Bletter, introduction to Behne, 

Modern Functional Building, 4; Detlef Mertins, introduction to Behrendt, 

Victory, 32; Sokratis Georgiadis, introduction to Giedion, Building in France, 

2; and Georgiadis, Sigfried Giedion: An Intellectual Biography (Edinburgh, 

1993). Johnson and Hitchcock, both Americans, were trained in the equally 

stylistically focused art-historical tradition of connoisseurship, established 

by Bernard Berenson: see Franz Schulze, Philip Johnson: Life and Work (New 

York, 1994), 33-49; and Sybil Gordon Kantor, Alfred H. Barr, Jr. and the 

Intellectual Origins of the Museum of Modern Art (Cambridge, Mass., 2002), 

which has a good chapter on Hitchcock, Johnson, and Barr's debt to Paul 

Sachs and the art history department at Harvard, 18-85. On Hitchcock, see 

also Paolo Scrivano, Storia di uriidea di architettura moderna. Henry-Russell 

Hitchcock e Vinternational style (Milan, 2001); on Pevsner, see Michela Rosso, 

La storia utile. Patrimonio e modernit? di John Summerson e Nikolaus Pevsner, 

Londra, 1928-1955 (Turin, 2001). Tournikiotis, Historiography, contains 

intellectual biographies of many of these figures; see also Elizabeth A. T. 

Smith, "Re-examining Architecture and Its History at the End of the Cen 

tury," in Russell Ferguson, ed., At the End of the Century: One Hundred Years 

of Architecture (Los Angeles, 1998), 22-99. 

12. For a synopsis of W?lfflin 's debt to Hegel, see E. H. Gombrich, "Norm 

and Form: The Stylistic Categories of Art History and Their Origins in 

Renaissance Ideals," in Norm and Form: Studies in the Art of the Renaissance 

/(Chicago, 1966), 81-98; see also Gombrich, "Style," in Donald Preziosi, 

ed., The Art of Art History: A Critical Anthology (New York, 1998), 150-63. 

13. On style, its conceptual importance to the art historian, and the implied 

relationship of form to content, see Gombrich, "Norm and Form"; James 

Ackerman, "Style," in Ackerman, Distance Points: Essays in Theory and Renais 

sance Art and Architecture (Cambridge, Mass., 1991), 3-22; Meyer Schapiro, 

"Style," in Preziosi, Art of Art History, 143-49; and David Summers, 

"'Form,' Nineteenth-Century Metaphysics, and the Problem of Art His 

torical Description," in Preziosi, Art of Art History, 127-42. 

14. W?lfflin, Classic Art: An Introduction to the Italian Renaissance (Ithaca, 

1982), 207-88. See also the excellent discussion of W?lfflin in Michael 

Podro, The Critical Historians of Art (NewHaven, 1982), 101-20. For later 

attempts to theorize the notion of autonomy in art history, see Henri Focil 

lon, The Life of Forms in Art (1934; New York, 1989); and George Kubier, 

The Shape of Time: Remarks on the History of Things (New Haven, 1962). The 

art-historical notion of autonomy is quite different from that employed by 

contemporary architectural theorists and historians who, under the influ 

ence of Manfredo Tafuri and Theodor Adorno, envision autonomy as a 

deliberately socio-critical stance available to the architect-agent: see, for 

example, K. Michael Hays, Modernism and the Posthumanist Subject: The 

Architecture of Hannes Meyer and Ludwig Hilberseimer (Cambridge, Mass., 

1992); Hays, "Odysseus and the Oarsmen, or, Mies' Abstraction Once 

Again," in Detlef Mertins, The Presence of Mies (New York, 1994), 235^4-8; 

Mertins, "Architectures of Becoming: Mies van der Rohe and the Avant 

Garde," in Barry Bergdoll and Terence Riley, eds., Mies in Berlin (New York, 

2001), 106-33; as well as many of the essays in Joan Ockman, ed., Architec 

ture/Criticism/Ideology (New York, 1985); and R. E. Somol, ed., Autonomy 
and Ideology: Positioning an Avant-Garde in America (New York, 1997). 
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15. On the erosion of paradigms, especially through the challenge of anom 

alous cases, see Kuhn, Scientific Revolutions, 52-66 (see n. 3). 

16. Francesco Passanti, "Architecture: Proportions, Classicism and Other 

Issues," in Stanislaus von Moos and Arthur R?egg, eds., Le Corbusier before 
Le Corbusier (New Haven and London, 2002), 68-97, 287-94; Barry 

Bergdoll, "The Nature of Mies' Space," in Bergdoll and Riley, Mies in 

Berlin, 66-105; Kurt Lustenberger, "Modern Is Always the Sparing: On 

Three Rural Buildings by Adolf Loos," Daidalos 32 Qune 1989), 52-59; 

Levine, Frank Lloyd Wright, 149-66 (see n. 2); Ed Taverne and Dolf 

Broekhuizen, J. J. P. Ouds Shell Building: Design and Reception (Rotterdam, 

1995). 

17. Levine is one exception; see his "Wright and His/story," Frank Lloyd 

Wright, 419-34. 

18. Colomina, Privacy and Publicity; Wigley, White Walls; Hays, Posthuman 

ist Subject; Hilde Heynen, Architecture and Modernity: A Critique (Cambridge, 

Mass., 1999); Mertins, The Presence of Mies; Mertins, "Transparencies Yet 

to Come: Sigfried Giedion and the Prehistory of Architectural Modernity" 

(Ph.D. diss., Princeton University, 1996); and Somol, Autonomy and Ideol 

ogy. Even in these theoretically advanced studies, formal criteria continue 

to set the terms of debate. For examples, see Anthony Vidler's "Space, Time, 

and Movement," in Ferguson, One Hundred Years, 100-25; and Wigley, 
White Walls, in which the author aims to unveil the differand of ornament 

and fashion implicitly embedded in modern architecture's "white walls." 

19. On Wright, see Levine, Frank Lloyd Wright. On Asplund, see Fabio 

Galli, Tallum: Gunnar Asplund and Sigurd Lewerentz s Woodland Cemetery in 

Stockholm (Stockholm, 1996); Caroline Constant, The Woodland Cemetery: 
Toward a Spiritual Landscape (Stockholm, 1994); and Erik Gunnar Asplund, 
Erik Gunnar Asplund (London, 1988). On Scharoun, see Peter Blundell 

Jones, Hans Scharoun (London, 1995); and J?rg C. Kirschenmann and Eber 

hard Syring, Hans Scharoun: Die Forderung des Unvollendeten (Stuttgart, 

1993). On H?ring, see Peter Blundell-Jones, Hugo H?ring: The Organic ver 

sus the Geometric (Stuttgart, 1999). On Aalto, see Winfried Nerdinger, ed., 

Alvar Aalto: Toward a Human Modernism (New York, 1999); Peter Reed, ed., 

Alvar Aalto: Between Humanism and Materialism (New York, 1998); and 

Eeva-Liisa Pelkonen, "Geopolitics of Architecture: Alvar Aalto and His 

Milieus, 1920-1960" (book manuscript). 
20. The phrase "other tradition" is Colin St. John Wilson's: see his The 

Other Tradition in Modern Architecture: The Uncompleted Project (London, 

1995); it is also used by Blundell-Jones and appears in numerous calls for 

papers to conferences (SAH, ACSA, etc.). 
21. Behne, Modern Functional Building, 119-47; Bruno Zevi, Towards an 

Organic Architecture (London, 1950); Kenneth Frampton, "Towards a Crit 

ical Regionalism: Six Points for an Architecture of Resistance," in Hal Fos 

ter, ed., The Anti-Aesthetic: Essays on Postmodern Culture (Port Townsend, 

Wash., 1983), 16-30. 

22. On the ideological differences among various members of CLAM, see 

Ciucci, "II mito" (see n. 2); and Eric Mumford, The CIAM Discourse on 

Urbanism, 1928-1960 (Cambridge, Mass., 2000). 

23. On the example of Oud, see Ed Taverne, Martin de Vierter, and Cor 

Wagenaar, J. J. P. Oud: Poetic Functionalist?The Complete Works, 1890-1963 

(Rotterdam, 2001). On the example of Schindler, see Judith Scheine, R. M. 

Schindler (London, 2001); and Elizabeth A. T. Smith and Michael Darling, 

eds., The Architecture ofR. M. Schindler (Los Angeles, 2001). 

24. Kenneth Frampton, Modern Architecture: A Critical History, 3rd ed. (Lon 

don, 1992). 

25. St. John Wilson, Other Tradition, 102-21. On Gray, see Caroline Con 

stant, Eileen Gray (London, 2000). 

26. For a discussion of the difficulty of articulating commonalities under 

lying apparently different phenomena?and of the analytical necessity of 

doing so?see Pierre Bourdieu, Distinction: A Social Critique of the Judgment 

of Taste (Cambridge, Mass., 1985), 258-59. An excellent exposition of Bour 

dieu, and a proposal on how to apply his ideas to architecture (which differs 

somewhat from the ideas presented here), is H?l?ne Lipstadt, "Can 'Art 

Professions' Be Bourdieuian Fields of Cultural Production? The Case of 

the Architecture Competition," Cultural Studies 17 (2003), 390-418. 

27. The standard texts on modern architecture since 1970 have been 

Leonardo Benevolo, History of Modern Architecture (Cambridge, Mass., 

1971); Tim Benton with Charlotte Benton and Dennis Sharp, "History of 

Architecture and Design 1890-1939," course materials offered and pub 

lished by the Open University (London, 1975); Alan Colquhoun, Modern 

Architecture (Oxford, 2002); William J. R. Curtis, Modern Architecture since 

1900, 3rd ed. (London, 1996); Frampton, Modern Architecture; Richard 

Weston, Modernism (London, 1996); and Manfredo Tafuri and Francesco 

dal Co, Modern Architecture (New York, 1986). 

28. The canonical texts outlining the stylistic properties of postmodernism 

are, among others, Fredric Jameson, The Cultural Turn: Selected Writings on 

the Postmodern, 1983-1998 (New York, 1998), esp. 1-20; the many editions 

of Charles Jencks, The Language of Post-modern Architecture, lsted. (London, 

1977); and Paolo Portoghesi, After Modern Architecture (New York, 1982). 

See also Diane Ghirardo, Architecture after Modernism (New York, 1996). 

29. For a discussion of the narrative compulsion in historical writing, see 

Hayden White, The Content of Form: Narrative Discourse and Historical Rep 
resentation (Baltimore, 1987). 

30. For a discussion of this phenomenon in literature, see Thorm?hlen, 

Rethinking Modernism, 4 (see n. 1): "Postmodernism is now passing into his 

tory, which is not to say that it will disappear but that what significance it 

possesses will not be that of a paradigm which people feel obliged to posi 
tion themselves in relation to. As academics grapple with the consequences 

of that shift, a skeptical look at the word itself, both with and without the 

post-, should be useful. For one thing, one may wonder whether modernism 

will in some sense survive its successor." 

31. For a convincing account of the revolutionary nature of architectural 

practices of the early twentieth century, see Jordy, "Symbolic Essence," 

177-82 (seen. 2). 

32. Ackerman, "Style," 4 (see n. 13); Gombrich, "Norm and Form," 82 (see 
n. 12). 

33. George Lakoff and Mark Johnson, Philosophy in the Flesh: The Embodied 

Mind and Its Challenge to Western Thought (New York, 1999), 27-28. So why 
have art historians long since moved beyond characterizing modernism in 

art in stylistic or formal terms? It is beyond the scope of this essay to address 

this complex question adequately. Surely the most obvious reason, however, 

is that art historians work with more rarefied objects, which are housed in 

institutions patronized mainly by the cultural elite, such as museums. Archi 

tecture and industrial design, by contrast, command a larger audience by 
virtue of their presence in the urban landscape. Especially in the postwar 

years, the techno-rationalist strain of modernism in architecture became 

ubiquitous in the vernacular landscape, which surely exacerbated the pop 

ular and scholarly tendency to conflate the techno-rationalist strain of mod 

ernism with modernism as a whole. 

34. Lakoff and Johnson, Philosophy in the Flesh, 27. 

35. Ibid. 

36. Ibid. 

37. On anomalies, see Kuhn, Scientific Revolutions, 52-65 (see n. 3). 

38. For accounts of intentions and their role in artistic and architectural 

production, all of which have informed this section but which differ sub 

stantially from the account offered here, see Christian Norberg-Schulz, 
Intentions in Architecture (Cambridge, Mass., 1965); Michael Baxandall, Pat 

terns of Intention: On the Historical Explanation of Pictures (New Haven, 1985); 
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and David Summers, "Intention in the History of Art," New Literary His 

tory 17 (winter 1986), 305-21. 

39. Some examples in addition to those discussed below are Sarah Williams 

Goldhagen, Louis Kahns Situated Modernism (New Haven, 2001); Kathleen 

James, Erich Mendelsohn and the Architecture of German Modernism (New 

York, 1997); and Nerdinger, Aalto (see n. 19). 

40. Mertins, "Architectures of Becoming," 106-33 (see n. 14); Robin Evans, 

"Mies van der Rohe's Paradoxical Symmetries," AA Files 19 (spring 1990), 

56-68; and K. Michael Hays, "Critical Architecture: Between Culture and 

Form," Perspecta 21 (1984), 14-29. 

41. Mertins, "Architectures of Becoming," 131. 

42. Evans, "Paradoxical Symmetries," 67. 

43. Ibid., 68. 

44. Hays, "Critical Architecture," 18-19. 

45. On Habermas 's notion of social action (which originates in the writings 

of Max Weber), see McCarthy, Habermas, 140-47 (see n. 7); and J?rgen 

Habermas, Zur Logik der Sozialwissenschaften (Frankfurt, 1970), 73-145. 

46. For a discussion of the ethical underpinnings of early modernist dis 

course (from a very different point of view than that presented here), see 

David Watkin, Morality in Architecture, Revisited (Chicago, 2001). 

47. Le Corbusier, Towards a New Architecture (London, 1927), 17. 

48. Taut, Modern Architecture, 9 (see n. 9). 

49. Oud to Giedion, quoted in Taverne, de Vierter, and Wagenaar, J. J. P. 

Oud,33 (seen. 23). 

50. Gropius, 1934, quoted in Karen Koehler, "The Bauhaus, 1919-1928: 

Gropius in Exile and the Museum of Modern Art, N.Y., 1938," in Richard 

Etlin, ta., Art, Culture, and Media under the Third Reich (Chicago, 2002), 293. 

51. See, for example, Reinhold Martin, The Organizational Complex: Archi 

tecture, Media, and Corporate Space (Cambridge, Mass., 2003); Frederic 

Schwartz, The Werkbund: Design Theory and Mass Culture before the First 

World War (New Haven, 1996); Anthony Vidler, Claude-Nicholas Ledoux: 

Architecture and Social Reform at the End of the Ancien R?gime (Cambridge, 

Mass., 1990); and esp. Manfredo Taftiri, Architecture and Utopia: Design and 

Capitalist Development (Cambridge, Mass., 1975), as well as his other writ 

ings on modern architecture. 

52. Max Weber, "Science as a Vocation," in H. H. Gerth and C. Wright 

Mills, Max Weber: Essays in Sociology (New York, 1946), 152-53. Essentially, 
I suggest that modernist architects conceived of their professional practice 
as a vocation in the Weberian sense of the term: Weber writes that science, 

when pursued as a vocation, is not just the pursuit of concrete knowledge 
but an attempt to answer Leo Tolstoy's question, "What shall we do, and 

how shall we arrange our lives?" The true scientist, Weber writes, must be 

able to "give himself an account of the ultimate meaning of his own conduct" 

53. Bourdieu, Distinction, 50-53 (see n. 26); Donald Preziosi, Rethinking Art 

History: Meditations on a Coy Science (New Haven, 1989), 147. 

54. For a more extensive discussion of this point, see Bourdieu, Distinction, 

153. 

55. See Passanti, "Architecture" (see n. 16). 

56. See Anderson, "Fiction of Function" (see n. 2); Banham, Theory and 

Design (see n. 2); Colquhoun, "Modern Movement" (see n. 2); Jordy, "Sym 

bolic Essence" (see n. 2); and Colin Rowe, "The Mathematics of the Ideal 

Villa," in Rowe, The Mathematics of the Ideal Villa and Other Essays (Cam 

bridge, Mass., 1976), 1-28. 

57. Ciucci, "II mito" (see n. 2). 

58. See, for example, Levine, Frank Lloyd Wright (see n. 2). 

59. Anderson, "Fiction of Function," 19-31; Wolf Tegethoff, Mies van der 

Rohe: The Villas and Country Houses (Cambridge, Mass., 1985); Fritz 

Neumeyer, The Artless Word: Mies van der Rohe on the Building Art (Cam 

bridge, Mass., 1991); Evans, "Paradoxical Symmetries" (see n. 40); Hays, 

"Critical Architecture" (see n. 40);" Mertins, "Architectures of Becoming" 

(see n. 14); and Esther da Costa Meyer, The Work of Antionio SanfElia: 

Retreat into the Future (New Haven, 1995). 

60. For the 1937 date, see Weston, Modernism (see n. 27). For the 1959 

date, see Bletter, introduction to Behne, Modern Functional Building (see n. 

1); and, implicitly, Colquhoun, Modern Architecture (see n. 2). 

61. Colquhoun, Modern Architecture, 9. 

62. Alberto Perez-Gomez, Architecture and the Crisis of Modern Science (Cam 

bridge, Mass., 1983); Frampton, Modern Architecture (see n. 24). 

63. Vidler, "Space, Time, and Movement," 100-25 (see n. 18). 

64. These characterizations, based pardy on the argument initially advanced 

by Peter B?rger in Theory of the Avant-Garde (Minneapolis, 1982), are 

clearly laid out in Hays, Posthumanist Subject, 122 ff. (see n. 14). 

65. See my manuscripts "Alvar Aalto's Embodied Rationalism" and "Con 

structing Modernism at MoMA." 

66. Bourdieu, Distinction, 12 (see n. 26). 

67. On the institutionalized nature of discourse, see J?rgen Habermas, The 

ory and Practice (Boston, 1973); Pierre Bourdieu, The Logic of Practice (Stan 

ford, 1990); and Bourdieu, In Other Words: Essays Toward a Reflexive Sociology 

(Stanford, 1987), 123-49. 

68. McCarthy, Habermas, 292 (see n. 7). 

69. See Joan Ockman and Edward Eigen, eds., Architecture Culture 

1943-1968: A Documentary Anthology (New York, 1993); and Sarah Williams 

Goldhagen and R?jean Legault, eds., Anxious Modernisms: Experimentation 
in Postwar Architectural Culture (Cambridge, Mass., 2000). Although cast as 

accounts of postmodernism, the material presented in K. Michael Hays, 

ed., Architecture Theory since 1968 (Cambridge, Mass., 1998), and Kate Nes 

bit, ed., Theorizing a New Agenda for Architecture (New York, 1996), is worth 

reconsidering from the point of view presented here. 

70. Alfred Barr, Cubism and Abstract Art (New York, 1937), 156. 

71. Bourdieu, Distinction, 260; see also 164, 170. 

72. For example, see Alberto Sartoris's correspondence on whether to title 

his book the elements of "rational" or "functional" architecture, in Alberto 

Sartoris. La concepci?n po?tica de la arquitectura, 1901-1998 (Valencia, 2000), 

13 8^42. See also Bletter, introduction to Behne, Modern Functional Building, 
30-31 (see n. 1); and Bourdieu, Distinction, 164, 170. 

73. Other examples from the 1920s might be the discussions about "type" 
or "form." See Adrian Forty, Words and Buildings: A Vocabulary of Modern 

Architecture (New York, 2000), 161-68, 307. From the postwar years, 

debates on monumentality, on the value of "history," and on typology serve 

as ready examples. 

74. Stanford Anderson, "Sachlichkeit and Modernity, or Realist Architec 

ture," in Harry Mallgrave, ed., Otto Wagner: Reflections on the Raiment of 

Modernity (Santa Monica, 1993), 322-60. 

75. Christina Lodder, "VKhUTEMAS and the Bauhaus," repr. in Lodder, 

Constructive Strands in Russian Art 1914-1931 (London, 2005). 

76. There are "as many fields of preferences as there are fields of stylistic 

possibles. Each of these worlds . . . 
provides a small number of distinctive 

gestures which, functioning as a system of differences, differential devia 

tions, allow the most fundamental social differences to be expressed 
... the 

total field of these fields offers well-nigh inexhaustible possibilities for the 

pursuit of distinction." Bourdieu, Distinction, 226. 

77. Lipstadt, "'Art Professions,'" 400 (see n. 26). 

78. On contemporary art-historical practices, see Preziosi, Rethinking Art 

History (see n. 53); his Art of Art History (see n. 12); and Robert S. Nelson 

and Richard Schiff, Critical Terms for Art History (Chicago, 1996). 
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TAPE NUMBER: VII, SIDE ONE

JANUARY 6, 1977

GOODWIN: In 1955 you became the director of Otis Art

Institute. How did that come about?

SHEETS: Well, that's the kind of a thing that can happen,

I guess, once or twice in a person's lifetime. During the

winter, before I started at Otis in the fall, I had a ter-

rible accident with a horse. The horse threw his head back,

broke my cheekbone. I had a crack that went halfway around

my head; it just knocked the hell out of me. I was spending

considerable time at home after the operations that they had

to make after the ten days waiting for the concussion to

heal. I had a call from John Anson Ford, and from Mrs.

[Leiland Atherton] Irish, who was a great person in Los

Angeles in those days. She had done so much for music.

She'd worked on many philanthropic boards, and she was a

member of the board of the Otis Art Institute, as was Mr.

Ford, who then was a county supervisor. They called me to

see if they could come out and discuss with me the possi-

bility of hiring a new director for Otis Art Institute.

I held them off for about a week until I felt a little

better. They came out, and we had a very interesting after-

noon discussing the problem. I pointed out rather quickly

in our conversation that I felt it would be difficult to

get a director for the Otis Art Institute. The institute

315





had slowly run down to the point that there were students

that had been there for twelve years. They were profes-

sional students, and they had a kind of an atmosphere that

wasn't at all like it was in the early days of Roscoe

[Edwin R.] Schroder and the early days of the institute.

I said I didn't believe they could get a director that was

worth anything, worth his salt or her salt, to come there

and direct the school as it was being operated. They said,

"Well, how should it be operated?" I made the inevitable

mistake of saying many things about what I thought should

be done in a school of that kind. [tape recorder turned

off]

I believe deeply that a school, to be supported by the

public, should function in a unique way and do something

that a private school could not do. I felt that there was

a great need for a top art school that wasn't entirely com-

mercial and wasn't entirely aesthetic, that somewhere

between the thing that is being done in most of the colleges

and most of the art schools, there could be some absolutely

sound, basic training in the skills in art on a high level

of taste with a good, strong background for the artist. I

outlined this in general to these nice people.

Well, they were quite interested in what I had to say,

but they said, "Look, would you be willing to meet with our

board after you've had some time to outline what you think

the Los Angeles County Art Institute should be—the kind
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of curriculum, the kind of a program, whether it should be

formalized and so on--and then meet with us in a leisurely

way some evening in Los Angeles and talk to the whole board?"

Well, having nothing else to do except to wait to get over

this terrible head injury, I did a lot of thinking about it,

and I wrote down a real concept for a school. I went, at

their invitation, and presented my ideas.

I remember we met at the California Club, and I out-

lined what I felt was a solid, major institute of art,

where students could go in any direction they wanted if

they were sufficiently trained in the total aspect of art.

In other words, I felt that they needed not only to draw

and to paint if they wished to be painters, but they should

have adequate training in design and sculpture, some in

architecture, so that these people would be able to roll

with the punch and do things that the average student isn't

able to do, what most of the students, really, as they come

out of school today are not able to do. I said I felt that

unless the Otis Art Institute was this type of school, I

didn't see any reason for it to exist. I thought it should

go out of business. We have a good school in the Art Center

which is a more commercially oriented school. Within its

sphere, I think it's doing as fine a job as any school in

the United States. I think it's doing it today as it was

in those days. I felt that there were plenty of colleges

giving all of the aesthetic hocus-pocus, that we didn't
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need to get into that area. This school should do something

that was really needed, and I made the point that the

tremendous growth in industry here, the tremendous need

for redesigning our whole city and surroundings, both from

an ecological point of view and from an aesthetic point of

view, we needed artists who were trained as people who

could work with business people, with industry, with

politicians, who could stand on their own feet and hold

their ground in a way that I think an educated person can.

To my surprise, they became very enthusiastic about

this idea. Finally, at the end of the meeting, John Anson

Ford said, "Well, Millard, would you become the director if

we made it into that kind of a school?" I said, "John, I'm

as safe as though I were in God's pocket because you'll

never have the courage to turn the faculty upside down,

hire new staff, build the necessary buildings, and support

it as it would have to be supported. So I feel very safe

in saying that yes, I would, because it would be a tremen-

dously exciting challenge if you did it. But I just don't

believe that with all the best of intentions on the part

of this board, that you can do it in Los Angeles."

Well, it just happened that they went to work, and

after about two months they came to me with an extremely

firm proposal about the way they were going to support this

school. I asked for a leave of absence from Scripps, where

I was very happy. I was completely my own boss; I had the
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most marvelous staff, the greatest relationship with the

students and faculty, and lived there, and my children

were growing up there in Claremont. I felt that it was

almost impossible to really leave Scripps, so I asked for

a leave of absence, and I said that I would like to get

the school started and as soon as possible train a director

to take my place.

Well, what of course happened was that it took a full

year to plan the school and to hire the new faculty, which

meant I had to have another year's leave of absence. Of

course, we planned the building, we planned all the new

courses, and it was a very exciting moment in my life. I

think that the staff we brought together in the beginning

were absolutely devoted to this basic idea of interplay

between the various facets of art training, the various

skills. At the same time, we were able to get the students

very excited about the idea of an artist being really

educated. It was a very tough thing, on the other hand,

to have to really let go the majority of the old faculty

and to remove from the school about 9 5 percent of the

students who had been going there. There were some stories

in that that are just incredible, if I ever told them, but

I think they are better left unsaid.

However, by the beginning of the second year, we had

started the new building. We were still working in part

of the old building, and we'd torn down the original front
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building, which was the old Otis mansion, where I'd had my

office. We built a part of a new building, where I moved

my office and started work.

We set the level very high, starting at the second-

year-college level. The requirement was that they should

have a minimum of two years of college or, hopefully, four

years of college. We were as tough in checking their

transcripts as any other college or university would be.

Then, of course, in addition to satisfactory work in

college, which proved to us that they had an intellectual

capacity, we demanded a strong portfolio. I think, con-

sidering the fact that we were starting from scratch, that

we had an extraordinary group of students in those first

years, because we kept the standard high. The county

agreed that we didn't have to fill it up with a lot of

bodies, that they were willing to let it grow. I think

we started with about eighty-five students, with a staff

of six major, full professors and about that many assistant

professors. It meant that we had a very high proportion of

professor-to-student, which I think is better education

anyway

.

In the main, it worked very well. It is true that I

probably made a few mistakes on appointments, because you

can't always know how a person will truly react, even

though they wish to agree in principle with the philosophy.

I made two or three appointments that didn't turn out right
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in the sense that they were basically such individualists

that they didn't really want to be a part of a larger team

concept.

GOODWIN: Who were some of the people you brought to the

school, some of the faculty?

SHEETS: On the first faculty, Richard Haines was head of

painting; Renzo Fenci was the head of sculpture; Peter

Voulkos was the head of the ceramic department; oh, the

man from Pasadena Junior College Cwho , I understand, is

back at Otis now) [Leonard] Edmondson, was the head of

design; and [Herbert] Jepson, who was a marvelous teacher,

was the head of drawing. Those were the key, basic, full

professors. I didn't even have an assistant. I didn't

have a dean, even. We started cold, and I worked very

closely with the staff.

GOODWIN: Were you teaching also?

SHEETS: I didn't actually teach, but I spent a tremendous

amount of time with the students: in conference, in dis-

cussion, in advice. I spent a great deal of time with

almost every student before they came in to the school,

and then I followed through with them. I did do quite a

bit of lecturing on my concept of the relation of art to

society and some art history. We had a top man from USC

in art history [John Braun] . He was one of the best

lecturers at USC at that time. We had a doctor who was

a brilliant man in anatomy. He's a good painter in his
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own right. He's a doctor, but he paints as an avocation.

He's an excellent painter. He taught anatomy—not in a

dull, pedantic way, but in a very creative way. He worked

very closely with Jepson. We had other people, like Joe

Mugnani, and we had other painters. I should get a list

and show you the list, but I can hand you that later.

GOODWIN: Did you bring anyone from Scripps?

SHEETS: No, I did not. I did not feel that it was right

for me to do that. Well, I did bring two or three of the

Scripps professors in—one on history—but not in a sense

of taking them away from Scripps. This was a matter of

their coming in, perhaps, for two lectures a week. I had

two or three people from Scripps that did that, but I didn't

take anyone from the art staff. I didn't feel it was right,

and also I felt always I was going back to Scripps.

Well, it took longer than I thought it would to get

this program into gear. I think it was about the third or

fourth year that I felt we were really beginning to move,

in the full sense. We had a lot of people in industry, a

lot of people in various facets of business, really looking

at our school with the thought that they could get a very

thoroughly trained person. Of course, out of that group

came young people like Tom Van Sant, who has done incredible

things all over the world. He was the second graduate. Our

first graduate was in ceramics, Paul Soldner, who later

became the head of the ceramic department at Scripps and
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is known now all over the world. I think the first thirty

or forty graduates were all people who really made names

everywhere.

Then, as so often happens, I think we developed a

combination of many things. For one thing, I had become

so deeply involved in my own professional work that I had

to give less and less time to the school, though I was

going there regularly and being in my office regularly and

running staff meetings and all of that kind of thing. I

didn't have the time that I had had in the beginning for

the more personal side of work with students, and I think

that the staff felt less unified because of that. I think

they became a little bit more self-contained as individuals

and didn't really, in the full sense, cooperate. They were

more interested in getting the best students in their classes,

and this is often the case. I feel as responsible for that

as anyone else.

Also, we had quite a division on our board about the

future support of the school. One member, who one time was

chairman of the board, felt that we should literally hand

this school to use for a dollar a year and let them take it

over and take it off of the county support roll. I certainly

was not happy with that thought, for two reasons. I felt

that use hadn't particularly distinguished itself in art.

They've had a good school of architecture, and they've had

a few good students come out of USC as artists, but I don't
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think it would have been the college I would have selected

anyway, if we had to go the route of selecting a college.

This became a real fight which split the board right in

half. The Otis Art Institute board supported me in the

main, although two or three members were very bitter about

the fact that I became a block to accomplishing this. I

might say that there were three members of our board who

were very closely related to USC : one lady whose husband

was on the USC board; the librarian from USC was on the

board; and the third person was an architect that did a

good deal of the work at USC.

GOODWIN: Why did Otis need a board?

SHEETS: Well, any of the divisions within the county that

are run as separate operations, in a sense, must have a lay

board appointed by the supervisors. Each of the five board

members appointed two people on alternating terms for the

Otis board. These people were, of course, then able to

check back to their supervisor and keep the supervisor

involved, and it was very important that they do that because

the supervisors sitting down there found it difficult at

times to explain to the lay public why they had to support

an art school. Now, if it had been an art school strictly

run for artists, I think there would have been a lot of

legitimate reasons why people didn't think it should be

supported. But we envisaged this school as serving the

needs of the county in a very direct way. We did not mean
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that every student that graduated had to go out and become

a servant of the county. If they had the capacity to

become highly creative artists and be utterly independent

and live in an ivory tower, we didn't in any way downgrade

this thought. But you don't have that many people out of

any society that necessarily warrant that kind of freedom.

I think that the Board of Supervisors thoroughly understood

when we made them rebuild this program, because I spent a

great deal of time talking with them, as I did with the then

chief administrative officer of the county, Arthur Will, who

was an amazing man. I did have full support of the five

members of the Board of Supervisors in all the early years

of the school

.

As the time went on and these splits occurred, par-

ticularly as the lady that I mentioned whose husband was

on the use board at that time was probably the most powerful

woman in Los Angeles, you could see that we had problems.

I left by resigning. I wasn't in any way asked to resign.

I left because I just simply couldn't teach anywhere any

longer. I had so much work and many necessities for travel

for my own business that I just couldn't continue. I stayed

six years. The last two years were filled with this

frustrating feeling that the school really wasn't being

supported as it should be by part of the board of governors,

and then in turn, the people they represented on the main

board.
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I've even heard riomors lately that they are talking

about completely removing support to the County Art Institute,

which would be the death knell for it. It's hard to conceive,

but I've heard this.

GOODWIN: What was the cost to the county while you were

director?

SHEETS: Our budget was very small, relatively speaking.

I can't remember, off the top of my head. I'm sure I have

it. I can get it without any trouble, but it was a low

overhead. There was no serious, major amount of money. It

would be such an infinitesmal part of the budget that you

wouldn't know it was there. But we did have a good staff.

We had fine personnel all the way through, from the

custodians up.

GOODWIN: Did you introduce the MFA degree or was that

already in existence?

SHEETS: I introduced it at Scripps, and we gave the MFA

degree at Otis. That was part of the plan: to start at

the second year and not give an interim degree, no BA or

anything that had to do with a fourth-year degree. We

were to go straight through for the four years and then

give an MFA, which really meant that the student was

equipped. They were masters of their craft and they were

able to go out and serve. Right after I left the institute,

they immediately changed that and gave the interim degree,

which I think is just valueless. Many students take that
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and leave, which means they're not even half-baked—they're

not trained.

Of course, we had another problem right from the

beginning, and that was to get the staff to really get with

this problem to the point that they didn't encourage anyone

after the first year, or certainly after the second year, if

they didn't really feel that the student was of the quality

material that should be there. I think if there's any

feeling I had about the staff that I selected, it was their

inability to really face that issue honestly with their

students. They became attached to them, as is normal in

any university or high school or college or anyplace else.

I think very often their hope that the student would do

better than he was doing often misguided them into carrying

him on. I felt that the grading was exceedingly high the

first year. It came down better the second year. By the

third year it seemed to make a little more sense. Many

artists, even though they've had some college and other

training, are not equipped to really grade as they should.

But the more we built those standards up, the better that

school became and the more exciting it became. As they

started to lower it, it went right back into another level

again.

GOODWIN: What should a grade tell a student?

SHEETS: Well, of course you have three systems: you can

grade or you can write comments or you can just say "passing"
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or "not passing." But I think the grade should tell the

student a certain amount. I think that if you follow the

present system of grading in most colleges and universities,

a B is a better-than-average grade. But I think that in the

mind of most Americans, B is the middle grade. Therefore,

it's really tough to start out with a C and call it average,

and then go down as you think you should. Of course, in my

opinion, those students that were getting below Cs shouldn't

have been in that school after a year because they didn't

belong there.

It was not like a private institution that had to live

off of its tuition. Our tuition was extremely low. It

since has been raised a great deal. It was very low pur-

posely, and I was able to get considerable amounts of money

for scholarships. So we never turned down a good student,

ever. I had plenty of people, including myself, that would

pay scholarships if we didn't have the money in the scholar-

ship fund. We'd work it out. And I'm very proud of the

people that came through in that sense.

But the idea that you can work in an art school for

producing people in masses I don't agree with. I think

it's impossible. I don't think it's true of anything else,

either, but just certainly in the art field. If the students

don't learn the fundamental things in the first two years,

they have no business to go into the second or the third

and fourth year. And this is what I think happened eventually.
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GOODWIN: As part of the MFA degree, a student worked on

a thesis or major project?

SHEETS: Well, yes. In the final granting of the degree

in their fourth year, the students worked primarily on

their own projects. They were freed by this time from

regular class requirements. They worked with the head

instructor in each field. They were almost apprenticed

to that person. I don't mean by that that they worked on

the professor's work. I don't mean that at all, but they

worked very close to them. The professor was expected to

give an exceeding amount of time—not just an occasional

passing criticism but to really launch the students into

major projects that would require a year to complete. The

final grades in the projects were given by the top staff

meiabers, at the full professor level. We, of course,

always had an exhibition of their work at the end of the

year. We were graduating at that time, oh, the first year

I think it was two, and then eight, and then sixteen. I

think we never did get over, while I was there, perhaps

twenty graduation students.

GOODWIN: What were some of the typical major projects?

SHEETS: Well, in sculpture I can remember there were proj-

ects that had heroic figures done sometimes in a very

exciting way. One young man won a Prix de Rome from his

master's project. Some member of the committee of the Prix

de Rome from New York was passing through and saw his
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exhibit and said, "Enter the competition," and he won it.

That was a really great feeling on our part. Others worked

on big sections of a mural or maybe a group of paintings of

a certain subject matter that they wanted to develop a very

rounded feeling about. It varied enormously.

Oh, we had a marvelous graphics department, which I

didn't mention. We had Ernest Freed, who had been at Iowa,

studied with [Mauricio] Lasansky, who was an excellent print

man. We had the first really good graphic thing going here.

Then UCLA, immediately following that, developed a very

strong graphic department for a while. I don't know what

they're doing now, but they had a very, very fine department

twenty years ago. They brought three or four people out

that were doing superb work. Graphics was almost a new

thing in Southern California at that time as a real division

in the arts, because it required all of the excitement and

background of design and drawing and color and all the rest

of it. We had big etching presses. We had lithography.

They worked in a variety of print media.

GOODWIN: Didn't you also raise ceramics to a new level of

importance?

SHEETS: Well, I think we started that at Scripps, definitely.

I thought when we brought Peter Voulkos out that we really

had hit the jackpot in terms of a ceramic program. In my

life I 've never seen anything like what Pete Voulkos achieved

in the first two years at Otis. It was incredible. He was
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at his height, as far as I'm personally concerned, in his

own work. His pots were magnificent. He could eat clay,

[laughter] He had a great spirit, and the students were

crazy about him. Then something happened. Pete became

disinterested completely in ceramics as he had practiced

it up to that point. He almost rebelled against everything

that was skillful. He started just taking house paint and

painting his pots if they had a low fire on them. He wasn't

interested in the high fire. He just became a completely

different kind of artist and immediately turned the depart-

ment around. It's an unfortunate fact that I had to let

him go after another year. The department was simply headed

for the rocks. The respect for the medium, for the discipline,

for what could be done in fine ceramics just went out the

window. And it was tragic. As I understand it now, Pete

is turning back towards his original view again. This has

been a long interim, fifteen years at least. He's done what

he calls sculpture, these enormous, mammoth things for many

years now. I'm sorry to say they don't impress me. They're

not things that have given me the thrill that he and lots

of art critics have felt about them. But I've heard recently

from people that know him quite well that he's become vitally

interested in reestablishing some of his great technical

skill and ability and imagination. I don't think anybody's

ever done a pot that's more vital and alive than some of

those early pots. They're just magnificent.
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But the ceramic department has gone on. It has a very

good woman there now, who is formerly a Scripps graduate,

as a matter of fact, Whitey [Helen] Watson. She is doing a

great job there as the head of the ceramic department. I

don't know enough about the other departments. Arthur Ames,

I brought in to head the design for many years, until he

reached the age of retirement, as did Dick Haines and

several others. I don't really know what the new appoint-

ments are, but we had a lot of good students and were

turning out a lot of exciting things for a period of many

years.

GOODWIN: Were you also involved in accelerating the gallery

activities at Otis?

SHEETS: Oh, yes. Well, I felt a gallery was absolutely

essential to the student body. I felt that we needed a

gallery, and we had a very good, well-planned, long-range

program where we brought what I think was a balanced diet

to the students. The curator for the gallery was Wayne

Long. We brought fine old things, great Oriental things,

the best we could get in all the fields of art. We had,

of course, very exciting contemporary exhibitions. We had

a series of brilliant shows over a period of many years.

After I left, those were continued for many years.

GOODWIN: Was there a gallery before you came?

SHEETS: No, no. We built the gallery. The only building

that was there before I came was one piece of the back
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building, just one small part of it, and then all the rest

of it we built. The gallery program, I'm sure, is still

going. I don't know what the score is today at all. I

think it's an important thing for students not only to see

fine things and have a chance to see them in and out every

day, but also to exhibit their own work so they could get

some sense of what it was like to be hung in a gallery.

We had great student shows as well as the MFA shows at the

end of the year. We always had at least two major shows a

year for the students

.

GOODWIN: Did the board at Otis provide any funding from

the private sector?

SHEETS: Quite a few members of the board gave gifts. It

was not a part of the regular budget. The Los Angeles

Times , through Mrs. [Norman] Chandler, gave a good deal of

money toward the library in the beginning. I think if I

remember correctly, it was in the neighborhood of $5,000

a year, which meant a lot to us, in addition to what money

we could get from the county. There were other people,

private people, and two or three businesses that gave us

considerable amounts of money, which we could accept grace-

fully for special uses: for scholarship, library, or

special exhibitions. We needed help quite often. Several

of us gave a great deal of help to the exhibitions because

they're expensive and it took a lot of time and money.

GOODWIN: Was the Chandler family as actively involved as
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it might have been, considering that they're the descendants

of the Otis people?

SHEETS: Well, before I accepted the position, I went to

see Mrs. Chandler, Mrs. Buff Chandler. I told her exactly

what it was that we wanted to do. She had been on the board

formerly, as I think her husband had been at one time. But

she was not a member of the board, and I asked her first of

all what she thought of the program. I must have spent two

or three hours with her at her home, in those days in Arcadia.

After she showed a real sense of enthusiasm, I said, "Well,

I would be willing to go forward with this program, now that

the county has asked me to do it, if you would come back on

the board." She agreed, and she did. Whoever the super-

visor was— I can't remember which particular supervisor

appointed her, but he was delighted to do it because they

were very happy to have her serve. She was right in the

middle of getting the Music Center [of Los Angeles County]

going and was right in the center of all the things in Los

Angeles. For the first three years, she couldn't have given

more wholehearted support than she did. It was when this

change of heart came about, about USC , that that support

dwindled.

Unfortunately one of the members of the board that I

have not mentioned, who also wanted this whole thing changed

to USC, was Howard Ahmanson. He was the man I was working

for primarily on the outside. He also was a member of the
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use board. I had to go through the agony of telling the

four of them I thought they should resign because they

made the statement that they didn't feel if anything

happened to them or they had to go away from the board

that the school would be able to stand on its feet. They

did resign before I left, and the school did stand on its

feet. I'm very sorry that I couldn't have stayed on to

see it stand on its feet permanently.

GOODWIN: Do you think that Otis has a different role today

than it had in the past?

SHEETS: Well, I have a strong feeling that when you leave

a position, you should not go back and make people feel

that you're blowing hot breath on their neck. For this

reason, I have not been to Otis. I don't go to Otis. I

don't solicit information about what's going on at Otis.

I can't help hearing a great many things, and it doesn't

seem to me that the program that we started is being carried

out at all at the present time. I think it has become more

like a typical art school or a typical college art depart-

ment, where they're interested primarily in teaching taste

and teaching contemporary fads in art, rather than saying,

"We're going to give you the background, if you have the

ability to develop your own concepts and your own styles."

This is the way it should be done. But we're talking about

probably the most important argument that there is today in

the art world: the difference between the ways and ideas
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about how you should train an artist. I just don't agree

with the present philosophy. I'm afraid that Otis has

gone around and isn't any different than most of the

departments. I told you that already about Scripps.

GOODWIN: Right. I'm thinking, though, that there are so

many more art departments everywhere throughout Southern

California. Cal Arts is reorganized and has its own new

campus, and the same with Art Center School. I'm wondering

whether Otis really has a clear function anymore as long as

it continues to do what it has.

SHEETS: I doubt it very much, and I think it will come to

a head shortly. I was asked to stay on the board at Otis,

which I did for three years at least after I resigned as

director. It was during this period that I was on the

board that this big mix-up took place about USC. When

Mrs. Chandler resigned, her daughter-in-law [Marilyn

("Mitsy") Chandler] was appointed. Well, her background

in art is not exactly the deepest. I do not say this in

disrespect to her as a person, but I cannot believe that

her immature judgment about art and art training should

have dominated the changes that have taken place at Otis,

but they certainly have. She wanted a very contemporary,

very active expressionist, modernist—or whatever ism you

wished—to become the director and to switch the school

over completely. I think that this is what's happened.

They have suffered, really. The people who had been on
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the original staff suffered through their final years

before they retired, because they were being pushed out

in every way. They became unhappy, and certainly the

school doesn't reflect any of the original direction.

Then after Mitsy Chandler had succeeded in completely

destroying the old concepts, she resigned. I think it's

very tragic.

GOODWIN: Was there anybody in the county government who

was particularly sympathetic to the idea of the county

supporting an art school, other than Supervisor Ford?

Was there mostly a great deal of hostility?

SHEETS: I never felt that people were at all hostile

toward me, but I felt that they questioned very much the

idea that the county should be in the business of running

an art school. Arthur Will was very much for it. He was

a man that had some background. He knew that cities reflect

the state of mind of the people, and if you do not train

artists, you don't train designers, you don't train creative

people, your city isn't going to be creative. It's just

inevitable. Through Arthur Will's support and John Anson

Ford and some of the other supervisors, not including Kenny

Hahn and one or two others who were against anything except

their own pet projects, we had some very strong support for

many years. Even Mr. Ford's successor [Ernest E. Debs] was

very strongly behind us. A list of the members of the board

would clearly point out the fact that the board was very
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divided. [Warren M. ] Dorn was very much for the County

Art Institute. The man at Long Beach [Burton W. Chace]

who died was very much behind us. I think at first Kenny

Hahn was the only one that really picked on the idea.

Then that seeped down through.

The civil service people were very interesting to

me because I had to spend a great deal of time with them

to get them to understand the kind of appointments we had

to have. At first they were pretty cursory in their

approach to the problem, but as I spent time with them, I

found them not only quite sympathetic but I think we had

extremely strong support from them. When they understood

the level that we were trying to seek, they couldn't

attach that to just some little talk about art. The moment

it became a matter of how much real background and experience

and what the person had been doing with his life in relation

to society, they understood that very quickly. I felt, in

contrast to many people, that the civil service people were

among our strongest supporters.

I used to, of course, go to lunch with the heads of

all the county departments every three months at an off-

the-record lunch. I enjoyed thoroughly meeting the fifty-

two department heads. No supervisors were present. Arthur

Will, as chief administrator of the county, was there

always and the man that followed him. There was strong

respect within the group of department heads for what we
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were doing in art. I talked to them many times at their

request about our program, and they were really enthusiastic.

The decline in support of Otis by the county didn't happen

from any pressure, really, from the county. I think it

happened just because the board of governors of the institute

were lazy and felt that they wanted to dump it onto somebody

else's lap.

GOODWIN: I've been trying to compare in my own mind the

experience Otis had with county government and the exper-

ience that the County Art Museum has had, because I know

that in some sense the art museum has been a stepchild of

county government, and it just doesn't fit.

SHEETS: It doesn't, and the Otis Art Institute didn't

until I started this new program. While that new program

was going full blast, there wasn't a problem. As the

program seemed to slip away and down into the ordinary

kind of a program, then it happened again. I can under-

stand that.

I think you do know that I was on the Cal Arts board

when it was organized. Of course, here's a case where the

county isn't interfering at all because it was all private

money. We didn't talk about this before, did we?

GOODWIN: No.

SHEETS: Tragically, Walt Disney died at exactly the wrong

moment. Of course it's wrong for anyone to die, I suppose,

at any moment. But as far as the school was concerned, he
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had built up so much feeling about this school and had

given so much attention to it and had stimulated a lot

of his friends into believing in this thing, and he died.

On the first board, there were only one or two of us that

really had any sense of what an art school was about. The

rest of the people were nice people, very good people.

Some of them had been involved with motion pictures,

financing motion pictures. Others were technically

involved with motion pictures. Others were very serious,

public-minded, public-spirited people. But an art school,

that's something else.

Walt's brother [Roy Disney] was an amazing man. He

had the most marvelous spirit, particularly toward Walt.

The whole thing had been as much his doing as Walt's,

really, the Walt Disney Studio. But the older brother

felt that he didn't ever want a kind of a Warner Brothers

title to the organization, so it was always called the Walt

Disney Studios. But Walt could never have done the job of

creating the tremendous studio that he did had it not been

for his brother. So when Walt died so suddenly, and as

his brother was ten years older, he became somewhat

frightened at the idea that something might happen to him

before this dream of Walt's was realized. So the building

was pushed through far too rapidly. It had been planned

and discussed by an architect and by Walt for years, but

then there was no one there to really curb the architect.
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Suddenly the plans became infinitely more important than

the program or the kinds of students they were going to

have.

The tragedy, as I look at it, is that here was a great

idea, with a tremendous financial backing, that just had to

have a birth not as a normal six- to nine-pound child, but

as an 800-student-body , full-grown institution. The entire

act of finding staff, searching for heads of departments--

and the whole thing was done without real regard to clear ob-

jectives of what Walt had envisaged, which was a very

simple idea. He said, "As a man that's been involved with

motion pictures, which is a great media, where all of the

arts are used, where we have music, writers, cinematographers

,

cameramen, and all the different crafts, I know, obviously,

that we can hire experts, but they're experts who don't

know anything about the other experts and what they're

really trying to accomplish. Even the director doesn't

always know how to pull these things together." The way

he described it was, "If we had a school where we would set

the level right at the top and wouldn't let anyone in that

didn't have some real ability, where we had schools of

music, of drama, of cinematography, of dance, and of the

graphic and applied arts, all under one roof, as the

students walk from one class to another, passing art

exhibits of students and others, they're hearing music,

and they're living in the dormitories with people that
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are in all the arts." The way he put it was, "Who knows

what kind of a form will eventually come out of such an

experience in the creation of a whole new concept of

cinematography and the motion picture as we know it today?"

Well, that was his dream. Though I said it and a few

other people who knew Walt said it very strongly, over and

over again, that's a hard thing for people that don't under-

stand to really comprehend the importance of. So the first

thing they did was to find a man who was very excellent in

the field of drama and who had had a lot of college and

university administrative ability and experience, and they

hired him. Then he listened real hard to each of the

people that he wanted to hire in the various fields, and

there was absolutely no unity to the concept at all. On

top of that, he hired a dean that just put a ring in the

director's nose and jerked him at will all over the place.

The school got off to such a bad start that it almost blew

up in the second year, after spending over $20 million.

Another terrible tragedy was that the board sat there and

voted to spend about $17 million of the $20 million for

capital expenditure, which made no sense at all. It did

build buildings that could house 800 people, but it didn't

provide most of the vital things: endowment for the staff,

endowment for the program, to assure it in any sense. It's

been a pickup game ever since. Even though the family has

put another $20 million in, it still needs a great deal of
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money for scholarships, for staff, and for all the other

things that are involved in running a big institution.

Now, if they had started out in a totally different

way, if they had started out with, say, two or three

disciplines, maybe an art school and perhaps a music school

or maybe one more, and built a part of a master plan, and

had perhaps twenty-five absolutely top students, the most

brilliant young people they could find, of any age--I don't

give a damn how old they are—and start a school on quality,

and then in another three years or four years added another

area, and had grown like that—the money would have been

there drawing a tremendous income—they could have had a

school of strength. It's a tragedy to see people hiring

people to run any department who don't really know what it

is that that department is supposed to do.

I finally resigned from the board less than a year ago.

I spent, altogether, about eight years, some of those years

discussing the school with Walt Disney and with other people,

Long before he even wanted to have a board formed, we spent

a tremendous amount of time talking about this project. It

was very clear in his mind and certainly in my mind what he

had wanted to create . I saw them about to hire a man to

head the art department as bad as the one who had been

there before, and it became almost a confrontation problem,

again, between myself and the director, who I have a great

deal of admiration for. I think he's a very bright man.
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but I don't think anyone else I've ever met can know all

there is to know about music and cinematography and drama

and the graphic and applied arts and the dance. There's

so much theory mixed into all of it. I interviewed one

of the prospective appointees for head of the art depart-

ment, and I thought he was not only a charming man but that

he had a tremendous amount of feeling about art, so it

wasn't a personal distaste for him on my part. But when

I asked him some very simple questions about how he felt

a department should be organized, what he felt were the

basic requirements to insure a proper end product, it was

the same old laissez-faire attitude: bring them in here;

let them get around the people; it will all work out. And

it doesn't work out. I think if Walt were alive today, he

would be shocked as hell at what the institute is doing.

Now, I think this is not as true, certainly, in music.

I have a very strong feeling that music is being well taught

there. I think the drama department, after many difficult

starts and stops, is moving forward very strongly. The

dance has always been good. They've had excellent people.

But now you're talking about disciplines where there's no

bull involved. If you can't dance, if you can't handle

your feet and your body, you aren't going to function.

GOODWIN: There's a built-in discipline.

SHEETS: It's just a built-in discipline. Certainly in

music, unless you know something about your instrument
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and the structure of music—sure, some people read by ear,

but it's hardly what you build a school around. In art it

just seems to be the most frustrating thing in the world

to me that anyone who feels they've spent enough time in

the vicinity of art are automatically experts who know

everything that needs to be known about how you train

people to find out who they are. You can't find out who

you are until you have enough discipline back of you.

The fear of discipline now is frightening to me as the

philosophy upon which to build an art school.

These are strange days where education can be so

involved in plain theory and not really excited about

where this guy's going, Where's that gal going, what's

she going to do when she gets out of here? They don't

seem to care. I can't believe that that's education.

GOODWIN: You mentioned on one occasion that you're now a

board member of the Art Center School.

SHEETS: Yes, I've just become a. board member. I haven't

had my first board meeting yet.

GOODWIN: Oh. So you can't compare the experience there

to Cal Arts?

SHEETS: No, except by observation and by knowing members

of the board. I think Art Center could easily fall into

this pattern because the pressure is there from students,

though not as much as it was a few years back. But many

students today would rather be very clever and look very
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contemporary and look very much with-it than to feel that

they want to get down to the gristle and bone and find out

about something. But I think the tendency of the faculty

is, as I've watched it over the forty years of fifty years

I've been involved, that as an artist matures and develops

a great deal more taste, a great deal more knowledge of

art, a great deal more feeling about art, if they've grown

and continue to grow, it's very hard for them to want to

go back and teach the fundamentals. They're bored by it.

They feel like that is stepping backwards to them. So

they begin to twist the drawings or the paintings, what-

ever it is, into the kind of formula that they're interested

in. The kind of taste that they have, they like to impose

upon students. Now, that's a dreadful mistake, in my

opinion because I don't think anybody is so omnipotent

that they should impose their taste on their students.

Basically what's wrong is it doesn't give a student the

full set of tools from which he can operate with his par-

ticular quality of mind and particular kind of perception

and insight and then fully express himself. Students that

I've known over the years, whether they were in my class

or anyone else's classes, who really learned to understand

structure and other qualities, I don't have to be worried

about. If they have any art in them, it's going to come

out. You can't impose art, except superficially. About

the time they get out of school they begin to get a little

346





bit sick of art. After a couple of years of frustration

and no chance to move ahead, they drop it. And that's

wrong. That's absolutely wrong.

GOODWIN: Does a good art teacher necessarily have to be

a prominent artist?

SHEETS: Not necessarily. I think that I've known art

teachers who are extraordinary teachers, but I don't think

they're theoreticians. I don't think they're people who

have just studied and looked at art history. I'm speaking

now on the applied side, strictly. I mean there's a com-

plete world of art history and philosophy, which you have

your degree in. I don't have to explain that to you.

There's no quarrel between what you have had as a back-

ground and what I'm talking about.

GOODWIN: Right, I understand that.

SHEETS: I'm talking about a young person who says, "I

would like to be a practicing artist in my lifetime." Now,

I know teachers--I ' ve had some. I think Herbert Jepson was

one of the best examples that I know. Herbert kept avoiding

painting and kept avoiding making even exciting drawings,

which he had obviously the ability to do. But he became

so involved with teaching that he did not become a dis-

tinguished artist in his own right. But as a teacher, I

think he was one of the most effective I've known. He

taught what he knew, and he knew it well, and he taught

it with a great deal of taste. Now, you can't ask more
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from anyone than that. I think drawing should be taught

with good taste. But if you're trying to push taste out

beyond knowing how, that's bad. He didn't do that. He

taught damn well. I've known painters who can teach good,

solid, basic discipline that frees a person. But it's

just too bad that we have to have so many aesthetes running

around, all over hell, trying to teach the basic disciplines.

GOODWIN: Well, do you think far too many art professors

are bored being professors, and they only teach as a means

to an end?

SHEETS: I think they teach it partly as an escape, because

they can't make it on the front line. I think that what

you said is also true. I think that they are bored with

the idea that they have to do it to make a living. They

probably should thank their stars--although I don't think

it's good for society—that they have a job because they

couldn't make it otherwise, and that's what's wrong. Why

should people teach who can't produce? Now, I don't mean

that an artist necessarily has to work outside professionally

if he's a fine teacher. There's a tremendous need for a

teacher, and great teachers. I think it's just as important

to be a great teacher certainly as it is to be anything

else--and maybe more important in many ways because you

can touch more lives. But I don't think they should

expect to teach if they can't perform themselves. This

is what I'm talking about. This is what's happening.
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And, even at Art Center, I gather from talking to some

of the old staff members over there that I have known for

thirty-five and forty years--they 're very concerned about

this very thing that's happening to a degree in Art Center.

Now, it hasn't happened in Art Center in the same way be-

cause Art Center is so thoroughly oriented to going right

into commercial design and into industrial design that

there's not much chance for nonsense. But if some of the

teachers are going to teach less thoroughly by becoming a

little more concerned only with the aesthetic, then it

irritates the hell out of some of these people that really

know what they're doing. That's happening because a lot

of those people of this generation that are teaching have

never had that serious kind of training.

GOODWIN: Does Art Center represent the opposite extreme,

compared to a school like Otis today, in that it over-

emphasizes the commercial viewpoint and doesn't necessarily

emphasize fundamentals.

SHEETS: Well, I think Art Center does emphasize fundamen-

tals of technical disciplines. I think that they are

stressing, a little more all the time, aesthetic under-

standing, and certainly design understanding, which is

highly important. It is the design that is the aesthetic

side. But right now when a student or a family having a

young student comes to me and asks, "Where shall I go?"

or "Where shall I send my child?" I'm almost forced to
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suggest Art Center today. I have to make it clear that

though it's certainly oriented definitely to the commercial

and the industrial, at least you get some basic training

there, which I can't tell you you're going to get over here

or over here or over here. That's a lousy compromise. It

shouldn't have to be that way.

GOODWIN: Let's end this sequence on an upbeat note. How

do you possibly teach artists imagination, divorced from

technical skill?

SHEETS: No, I don't think you can teach imagination. I

think that you can point out very clearly that the artists

of the world who amount to anything and who've lived through

the various periods of art and who continue to be important

are loaded with feeling and imagination. That's the reason

that their work lasts. It isn't because they have only the

technical skills. Real imagination is freed, if you study

the history of art, by the most disciplined process of

learning how to observe and to perceive. The more one

studies the facts of life and the realities of structure

and the unbelievable nuances of color in life in every

aspect, the more your imagination has a chance to grow and

to blossom. You cannot conjure up what you haven't exper-

ienced. There's no way, in my opinion. The more you dig

into a subject, the more you begin to let your mind go and

fly. It's the most wonderful thing to me to watch, as I

have watched so many young people, who have gone through
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what looks like these disciplines, and suddenly they're

moving way out into space over there because this direction

made it possible for them to do that, this direction of

digging into the facts. You can't teach people to paint

imaginatively if they can't paint. You can say, "You

mustn't think that after you've painted every eyelash on

the butterfly and petal on the blossom, that that's the

answer. If you can do that, then maybe you can do some-

thing, if you have any ideas. Or if you've got some

feeling or if you have some imagination, you can express

it." I mean, that's the way it has to be put to them,

because that's the way it ends up being. People in art

who have had great imagination are people who weren't ever

stopped for one minute because they didn't know how to

paint or draw or design. They're people who were masters

of their craft, and that's why their imagination can soar,

[tape recorder turned off]

GOODWIN: We're going to discuss mural painting now. If

I remember correctly, your first exposure was as a student

with Tolles Chamberlain at Chouinard.

SHEETS: Right. I didn't even know what the word mural

meant. I didn't know it was as simple as a thing like a

wall. But when Tolles Chamberlain stimulated the interest

of several of us in the murals of the past, we began to

experiment. We had an old back wall where we painted

pretty bad attempts toward mural painting right there in

351





the school. Then a series of things just seemed to open

up. I was given a chance to do some very large panels in

a new beach club down south of Long Beach— I guess it's

Seal Beach now. I was very excited and talked Phil Dike

into helping me with these murals, and we did about ten

panels. I guess it was really one of the first jobs,

although I'd done one, I think, in the YMCA in Pasadena

before that and two or three other small murals. This was

the first thing that was, in a real public sense, a mural

commission. We worked in oil on canvas because that was

about the only thing we knew in those days.

Then, just after the crash of '29— I had come back

from Europe and I was happily married at that point, 1930

—

I was given a very large commission to do some murals for

the Hollywood Savings and Loan. That was a savings and

loan that was part of the great Beesmeyer group. The

Hollywood Bank, the Hollywood Savings and Loan, and several

other big financial institutions were part of a big combine,

As laws have been passed since that time, it would be

impossible to have such failure. I worked very hard on

those murals and hired three or four men to work with me,

because there was a time problem involved and the panels

were large. It was the whole history of the motion picture,

which of course was in its infancy to a degree in those

days. But we painted them as they were then. The week

before I finished the murals, the crash really came, and
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not only was the Hollywood Savings and Loan unable to pay

my bill, which was about 8 percent of the whole contract

—

and I'd been paying labor out for months with what little

I could get together in those days—but my bank account was

in the Hollywood Bank. What little money I had in the

Hollywood Bank was frozen, all the same day. If you don't

think that was a dark Friday .... But, in any case, I

owned the murals, and they were pretty valueless to me. I

remember to this day that two of the fellows that worked

for me sued me for the last $200 apiece that they had

coming. And they knew that I didn't have the $200, not

having been paid for the job. Long before it ever went to

court, I borrowed the money and paid them off, but I thought

it was a really strange thing when they knew the whole

circumstance

.

Then I had a chance to do three big frescoes in the

South Pasadena Junior High School. It was the most

beautiful new school, designed by Powell and Powell. The

principal of that high school (Derwood Baker) was an

extremely forward-looking person and knew something about

me and something about the fact that I'd painted some

murals. He decided he would like to raise the money

privately to paint two frescoes in a courtyard. I had

done this work with Siqueiros that I mentioned earlier

and had done a few small frescoes. But I worked practically

every night for a whole year, with one assistant. We did
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our own plastering, and we did these two big panels. We

did one on agriculture; we did one on industry. They're

all figurative and very large. It was probably technically

one of the best things I ever did in my life. They were

true fresco, true Italian fresco—all transparent, no white

except the white in the plaster. We'd had a very exciting

time doing them, and I think the students were tremendously

excited and moved by these murals because they saw them

actually emerge slowly. Every night they saw a little bit

more. As you know, in frescoes when you paint, you have

to plaster the wall with a very dry plaster, and you can

work on it up to a certain point, the point when it

oxidizes; then it will no longer receive water or the pig-

ment, and you're through. If you aren't through, you have

to scratch off what you've done. Well, we had quite a few

bad evenings during the rainy season, although we had it

covered well enough with canvases and so forth. We could

keep fairly warm, but it was a pretty cool experience

working out there night after night. We'd start right

after a normal day's work and work until midnight or two

in the morning for almost a year.

The saddest thing happened after that. They were so

well received, and the students and everybody liked them.

They were well known at that time—we're talking about

1930 and '31, because it was before I went to Scripps.

I mentioned to the head custodian of the school, a
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marvelous elderly man, that there was a way of water-

proofing fresco if it did get a tremendous amount of water

on it. I had read about it, but I had never tried it. He

was worried about the elements, whether the rain and so

forth would do it damage over a period of time. It was

on the north wall, and it was enclosed in a court, and

though there wasn't much of an overhang, I don't really

think anything would have really eventually hurt them.

But I had read in a very proper book that if you took pure

castile soap and made a certain solution—practically non-

existent as far as soap was concerned; it's just like 1:500

or l:1000--if that's painted on the mural, that that produced

a permanent waterproofing process without in any way touching

the color, or hurting it, or making it in any way other than

the way it was. But I said that's something we should con-

sider maybe five years from now, if there's any sense of

this thing happening.

Well, without ever discussing it with the principal

or with me, and with the best of intentions, he destroyed

the murals. He mixed a very heavy solution that must have

looked like poster paint when he put it on, and it completely

destroyed the murals. It looked like someone had been pouring

milk on them for months. The color was destroyed. You'd

get certain images through, but it was absolutely beyond

belief. I didn't know this. I never heard a thing about

it. The principal changed, and he unfortunately didn't
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call me. Because if he'd called me, I don't know whether

there was anything we could have done, but there might

have been something we could have done. But he didn't call

me. Some general custodian of all the buildings decided

the thing was just to paint over them, so they painted over

them with cement paint, and I didn't know that for fifteen

years. It was fifteen years later that they called me back

and asked if there was any way of removing this cement.

Well, we had two experts dig into it, and we found

that even though we could remove the cement probably with

a great deal of cost, by picking at it with a small scalpel

for months, that the thing had been so destroyed underneath

that there was no value in it. That was a real disappoint-

ment, and the terrible thing is that I only have two very

poor little black-and-white photographs of these things

even as a matter of record. That was a sad experience,

and I never had any other like that.

After that experience I started painting murals in

various banks. When the big fair ^(Golden Gate Exposition,

1940] was held in San Francisco, just before the war

started, I did something like 20,000 square feet of murals

for four different projects. One major job was for the

exposition itself. I did six enormous panels, with big

arches at the top, sort of a history of San Francisco idea.

Then I did two jobs, one for the L.A. Chamber of Commerce,

a huge mural; I think it was 100 feet long and 30 feet high.
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It went around a half of a circle in a building, in a huge

room. I can't even remember all of the ones we did because

most of those were taken down after the exposition. Though

they are placed somewhere, I don't know where they are.

They were all on canvas and mounted so they could be

removed

.

But that's when I really discovered the problem of

managing a lot of people who were helping me and running

into labor problems for the first time. I got up there to

hang them, and they wouldn't let us touch them. We had to

go through the labor unions in San Francisco, which were

very tough compared to anything down here in those days.

That's now reached here, so we're getting into the same

thing all over. But it was a great experience because

there was about two-and-a-half years' work where I was

deeply involved with every facet of planning, designing,

executing, business relations, labor union relations, and

then physically getting everything up. It was a good

experience

.
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JANUARY 6, 1977

GOODWIN: Diego Rivera was working for the San Francisco

exposition.

SHEETS: Yes, he did the big job at the stock exchange,

and also he did a beautiful panel at the San Francisco

Art Institute. Have you ever seen that?

GOODWIN: Yes, it's thrilling.

SHEETS: That's a beautiful painting. That was at his best

period, that and the things earlier, the ones I told you

about (or we discussed at least) , the Palace of Education

in Mexico, which very few people see. It's the most

extensive job he ever did, except that final one in the

main palace [Palacio Nacional] , but that became more

illustrative. In the Palace of Education, there must be

four major courts and at least twenty panels in each court.

They're probably twenty-five feet high and ten or twelve

feet wide. They're magnificent. They're the most brilliant

things in color I've ever seen him do and extremely beautiful

fresco technique all the way through. He's an amazing

artist. The last things don't reflect that at all. But

the fact that the Mexicans did come up here and Orozco

came up and did Prometheus at Pomona College gave a boost

to the whole idea of painting murals. And of course the

PWA project during the Depression was of great importance.
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We haven't discussed that, have we?

GOODWIN: No.

SHEETS: Well, I was on the committee in charge of the PWA

project in Southern California, and that was a great exper-

ience for me. I was young, but I was asked by Edward Bruce

in Washington, who was a painter that I had known; along

with Merle Armitage , who was the chairman; and Dal Hatfield,

who was my dealer. But that isn't the reason I was asked

to serve. Bruce knew all of us, and he knew that we knew

the artists, so originally there were three of us. We

received wires one morning. It was on a Friday. We were

to put 100 artists to work by Monday night. Well, of

course that couldn't be done, but it was a very exciting

thing. The three of us met, and we added two more people

to our committee, and we really went to work combing the

names of all of the artists who we knew that were operating

in Southern California who had both the capacity to do

things of importance and who also probably needed help.

It took us about a week, but we did get seventy-five or

eighty artists working within a week.

We had some of the most distinguished names in American

painting. Many who were living here then moved away, of

course, and lived in other parts of the country. There

were some very distinguished guys and gals. Lorser

Feitelson and his present wife [Helen Lundeberg] were on

the project. We had at least thirty artists that were

competent mural painters.
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So the first thing we did was to sit down with the

artists individually, and we offered them many opportunities.

We were running like mad in every direction. We were going

to schools, we were going to various public buildings, and

asking if they would be willing to have a mural painted, if

we did it through this project. And of course a lot of them

didn't even know what a mural was, and it took a long time

to correlate the ability that these artists had with the

possibilities. But eventually we had things in practically

all the public buildings here, done by very distinguished

people

.

Many of these things are still up and are very attractive,

A lot of them have been removed because the buildings have

been torn down or for other reasons. But it was a vital,

wonderful program. It lasted about two and a half years.

During that time we had people, of course, doing graphics;

they were painting; there was lots of sculpture. We did

tremendous numbers of big sculpture projects in parks, and

a lot of the things that are sprinkled all around Southern

California were done during that time, as far away as San

Diego and as far north as Santa Barbara, and all over this

part of the country.

GOODWIN: Were there many artists who were excluded because

they weren ' t good enough?

SHEETS: The only competent artists that were excluded

were those that didn't need help. The PWA project was
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designed to really assist people who needed financial help

during that period. Many of the artists had had a very

decent income, a very decent job in some instances, and

a lot of those things disappeared. They really were having

a hard time to support a family.

GOODWIN: What kind of payment did the artists receive?

SHEETS: Well, I'd have to look that up. It was adequate,

but it was certainly not extravagant. It would be probably

not unlike what Russia pays its artists in relation to

their society—maybe not as good, because in Russia today,

an artist, once he or she is approved in the city, has an

income which is probably close to about $500, which is a

lot of money in Russia, or was when I was there sixteen

years ago. I don't know whether it is today. I think

that these artists received in the neighborhood of $500

or $400 a month, which in those days was a great deal of

money. It was adequate. They were given money for materials,

and we bought the materials, I think, largely through the

project, the canvas and the oils or whatever the materials

were for whatever mural or sculptural project. But there

must have been at least 150 major projects executed during

that time

.

GOODWIN : Did you do any of them?

SHEETS: No. No. I worked the whole time trying to get

places to paint, and then we met with the artists at least

three mornings a week, which took a tremendous amount of my

personal time.
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GOODWIN: Where was the program headquartered?

SHEETS: We rented a vacant building on Seventh Street,

not too far from Lafayette Park. We had a good-sized office

there and enough storage space so we could store a lot of

material and store a lot of the paintings. As the paintings

would come in, we'd distribute them to schools and to various

public buildings. Whereas I never received any money for

working for the project—we were not paid as administrators

at all--I did do a couple of large lithographs, colored

lithographs, which I gave. We printed like 500 each, and

I keep running into these things at schools and places.

They were done way back in the thirties. I was able to

get quite a few artists to give some very important things,

sometimes an actual painting, sometimes a piece of sculpture.

All of us who didn't have to have that income—and I don't

mean to suggest that I had any money; I was pretty broke in

the Depression. We were having babies, but we had an

adequate amount to live on. I took time away from Scripps

and, in the early days, Chouinard to do this work, but it

was a great experience.

GOODWIN: Was there a neighborhood where artists tended

to live in those days, or were they spread out?

SHEETS: Los Angeles has always been too spread out. There

was quite a group around [Stanton] MacDonald-Wright, who

worked up in the North Broadway area. There were a lot of

studios where all the Civic Center now is. There was a

362





bunch of old, interesting buildings, and many artists lived

in that area, and they had studios there. MacDonald-Wright

had classes up on Broadway in a building. There were dance

studios up there, and I mean real dance studios, not just

where some guy goes to dance. There were little smatterings

here and there in Hollywood. There were a few up around,

oh, let's see, that park between Sunset and Temple, Echo

Park, near the old Aimee Semple McPherson temple [Angelus

Temple Church of the Foursquare Gospel] . There were quite

a lot of artists that lived right around in there. But

there wasn't really a center like New York. The city's

so spread out.

GOODWIN: It sounds, though, that there was a greater

feeling of camaraderie then than today?

SHEETS: The PWA project during the Depression certainly

did create a lot of opportunity for artists to meet. About

the only other things that brought artists together were

the old California Art Club and the old California Water-

color Society. The California Art Club was more of a

social club than anything else, although they did have

an exhibit every year. The Watercolor Society didn't have

social meetings, but they were a good society, very young,

and there weren't many members. I am one of the very early

members of that, and the older people in it were very good

watercolor painters, like Vysekal and a whole group that

had started it. It was a nice group, a national society.
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But the PWA gave all the artists an opportunity, who prob-

ably wouldn't have seen each other and had much to do with

one another, a chance to get together. Fletcher Martin is

the man I was trying to think of who did some very important

things in the federal building or state building, I've for-

gotten which. I think it was the federal building.

Leo Katz was an artist who was living here who had

been very famous in New York. He's since died. Of course,

he was in his sixties then. He was a very strong, almost

heroic, painter and lithographer. He did a couple of big

murals

.

One of the most modern of all of the painters in New

York, one of the most exciting contemporary painters, was

in this group. There were four or five of them that worked

as a team, and he was one of those. I can't think of his

name.

There were problems, too, because a few of the artists

wanted to be political. There's no question but what in

every group you get a few that are more concerned about

the political side of their expression than about the other

sides, the mural side or the decorative side. We ran into

that as a real problem because within the government, back

in Washington, we were told very strongly that this could

not be a vehicle for real communism or any other kind of

specialism. If an artist was a communist, that wasn't any

reason we shouldn't put him on the payroll, but he wasn't
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to paint communistic murals. Well, we had a few almost

knock-down-drag-outs with two or three—only two or three--

but it got pretty rough one time.

I remember we had one fellow who had a great deal of

ability, but he was obnoxious as hell. He hated everybody

—

not just the committee, he hated other artists. He didn't

think anybody else was an artist. I remember this great

guy. Merle Armitage, who wore no man's collar. He was a

very independent cuss himself and patient up to a point.

We had, I think, three meetings with this fellow and he

kept being more and more obnoxious. He developed a little

more of that each time. Finally he came in the third time,

and Merle had said this was the last time we were going to

reason with him. The fellow started a tirade all over again

about the fact that he thought he should be allowed to do

any damn thing he wanted to do. Merle said, "Well, my

friend, I'll tell you, when there's a cancer you get a

knife and you cut it out." He said, "You've just been

amputated." It was really funny the way he did it at that

time. It probably wouldn't seem as funny now. He really

meant it, and the artist was amputated. But basically

they were marvelous.

Some teams came out of the project that were quite

interesting, people that hadn't known too much about each

other. One of the greatest guys, of course, without any

question, was Lorser Feitelson, because he had been a
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teacher long enough and he had been an artist long enough.

He'd painted all over Europe. He knew his way around, and

he was not afraid to try anything. He took on, happily,

several young people, young artists who hadn't been out of

art school too long. Without really dictating to them, he

put them under his wing and helped a lot of them learn a

hell of a lot. He literally was teaching while they were

working. They were not married at that time, but his wife,

Helen Lundeberg , who paints under her own name, of course,

was doing some perfectly beautiful projects of her own.

Jean and Arthur Ames did a fabulous couple of mosaics down

at Newport Beach. They were extremely competent, and they

worked so well and so beautifully together. Later, when

Jean came to teach for me at Scripps, they decided to get

married in order to move to Claremont. But there were a

lot of interesting teams that came out of that whole period,

people who hadn't worked together before, and I think it was

a very good thing. I don't think all the art that came out

of it was great, but I think it was a marvelous, timely

thing. It was certainly better for an artist than to go

work on a road project or something else, which so many

people were doing at the same time.

It's hard for you to really visualize at your age what

the Depression was like. It was a discouraging period to

most people. They didn't know where to turn. I think the

start with this project was so fast due to Edward Bruce,
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who was a great friend of the president. He was a famous

lawyer and a very good artist in his own right. You prob-

ably don't know his work because he wasn't known out here

very much. But Edward Bruce was a very competent painter,

and he was very close to Roosevelt. He persuaded Roosevelt

and the then-head of the Treasury Department that this was

a good idea. He just reached out and tapped all of his

friends all over the country to set up these different

organizations, and almost overnight they did— I don't know

how many centers, at least eight or ten, maybe more. When

you think of starting to paint murals all within about a

month, right on walls, it was quite an undertaking. We

had very limited means, but I think it was great. Out of

it came a lot of good painters, all over the United States,

not certainly just here—painters that I know very well,

that I've known all my life, that I didn't know worked on

that project. Henry Varnum Poor and, gosh, I can't even

begin to tell you the people. It was a marvelous period.

GOODWIN: What was the next step in your mural painting?

SHEETS: Well, I think it grew out of the Home Savings

development, because it was the first time that I'd ever

had an opportunity to be so deeply involved with the

combination of the mural and the building. Just as an

aside, I think that probably in the history of our country,

there's never been an equal opportunity for any other

artist than what I've had in this Home Savings relationship.
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It's a commercial enterprise, obviously a free enterprise,

designed to make a profit. Due to the fluke of a peculiar

relationship between [Howard] Ahmanson and myself, we

started the first buildings.

I had never even heard of Mr. Ahmanson, and one day

in the mail I received a letter. It was written almost

like a telegram. It said: "Dear Sheets. Saw photograph

building you designed, L.A. Times . Liked it. I have two

valuable properties, Wilshire Boulevard, need buildings.

Have driven Wilshire Boulevard twenty-six years, know year

every building built, names of most architects, bored. If

interested in doing a building that will look good thirty-

five or forty years from now when I'm not here, call me."

That was the most amazing letter I ever received. Well, I

called him, and I could tell you some delightful stories

about the first meeting.

GOODWIN: Go ahead.

SHEETS: Well, I called him up and said, "This is Mr. Sheets

calling." He just said, "Interested?" I said, "Well, it

certainly sounds interesting." "Do you ever get hungry?"

"Well, yes, normally, about noon." "Lunch tomorrow?" I

said, "Great." He said, "My address is so-and-so and so-

and-so," and he hung up.

Well, I didn't know what the hell I was getting into,

but I went to this place down on South Spring Street. I

parked next to the number of the building he gave me. He
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said it was top floor. I went upstairs in the most rickety

elevator I have ever been on. I wasn't sure I was going to

get to the top, but I got there and stepped right out into

the worst sweatshop I have ever seen in my life. I've seen

in the garment areas things that look so much better, where,

at least, there was space for a human being to move. This

was a sea of desks and confusion like I've never seen in my

life and the most miserable lighting. Eventually a lady

came over and asked me if I was Mr. Sheets. I said yes,

being the only foreign-looking person in the place. She

said, "Follow me." Well, following her meant weaving

through a bunch of desks, turning sideways (and I was

skinny in those days), and slithering along, and eventually

getting around through a kind of figure-8 pattern to a door

into an office, which she opened, and I went in.

I saw a man sitting in his shirtsleeves, his feet up

on his desk, with a telephone, and he just nodded to a so-

called sofa. Well, in my life I have never sat on a sofa

like this. It was the old-fashioned kind that had loose

springs that hadn't been tied. The least you'd get is a

good goose out of one. I sat down, and I hit bottom

instantly. The room was covered with plaster that had

been so long up there that there were holes in it. It

was a sherbet green of natural-colored plaster which had

not been painted. The lighting in the room was ghastly,

and the drapes were terrible. The desk had a hole in it
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where his feet had been, I thought, what kind of a gooney

bird have I gotten myself with here? What is this, anyway?

In addition to that, he sat there and talked for thirty

minutes. He had never more than acknowledged the fact that

I arrived. I sat there, and I didn't know whether or not

to get up and leave, but this conversation went on and on

and on. It seemed to be very involved with business, and

it didn't make any difference to him that I was waiting.

Finally he hung up suddenly and stood up, reached back on

an old coatrack, pulled his coat off, and put it on, and

said, "Let's go." He didn't even say hi. Now we've got

to go through the figure-8 again, and we go through all

that same mess. We go back on the same elevator, down to

the bottom. I don't know where we're going, I suppose some

little joint on Spring Street. We walk around to the same

parking lot where I parked, and here's the most beautiful,

big, overgrown Cadillac I've ever seen, with a nice, colored

chauffeur. We get in the back seat, and he started out

towards Beverly Hills.

I still don't know where we're going—he didn't say

—

but we started a conversation that was so exciting. He

never discussed anything about the buildings at any time

and I certainly didn't. He didn't discuss anything about

the fact that I was an artist or why I was with him. We

just started on subjects that became more and more inter-

esting during the entire afternoon. We had a beautiful

370





lunch at the Beverly Hills Club. A lot of his friends

came by. I was introduced to them, they'd walk away after-

wards, and the conversation would go right back to wnere it

was. Neither of us knew that we'd reached five o'clock. I

suddenly looked at my watch, and I had had a three o'clock

appointment and nearly fainted. I knew this was a real job

[laughter] and I couldn't care about that appointment. Oh,

I nearly died. I said, "Mr. Ahmanson, I'm terribly sorry

but I've got to go. I've got to get to a telephone

immediately." Well, of course, the people I was to meet

had gone; they weren't in their office after five o'clock.

So he said, "Well, I missed one, too. I was supposed to be

someplace at three-thirty." With that we go out and get in

his car, and we're driving down Wilshire Boulevard, coming

east towards Los Angeles from Beverly. As we go by a certain

block, without even looking, he just takes his finger and he

says, "That's one of them." Then we go on clear down this

side of Western Avenue and, "That's another one." That's

all he said.

We got down to the parking lot, and all this time

there's never been one word about a building. I want to

tell you it was one of the most exciting afternoons I've

ever had. We talked about everything. I couldn't tell

you now what we talked about, but I know it was like

hundreds of conversations I had with Howard after that.

He was one of the best-read men I've ever known. He read
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every night until two or three in the morning. He couldn't

sleep, and he just read. He was a very exciting guy, if you

had him alone. In a crowd, he became a totally different

human being. He became more pompous, and he became a little

more braggadocio about his success and so forth. There

wasn't an inkling of that in this original conversation.

We got into the parking lot, and he said, "Your car

here?" I said, "Yes, it's right there." He said, "Do you

think you could put up with me?" I said, "Well, I don't

know what you mean." He said, "Well, do you think you

could put up with me to do a building or two?" I said, "I

sure can. It doesn't seem to me like it would be very

difficult because you've put up with me." He said, "All

right, that settles it. I want you to understand something

now: I don't want you to telephone me ever. I do not wish

to discuss these buildings with you. I'm going to let you

do one, and if it's right then we'll do the other one." I

said, "Well, Mr. Ahraanson, we've got to discuss budgets.

I haven't even discussed fees." He said, "You'll be fair

with me, and I'll be fair with you. The budget—that's up

to what you build. You build it like you were building it

for yourself." I said, "I can't take that responsibility;

no way I can do that." He said, "Well, then you're not

going to do the job." I said, "I don't even know anything

about the function. I don't even know what kind of a

building it is." He said, "I have plenty of people who
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can give you that information, but now listen, don't you

let them tell you how to design this building. If you

want to know how many bodies there have to be in the room

and what they do, fine. But don't you talk design to any-

one. I want nobody connected with it. I haven't got a

guy in my organization that knows anything about this.

And I don't. And I want it done the way you would do it

if you were doing it for yourself."

"Well," I said, "I've got to think about that."

Really, I almost shook all the way driving back to Claremont.

It was so utterly unusual. I'd done several buildings for

commercial people, and we'd always set budgets. I'd studied

the problems and presented the solutions, and then we dis-

cussed whether we could do what they wanted within the

budget. Well, none of that with him, no way.

I finally called him one day, and I said, "Now, I have

three different solutions, just as preliminary ideas for

this building. Would you be willing to look at these three

and even say you had a preference?" He said, "Well, okay,

okay." I took three sketches in of this first building,

and I set them down on this god-awful floor in this god-

awful office, and he looked at them. He walked up and down

the room for forty minutes, and he never said a word, not

one word. There wasn't a frown or a smile. He just

absolutely walked up and down. Finally, he went over, and

he picked up the telephone, and he called his wife. He
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said, "I'm looking at the goddamnedest building." He

said, "It's just going to be great." He wouldn't tell

me—he told her. He said, "I can't wait for you to see

it. It's going to be just exactly what I wanted." He

went on and on and on, and he talked to her for forty

minutes. Well, it was pleasant, but it was a little

embarrassing, too. Finally he said, "Well, could I borrow

that sketch tonight, and I'll get it back to you tomorrow?"

IlaughterJ I said, "Which one?" He said, "That one." He

never hesitated over what he wanted, and he took it home.

He sent it out special delivery the next day to Claremont,

sent a guy out with it, and with instructions that I was

to talk to so-and-so for my information.

I went in and talked to this fellow [Kenneth Childs]

four or five times and did get a lot of information. I

found out it was an insurance company and a few other

things, and I went ahead with it. When it was ready to

let the contract, I called this same guy and I said, "Well,

the building is all set, and the contract is ready to go."

He said, "Fire." I said, "Well, don't you want to know

anything about it?" He said, "It wouldn't make any

difference to me. It's what the boss wants."

So we built the building. I got down to the middle

of construction, and on my sketch I had suggested some

sculpture and one mosaic and so forth. By this time I

knew I wanted a certain man to do the sculpture, and I
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was going to do the mosaic, but there were some other things

involved, too. I had a budget for what the art was going

to cost. Of course up to this time I always thought of art

being completely separate, outside the regular budget, as

it always was presented to me by any architect and by any

client I'd ever dealt with. So I called him up. He finally

answered the phone, and I said, "Mr. Ahmanson, I know that

you've asked me not to bother you, but I have a really vital

decision that I think you are the only one to make. If you

remember on that little sketch that you saw, I just indicated

sculpture and so forth. I have now all the costs on the

entire art part of this job, and the cost will be so much,

and I want your approval before I spend that money because

part of it—the mosaic, of course—will be coming to me."

We were cut off the phone, cut off the line. I called right

back, and his secretary answered, and I said, "I was dis-

cussing the building with Mr. Ahmanson, and we were cut

off. May I talk to him again?" She said, "Mr. Sheets,

you were not cut off. He hung up. He said to tell you if

you called back that this is your problem." At that point

I thought, well, to hell with you, we'll do it.

GOODWIN: Right. [laughter]

SHEETS: So we went at it, and we did it.

GOODWIN: What was the additional cost?

SHEETS: Oh, it was nothing in those days— I think $37,000

for all of the art, which was a tremendous amount of

sculpture. Oh, boy.
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Anyway, when the building was finished and we were

taking the bullworks down, the wall along the street to

protect the pedestrians from your building and so forth,

it was on a Friday morning. I was planning to call him

that afternoon for a Saturday morning walk-through, because

he told me he wanted a turnkey job. The telephone rang in

the job office. I practically lived in that job office on

that job, and I had beaten everybody's ears down on costs.

He knew what he was doing. I saved so much money on that

building by making people think they were lucky to be part

of it. The telephone rang about eleven o'clock in the

morning, and I answered it, and he said, "Sheets?" I

said, "Yes." He said, "This is Howard." He said, "Why

didn't you tell me you were taking those barricades down?"

"Well," I said, "we aren't done with them. We're just

taking them down, and I had planned this afternoon to call

you and see if I could make a date with you tomorrow morning

or Monday morning, whichever was most convenient." He said,

"I'll be there in five minutes." In five minutes he drove

through the rear entrance into the most beautiful garden.

I had moved trees that were thirty-five and forty years

old. I had planted lawn by the method where you move turf.

The place looked like it had been there for fifty years.

There was a great court in the back where all the employees

could go out and have lunch, with a beautiful fountain.

There was a suite of offices for him and a boardroom.
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which was separate entirely from the big operation of the

insurance company because he was handling many different

organizations at the time. Then there was space for the

operation of the insurance company as well as a lounge for

all of the secretaries.

He drove in the back and parked exactly where I

designed for him to park. He got out of his car and stood

there, and his eyes just turned. You've never seen the

intensity with which he swept that whole courtyard. Then

he moved forward about twenty feet and looked down into

the sunken part of it, looked at it, turned to me, no

smiles, no anything, just blank, said, "Where do we start?"

Well, I thought we had already started, but anyway I took

him back through the rear entrance, which I designed really

for him, so he wouldn't have to go out through the main

office. I took him into the boardroom, where I had the

most beautiful fireplace and a sculpture as an integral

part of the fireplace, marvelous furniture, and a special

table that I designed and had built. I took him into his

offices. I even had beautiful models of fire engines made

that cost me two or three thousand dollars apiece. I just

wanted to make this so personal to him. And, oh, I bought

one of the greatest Japanese screens, one I wish I owned

myself today, that I hung in the boardroom. I did every-

thing as he had said, "For me." He goes over to his desk,

which was, boy, it was a Cadillac of desks. I designed
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every inch of it, and it had been built by Coliombia Showcase

Company

.

He goes over, sits down in this big chair, puts his

feet right smack up in the middle of that desk, and he just

sat there. It was forty-five or fifty minutes that he kept

looking around. There were beautiful recessed cases for

some of his yachting trophies and so forth. He just roamed

around there, no word, no excitement, no disdain, no "yes,"

no "no." Finally he got up and asked, "Where do we go next?"

We went through the whole building like that, a step at a

time

.

Finally we went out to what I thought was the most

exciting entrance to the building, the entrance lobby.

I had sculptured grills and all kinds of things. He looked

it all over, every inch of it, walked out the front door,

looked along the street, walked across the street, leaned

up against a lamppost and started to laugh. By this time

I'm mad. It was two and a half hours from the time that

guy had arrived; it was almost two o'clock in the afternoon.

He hadn't said one kind word, and he started to laugh. I

thought, well, you laughing son of a bitch, it's no laughing

matter if you'd spent a year and a quarter on a project,

and this is the reaction. He turned to me and he said,

"Millard, you know, I thought a lot of times when the bills

came in on this building that I was a little whimsical when

I said, 'Do it the way you want to do it for yourself.'
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But I want to tell you something." He said, "I am so

crazy about it, but that is only half of it. This is

going to make money, which 1 didn't plan." I said, "What

do you mean it's going to make money?" He said, "This is

going to sell insurance." I said, "Well, okay, but if you

like it, it's okay." He said, "I'm crazy about it. Start

the other one tomorrow." Well, that was our relationship

for so many years that it was really incredible. And of

course that's when I discovered that if you design a

building that requires art, they would have to use it.

GOODWIN: Right.

SHEETS: Secondly, he had the sense to know that it was

going to make business. Neither of us could believe the

attention that that little piddling building got. It was

on Wilshire Boulevard, and unfortunately we had to tear it

down when we built the big Ahmanson Center. There was no

way of explaining how the public reacted to that damn

building. It was incredible. It was in all the magazines;

it got awards, everything. It was just crazy.

So when we finished the next one, in the first ten

days after it opened, $19 million walked in the front

door.

GOODWIN: Wow.

SHEETS: The use of that money paid for the entire building-

the property, the furnishings, the landscaping, all of the

art—in the first ten days; it more than paid for it. The
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longest that any of those Ahmanson buildings have taken

to pay for themselves is six months. That's the longest.

GOODWIN: How many have you done since?

SHEETS: About forty.

GOODWIN: Forty!

SHEETS: So it is not an accident. I mean there's no

question but that the public responds to a kind of

presence, if you can create it. Now I have no illusions

about how good they are. I can tell you more about what's

wrong with my buildings than any other person in the world.

I can take the gaff that the architects and a lot of other

people throw at me because, number one, I've never compro-

mised, ever, on any building I've ever done. If they're

bad, it's my fault, not Mr. Ahmanson ' s or Home Savings or

anybody's else. I design them for a purpose, and I design

them with the best taste that I can put in them. I get

the best artists that I can, although I can't always get

the ones that I want. I know there's a challenge and that

it's the reaction of the public that's important. The

reaction has been so extravagantly good, in terms that

people just like to be identified with the buildings,

they like to go there and see the art; they like to feel

that it's a different flavor than they usually get. Now,

of course, there's been more and more of it done since we

did it in those early days, as there will be more and

more. But I think the astounding thing is that for
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twenty-seven years, even after Howard's death nine or ten

years ago, the company has gone right on with the same

idea. That's why I say I don't think in the history of

this country have there ever been an opportunity for an

artist to do what I've been able to do without trying to

sell anything or in any way trying to do anything except

what the client really wants. They need it. They know it.

There isn't any question about it.

This, of course, led to so many exciting things, such

as the development of a regular staff to do stained glass,

which we do in Pasadena. To keep the number of artists

that have been involved in these buildings that I've done

going full time with years of work ahead, with no question

about whether they have a job or not, it's a pretty exciting

thing that I've been able to do. The number of incredible

commissions that I've been able to give artists all over

the United States, not only for Howard Ahmanson but for the

banks in Texas and other places that I've done work, is

amazing, always because people traveling to California

saw these things, got in touch with me, and said, "We

need this down here," "We need this down there." One down

here leads you to another place and another place. I've

never solicited a job, ever.

It isn't because they're that good. It's because

we've tried to create something that people would feel

excited about being connected with. That's the only basis
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that can explain it. Howard and I were the most shocked

of all, in both instances, by the response to the first

two buildings. Then Home began to put out questionnaires.

They said on the questionnaires, "Why do you choose Home

Savings?" Well, a small percent, I would say maybe 8 per-

cent of people, ever answered questionnaires; but out of

the percentage that did answer it, 90 percent said, "Your

buildings look like you're a solid company. Your buildings

have a feeling that we enjoy. We're proud to bank in your

buildings." Now, you can't knock it. When some of the

architects call them mausoleums, fine. Don't they wish

they had a client that lasted twenty-seven years and went

on and on supporting what they did?

We're starting a whole new thing now that is going to

come out pretty soon. For twenty-five years at least. Home

Savings has given around $20,000 a year to San Francisco

and Los Angeles for their big art festivals. Well, those

things have been so badly run in most instances in the last

ten years that they've become obnoxious— I mean, really

bad. Now we have started on a totally new plan, where

I'm sure we're going to do something of significance for

the artist, really significant, on a level that will attract

a totally different brand of everything. It will assure me

the use of very exciting works in all of these buildings,

original works. Instead of buying reproductions and things

to put in the private offices and so forth, we're going to
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be able to use original works. And Home is interested as

hell in this, not in a kind of cheap, lip-service way.

Howard himself became an art collector, and so many

of the other people have become very involved as people

who demand art in their own lives and in their own homes.

Into a large number of homes, I've been able to get marvelous

things done by artists, because they come to me and they say,

"Where can I get these things?" Well, it's exciting. I

believe so deeply that if you are really anxious to solve

problems, that the problems are thicker and they'll come

to you faster than you can keep up with them.

Of course when we got really involved in these Home

Savings things we became excitingly involved with glass

and metal and wood and stone and mosaics. We have had

tapestries woven for twenty years. Where I want a sound

problem quieted down, instead of using hard material, I

use a tapestry. I designed a lot of them, and I had a lot

of them designed by other artists, sometimes from my own

staff. The beauty of it is that these artists have learned

to believe that there is a place for them. And they're not

doing compromising things. Anything you saw over there on

the floor today [in the mosaic studio] is the best that we

can do. If it isn't good, it's our fault.
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TAPE NUMBER: VIII, SIDE ONE

JANUARY 11, 1977

GOODWIN: Last session we began to discuss Mr. Sheets 's

work with Home Savings and Loan. He explained how, when

he was commissioned to do the first building, Mr. Ahmanson

was looking for a building which was much more interesting

than the ones he knew on Wilshire Boulevard. He was also

looking for a building that would be interesting thirty-

five years after it was built. What were the other criteria

he had in mind and others that you employed in designing

the Home Savings buildings?

SHEETS: I think that's a very good question, George. He

felt that in most American commercial buildings there had

been a lack of art--not merely in terms of perhaps hanging

pictures, but art that was integrated into the design of

the building, both in sculpture and in murals of various

kinds. His general reaction, I should say, to our sur-

roundings was that we were rather culturally deficient in

this respect. He believed that people would be very much

interested in the inclusion of the arts. He said, "I don't

have any idea how to go about it, I don't know where you

would go for artists other than yourself or whom you might

choose, and I think we should definitely, from the very

beginning, think in terms of including art—not in some

superficial way but in a way that would make the building
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more exciting and create a presence that doesn't exist in

most commercial buildings." He said, "Most of them are at

best well decorated by good furniture and occasional hangings

and reproductions and so forth, but I want something that

is really a part of the building."

So from the very beginning, I, needless to say, was

delighted to think of the building as being not a form that

you left a space or two and marked "mural" or "mosaic" or

something else in, but as a form that required these arts

to be an integral part of it. The sculpture was, of course,

related both in scale and material. Sometimes we worked in

bronze. Sometimes we worked in fired ceramic that became

an actual part of the body of the building. We also

carved, in many instances, right into the live stone.

We've worked in almost every way that you can work in

sculpture. We've had a great deal of work done in wood

as well as in bronze and metals of various kinds. We've

welded as well as cast. In mosaics we've gone the gamut.

I guess in a period of over twenty-seven years, we must

have done at least seventy-five mosaics in Home buildings

alone. But very often we had more than one facade in which

we've used mosaics. We've worked them inside the buildings

as well as outside. The response to mosaics is really very

exciting. People like the richness of the glass and the

vibration of the textures. And of course, the ideas:

we've nearly always used symbols that would symbolize
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Home Savings—the family, the home. Or sometimes if it's

an industrial area, or if it's in a highly recreational

area, we've tried to do subjects that seem to fit the

best we can into the area as well as to become architec-

turally right.

GOODWIN: Is there a formula you've developed?

SHEETS: I would say to a degree. And to a degree we've

been frozen, too, based upon the success of the early

buildings. The early buildings were phenomenally successful

from the point of view of the company or the corporation.

What I mean by that is that the public reaction was so

strong that the first Home Savings building literally paid

for itself in the first ten days of operation. We built

that building on Wilshire Boulevard in the heart of Beverly

Hills, right across the street on the same north side from

where they had been doing business for about nine years.

In nine years the old building had taken in approximately

$11 million in deposits. It was a very nice building, not

unattractive, but it didn't have anything specifically to

separate it from the other things on Wilshire Boulevard.

When we built the new building, we had both mosaic and

sculpture, and it had a different feeling entirely. In

the first ten days, $19 million walked in the front door.

Now, that was a great shock to Mr. Ahmanson, and it was

probably a greater shock to me because neither of us had

been thinking in terms of this being so important to
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business. But immediately it was apparent that it was

important to business. And as years went on, they made

many polls. They had customers fill out various kinds of

questionnaires. Out of the small number of people that do

fill out the questionnaires, some 90 percent of them said

the reason they came to Home was they admired the buildings

and had felt pride in banking in such a building.

Well, we got to the point where we couldn't knock what

they were saying. We had to accept it. That had a disad-

vantage because once that had been established, Mr. Ahmanson

was very afraid of changing the basic scheme of things.

That's why there has been certain repetition of using, for

instance, travertine on the outside, of using certain things

that have made the buildings always recognizable. Of course,

when I designed that first shield, which I designed just as

a symbol of Home Savings, I didn't know I was going to see

it twenty times a day on television and in some forty-five

buildings now. It's something that has become . . .

GOODWIN: A trademark?

SHEETS: ... a definite trademark. It's a logo that is

well established. The same thing with the mosaics. The

family theme I have wanted to break away from—not always

by any means, because I think it's a fine theme. The home

is absolutely what Home is all about, and I can't suggest

that we could have a better one. But on occasions it would

be interesting to deviate a great deal, just for a particular
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place or for some special purpose. But that's been rather

frozen.

The whole idea of monolithic buildings, I've never

been able to get them to give up. Lots of times I wanted

to use a lot of glass, say, on the north side of the

building. But they have gotten the feeling from the

public that they like the sense of security that these

buildings have had. I know lots of architects and designers

have made fun of them and have referred to them on several

occasions—it always comes back to me--as being rather like

mausoleums, but I think many of them wish that they could

design a couple of mausoleums that would produce the

incredible return, which is, after all, what an architect

or a designer is supposed to do, in my opinion. It is to

serve the need of the client.

At the same time, I have to say unequivocally that I

have never done one thing on those buildings to compromise

my own personal understanding or taste. If the buildings

are not good, it's because I lack whatever they lack. I

don't wish ever to suggest that the client has put me into

a corner. I've always taken the facts—the particular ter-

rain where a building is, the size of the property, the

budget that is involved, and the use of the building—into

consideration, and I have done the best job I can knowing

that those are facts I must deal with.

GOODWIN: So you don't try and cater to the public's image

of what fine art is?
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SHEETS: Not at all. If I catered at all, it's to my own

concept. It hasn't changed too much, although I would have

loved to have had more flexibility. One time, for instance,

I complained strongly to Mr. Ahmanson. I didn't really

complain— I just in a very enthusiastic way said, "Howard,

it's time that we grew a little bit. Let me do three or

four different concepts for this new building. It's a very

important building." He said, "Fine, go ahead. Let's see

what you do." I made four very complete designs for the

same building--that is, a building that had to go on one

spot--and I took all four of them in. He looked at them

with very serious thought. I know he gave them a great

deal of consideration, and he finally ended up by saying,

"Millard, I like all of them. But I'm not willing to

gamble, to change the image to the extent that three of

these buildings do." He said, "I'll stick with this fourth

one, which is a little nearer what we do. You can always

have latitude, but I just know that it's foolish for us to

get off of something that we know is right. The image is

established. Whether all people like it or not isn't the

important thing." [laughter] "Masses of people who put

their money there for security and for return are, after

all, the reason that we've spent the money to do the

buildings.

"

I think it's an interesting lesson. It convinces me

that to simply impose a personal artist's style or a personal
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artist's attitude upon all problems, regardless of what the

problem is, is not a good solution to a problem. I've known

some marvelous designers whose work I admire tremendously,

but many of the buildings are nonfunctional. They do not

produce what we're talking about here in the way of return

in a free enterprise system for an investment. In the

private home, that's a totally different matter, and in

many other instances you are not tied down. But in most

instances, you are tied down to the problem that someone

is going to invest in the building. They buy the land,

they pay for the building, and they have a tremendous amount

of money involved. I think it is the duty of the designer

to think out the needs and the solutions, recognizing that

if you are working with this part of the public or the whole

part of the public, which in this case we are, it makes a

difference how you solve the problem. I suppose if you're

doing a museum and you're appealing primarily to a certain

type of sophistication, that you might have a chance to do

certain things that you wouldn't have in a building like

this, although we have had astounding reactions from all

sections of life, and that's pleasing to me as a designer.

It doesn't tell me that the buildings are any better, but

I do know I've solved the problem.

GOODWIN: What are the various steps involved in building

a building, as far as you're concerned?

SHEETS: The first problem—and it's getting to be the most
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difficult headache of the whole business—is the limited

terrain you have. Of course it's becoming more and more

necessary to get a great deal more property to do the same

thing because of the controls now that are imposed upon

every building by new requirements. I'm not speaking of

the safety requirements of the building restrictions.

Building restrictions, I would fight to agree with until

the last dog was hung, because they're safety factors.

But when you get into aesthetics and into questions of

taste, the new kind of standards that are being set up

by, often, very young and inexperienced people, or people

who are strictly bureaucratic in their approach, become so

unreasonable. Whereas it used to take a matter of months

to get a building through a city, generally it takes a year

to two years today. The commissions seem to have little or

no interest in whether you ever get it through or not. It's

a strange period we're going through of bureaucratic control,

Now the parking problem has become, obviously, one of

the chief problems. I can't disagree today with the

requirements that are laid down by most cities for parking.

But it's astounding how much more property you have to have

for parking than you have for building: maybe four-to-one

or five-to-one or sometimes six-to-one, depending upon the

intensity of the area. These are all problems you have to

face. Before you can think about anything creatively, you

got to get a ground plan that takes up so much space. Now,
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we know that an office that is going to have, let's say,

twenty-four windows and eighteen new- account desks calls

for a certain-sized building. We know before we even start

the building that we cannot squeeze extra desks and windows

into anything that isn't big enough. So right from the

start we know the building's going to be, let's say, 90 x

120. That's just the building. Now, the moment you estab-

lish that the percentage of usable space in that building

dictates the number of cars per 100 square feet in the

building, so you have to multiply or divide or whatever it

is and get your number of cars. Then you've got to figure

ingress: where the city will let you come in or off from

the street. They're getting very much tougher about that

all the time, which they should, because of the safety

factors. I would never fight most of those problems. Once

in a while they're unreasonable, but generally speaking I've

found that that kind of an engineer is a person you can deal

with. They're not the bureaucratic boneheads that you run

into on the architectural design committees.

Most of these people came out of one school. I think

we mentioned this, didn't we? The new School of Architecture

at the University of California at Berkeley has been primarily

turning out city planners and people who have only one

interest, and that is planning the future of everybody

else's life. Most of them are not trained as architects,

even though they claim to be, and they have a very inner
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clique now that is operating in almost all the small cities

of California, and they're creeping into the big cities.

These people who have graduated primarily from that school,

where they have really been doing social planning more than

anything else, have become extremely arbitrary and extremely

tough to deal with. They've got so much support from the

ecologists today, the ecologists not understanding entirely

what they're supporting, but they get backing that gives

them the possibility of really putting people into corners.

I had a recent experience with one of these fairly

good-sized cities, in how one of these planners operates.

Now, you must go and see them perhaps two months before you

submit even your first rough, preliminary concept in order

to pay lip service to them and also to get whatever ideas

they will give you, which are very guarded because they

don't want to be responsible for anything that you do; they

just want to be a critic. That's easy, you know, if you

get guys coming back ten times, twelve times, or fifteen

times, and I made seventeen trips in one of these cities

before I got the design through. It was bureaucratic con-

trol, and never any advice, always criticism. It is getting

more arbitrary and more arbitrary. During the early stages

of that particular experience, I said, "Now, where are the

rules in your building setup here in the city that say this

has to be and that has to be and this cannot be?" He said,

"We don't have any of them." I said, "What power do you
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have?" He answered, "Well, if you want to get 'this thing

through the city, you'll do it the way we want it or else

you're not going to get it through. We'll create too many

roadblocks for you." Now, that's pretty threatening, and

it's pretty sad, too, and it's pretty shocking in terms of

our times. I'm not speaking only about my problems; I'm

speaking about every single architect and designer I know.

They are just going crazy.

Then, of course, the Coastal Commission was infinitely

worse. That added a totally new dimension to the problem

because they were taking upon themselves responsibilities

and decisions that they were absolutely out of range on.

They didn't know what they were doing, and they were so

arbitrary, and they stopped more good things from happening

than you can believe.

You have to consider all these things in answering your

question, which was, "What are the first things?" Well,

first you have to be sure you're meeting all the standards--

or not even standards; they're requirements. Sometimes

they're good standards, and sometimes they're arbitrary.

Well, then, from that point on, the fun begins. Then

it's really exciting. You say we're going to work in this

area along this line because it fits into the community. We

don't always copy the style of the other people; I don't

mean that. But I wouldn't want to put a very polished

granite or marble building in the middle of an area that's
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surrounded with a bunch of brick and wood and plaster, though

sometimes we do. Even in those areas, if we have a separate

site that's so completely by itself, with nothing around it,

we can do it. But we try to fit in, not only in subject

matter for the art end of it but in the materials we use.

We're doing a building right now that is going to be a

dark brick, which we haven't ever used before, because the

buildings around it are mostly dark brick, and we like to

fit in. We don't want to be a sore thumb. On the other

hand, we're not going to lose our image, either. We're

going to keep the forms that will make it work. So your

function is first, after you get all the long-range planning

out of the way.

After you get the function inside operating, then the

outside nearly always grows pretty simply and clearly—the

choice of materials, the size of openings, the amount of

decoration—and then I'm always involved completely with

the planting as well as the furnishings.

GOODWIN: Do the people that work for you do the plans?

SHEETS: I do all of the designing, every bit of it. I

detail everything, but I have marvelous people working with

me who put it all down in final working drawings. In the

old days we did everything. At one time I had four archi-

tects working for me and about ten draftsmen and engineers.

We did the whole thing right in our office. But as time

has gone on, I have been working with Home Savings in a
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new dimension. I'm now the director of their design program.

I still design the buildings, and I have my own staff. I

have two architects, who are excellent collaborators with

me, and they finish up the preliminary phases of the design,

which I present to the client. When those are approved,

then I associate with an outside architect, generally in

the vicinity where we do the building. If it's in the north,

we try to work with architects in the north, for obvious

reasons: it's good for them, they know the problems, and

they can take the plans in and push them through the building

department. They can do the supervision in the early part

of the work, when you're excavating and putting in all your

rough framing and steel and all that. Then I do all the

supervision for the final stages, when we put in all the

final finishes and the landscaping.

GOODWIN: Is there a so-called art budget for each building?

SHEETS: Well, fortunately. Home Savings has never ever

wanted to segregate it. Now that's not true of most cor-

porations, believe me. That's why I think Home is so very

unusual in having continued this approach for some twenty-

six or -seven years now. They've never backed away from the

idea that the arts were essential, since they proved to be

good in the first two or three buildings. They have never

backed away from this. And even though Mr. Ahmanson died

ten or more years ago, his nephews, Bill and Bob Ahmanson,

and other members of the board who've carried on have never
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wavered, really at all, in the idea of the importance of

the arts. We don't really have a set budget. They know

that I am going to use it only where I think it's going to

do us the most good. I would never just pad it with any-

thing, but wherever I think that we can get a good public

response to catch attention, we'll use it. We do probably

as much on the outside as we do on the inside, if not more,

for that reason: that it gives the passerby a sense of

what is going on inside, and inside, we make it as beautiful

as we can.

I can't overstate the importance of the landscaping,

because we try, when we open a building, to make it look

like it's been there for fifteen or twenty years and not

like it's a freshly planted building. We buy beautiful,

big trees and spend a great deal of time and a great deal

of money moving them. We bring them into the community as

though they've really been established for a long time.

People appreciate this very much, the public as a whole.

Certainly it makes it more fun for me because landscaping

is just as much a part of the building as all the interior

furnishings. That's why I do them all in my office.

GOODWIN: Can you give me some idea of costs? What do you

spend on mosaics and sculpture and things like that, com-

pared to the overall expenses?

SHEETS: Let's just take one figure, for example. Let's

say the building costs a million dollars. Of course in
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the old days, our buildings didn't cost anything like that.

The first building we built in Beverly Hills, I know that

we built for under twenty dollars a square foot, including

all of the art, but that was twenty-six years ago. Our

buildings today run probably in the area of around thirty-

six to thirty-eight dollars, including the art, per square

foot. I would say that, on a million dollar building, we

would probably spend in the neighborhood of $80,000 for

art. Now that would include the mosaics. It would include

whatever murals or tapestries were inside, and it would

include stained-glass windows.

We use a great many stained-glass windows. I did it

sort of as a fluky idea in the first building because I

always wanted to make a stained-glass window, and I thought

it would be fun to do a window showing different periods of

barter in the ancient days. I never thought I'd be doing

more than one of these things. I used the theme of money

and bartering, and the development of money. I had some

beautiful engraved glass panels. Then I had bartering done

in stained glass as a frame around these money symbols,

from the ancient Egyptian coming on through into all the

different cultures. Well, the response to stained glass

was surprising. I'd always thought of it as being primarily

something that would go into a church or a synagogue or in

a building of that kind, but not at all. The public just

simply reacts to the stained glass as a most exciting sort
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of a thing. I think the color is what does it and the

brilliance of the glass. There's hardly a building that

doesn't have major stained glass. I've just finished one

in San Francisco, and I saw the glass up in place last

Friday. It's probably fifty feet wide, though it isn't

completely solid--there are some clear, interesting spaces

in it—but it's about thirty feet high. Now, that's a huge

window.

The most exciting thing about these windows to me is

that one of the young ladies [Susan Hertel] who has worked

with me for twenty-four years does all the stained-glass

designing now. She does all of the execution of it along

with the glass man who's been here in Pasadena a long time,

John Wallace. She makes the original design in color on a

scale sketch. Then she blows the thing up full size into

a full-size cartoon. Then she takes the cartoon, after

having broken it down into every shape of every piece of

glass and all the leading and everything else, into the

Wallace studio, and she picks every single color out of

probably more than a thousand colors which she has there

to select from. Then after the glass is cut and mounted

with hot wax on a huge plate glass she goes in and does

all of the painting on the glass, freehand, just looking

at her sketch. She's a master, really, at both the drawing

and design. Then after she finishes doing the painting,

the glass is fired. That paint that she uses is not paint.
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of course; it's really a black glass powder, and it's put

on with sugar water, which, mixed with this glass powder,

makes a thick little paste that you can paint with. Then

when that goes into the electric kiln, it fires and becomes

an integral part of the glass. It can never be removed;

it's a finished, permanent thing. Then it's leaded and put

into the window frames and then taken out on the job. It's

a complete process. But that's become one of the most

fascinating things in our buildings, I think, from the

public point of view.

We work very much also with tapestries, and people do

respond to them. Those are woven either in Aubusson in

France or in Portugal. We've done a great deal of work

with tapestries.

We also work in ceramic tile; we've done some huge

murals, both at Home Savings and in other places. I

developed some special glazes with some very fine ceramic

engineers over a period of about nine years when I was the

head of design for the Interpace Corporation. We were doing

experimental work, and as a result of that, we were able,

literally, to paint in glaze, which is something that's

never been done before by anyone. There have been marvelous

things done in Persia and all over the world in clay and

tile, but the glazes were all underglazes, meaning that

they put on a kind of a slip glaze, and it was all fairly

narrow in color range. They did get some beautiful blues.
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brilliant yellows, and reds, but they were slip glaze and

they were very low fire. Then on top of that they put a

shield of glass painted on, which, when fired, protected

this slip glaze. That's a technique that's ancient. It

goes back a couple of thousand years at least, probably

more like 3,000 or 4,000. But for the first time we were

able to develop a full palette. Any color that you've

ever seen in paint, we were able to develop and to make

a one-fire proposition out of it, which was just unheard

of before. For instance, they could never fire the best

reds at the same temperature that they would fire a blue.

One or the other would give up the ghost and disappear or

turn into another color. It took us years to do this, but

we developed it. What these ceramic engineers did is an

incredible accomplishment. They accomplished it mainly

because I goaded them into it, and also they had the com-

pany to back it and they spent hundreds of thousands of

dollars in research on this project. So I was able to

take advantage of those things, and we've done some big

ceramic murals.

GOODWIN: It sounds like many of the media used in Home

Savings buildings—stained glass, mosaics, tapestries

—

are media of, as you suggested, the medieval world,

churches and so on.

SHEETS: That's right, that's absolutely true.

GOODWIN: But on the other hand, I'm reminded of the fact
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that Picasso and Miro and Matisse and Chagall and Leger,

all these people, have revived many of the same media.

SHEETS: Absolutely. I think that's the exciting thing

about modern painting and modern art. When painting became

so completely photographic, as it did toward the end of the

nineteenth century, and modern art developed as a revolution

against that slavery to the eye, along with it came a

tremendous, renewed interest in primitive art, as you well

know, influence of the African art, the influence of the

early, early, early Renaissance and before, going way back

into archaic Greece and archaic China and everywhere else.

I think that, naturally, as the artists went back for

inspiration—and they did, no question about it—they became

much more concerned with the beauties of Byzantine architec-

ture and Byzantine sculpture and Romanesque, and also in

the materials in which these great art works were expressed.

There has been a tremendous revival

.

What makes me sad is that it isn't an integral part

of education again. Now they do teach a lot of ceramics,

but mostly a very limited view of that field. It's not a

limited field—it's a fantastic field. They do teach

occasionally a little bit of piddling stained glass. Most

of the sculpture is abstract and welded or carved out of

wood or something. But to get back to the point where they

make people free, they just aren't doing enough of it,

because these materials mean extra opportunities for
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artists. The more materials you work in and the more you

understand and master, to a degree at least, the more

exciting your possibilities are as a human being, as an

artist to meet special needs.

I remember all my life that people have come to me

with problems that were completely outside of my realm.

It's appalling if you're reaching out how these things

come towards you without any soliciting on your part.

I've always felt it's an exciting challenge. Well, how

did an artist handle this material? The only way to find

out is to do it, and you do it. I think I described that

to you in painting fresco. I'd never painted a fresco

until I won a competition, and then you read a book and

figure out a few logical things and you go about it. But

that should be part of an artist's education.

GOODWIN: Which of the several Home Savings buildings have

you enjoyed doing the most? Which are the ones you think

are the most successful?

SHEETS: Well, from the point of view of putting ideas and

building and function together, I think maybe the one in

Hollywood. The one at Sunset and Vine is a good one because

there we happened to have a site which was the particular

site where the first full-length motion picture was made

in Hollywood. So without having to search too much for

themes, we decided that we'd make motion pictures the theme

of the art in the building. I designed a semiabstract
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arrangement on the front of the building, underneath the

overhang. I made some very simple stripes of figures with

an organic sort of a movement through them. Then between those

were black granite panels, vertical stripes that had hundreds

of names carved into them in gold of the great stars in

Hollywood. So it's a little bit like the history of Hollywood,

just to go stand in front and read the names. But between

the names are many portraits, full-length figure portraits

of some of the greatest stars. This was a hell of a problem

because it isn't too difficult to cut a head or do a figure

in mosaic, but when we found ourselves trying to do por-

traits of people that everybody in the world knows through

motion picture, it was a hell of a challenge. It was very

exciting because I think we did keep them as works of art,

solid and simple. At the same time they do work, and people

do know who they are. There are some of those also on the

rear side of the building.

On the interior. Sue Hertel , this young gal whom I

mentioned worked for me, did a stained-glass window that

I think is one of the most exciting windows, one of the

best I've ever seen. We were fooling around for ideas or

subject matter, and I said, "Sue, I've got a great idea,

the chase. All of the early pictures somebody was chasing

somebody. The Indians were chasing the cowboys and vice

versa, and in the Mac Sennett comedies, everybody was

chasing everybody. Buster Keaton was being chased. Even
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Moby Dick was being chased. Let's do it like a series of

film strips, some big and wide and strong and some narrower,

and we'll show the little perforations along the edge of

the strip to suggest that it is film. Then in a very

abstract way, let's do this whole window just full, again,

of the kind of thing that made motion pictures what they

were in the early days." That's one that everybody admires.

It's been reproduced in all sorts of magazines all over the

country. The tourist agencies run busloads of people out

there every week in Tanner buses to look at the building

because it's a kind of a landmark now. I painted a mural

on the inside with the theme of the actual shooting of the

first full-length picture ever made in Hollywood. That

building has become a kind of a landmark in many ways for

a lot of people.

It has a big pool out in front, and I was able to buy

an early [Paul] Manship sculpture which he did for an estate

in Delaware. Some of the owners died, and we were able to

buy the sculpture. We had it in storage for about six or

eight years before I decided how to use it. I built a

special fountain on the corner, a great place for hippies

(in the worst of the hippie days) to wash their feet, but

finally they outgrew that. But it's a fun building.

Of course, the original building I like. But there

are many; they're so different.

GOODWIN: What is your role in designing a mosaic?
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SHEETS: 1 have designed most of the mosaics myself com-

pletely, and Sue, in these latter years, has done a few

mosaics herself. She's marvelous. She does the most

beautiful work. But I've designed most all of them, which

means that I make a small sketch, a color sketch in scale,

an inch to a foot. I then blow it up full size. Sue has

always helped me tremendously on the cartoons. We work

together so closely that we don't know where one works and

the other leaves off, really, we've worked so long together

Then with my color sketch she goes into the mosaic studio

every day and checks on the color that the cutters are

using, so that they can't get it out of value or out of

color. That's been our routine for twenty-some years be-

cause we've been making our own mosaics for over twenty

years. We started out by having them made in Italy. I

used to go over to Italy and give them the cartoons and

the color sketches.

GOODWIN: In Venice?

SHEETS: In Venice mostly and once or twice in Germany.

They did very good work, but having our own studio is the

exciting thing to me, having young people coming along.

We show them a sketch, then we give them a very finished

cartoon from which they make the tracings on which they

actually paste their glass. After they reach a certain

point, it becomes a very creative process, and there's as

much quality that comes out of their skill and imagination
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as there is in whatever we have as a basic design. The

basic design isn't going to change, but the quality of

the cutting makes for the excitement within it. Of course,

in the days of Byzantium, when you cut each piece and just

pushed it into a piece of wet cement, you had a fresh

quality that was magnificent. You could tilt each glass

a little and pick up a little different facet of light,

particularly in the golds. That's a marvelous quality.

But there's no way that this can be done today, where a

building is being built for a year or a year and a quarter.

You wouldn't even get a wall to work on until the last

matter of weeks, at the most. Some of these mosaics take

us six or eight months to execute in my studio. So the

only way to do it is to do it on paper and then have a

very top craftsman put it up. We have been able over a

period of time to develop the kind of people to do that

expertly. It's a very interesting process putting all

these different kinds of people together. Preparing the

wall even before we get to it is important as a part of

the building construction, because you can't apply a mosaic

to a cement wall without proper preparation of the wall.

Everything has to be done exactly right: the thickness

when the finished wall is done must fit the moldings or

other surfaces that it comes against. It's a very intricate

problem, but exciting.

GOODWIN: What are your methods as far as developing a
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design for, say, a mural program? Do you struggle with an

idea and arrange and rearrange it or do you more or less

flash on what you want and it's there?

SHEETS: Well, as you get more experienced you flash a

little more, but I've never found a time it wasn't to a

certain degree a struggle. If you don't struggle, you

aren't growing. I don't try to repeat, although I do some

things that, I suppose, look like repeats. First of all, I

try to decide on an area that's going to be exciting, the

shape of the area, whatever it is, because we just don't do

rectangles, we do vignettes; we do all sorts of things to

fit into the building and on the building. Then I discuss

with myself the best subject matter for that building in

that particular locale. Now we're working a great deal in

northern California and central California and down in San

Diego and all over the state, which gives us a lot of range

in differences of subject matter. Once you decide on the

subject matter, then a good deal of it just comes naturally

out of your head from having been working with certain types

of subject matter. I generally try to get my basic, central

forms, whatever they are, placed in an interesting way, and

then begin to build around them. Or if I have to do research,

very often I'm very excited about something I find in there.

Maybe I have a totally new concept of what I really wanted

the centers to be.

GOODWIN: Does that mean you go to a library and look up the

history of an area?
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SHEETS: Oh, yes, you bet, absolutely. But not only that.

I have a very large library up in my studio up north.

Because of this purpose, it's essential; it's absolutely

essential to have material without always having to chase

it. I buy books continuously. Whenever I have a new job

that requires something, rather than go to the library, I

just buy whatever number of books I can get on the subject,

Sometimes I just read the text; sometimes there are inter-

esting photographs of the period or something that gives

you the costume or the mechanics of the life. If it's

wagons or whatever, you want to be reasonably right. But

similarly, you don't want to be handicapped by that infor-

mation. So it's a case of putting the two together,

creatively and imaginatively, and at the same time not

doing something that's going to offend somebody who thinks

he's an authority on the period. But books are essential,

and research is essential. I've been doing a tremendous

amount of that recently for San Francisco. I'm doing a

mural inside that is a series of ideas that depict the

history of the city, and then on the outside we're doing

some mosaics. That's all fun, and it seems to come out

naturally.

GOODWIN: Are there any other Home Savings buildings we

should mention as being particularly intriguing?

SHEETS: Well, I think the one in San Francisco that we're

just finishing is going to be very intriguing. It's going
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to have this huge stained-glass window that I mentioned.

It will have these two different historical things: on

the inside, the painted mural; and then on the outside,

the mosaics. We hope to have all original paintings from

San Francisco artists on the inside. I'm in the process

of getting ready to buy some of those now, so that we'll

bring as much as we can of the flavor of the city, con-

temporary and past, into it.

We're doing a very, very exciting job in San Diego

right now. We've done one out in the desert at Barstow

that I think really fits into the community. We did one

in Victorville many, many years ago that still holds up

very well for the desert. We've adjusted to the areas.

We've done a temporary job in Santa Maria that I like very

much. I think it really fits, and the response of the

public has been fantastic. We've done them all over. It's

hard to select one right off the top of my head because

there's so many. We've done big office buildings in some

locations where we use the lower floor for Home Savings,

and of course we've done lots of single buildings. We've

very often done things like the one in Hollywood, which is

just a small, two-story building, backed up by a huge sky-

scraper and surrounded by a very tall building. It sits

there almost like a little, special plum, and it works.

GOODWIN: How long are the buildings built to last?

SHEETS: Well, that's a good question. I think that most
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buildings today are built, at the most, for 100 years. It

seems a shame to talk and think like that. I think they

would last longer than that. They probably would last a

couple of hundred years with a basic concrete building or

with the steel and brick and other construction. Some of

them would last a lot longer than that, but I doubt very

much if the function of the building would stay the same.
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SHEETS: You asked the question, George, "How long would

these buildings last?" I think physically they could last

at least a couple of hundred years, but it's my belief that

the function will change radically in banking. I think that

a time will come when there will be so much more done elec-

tronically than is done today that it won't be necessary to

deal with a number of people going in and out of a building,

as we do today. I don't even have the imagination to know

how far we'll go, but it may all be done over the telephone

eventually, with special electronic devices. As it is today,

you can go in any Home Savings branch, even without your

book, and they can tell you in a matter of about twelve

seconds exactly how much you have on deposit. You can

deposit money in San Francisco and have it credited to your

account in Los T^geles instantly. It's all done by computer,

as you know. I've seen so much change even in the last ten

years of the twenty-six or -seven years, where our function

is changing the nature of what we need. So whereas the

building might stand, it might not be a savings and loan

building in fifty or so years. I have no way of knowing.

But I don't think most commercial buildings are thought of

as being more than century buildings.

GOODWIN: Do you have any thoughts, some night when you
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can't sleep, about what's going to happen to all those art

works?

SHEETS: It is a kind of a strange feeling, when you think

back on the hundreds and thousands of years that some

buildings have lasted. But on the other hand, I know that

probably hundreds of thousands of buildings done in those

periods disappeared because they weren't important enough

as works of art, as expressions of a society, for people

to protect them that long. So I think everybody has to

sort of take that into consideration, as much as you'd

like to see some of these things last longer. It's probably

survival of the fittest in the long run, any way.

GOODWIN: When we first began discussing your work with Home

Savings, you said that you were the toughest critic of some

of the work you've done. You could offer the best criticism.

SHEETS: Oh, I believe so. I believe so. I think that if

you aren't, you aren't growing. If you're satisfied that

everything you've done is all right, it would be a terrible

thing. I don't ever feel that. I feel that I'm sometimes

very pleased that I've been able to do as well as I've done,

but I think that I know my mistakes more quickly than anyone

else.

GOODWIN: What would you do over if you had the opportunity

or the need? What would you modify, perhaps?

SHEETS: Well, I'll give you just an illustration. I did

a building in Santa Monica [2600 Wilshire Boulevard] which
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is a fairly good-sized building. 1 had a front elevation

that was turned exactly at a 4 5-degree angle to the corner,

then two wings that came forward. They didn't go straight

across, like many of our 45-degree corner buildings have

done. I'm not objecting to that at all. But instead of

doing, as I generally do, smaller, vig'netted mosaics in

the middle of perhaps a dark colored granite or something,

I did a whole panel. It's one of the biggest ones we've

done. We actually used the same plans twice. We used it

in Anaheim as well as in Santa Monica, though we had totally

different themes in the mosaic in Santa Monica than in the

one in Anaheim. I would never do it again. It's too much

mosaic. It's too much in a rectangle. It's like an over-

sized painting. I wince every time I go by it. Now,

people like the mosaic, and I don't think it's one of the

greatest, but it's a satisfactory mosaic. Certainly I

designed it--so I haven't anybody to blame but myself.

But I would never do that again, because I think it's far

too separate from the building, and it should never be

separate. It should be an integral part.

I like the mosaic best, for instance, in Pasadena.

I think we have some perfectly beautiful mosaics. They're

long, narrow panels. They're vertical, and they are rec-

tangular. We used some Persian poetry translated into

English. There are some tall cypress trees with figures

and some poetry at the bottom. They just seem to be
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beautiful on that building, and they're not overpowering.

You could pass by and maybe not see them or if you wanted

to look, they're there. I kind of like that feeling more

and more all the time and seem less and less concerned

about the size of things, but more about what they do.

Now, that's a criticism.

I think in some cases maybe I'd like to have seen it

a little taller for its width. Sometimes you're bound by

the darned rules and regulations that tell you, you can't

build it over twenty-four feet or twenty-eight or thirty-

two or something else. You can't always control that, but

you can make a stab at it.

In the materials, we've used basically good materials.

By that 1 mean lasting materials. One of the reasons that

our buildings hold up well is they don't have to be repainted

every five, eight, ten years. If they're in fine materials,

they last; they don't even need cleaning for thirty years.

For instance, we have a painting contract as a rule in our

buildings counting everything on the inside. It probably

wouldn't go over three or four thousand dollars on a half-

million-dollar building, maybe five thousand or six thousand

dollars on a million-dollar building, because we use

permanent, beautiful paneling. We use beautiful floors

that don't have to be refinished and things like that. Of

course, carpeting is something else; you have to put that

down once in a while. But the basic building is made out
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of materials that people respond to. It's also a good

investment for the people who build the building. They

save so much money by not having to continuously redo.

One of the problems you have in a big corporate setup

like this is that even though you have a fine manager and

you have people that are responsible for the upkeep of the

buildings, they don't see the things that need to be done

as fast as they should see them, if you leave it up to

them to take care of painting and a lot of this kind of

thing, even the cleaning. You can whip them by doing it

the ether way, by doing something where it doesn't make

much difference if it's cleaned up, dusted, and that kind

of thing or not. Then you don't have to worry about it.

That's one reason that I think we've been very successful

from an economic side. Whereas we spend more money in the

beginning, sometimes quite a bit more on the materials,

they're permanently there, and you don't have to fool

around with them.

GOODWIN: Let me ask a more personal question that I think

will be of some curiosity to people who read these tran-

scripts in the future. Are you paid for each building you

design or are you paid on a regular salary from Home Savings

as a regular employee?

SHEETS: Well, I'm very glad to answer that question. Up

until the last about two and a half years, I've been paid

for each individual building. I felt very strongly some
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two or three years ago that I didn't want to continue at

that pace, partly because of my age and partly because of

the fact that I want more and more time to paint. So I

have been able to work out a very satisfactory arrangement

on an annual stipend that is very adequate, from Home

Savings. I'm able to have more and more work done after

I've done the designing than I used to do. I'm hoping, as

you know, in the next matter of months at the most to be

as freed of this whole responsibility as I can, because

I've been planning, desperately, to paint the rest of my

life. The only way to do this is to really get out of this

tremendous pressured and exciting world I've lived in. It

hasn't been pressure except where I created it; no one else

has created it. I've created my own pressure by being that

much involved, that much interested. To answer your ques-

tion, it was always on an individual building basis until

in the last two or three years, when, at my request, we've

done it the other way.

GOODWIN: Let's talk about another aspect of Home Savings

and your relationship with Howard Ahmanson. That is the

design of the new County Art Museum.

SHEETS: I didn't have anything to do with that. I didn't

have anything to do with the County Art Museum. I did

have, I'm confident, a lot to do with his desire to want

to build it. We agreed right at the beginning. Though he

at first talked very strongly about the idea of my designing
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the museum, I persuaded him very quickly, and he was very

quick to see, that that could become a political kind of

thing that we didn't want any part of. I think he wanted

[William] Pereira because they had been very good friends

for a long, long time. Pereira was awarded the contract

by the county, I think quite definitely due to his persua-

sion, although I'm sure they considered a great number of

architects. I know that my name was thrown into the pot

not only by Howard in the beginning, but by other people,

but I didn't want to be involved in anything that could

get that political.

GOODWIN: So you never prepared any plans?

SHEETS: No. I did a lot of the preliminary designing on

the new Ahmanson Center [3701 Wilshire Boulevard] , but I

didn't do that. That was done by Edward Durell Stone.

There have been quite a few buildings, I think five or six,

that have been designed by other people than me for Home

Savings. When they built office buildings, mainly to be

seen easily from a freeway, and they wanted heighth,

they've gone to a very good architect who's done a lot

of the kind of office buildings (sort of general, rental

office buildings, with a Home Savings on the ground floor)

an architect named Homolka , who works with me now at a great

many of my jobs. After I design them, he does the finish

engineering. He's an excellent architect and has good

engineers. He is very cooperative, and I enjoy working
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with him. Those two big projects that Howard was involved

with—well, three counting the [Ahmanson] Theatre r of

course, which was done by [Welton D.] Beckett, but the

other two I had never really been thought of as doing,

and it's better the way it worked out.

GOODWIN: Let's talk now about some of your other major

commissions, but for the most part outside of California.

Is it correct that you won a competition to do the murals

for the Detroit Public Library?

SHEETS: Yes. The National Academy [of Design], which is,

of course, in New York, has over the century and a half of

its existence, maybe longer, received a tremendous amount

of money from artists and from architects and people who

have been members or sometimes just friends of the academy.

One of the men who gave a great deal of money— I don't know

the full extent how much it is—was [Edward Austin] Abbey,

who was a very fine mural painter in the late nineteenth

and slightly into the twentieth century. He's a good easel

painter, but he also painted tremendous murals all over the

East, in Washington and various places. When he died, he

left a fortune to the academy, which he asked to be devoted

to mural painting and to be administered like this: that

the academy was to hold competitions, either open or by

invitation, and each artist invited to submit a design

for a particular project would be paid a reasonable amount

for their efforts. Then the academy jury, made up of
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architects mainly, with, I think, one painter— something

like that—would commission the winning artists. Then

the Abbey fund would be used to pay for the entire cost

as a gift to a community or to an organization they felt

should logically receive such a gift. I don't know that

most public organizations know this, but they're eligible

for a possibility of this kind by applying to the academy.

I don't know really how many they do a year, but for the

commission that I won for the Detroit Public Library, I

think there were nine artists asked to submit designs.

Each one of us was to be paid a certain amount for his

sketch, except the artist who won the competition, when

the sum would apply toward the total job. And that's what

happened

.

GOODWIN: Against whom did you compete?

SHEETS: Well, I don't like to say that. There were some

marvelous people, believe me, excellent artists. All of

them are very well known, probably far better known in the

East than I am, and they're nationally very well known,

too. But it's one of these things, you know. You come

up with an idea that the committee and the architects

like.

GOODWIN: What was the nature of the project?

SHEETS: It's over the new entrance, the new front to the

Detroit library. They gave no thematic limitations. I

took the general theme that ideas really flow like a river
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and the library houses the content of all the best ideas

of time. I'd have to show you the design. I wish I'd

really thought about this, because I could have brought it

to discuss it with you. But I used some very large, symbolic

figures in the center and on two sides, and then I tied these

together with smaller figures. It was a lot of fun. It is

a big mosaic. If I remember rightly, it's sixty feet long

and twenty-two feet high, and it's under a huge portico.

You can see it from quite a distance, so it has to carry

well, and at the same time it reads well when you get up

close. There's a lot of interesting detail in it. It's

very strong.

We executed it here, and I think I told you that we can

be so much more creative doing it here in our own studio

because that's where the juices flow. You send designs to

Europe or for someone else to execute, and it's apt to be

deadly in a static reproduction of a sketch. This was one

of the first really big, big commissions for a mosaic that

we executed here. We went back and put it up ourselves.

GOODWIN: How long were you involved with that project?

SHEETS: About a year. It was a big one, and there were

so many big, figurative problems in it. The main figures

were about twelve feet high. It's interesting: when you

move up in scale from six feet to twelve feet, the problems

multiply rather than diminish. To have the simplicity and

the powerful form and expressive symbols, you can't fool
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anybody. You've just got to really work at it, and I had

a great deal of pleasure out of that job.

GOODWIN: It came out to your satisfaction?

SHEETS: Yes, I wouldn't say that I was unhappy about that

job at all. I think it came out very well.

GOODWIN: I'd like to see it.

SHEETS: Well, I hope you can.

GOODWIN: Right. Shortly afterwards you did another commis-

sion, for the Notre Dame University Library.

SHEETS: Well, that was quite an experience. I had done a

very large mural in the new diagnostic center of the Mayo

Clinic back at Rochester, Minnesota. I'd worked with a

group of architects called Ellerbe and Associates in

Minneapolis. These architects were doing tremendous planning

all over the world. They built some of the greatest hospitals

and some of the greatest huge office buildings and industrial

plants. Among other things, they were master-planning and

rebuilding the whole Notre Dame campus. This campus was

really changing its axis. On one end of this axis, they

had a huge library with a big tower, and the architects'

original conception showed a mural going up the face of

this tower. They presented it to Notre Dame, and it was

basically approved. Then they were asked to submit to

Notre Dame University names of artists who might be able

to do a decoration in a material that would withstand the

real tests of time and weather.
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Well, they asked me first to send material back,

which I did. They submitted my name along with a dozen

others to the university, mostly of people who had worked

on the Mayo Clinic with them. I think there were twenty-

five artists involved in the Mayo Clinic; it's quite a

library of mural painting. Every floor has a special work,

done by artists from England and the United States and

France and, I believe, one from Mexico. So they submitted

some dozen names to the University of Notre Dame.

Well, after looking at all the photographs they sub-

mitted, they selected me as the potential designer. I went

back to the architects' office in Minnesota and spent some

time discussing what material we might use to do this mural,

because it was a huge affair. It was to be 134 feet high

and 68 feet wide. That in itself was the biggest chunk of

material I've ever been involved with.

GOODWIN: In other words, it covered the entire facade of

the building?

SHEETS: It covered the central part of the tower. There

is a heavy, massive stone edge of the tower, probably fif-

teen feet wide on either side of the mural. But the mural

goes straight up from over the entrance door, right up

almost to the top of the tower, and that's a very large

space

.

The problem was what to use. We discussed mosaic, and

we talked about how the Mexicans had done it in Mexico City
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at the University of Mexico. We discussed all sorts of

techniques of mosaic.

One of the engineers was very adamant. He said,

"Granite is the only thing that I think we should recommend,

because of the tremendous change of heat and cold in South

Bend, Indiana. I don't know anything about granite, whether

you could get the kind of colors you'd need or whether you

could get the kind of feeling you want out of granite, but

it should definitely be done in granite." He was a very

strong character, and he certainly knew what he was talking

about. His arguments were right about why it would stand

up for thousands of years, literally, if it was to stay

there that long. So he influenced all of us to the point

that we decided, well, let's find out about it.

I was told about the granite society—it has a funny

name which I don't remember. I wrote to them and said,

"How many colors of natural granite are there?" They wrote

back, "Twenty-seven." Well, I knew better than that. I

just knew that that was not enough. I knew also that even

if we had to deal with twenty-seven, that, limited though

it might be, by getting different textures, which will last

forever on the granite—one polished, one what they call

sand finish, and another that they called natural cleavage

—

that we could get three different colors and three different

values out of each of the separate basic colors. But I

wasn't satisfied that that was enough. In about a year
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and a half, long after I'd started the job, I found 143

colors, which is some difference.

GOODWIN: All around the world?

SHEETS: All around the world. I had friends in Europe and

brokers all over who handled marbles and whatnot whom I'd

been buying things from, and everybody made a game out of

it. They started searching, and when the samples came in,

I couldn't believe it.

Well, I went down to Notre Dame, after meeting the

architects on that first trip, and met Father [Theodore M.]

Hesburgh and his marvelous assistant, Father [Edmund P.]

Joyce. I discussed with them the whole idea of this project.

They were fascinating. First, Father Hesburgh really shocked

me by saying, when I asked them what they had in mind in the

way of subject matter, "Millard, that's up to you. We're

not going in any way to interfere." Well, I said, "My

goodness, this is a huge university, and it's a Catholic

university. I should think you'd be deeply concerned with

the kind of subject matter." "No, we have to depend upon

you, because we've selected you. That's your responsibility."

Well, I said, "Haven't you even a little glimmer of a

suggestion or an idea?" And they said no. They said, "As

a matter of fact, if you want to do something abstract,

that's up to you. If you want to do something that's repre-

sentational, that's up to you. If you want to do something

religious, that's up to you. But we want your interpretation."
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Well, it was a little bit like my Ahmanson experience,

except this was so definitely one thing that it really gave

me pause to think. We discussed, quite at length, the idea

of granite, and we had a marvelous day really, the three of

us together, talking about this whole thing. We had lunch,

after we'd had a couple of nice martinis, and after lunch

Father Hesburgh suddenly said, "Well, Millard, it's all

set. We're going to go, is that right?" I was rather

startled, and I looked over and I said, "Well, just a

minute. I'm honored that you're pleased that I'm going to

do it, that you want me to do it, but we haven't discussed

any of the really down-to-earth problems. For instance,

how much is such a thing going to cost in granite? It's

so wild to consider the combination of the hardness and

the difficulty of using this material, the weight of it in

the building, I have no idea right off the top of my head

to give you an answer. I'm too old to spend a year designing

something that you can't afford to put up, because I can't

waste a year, even though I'm terribly excited about the

project.

"

"Well," he said, "give me just a wild, way outside

kind of a figure, what you think it would cost to execute

this thing." I said, "Well, not counting my part in it at

all, but just the actual mechanics and the unbelievable

engineering and everything else that is involved, it could

run $350,000. I don't know—I'm just guessing." And of
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course we're talking about almost fifteen years ago, when

money was a little different than it is now. He said, "All

right, now we've passed that hurdle." I said, "What do you

mean, we've passed that hurdle?" He said, "That's my re-

-

sponsibility, I'll get the money— I don't care what it costs.

Now, about your fee?" I said, "Well, that's not going to be

too difficult. I can give you some kind of a fee," and I

threw out kind of a loose figure. I wasn't very smart— it

was a little low, quite a little low, but anyway I suggested

it. He said, "Now we've passed that hurdle. Let's go. You

go back to California and you do your research and come up

with your idea, or ideas if you want to submit a couple of

ideas; then let me know, and come back, and we'll look at

them, and we'll present them to the senate." They have an

interesting group there: it would be like the head profes-

sors of the university that form the senate. He said,

"Now, they're not going to be the ones that are going to

be critics. We want to get them excited about it. If

they have some suggestions and so forth, we'll be happy

to have that, but that's all there'll be to that."

"Well," I said, "now there's one other thing I'd like

to discuss with you before I start home and get into this

thing. I am not a Roman Catholic. I have no prejudice

whatsoever toward any religion or any faith or any race,

but I'm not a Roman Catholic, and on top of that I've just

finished a huge Scottish Rite cathedral, a Masonic temple.
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in Los Angeles. I just don't want to go on under any false

colors. You know, I'm not a Mason, and I'm not a Catholic.

Now, if these things don't interfere, that's fine." Father

Hesburgh laughed—he just laughed out loud—and he said,

"Well, you know, the Masons and the Catholics used to fight

a little but, what the hell. I did a lot of research on you,

I was in California about four months ago doing a Catholic

motion picture, and while I was out there I did a lot of

research on you, and I knew you were building that thing.

There's just one promise that I want you to make: that is,

that some day, in my street clothes, you'll take me through

it. [laughter]" I'm delighted—and forget it. I want to

tell you something: Even if I have to get an infidel, I'm

going to get who I want to do this job. And you're my

infidel."

So we became very, very good friends, as I did par-

ticularly with Father Joyce. Oh, what a pair of guys. And

the whole staff was marvelous. I came back and I made three

different sketches, different ideas, different scale. I

took them back, and they all just landed on the one that

was similar to the one we finally did. It was my choice,

too.

GOODWIN: What were your three ideas?

SHEETS: Well, one idea was really based upon something I

read. They gave me a book on Notre Dame, and one of the

professors had written a very unusual concept of the Sermon
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on the Mount. I thought of a very dynamic, full-length

Christ, with a very striking pose, standing on a rock with

the multitude below. It could have been an interesting

mural--! really think it could have been. It would have

been more representational than the one we finally did.

But I think it could have been interesting. It might have

been a lot more difficult to do in granite, although I

think I could have done it.

The second one was a processional idea, which was

simply a movement of figures up against the whole tower.

I had suggested there the figure of Christ with his arms

in the preaching position, the disciples' heads cutting

across his chest, and then his body disappearing down into

the processional, as an idea. That was the one that they

finally chose.

The third one was an interesting one. It wasn't a

tree, but it was sort of like a tree shape, with limblike

forms. I had groups of scholars on these different limbs.

It was architecturally quite interesting, but I think it

was static as compared to the one we finally did.

Anyway, we had a great meeting, and they all said that

they really thought this one was the one that seemed to

express the whole thing, as far as they were concerned.

I think they were delighted that I used the figure of

Christ with the disciples. Then I had a processional of

figures that are not meant really to represent individual
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scholars, but by the costumes to more or less suggest

something of the ancients and coming up through the ages.

I don't know whether you've seen it, but it has a flow of

figures

.

GOODWIN: Just a small magazine reproduction.

SHEETS: That's the one also that the architects liked.

I went both to Notre Dame first, and then I went on back

to the architects. They were very excited about that one.

So then I came back and developed a very much more complete

and better-thought-out design, twice the scale, I think.

The second painting 1 made was probably five feet high,

something like that. I took it back, and it was approved.

Of course I kept in mind while I was making this

sketch what I might, within reason, be able to get in the

way of granite. I'd already begun to get a lot of the

samples. But then the problem was to really start tying

these things down, and it took about a year to do all the

preliminary work. When you get on this scale, you just

can't believe the complications.

First of all, my studio was only fifty feet wide and

twenty-five feet high on the long wall, and that little

extra eighteen feet in the sixty-eight foot width posed a

miserable problem because every time I drew it I had to

keep moving the paper, rolling up one end or the other,

plus the fact that I could only mount two sections, ten

feet high each, at a time. In order to get a cartoon
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that was going to be absolutely accurate, because at no

time would I ever see the whole thing—no way to see the

whole thing— I had to rent the Pan Pacific Auditoriiom. I

glued together, I guess, the largest piece of paper that's

been put together around here in a long time. On the floor

of the Pan Pacific Auditorium, we put paper together in

ten-foot-wide sheets. We had enough to make it 134 feet

high and 68 feet wide. Then, with just the same kind of

an instrument that a surveyor uses, we set up the tripod

and set perfect four-square corners. Then we took ten-

foot modules, vertically and horizontally, and used our

snap lines to make a perfect grid of ten-foot squares all

over the entire thing. Then we went over that with pencil

so it would never get erased. It had to be that accurate.

You just couldn't play around with quarters of inches.

Then I took by measurement all of the basic lines in my

design, and there were a lot of very powerful diagonal

lines as well as cross lines and vertical lines. Every-

thing we could do, we did by accurate measurement. We

laid all those lines in on the floor of this big Pan Pacific

Auditorium, and the cartoon then was basically established.

The square lines and all the main points were very well

established.

Then I took the cartoon all apart and cut it into

horizontal strips ten feet high. These strips were all

numbered. There were some fourteen or fifteen strips.
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about 134 feet with extra space for notation and whatnot.

We brought them back to the studio, and then I had photo-

graphs made of my sketch. I had slides made for every

ten-foot square in the entire thing so that I could project

each ten-foot strip on the grid exactly right. All I had

to do was get it dead center on the ten feet, horizontally

and vertically, and know that I had no distortion. It made

a simple problem of getting a very accurate drawing then on

a design that I never would see as one piece. I keep

pointing this out because, as the process goes forward,

you can see the complexity of all this.

When that was finished, I had all these small slabs of

granite finished in the different textures that I wanted,

arranged on a huge panel that had two tilted sides and

rolled around on wheels. By having all these things in

sequence—and I had a total of almost 200 colors, counting

the different textures— I could take these colors and lay

them against a still larger sketch, which was not so much

in detail but was in accurate color. We took the original

sketch and we took the granites, and we matched those

granites as best we could and pulled it together that way.

Then we worked back the other way. We'd take the

granites, after the sketch was completed and put up where

we could work with it regularly without having to unroll

it or anything, and we'd just take a piece of granite and

hold it up to where it looked right. Then we'd take that
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granite, and we'd carry that up on the scaffold with us.

We had one row across at the top and one row underneath

it. We went up to the top, and starting with each color,

we matched it and even gave it some of the same texture

as the granite, so it wouldn't look just like a slick

thing. We painted every single area of this huge design.

Of course, it had to be stylized to the point that you

couldn't carry a color over and then spit on it and get

it soft or darker or lighter. You had to have it abso-

lutely right, color against color. There's no deviation

—

that's it.

We painted the top strip and the strip underneath it,

and then we looked at that longingly and finally said,

"Well, here we go." We took the top strip down, shipped

it back to Cold Spring, Minnesota, and moved the bottom

strip up to where the top one was and put the next one

under it and painted that one. Strip by strip, we always

had the one that was above it to match it to, but we had

to do the whole thing without seeing it again. No, that's

not true. We got it all painted, and by this time the

strips were all back there, and the granite men had been

making their analysis of areas: so much cubage for this,

so much cubage for that. They got all their amounts of

granites as these strips came back. They were all numbered

so they knew the exact pieces of granite and everything

else. They then started bringing granite from all over

the world

.
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Well, when I got through with the bottom panel, I

went back to Cold Spring, Minnesota, and we pasted the

whole cartoon again, as we had done the first time, on

the floor of a big gymnasium we rented. By climbing up

on the grid above it, looking down—though I couldn't get

a really good view way up there as I was only about oh,

thirty-five, forty feet up— I could look down and get a

fairly good sense of the whole design, and I knew it was

working. Then I had Sue Hertel come up, and we spent

three days there, where I did nothing but stand up on

the grid, and she moved pieces of granite around on top

of the cartoon to see if I could locate them against the

color of the cartoon. If I couldn't locate them, then it

was a success. With down light, there were no shadows.

After we'd done all of that, then piece by piece,

we cut it up again, and the granite craftsmen started

the actual production, which took two years. I used to

commute up there about every four weeks, the year around,

winter, summer, and we gradually got the project going.

GOODWIN: How big were the pieces, the individual tiles?

SHEETS: Well, they varied enormously. They're not tile—

they're solid granite. I'll put it this way: we had to

end up always with a piece of granite six inches thick,

two inches thick attached to four inches of concrete

behind the granite. The granite was formed into large

units approximately 6x8 feet, irregular in shape, in
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order to follow contours of figures in the design. Each

color and value change was cut out of a separate piece

of granite, whether two inches thick or the full six inches

thick.

The architects and engineers and I spent several

months determining the best method of attaching the granite

to the building. It was agreed by our collaboration that

if the granite was backed directly by concrete, that in

approximately sixty years the difference in expansion and

contraction between granite and concrete would separate

the bond. Due to the extreme changes in the weather in

Indiana, we decided we would not cast the granite on the

concrete. The engineers told us to imbed stainless steel

pins in the back of each piece of granite. Holes were

drilled slightly larger than the pins, and the pins were

then dry-packed into the granite. Depending upon the size

of each piece of granite, the number of pins in each piece

varied from two to seventy-five

<

After each granite segment had the pins installed,

the granite was placed face down upon a level surface and

the adjoining granite was placed against the pieces that

fitted like a jigsaw puzzle to produce the overall design.

These segments were then covered on the back side by a

plastic blanket one-quarter of an inch thick. The pins

were forced through the plastic, so the plastic was tightly

placed against the granite. A metal edge six inches thick
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was then shaped around each area that I have outlined as

being approximately six feet by eight feet. Concrete was

then poured to the level of the six-inch border and allowed

to cure. In the detail of Christ's head, that was five feet

high, the individual pieces varied from twelve inches to

several square feet. In Christ's head there were 123 pieces

carefully cut to shape, and the surrounding shapes fitted

perfectly to each shape. Each of the units 6x8 feet

irregular in shape were fitted together, numbered, and

made ready for shipping from Cold Spring, Minnesota, to

South Bend, Indiana.

There were many engineering details I have not des-

cribed to avoid sheer action with pins and to assure a

perfect flat surface in the casings, but suffice to say

the process was correct. The only maintenance on the

mural will be grouting between the large units every

twenty years comparable to the maintenance of all granite

buildings in severe weather. There will be no change in

color or value in centuries if the building survives.

Well, finally, when they had about thirty or forty

feet of the full width of the stone together, I was really

kind of scared. I said to myself and then to them, "How

do we know this thing is going to carry a half a mile? I

know my sketch, but I'd love to see a finished section of

the stone." That kind of material was so heavy that I

rarely saw two sections of it together— I mean two 8x8
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or 6 X 6 pieces. They were scattered all over, and there

was no way to move them. I could only look at a piece of

a head here and a piece of a nose there. I'll tell you,

it was a hell of a problem to visualize completely the

total effect of the mural. So finally I persuaded them

to rent some bleachers, and we put them down below a water

tower. And with a 4 5-degree angle, we put heavy, very

heavy plywood on the bleachers, and then we laid these

great ....
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TAPE NUMBER: IX, SIDE ONE

JANUARY 13, 1977

GOODWIN: We're continuing a discussion of the preparation

of the library mural at the University of Notre Dame which

was finished in 1963. We're just at the point where Mr.

Sheets is in Minnesota, and he's trying to get an idea of

what the effect of the full mural will be once it's in

place. He hasn't had the opportunity yet to see it that

way. I think that's about right.

SHEETS: That's correct, George. I think there are two

points to make in picking up where we left off: first,

the necessity of trying to see how well the pieces worked

together, because I'd never seen pieces larger than 6 feet

X 6 or 7 feet. I had not seen even a full head put to-

gether, except in a few instances. I also wanted to see

how it would carry, how the style we were using and the

values we were using would carry—knowing that it would

have to carry for some half-mile effectively—and at the

same time be interesting and exciting when you came up

close to it. So for this reason we, as I told you, rented

the bleachers, put heavy plywood against the seats at a

45-degree angle and had large sections of the mural set up

against them. At this point, I'm about to climb up a water

tower some ninety feet high. It's in the winter, and there's

a pretty good wind blowing. From the ground it looked like

438





a very simple climb because the ladder was not too vertical.

It had a slight tilt to it, and it had railings, and it went

up to a deck. I hadn't taken the trouble to walk around to

the other side of the tower to see that the ladder changed

then to just iron rungs, straight up, for the balance of the

ninety feet, some seventy feet. Well, at the last minute.

Father Joyce, who is the assistant to the president at Notre

Dame, said, "I'm going with you." I said, "Well, Father,

you can't go in that beautiful robe and your tricornered

hat. You couldn't do it." He said, "Yes, I'm going to do

it." Finally I persuaded him to leave his hat, and we

started up. I knew he was with me all the way because

every time I stopped for a little bit of breath I'd feel

his hand hit my foot. I guess his being there kept me

going up, because it was a pretty darned difficult climb.

It was so cold and my hands felt so numb that I didn't know

for sure I could even hang onto the darn rungs. But we got

to the top, and then we were shocked, because when we

reached the top it was not flat; it was pyramid-shaped.

It went up to a center point. It was metal, and there

wasn't too much to hang onto. There were two or three

little rungs as you went up, two or three little ones,

and that was all.

Well, we were shocked when we got to the very top of

the peak to see that we were still so far back from the

edge of the tower that we couldn't look down on the mural.
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so we had to descend on the other side, really on our

bellies, sliding down slowly toward the edge and hanging

our heads over the edge, which I didn't enjoy a bit. I've

never been bothered terribly by high places , but I certainly

wasn't pleased with the experience. Father Joyce, who cer-

tainly was a gutsy man, as far as I'm concerned, completely

messed up the beautiful costume that he wore. It was

completely smeared with dirt and soot from that roof. Well,

we were overjoyed in spite of the fact that we were dirty

and cold, because we could tell that the mural was going

to carry. It was of immeasurable help to see it from that

distance. On reflection, of course, what we should have

done was rent a helicopter, which would have been a very

simple matter to climb up to any height. But we didn't

think of that, and I don't know that there was a helicopter

nearby, but in any case, we made it.

Then coming back was worse than going up, but as you

can see, we made it, although I think that descent was one

of the toughest jobs that I ever did, because looking down

and then having to back up over that point again and slide

down the other side was more than I would like to do every

day.

Well, that satisfied me at least to the point that I

felt that the mural was going to carry. With the value

range that I had worked out, I felt that the overall

design would work.
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Over the year or year and a half that it took to

complete the fabrication, I made trips about every month

and checked on details. Once the granite cutters under-

stood the problem thoroughly, they were magnificent in the

way they worked things out. It was a strange circumstance

that the entire town of Cold Spring, Minnesota, is made up

of Roman Catholic people. The dedication that those people

had toward this job, which they insisted on calling the

Eighth Wonder of the World, because of its size and the

fact that they'd never had contact with anything like this,

produced a dedication that was tremendous. It probably was

something akin to the spirit that some of the cities that

built great cathedrals might have felt, although there it

would go on for 100 years or more. I think the whole city

was aroused, and it's my understanding that most of the

people in the city came down to the dedication at Notre

Dame when it took place. But the interesting thing was

that inch by inch, as this whole job was finished, there

wasn't a single accident during the entire project; not

one piece was broken. After the sections were once put

together, it was extraordinary that they could be stored.

I don't know off the top of my head what 68 x 134 is in

square footage.

GOODWIN: I think it was something like 9,000 square feet.

SHEETS: It's about 9,000 square feet, and just 9,000 square

feet strung out—even a lot of it outdoors in the winter
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because of the fact that there wasn't enough room inside

the buildings—made it look like an enormous graveyard,

really, with all these pieces of granite all over the

place. It was a very exciting experience.

When we loaded the sections to take them to Notre Dame,

it was still wintertime. Everyone was somewhat concerned

about it, although there was a cover over the outside and

elevators that went up the face of the big tower. It was

still minus-zero and only occasionally slightly above-zero

weather. These trucks had to be loaded with two major

pieces, one on either side tilted together at the top,

much as they load heavy glass or big glass panels. The

trucks proceeded from Cold Spring, Minnesota, some 67

miles, I think it was, down to South Bend, Indiana, through

those icy roads. They arrived at the job exactly at a cer-

tain time that was preplanned. The elevator took them

right off of the truck bed, and lifted them up to their

place, starting from the bottom. They were welded imme-

diately to the structural iron that protruded from the

tower, welded directly to the building piece by piece.

So it meant that just as an army has to plan its

movements, this whole operation had to be planned. A

truck left at a certain hour to arrive at a certain hour,

in order to keep the work going smoothly forward. They

would then take each section right off the truck and up

to its place. The right amount of time was planned.
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between trucks, of course, for the welding, and this

schedule followed right up the building. It was a con-

tinuous process, twenty-four hours a day, in the neigh-

borhood of seven or eight weeks in that final operation.

Of course, it was all done under cover. You couldn't see

a thing. No one could tell what the mural was about.

GOODWIN: Why was it done under cover?

SHEETS: Oh, because of the freezing weather. They had

the entire elevator covered with a heavy plastic and tar

paper covering, so they could heat it. Otherwise, the

men couldn't even have worked on the shaft.

GOODWIN: It wasn't for the purpose of surprise?

SHEETS: No, it was not. It was just there was no other

way to do it. Then they did plan a surprise. They planned

to unveil it before they took the elevator out. This was

an exterior elevator, of course that was removed piece by

piece as it came down with all of the scaffolding. As

that came down, they dropped a huge black plastic sheet

from the top and brought it down the full length. They

had worked out a very clever device for unveiling this,

having this great plastic sheet come down on rings on some

heavy cables at the right moment. I was told all about

the mechanics of this thing, and I was invited to come

to the opening

.

It was at the opening when they had a formal dedica-

tion, of course, plus a ceremony at which they gave the
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doctorate degrees for Notre Dame that year. They awarded

me a doctorate degree, an LLD honorary degree. But I was

excited about the idea of this thing being unfurled and

at the same time about half-scared as no one had ever seen

it.

This is the way we thought it was to be when we started

from California, my wife and I, to go back for the unveiling.

We met Mr. [Warren T.] Mosman (who represented the architects

in helping put this whole idea together) and his wife in

Chicago, and then we flew from there to South Bend together.

As we got out of the airplane, from California to Chicago,

I saw the Chicago Tribune lying around on various sales

shelves , and on the front page was my huge mural in full

color. [laughter] I thought, "How in the world could

they ever have taken such a picture? They must have put

it together from the original sketch." Until I looked a

second time and realized that it was actually the building.

What had happened was that they had a small twister the day

before the dedication, and the twister had simply taken the

tarpaulin that covered it off into space, and they never

even found pieces of it. So it was unveiled unceremoniously

the day before by the elements. It made it perhaps less

dramatic, but I felt better having looked at that photo-

graph before we got to South Bend, to realize that it did

read well, and it was a very exciting experience.

GOODWIN: What kind of feeling did you have, or do you
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still have, about that work?

SHEETS: I feel very good about it. I feel good about it

because I know that it isn't going to change. It certainly

isn't going to get any better, but it can't get any worse

because, being in granite, it's a timeless material. There

is just nothing that will bother it. I told you how compli-

cated it was the way the engineers and we worked it out so

that there never could be any separation from the concrete

and the building. The only thing that will have to be done,

probably every twenty years, is to grout between those major

stones. But that has to be done in any building in the

East, whether it's in New York or South Bend or Chicago.

The elements require a regrouting about every twenty years

in a granite building. The granite itself, however, will

never be in any way discolored. It's so hard and so dense

that whatever stain would come on it would be normally

washed off by the winter rain and by the wind and whatnot.

I feel very good about it because I think it does

actually work as a mural in relation to the architecture.

One of the most interesting ways to approach it is from

the ground on the main axis. There's a long reflection

pool, several hundred feet long, that extends almost to

the entrance door itself, probably 100 feet short. From

a long distance away, you get a very interesting play of

the reflection of the mural in the pool . The pool seems

to give it an extra dimension.
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But the color is what I think is most exciting. I

think it would be impossible to make bad color relation-

ships with the natural granites. My feeling is that the

color is very close to the frescoes of Piero della

Francesca in the actual color harmony. You feel it in

any earthen problem of course, but Piero della Francesca

certainly did get some beautiful nuances of color that

many other fresco painters did not get to the same degree.

GOODWIN: Is that something you sought to achieve?

SHEETS: Well, to a degree I certainly wasn't conscious,

I think, of any particular artist, but I wanted as rich,

warm, cool feeling as I could get, which I think he had

to such a brilliant degree. He used intense color against

muted colors, greyed colors, and greys and whites, which

made the few colors that he used very intense and more

striking than if he'd had a great deal of color throughout.

Well, in this mural the big problem was not getting the

color harmony; it was getting values that would be abso-

lutely right and carry. Sometimes the value that you

wanted to use was so close that you wavered a long time

for fear that it might not really read. I found that the

absoluteness of each color made it a very demanding

decision. At the same time, it made it more telling than

if you were working in paint or some medium where you

could move things around a little bit. It had a kind of

striking simplicity, much as you get in graphic work today.
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I think one of the reasons graphic exhibitions are

more interesting than many painting exhibitions is that

graphics— just the very discipline of the positive use of

color in a specific way, one against the other— is more

striking than when a painter can fool around, scumble

around a little bit more. Obviously one can't do always

the same thing in one medium or another. But I think this

material had the same effect. In a mosaic, you can get

almost any juxtaposition of color by vibrating the dif-

ferent colors together. In this instance, you make a

final selection, and it is so final, there's no way you

can change it.

I really feel very pleased with it. I think that the

people who go there feel something very unusual. It's not

just the size. I think the size, of course, is bound to

be impressive, if it isn't a weak thing.

GOODWIN: Do you feel it has a spiritual impact?

SHEETS: I do. I think it has a definite lift. As you

know, I'm sure, there's a kind of irony about it. The

football stadium is very important at South Bend, and this

mural is on a direct axis with it. If you look from one

end of the football field down across the scoreboard, what

you see above the scoreboard is the very upper part of the

Christ with arms extended. So the Notre Dame students

immediately dubbed it "Touchdown Christ." They do that

in a kind of a loving way, and they felt they really had
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something, because they didn't lose a game for the first

three and a half years in the coliseum, [laughter] but

they finally found that they were not invincible. It was

proven they were not.

But it's a mural that I'm very proud of, not just

because of the size, partly because it was a very difficult

problem in a new material that nobody had ever done anything

with before, partly the fact that we could solve it and make

it work and at the same time make it highly decorative, and

also because I think it does give you a sense of the meaning

of the teacher, the scholar, which of course symbolizes the

library.

GOODWIN: What did it eventually cost?

SHEETS: Well, that's interesting. I think I told you

earlier when I mentioned what I thought it might cost

Father Hesburgh said, "Well, now we've passed that point."

GOODWIN: Right.

SHEETS: Well, an interesting thing happened, and I was so

excited when it happened. They reproduced a photograph of

my sketch in the alumni magazine, and they asked the alumni

to contribute toward this mural. In the first six weeks,

they had somewhere in the neighborhood of sixty or seventy

thousand dollars that had come in. While I was in conver-

sation with Father Hesburgh one day on the telephone, he

said that things were going beautifully, that a certain

great friend of the college, a graduate from there, a
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lawyer in Chicago, had given the first check, which was

for $40,000. The other checks had come in ranging any-

where from $10 to $200 or $300 or $400 and two or three

for $1,000. They were coming in every day. He said,

"We just have no question about it." Well, about two

weeks after that, this same gentleman from Chicago called

and said, "Father Hesburgh, how much have we got now? How

are we doing?" He said, "Well, we're well over the $100,000

mark." He said, "Would it be a bad thing. Father Hesburgh,

if you either returned the money or could get permission

to use it for something else if I gave the whole thing?"

Father Hesburgh said he was certain he could work it out,

and this one man gave the entire mural.

GOODWIN: Do you remember who that was?

SHEETS: It was Mark Egan, from Chicago. I've corresponded

with him, and he came to the dedication. He was so excited

about the whole thing that I thought he was going to faint.

He was probably in his middle or early fifties and a

charming man. There's a very nice bronze tablet there

that tells about his gift. But the final mural, you asked

what it finally cost. Including my fee, we actually did

this job for just slightly over a quarter of a million

dollars

.

GOODWIN: That was much less than your original guess.

SHEETS: It was better than $150,000 less than I thought.

I had to make a wild guess because there was no way of

449





knowing. Of course, the reason for that is surely the

fact that being executed up at Cold Spring, and due to

the fact that these people were all members of the Roman

Catholic church, and the fact that the people that owned

the quarries were also Catholic, I think that they must

have given a great deal of themselves in addition and

beyond whatever they were paid. I know that Saturdays,

Sundays, and holidays meant nothing to those people.

They worked right straight through. There was so much

experimental work that had to be done on this. We had

to find ways to do it right. To carve the lines where

we had used, of necessity, certain lines in the design,

and to know exactly what would be absolutely permanent

with which to fill those lines, for, perhaps, a soft

grey line was something that we had to do a great deal

of experimenting with. I just marvel at the way they

cut, the precision with which they cut the details. I

think in the Christ's face there were something like 200

pieces or perhaps more. I've forgotten. I get mixed up

on it. I think it's about 200 and some separate pieces

in the head, although it's not a complex head. It's very

simple, and it reads extremely well. I don't know whether

you've seen a good reproduction of it, but it reads very

well. To get expression into that and to get it so that

it doesn't look like you're just trying to paint, but to

do it with the material, as you see in some of the great
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early mosaics and that kind of thing, I think they did an

exquisite job. They really knew that when I drew a line

with a pencil that I didn't want it to waver around, be-

cause in this thing you couldn't waver. The small hands

were three feet long, and you've got to get your forms to

the point to where you can not only handle them in the

material but where they will have some sensitivity and

some feeling— feet, hands, heads, and then the gesture

of bodies, and the whole thing. I think they did an

extraordinary job.

GOODWIN: Do you remember how many figures there are?

SHEETS: Oh, goodness, just off the top of my head, I

would have to say forty or forty-five or fifty figures

in various kinds of costumes, just to symbolize something

in the way of passing of time without trying to get literal

or detailed about it. There's a sense of the classical and

then coming on through. It's something that doesn't seem

to mystify anyone. At the same time I don't think anyone

has tried to tie it down into some very narrow meaning.

One of the most interesting things that happened was

that I found, as I told you, 143 colors instead of only 27.

There was one color that I really felt hopeless about. I

didn't expect granite to look like gold, but I wanted

something in the gamut of all the other colors that would

have kind of gold appearance. Everywhere I went, I was

told by everyone this is impossible to find. I'd been in
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Europe on another matter, and I'd pushed this gold thing

as far as I knew how to push it with friends of mine,

brokers in marbles and granites and so on. I hadn't been

home more than about six weeks when I received a little

package in the mail. It was a beautiful piece of gold

granite— I couldn't believe it—and a letter with it

stating this had come from Brazil. The man knew nothing

about the present whereabouts of the quarry, because he

hadn't heard of this quarry. Well, I sent cables to South

America and found out that this quarry was there, all

right, but it had not been worked for over twenty-five

years. I was told there was no way we could get any

material out of it. Not being satisfied, I sent more

cables and asked a broker in South America to see if, by

any chance, they could locate a block of this material

somewhere that hadn't been chopped up—maybe not a per-

fect block, but to see if they could fine one. In three

months I had a cable that they had found a block, a very

beautiful big block. We had it shipped to Cold Spring,

Minnesota, and it's hard to believe this, but by cutting

it the inch-and-a-half thickness, I think it was, which

was the finest we used, we came out with about four square

feet left, more than we actually needed, in the various

places that I've used this gold. I mean, it's an uncanny

kind of story.

GOODWIN: Was it in any way a religious experience for
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you, having to do this mural?

SHEETS: I think so. I've always had a deep sense of some-

thing much bigger than life itself, something that hangs

this whole thing together. I felt that in the spirit of

trying to express a library, and at the same time some of

the feeling that these people have, particularly in their

Catholic religion, that it was a matter of real dedication.

I think everybody involved couldn't help feeling that way.

GOODWIN: Has Notre Dame since had any large-scale art

work added to the campus?

SHEETS: Not that I know of. They are building a beautiful

museum there. This was, I think, somewhat stimulated by

this big mural, and also by the fact that [Ivan] Mestrovic

,

the great Yugoslavian sculptor, was at Notre Dame for the

last seven or eight years of his life. They built him the

most beautiful studio, and he was really artist-in-residence

,

but he taught a few students sculpture. He was a very

powerful influence on the college. He was terribly

excited about this whole thing, and he saw the early

sketches and was most enthusiastic. He died before the

mural was finished, but he was a great man. The people

who were in the art department and who were running the

museum were first-rate people who had really strong

feelings about building a fine gallery there. They are

collecting some very fine things in many fields—not only

painting and sculpture, but in primitive art and in
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graphics. It's a very lively place and I think it's a

very fine school. I like the spirit. We know about

their football and basketball teams, but there seems to

be a real air of dedication there.

GOODWIN: Have you been back a few times since?

SHEETS: I've been back a couple of times, and I enjoy

it very much. I hear constantly from both Father Hesburgh

and Father Joyce and a few of the other people that I've

known there

.

GOODWIN: Have you worked in granite again?

SHEETS: Not to the same degree. I've used a lot of granite

as background, choosing a very strong, interesting value, a

dark black or a brilliant, deep red or sometimes even deep

green into which I inlay mosaics. Though it's hard to cut

out and fit the mosaics in, I like it very much as a real

part of a decoration. As I told you the other day, rather

than the rectangle, I think it's sometimes much more

beautiful to do this. I love granite in that sense. I've

used granite in a lot of buildings. But I haven't done

another mural

.

GOODWIN: Let's talk about another project that was com-

pleted around this time, 1965, the mosaic mural for the

National Shrine in Washington, D.C.

SHEETS: Well, that was a tremendously interesting project.

I was asked by the architect to come to Washington to dis-

cuss the possibility of doing this dome over the main altar.
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It's a lOO-foot-diameter dome, and the spring line is

at 100 feet in the air. It's a very powerful, big

church. I think it's the sixth largest church in the

world. I had no idea until I went back there what they

were doing. It's called the National Shrine, the Catholic

shrine, and just the nave itself is exactly the size of

a football field, 100 by 300 feet. On the two sides,

there are aisles that are probably 30 feet wide that

extend on either side of the main columns that support

the building. Then outside of those side aisles are

enormous chapels, representing the different countries

of the world. It's really an international shrine,

because many of the European countries and many of the

others, like Mexico and South America, have special

shrines that their country has given. So there must be

thirty such shrines in addition to the main church. The

church was built underground, beneath the floor, and they

called it "The Flat Top" for thirty or forty years in

Washington. And they used the basements, what are now

the basements of the church, for their various ceremonies.

It was actually a church. Then when they started the

cathedral, of course they have great educational facilities

and that kind of thing underground. It's an enormous

thing.

Well, this dome sits well back from the nave. In

fact, like a few other cathedrals I've visited, it's
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probably at least 100 feet from the end of the nave or

the altar rail back to the main altar where the big

baldachino goes up some 60 feet with the dome above it.

They asked me to do the apocalypse concept for this dome,

and I made a design which they liked. It has the theme

of the apocalypse: the Lamb of God in the center, and

then the great saints, which I formed into a huge cross.

Between that are the symbols which are involved. Then

in the pendentives are the various angels and whatnot.

It's a very simple design basically, although I

found when we started to make the drawings here, we

were again up on a big scale, thirty-foot figures, with

the figures obviously being drawn for a dome shape, a

dome volume. It's a totally different problem than

working on a flat surface. Never having done a big

dome before, I read everything I could read about all

the geometry that was involved and did all the mathe-

matics that I could get help on to work it all out to

be sure that I was right.

Obviously a dome has a series of wedgelike shapes

that also are bulging in the middle of each wedge. When

you peel an orange, and pull the sections open, they're

not just straight lines. There has to be a bow in them

so they will fit the form. I made all the attempts that

I could and finally worked out one of these foxrms,

realizing that sometimes a head, half of a head, or part
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of a head would be on one edge of a section, and then on

the next section, perhaps three feet apart, would be the

rest of the head. It was a real interesting problem to

solve

.

I was steaming up about it one night at a dinner

party, the complexity of it, sort of talking to myself,

and there was a young mathematician there teaching at

Pomona College. He said, "Millard, why don't you come

down and let me work it out on the computer for you?"

So I went down to see if I was right, to have it verified.

It turned out that we were right to an exact quarter of

an inch on this first big segment. From then on we used

the computer. It was so easy. He said, "I can tell you

where you are within a quarter of an inch anyplace on

the dome." He ran that computer for about three hours,

and we had all of the figures we needed to work from. It

really did make an interesting departure from the old way

of doing it. The reason we had to be so accurate was

that we had to send these cartoons—these final, finished

cartoons—to Germany, where the dome was executed. The

church wanted to let that contract separately, and there

was no way that we could compete in this country finan-

cially, with the cost of our labor at that time, to do

it here. I wanted very much to do it here. But I must

say, they did a fantastic job. I love every bit of the

execution and the way it was done in Germany. It was
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quite superior to what I had been having done in Italy.

I thought that in their technique they really did grasp

everything we were trying to get.

The little sketch that we're looking at here in this

catalog* is a flat rendition of the original sketch. But

in the big dome there's tremendous mystery and the feeling

of looking up into a pretty spooky other world up there.

I think that Lamb of God is one of the best things we've

done, in terms of its powerful setting, which you really

can't get from this sketch at all.

GOODWIN: Was there any decoration there previously?

SHEETS: No, the church started out with the idea that

inch by inch and space by space , they would move from

plain surfaces to finished decoration. Now there has

been another dome that has been executed by a French

artist; it's a beautiful dome. They've been talking

to me for some time about doing the main dome, which is

150 feet in diameter. That's down at the entrance of

the church. But that's a matter of approximately three-

quarters of a million dollars just for execution. So

they're looking for a donor for that.

On the other hand, I've done since then a side

chapel to Our Lady, as it's called. There are three

*Millard Sheets . Lang Art Gallery, Scripps College,
March 27-April 29, 1976.
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separate rooms, three domes, and a side wall panel that

I found quite an exciting job. It's a more intimate kind

of thing. The main dome in this area is probably twenty-

five feet high. The decoration is such an integral part

of the altar and the whole thing the way it's designed

that I enjoyed doing this very much. A group of figures

move away from the crucifix itself, clear around the dome,

representing virtually every race. It has a very special

mood in it. It's something that I'm very proud of. It's

more intimate. It's a more tender thing, yet it's a

pretty bold thing, if you could see the original. That

sketch does not in any way suggest the power in it. Then

there was a lot of just plain, rich decoration in one

other dome. It didn't have any figurative design. It

was just real rich decoration. It was a lot of fun.

GOODWIN: What do you like most about working in mosaics?

SHEETS: I think there's something very exciting about a

permanent material. It isn't because it's permanent; it's

because it's ungiving. You have to work with it. You've

got to create with finality. As I said, with paint you

can move and push things around, and you can raise it or

lower it in value, and you can brighten it or grey it in

color. In mosaic, you make a decision, just as you do

in the granite. You pick out a piece and you put it next

to another piece. It either speaks to it and it's exciting

and there's a richness, or there's dullness, i think that
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mosaic is a wonderful medium in this respect. Also, I

don't necessarily say "primitive" things, but I think I

like things that are stronger in design and less fussy.

I think that the minute that you work in mosaic or you

work in stained glass or you work in granite, you're

committing yourself to something that has to stand on

its own without any prettiness or little pretty sweetening,

GOODWIN: What other artists in the United States are

working in mosaic on such a large scale? I'm not familiar

with any.

SHEETS: Well, there are many artists who work in mosaic.

There are quite a few artists who do small panels, par-

ticularly in churches, and occasionally in a commercial

building you'll see an example. But I don't know of any

other artist that has worked in the continuous way that

we have in our group because of the opportunities that I

explained, through Home, and those opportunities lead me

to all these other opportunities. I know that it's the

reason that so many, many very big jobs have come to me.

It is because people from other parts of the country have

seen what we've done with Home. They've been interested

enough to look me up and say, "Come do it." We've really

worked on a national scale in this respect and had oppor-

tunities that have just been continuous.

There are some marvelous people who have done

beautiful things. Jean and Arthur Ames did mosaics
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before I ever made a mosaic. I brought them to Claremont

many years ago where Jean taught at Scripps , and they made

beautiful mosaics. They worked together as a team until

Arthur died, but Jean herself has done some marvelous

things on her own, though not in a continuous process.

They'd do maybe one commission every five years or some-

thing like that. There are people I know in various parts

of the country.

There's one company in St. Louis that I should have

thought of first, a company called the Ravenna Mosaic

Company. It's not in Ravenna—it's in St. Louis. It's

a German family, the Heuduck family. They are the first

people that I worked with in a mosaic. The first ones I

ever made, I found out about them and sent my cartoon to

St. Louis. They executed it and came out here and set it.

I think they did at least five or six jobs for me. These

antedated Home Savings. These go way back. I think they

do by far the best commercial work, in the sense that they

do not design themselves but they execute. I'm sure they

could design certain things, but they have never tried to

rival or to compete with the artists, to my knowledge.

They've done a tremendous amount of work. In fact, they

were the people who the church contracted with to execute

the dome. Then they went to Germany, and they hired the

German company and supervised the work. That's why I

know it came out so well, because they knew me and knew
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what I wanted, and I spent a great deal of time with them

before they went to Germany. I'm sure if we do this other

very big dome that they would work the same way. They're

remarkable people. So there are mosaics being done, but

not too many artists actually work with it themselves.

GOODWIN: You explained once how a business friend of

yours asked how he might negotiate his fee with a certain

company. What has been your experience in working with a

project as large as, say, the Notre Dame library? What

are the considerations to be examined?

SHEETS : Well , I think we talked about someone who was

really getting into the business. Isn't that right?

GOODWIN: Yeah.

SHEETS: If I remember the incident, i think I criticized

the thought that there was just an arbitrary figure he

could pull out of a hat. Wasn't that what we were dis-

cussing?

GOODWIN: Yeah.

SHEETS: I think I said something about that he should

go back and really analyze his own time and his own

background. Well, now in a case like, well, like today,

for example, where I happened to discuss a very interesting

job. I know now, because I'm working in it all the time,

and because I have my own staff, what it's going to cost

pretty nearly to a dollar—obviously not to a dollar, but

let's say if we're talking about $20,000, I know accurately
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to within $400 or $500 what it will cost me to have this

mosaic cut. I know how much time I'm going to give to it.

I know how much time my chief assistant will give to work

on the project. I know, of course, what the material

costs. I know my studio overhead. So it's not a very

difficult thing for me to arrive pretty quickly at a

cost point. Now, from that point on you're involved

basically with the kind of clients you have and what

they can afford. Also experienced clients, people like

those in many of the churches, know that there's not a

standard fee, but they know that there is a certain area

that the price will be within.

Now, I'm the first to say that we have ranged a great

deal in price, feeling that at times we wanted very much

to help some organization or institution or even some-

times an individual owner have something because they

really felt deeply that they wanted it. We've done

things for either little profit or no profit and even

on occasions at a loss, but you can't do that continuously.

We know pretty much what it's going to cost.
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TAPE NUMBER: IX, SIDE ONE

JANUARY 13, 1977

GOODWIN: Without necessarily identifying a particular

project, can you give me some idea of what kind of fees

you charge for your large-scale commissions?

SHEETS: Are you speaking now of art primarily, or

architecture, or what? Or both?

GOODWIN: Both or either.

SHEETS: Well, I can give you some round figures. Twenty

years ago we used to feel that the average mosaic, to be

almost entirely filled with figurative material, would

cost a client around fifty dollars a square foot. Now,

that has gone to pot because in those days we could buy

the most beautiful glass from Italy, where it's made-

most of the best glass comes from Italy--and we used to

average about three or four dollars per square foot for

color. Certain colors did cost like seven or eight dollars,

but your average would hit about three or four dollars.

That average has gone to eight and nine and ten now, for

example. Gold that used to cost about ten dollars a foot

is now closer to thirty dollars a foot. This is a simple

inflationary fact that there's no way of getting around.

Nobody is about to make his own glass. We stock better

than $50,000 worth of glass at all times in the studio,

just to keep working. So the old fifty-dollar fee for

covering the labor, the design, the installation, and
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all of the cutting is simply out of the question. Now,

it is true that by careful designing, with simpler back-

grounds, and then more definitive areas of decoration,

we can keep it perhaps in the sixty-dollar field, but

we're not set on any one of these prices. I used to get

almost anything cut for twenty dollars a foot, and now

it's about thirty dollars average. A person cutting full

time has to be very good to do a couple of square feet on

a head a day, because cutting a head or delicate features,

that kind of thing, is very difficult. [tape recorder

turned off] So that has made a big difference. Then the

biggest change of all is installation. Due to the labor

union control now, we cannot put up a mural ourselves.

By that I mean I can't go out and hire the top mosaic

setter. I have to go through the union.

GOODWIN: What union is that?

SHEETS: The tile setters union [Tile and Marble Helpers

and Shopmen] . We have to go through the union. The

setter has to have a certain kind of assistant at a cer-

tain kind of price. He has to buy the materials in a

different way. I can't furnish the materials. So whereas

it used to cost in the neighborhood of maybe as low as two

dollars a foot to install, it's running now much closer to

ten or eleven dollars a square foot to install. So you

take the increase in the mosaic that I've given you and

the increase in the cutting--almost every one of these
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has gone up ten dollars a foot. That's not counting my

time, which has remained much the same as far as the

actual way we've charged. There is the designing and

rendering, and then making the color sketch, and then

getting it approved, then making a full-sized cartoon,

then tracing it again for the cutters. There's a tremen-

dous amount of time involved in it. So really, if I were

offered a job tomorrow, just on a commercial basis, I

don't even think I could talk to anyone under seventy-

five dollars or eighty dollars a foot, whereas in my own

buildings, we do it nearly for cost because of the impor-

tance of the mosaics to the building. Obviously, I've

got to make the money then some other way—fees that I

get for designing architecture and for supervising and

all of that.

Now, painted murals, we used to get, as a rule,

around twenty-five dollars a foot, for a painted mural

done on linen and mounted on the wall, either before it

was painted or after it was painted. We've had to go

up at least to thirty-five dollars now because of just

the increase of one thing alone, and that's the linen

itself. The linen canvas has gone up incredibly—paints

also, and even scaffold rental. These are the things

that are so outside in a sense of what the problem is,

but there they are. Basically, the fees that we get

for the overall design carry the projects.
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GOODWIN: What is the minimum amount you would work for?

I know you make exceptions , depending on particular con-

siderations.

SHEETS: I've done some of my best jobs for nothing. I've

done a great deal of designing for friends, for people

that I admire and like and know will appreciate it. At

the same time, I have a very good annual income based

upon the amount of work that I do . It's income that, by

working those extra hours per day per month, has always

been continuous. But I've done many jobs, like one I'm

doing right now. I'm doing the entrance to a big museum

in Lubbock, Texas, all the architectural interior, I'd

guess you'd have to say, because it's a memorial to a

man that I designed several buildings for who recently

died. In this job I don't think I'll get more than

traveling expenses and $1,000 for a hell of a lot of

work. But, you know, you just have to do it both ways

in this world. That's just part of my way of life. But

I don't think there's a set amount that I would require

to do a job.

First of all, I've found that you never know how

big a job is until you get into it, until you explore it

with your client. I think this is a terribly important

point. Lots of times a client may have something in mind,

and it may be very big or it may be very small. If you

get really inside the project with them and their thinking
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and you really analyze the problem with them, from your

experience you know that they're either thinking in too

big terms to do the job or in too small terms. You can

give them a tremendous assist. I think that probably

one of the reasons I've been successful working with

clients all over the country is that I can get together

with clients very quickly and discuss the matter until

we understand each other. We have good ground rules,

and they know that I'm not trying to push a project into

something that it shouldn't be. On the other hand, I've

told people that they're making a terrible mistake not

to conceive of the job in terms that they must conceive

of it to be successful. Certainly in planning architec-

ture, without enough land, you're in trouble today, with

the parking problems and with all the other things that

are necessary. A building just shouldn't come up to a

sidewalk and have no front and no chance for creating a

setting. I mean, lots of times clients don't understand

this. It's a piece of business property, and there it is

right on the street, so why not? Well, sure, why not?

But that's why our streets are dull and why our buildings

are so often mediocre. You can't do much with them. By

the same token, they get very extravagant ideas sometimes

about space. They haven't analyzed their problems to the

point that they know how much they can get out of much

less space to create a building of much better quality
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than they would get if they just built a lot of bulk

space. I think this is a hell of the part of the

responsibility of being an artist or a designer, and

I feel that this is not stressed in school to the degree

that it should be.

The word professional means social responsibility.

I think if you're going to be a professional artist you

have to look at a job not from the point of view of how

much you are going to get out of this, but what is the

right solution for the problem. Then your part fits in,

if everything is fair and right. I think this is an

abysmal lack on the part of so many artists ' background

in their training. There's no one that's ever really

brought this to their attention. They get out and they

have all sorts of ideas about wanting to sell paintings

at very good prices without a reputation, without back-

ground. Maybe they have a lot of talent, but if somebody

asks them to do a job, many artists don't even know how

to start talking about it. The result is that the pro-

ject is closed off because of their inability to deal

with the problem. I feel so strongly that an artist

should be trained in the variety of skillful ways, and

certainly one of the ways is to know how to figure a

job.

GOODWIN: Let's continue discussing some of your large

commissions, such as the Garrison Theatre at Claremont,

469





which was finished in 1966. I believe you mentioned

earlier that this was an example where you gave your

talent to the colleges.

SHEETS: Yes. I think it might be well to tell the

background of that theater, from the point of view

again of how you face a different kind of a problem.

It wasn't merely a matter of being asked to design a

theater. Having been with the colleges many, many

years, I saw many master plans presented to the col-

leges. I saw a few of them accepted and many of them

never accepted because the different colleges couldn't

get together, then even those plans which were accepted

being ignored after about a year or two. It was a dis-

turbing thing to me that people involved in education

couldn't see through this problem and come to grips

with the fact that they were having difficulties within

their own family, and yet they criticized everything

that goes on outside. So finally one time I iifas asked

to discuss a problem with a special committee. This

was when I was on the Scripps board.

I went to the meeting and found out that they were

in great disturbance about what to do around the main

library facility of the colleges, which was surrounded

by a sort of a vacuum. Although the library was sup-

ported by three different colleges, it had no sense of

belonging, let alone being a center. So during the
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process of this discussion, it was suggested that I

might see what I could do to pull this thing together.

Well, being somewhat wary and having watched all these

other failures, I presented it to the group this way:

I said, "I'm just going to say first that I'm willing

to do this. I'd like to work out a plan for this whole

area, and I will do it without any obligation to the

college, providing that the various boards are informed

that they will be invited, eventually, to a preview of

this master plan and what I think should happen in terms

of buildings and so forth around this big quadrangle. But

this is without any obligation. The boards do not have

to feel that in any way they should necessarily accept

this. But if they do accept it as a plan, it will be

followed." I wanted it in a legal form that there will

be no more question about it. They had a perfect right

to pay me nothing and turn it down and forget it. Further-

more, they could choose anyone to design any one of these

buildings in the complex, if they followed the master

plan completely--not a style of architecture, but the

basic plan. They agreed, and I did spend a great deal

of money and a heck of a lot of time designing this whole

area. Then I went to a very happy meeting at the

California Club. The trustees lived mostly in the Los

Angeles areas, and they met and accepted the plan. I

made it very clear personally at that meeting, reiterating
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the agreement on which this thing had been done before

they accepted it. So everyone knew that that was the

idea.

Well, shortly after that, I was called by a man, Mr.

[Robert H.] Garrison, who said, "My wife and I gave twenty

years ago, a considerable amount of money "--when $125,000

would have been a lot of money— "to build a small, experi-

mental theater." He said, "I'm damned mad about it because

nothing's happened. They didn't give us back our money,

on which we could collect interest, even though they

hadn't used it. They've collected the interest, but

nothing has happened. I'm just damned mad about it."

So I got in touch with the president of the Claremont

Colleges, the associated colleges' graduate school, and I

told him. I said, "This is not the right kind of a thing,

and this man's very upset about it." He said, "I know

he's upset, and I don't blame him, but we've never been

able to get anybody off the ground. We've talked to

various groups at different times about what they thought

would constitute an experimental theater. Let's get

together with him."

We did, and he said what he wanted was a theater

that probably wouldn't seat over 275 people and that had

a first-rate stage where they could really do experimental

work, and it would be available to all the different col-

leges. So the board then asked me to proceed as a regular
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commission to design the theater. I had a great deal

of fun working with different members of the staff and

with, of course, the people who were giving the money

as well as the college administrative people. I designed

a small theater, and we had excellent estimates of the

cost, which cost was going to be about twice what they

had given originally, to do what they wanted and to do

it very well. It fit into the overall scheme in the

right way.

Well, they were practically ready to go ahead with

it when they called in the two directors of the theaters,

one from Pomona College and one from Scripps. Pomona

College particularly just raised the roof. They said,

"We don't want a little theater. We want a bigger

theater. We can't use a little theater like this."

So overnight it became not a small, intimate, experi-

mental theater, but a theater that had to take care of

about 750 people. I was asked then by the board to start

over again and do a theater that would be both intimate

and large. [tape recorder turned off]

The result of this was that I designed a theater

that had entrances from both sides in the middle of the

theater. By lighting the front part of the theater as

the audience would arrive, they had an intimate theater

of about 300 seats. Back of that, going up at a much

steeper degree, there were about 450 seats. Without
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even using curtains, it's extraordinary how you can

make that into two theaters, just by lighting the front

or lighting the whole theater. The price then jumped

into five or six times what the original theater was

going to be, way back to the $125,000 of twenty years

ago. Mr. and Mrs. Garrison were extremely liberal.

They gave better than half of the money, and they were

terribly excited about the theater. I designed it then

as a major part of this new plan where the big, heavy

overhang in front would have been a part of a continuous

arcade going the full length of that block. Then it was

to turn and go down the other block and surround this

library with an arcade.

Well, that was part of the plan, so we built it on

that basis. We built it out of brick, which we thought

would be a nice material to use in that whole block.

When we got around to the idea of doing the big mural

,

which I planned from the beginning to do , I realized that

with this tremendous increase in cost on the building and

the fact that in the colleges that kind of thing becomes

really an extra, I went to the people who gave the money

for the theater, and I said, "I will design this, and I

will execute it if you will pay half of the cost with me

of the granite." We did split the cost, and we gave it

to the colleges, the three of us, literally as a gift.

But it made the building complete, and I really am very
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pleased with those mosaics because I think they do sym-

bolize three episodes of Shakespeare.

GOODWIN: Right. Which three are they?

SHEETS: Well, you have Cleopatra on the left, and you

have Romeo and Juliet at the top, and then on the right

you have King Lear. I think there's a scale there that's

very nice.

Now, the disappointment I have in this job is the

fact that at the same time we were building this theater,

they went ahead, the same board, with a plan for the

building on the west, which completely ignored the master

plan. As a result, that arcade, which should have gone

right on down the west side of the complex, is not there,

although there is some hope that they will get money to

complete that whole north block, which will be basically

music, drama, and the arts. Their hope is to get a very

powerful, big building for a museum and for the graduate

art school and a music school in between. There would be

a covered walk the full length of that block, though it

would drop down to a lower height than the height over

the entrance to the theater, which was always planned

that way. It would drop down to about, I think, eighteen

feet, whereas I think we're around twenty-six or twenty-

seven feet high at the theater. That may go ahead, and

that will help.

I also designed a chapel to go in the northeast
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corner of that big complex with a whole new concept of

a garden. How much of that will be done, I don't know.

I'm not there to push it anymore, but we'll see. But

that's only one of about fifteen plans that I've seen

ignored. At least we did that one part of it.

As for people who use that [Garrison Theatre] , they've

had several professional theater groups there. For two

summers, I think, they had marvelous theater groups. The

one from England said that the acoustics are about the

best they've ever found. Dr. [Vern 0.] Knudsen from UCLA,

who was a very famous man in acoustics— I think he since

has died—we hired professionally to help us on the

acoustics, and they are excellent. They're just marvelous.

There is a full working stage, which you can do anything

on. We have ample room for building scenery and storing

scenery and all that kind of thing. It's a very fine

working theater in that sense.

GOODWIN: I've seen the theater, but I've never attended

a performance.

SHEETS: Yes, well, I'd like to get you inside sometime.

GOODWIN: Right. Here's another major commission; mosaics,

I believe, for the Hilton Hotel in Honolulu.

SHEETS: No, that's a tile decoration. I was working for

the Interpace Company, in charge of their design group,

and the Hilton Hotel approached me with the problem of

wanting to symbolize their hotel with the rainbow, which
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is the symbol for Hawaii. Well, when I looked at the

hotel and saw that it was 280 feet high and that this

panel between the windows on either side was only 27 feet

wide, I wondered how we were going to get a rainbow into

280 by 27 feet. But we made a lot of sketches and finally

saw that it was possible to do this. I presented the

sketch, in which the rainbow is treated in a semiabstract

way, to the Hilton Hotel people, and they were very

enthusiastic

.

Then we had the problem of trying to figure out at

Interpace what it would cost to execute it because, here

again, we were involved in such a big scale. Again we

rented the Pan Pacific Auditorium, and I remember that we

came out to almost an inch in swinging those great arcs

for the rainbow. We used the full width and the full

length of the Pan Pacific, and we actually used wire,

rather than cord, because there's so much stretch in any

heavy string. We swung the radius on the floor of the

Pan Pacific for the different colors of the rainbow, and

I drew the rest of it in without any difficulty, just on

a grid pattern basis.

But then the problem was how to execute it. If each

tile had to be painted by hand—these were twelve-inch-

square tiles— I knew that it would cost absolutely

unlimited money. I didn't see how we could get the

graduation of color, which we wanted; we didn't want
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hard edges. So we went out and hired a group of twenty

or twenty-five good art students from various colleges and

art schools, and I brought them together, after we'd made

this tremendous layout from which we could make tracings

of each area. I taught certain ones to trace in sections.

They were working on a space twenty-seven feet wide. We

worked out techniques by getting the widest tracing paper

in the world, then having them get down on their knees

right on top of the tile which had been all laid out, and

in this way they traced the design onto the tiles. Then

we built a huge platform that we could lay sections on.

We worked out a way of suspending fellows who could use

spray guns for spraying the glaze on from above. We did

this without any chance for corrections. Of course when

you're glazing, what you'll fire out as red may look green

when you put it on, and all the values look alike. They're

all light. So we ran two or three sections and fired them.

I remember how worried the various top people were in the

Interpace plant. They looked at these things, and they

said, "Oh, my God, how do you know what it looks like?"

Of course, every tile was numbered, and here was a case

where we had a lot of tile. If you multiplied 27 times

280, you have a lot.

Finally I was so harassed by these top executives that

I said, "All right." By this time we had about 4 percent

of it done, and standing on the ground beside it there is
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no way to look at it. The thing's going to go up in the

air that far, and you're going to look at it from some

distance anyway. There are two of the panels, one on

each end of the building, the same size and the same

design. It was really a tremendous problem. Here, again,

I think there was about $240,000 or $250,000 involved in

the total project. The executives were worried because

they'd see a little bubble once in a while on some tile,

which will happen once in a while. Now, in an ordinary

run of tile, you'd just throw that tile out, but in this

case we couldn't throw that tile out. It would have been

very difficult, almost impossible, to exactly duplicate it.

So finally in disgust, after I was pressured enough,

I rented a helicopter this time, and I took the two top

men in the company up with me. I'll never forget it. We

took off up there in Glendale, and we swung down over the

parking lot where we'd laid it all out, this 40 percent

that was finished. As we approached it from a hell of a

long ways off, I knew we were in. There wasn't any ques-

tion at all, because the thing read from a mile and a half

away. We came in at 500 feet, and at 500 feet it was

simply marvelous. You couldn't believe how well it read.

So we went up to 1,000 feet, then we went up to 2,000

feet, and that was the last trouble I had on the job.

The people from then on were extremely pleased, and there

were no problems until they put them up.
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Unfortunately, the company that put them up were

willing to pay for a supervising engineer, a ceramic

engineer, for, I guess, the first two weeks or something

like that. Then they felt that because he wasn't exploding

every day with some new problem and some new suggestion,

they didn't need him any longer. Because of that, they've

had a very serious problem about the mural, which should

never have happened. They did not completely clean the

concrete wall behind the mural after a certain height up,

and they lost quite a few tile. These have been replaced,

and now they've had to go back and repin a lot of those

tiles down again—which is utterly unnecessary, but they

just simply got into the situation of being plain cheap

when they shouldn ' t have

.

Still, the mural is very effective. It's quite

interesting from the sea, and when you fly in from Hawaii

on the west end, you can see it for ten miles. Everybody

takes photographs. Of course, you can see the other side

from anywhere around the hotel and clear from the free-

way. It reads very well. As a symbol, the Hilton people

have used that rainbow now throughout their whole chain

all over the world.

GOODWIN: Right. Uniforms and menus.

SHEETS: Costumes and uniforms and menus and everything

else. And it was a lot of fun. We had some bad days

wondering for sure how well we could control it, but
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those kids were wonderful. You know, many of them stayed

on. We kept them on and they worked there for years. It

was good experience for those kids, too, because they had

to be a part of a team, which was a totally new thing for

many of them. That was the hardest thing for most of them

to adjust to. They're used to doing their own thing, but

here they had to be a piece of something that was moving,

and it was very interesting.

GOODWIN: Let's talk now about the Los Angeles City Hall

East, where you did two murals.

SHEETS: Right. This was again with the same company.

GOODWIN: Where is that company located?

SHEETS : Interpace is the present name for what used to

be Gladding-McBean, which was a very famous California

company. They produced Franciscan dinnerware and Franciscan

tile. They merged with Interpace approximately twelve years

ago and became part of a conglomerate corporation, which

at the time of this merger was International Pipe and

something else. So they changed the name to Interpace.

It's a coined name. The "International" part was all

right, but the rest of it they just made up. So anyway,

when the architect asked me to do the mural for the city

hall, he said he'd like to have it done in tile. Well,

we had worked long and hard at developing this technique

where we could fire all of the colors at one time. Didn't

we discuss that before?
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GOODWIN: Yes.

SHEETS: This was so new, nothing had been done like this

before, where you could fire brilliant reds, brilliant

yellows, greens, blues, greys or blacks and earth colors

all at the same time. So I was excited about using the

tile for this mural. I worked up the two sketches, more

or less depicting the idea of the melting pot, the dif-

ferent cultures that make up our culture. I think there

are parts of that that are particularly beautiful, and I

think the overall effect is interesting.

GOODWIN: Does one mural have a distinct subject and the

other mural an opposite subject?

SHEETS: No, not the opposite. In each one it's a con-

glomerate of cultures. I took all of the major cultures

of the world that have been the sources of our own American

life, from the primitive to the more sophisticated cultures

that have come here, and I've tried to do the symbols that

would be as clear as possible in representing each of them.

To put it together as a kind of total mosaic of design was

a lot of fun, and I think the color is interesting. It's

real sad to me that the lighting, which is so necessary

,

isn't there because of the lighting freeze. There's about

half-light on at night, and no light on in the daytime.

It's set back some 100 feet from the edge of the building,

where it's part of the elevator wall. All they get now

is a flat light from way off, which is not a very good
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light; and what little they get is less than good light

because it has a little inclination to shine, whereas

the down lights that were a part of the integral design,

all hidden in the ceiling, would have given perfect light

with no shine on the mural, and the color would have just

flared out in a beautiful way. I hope it will not be

frozen forever and that the lighting will eventually be

done right. But it was exciting to do, and here again I

had to use a lot of people to work with me on the execu-

tion. I think I must have had eight artists working with

me. I had one man that did nothing but wash the bottles

out of which we squeezed the glaze. It's all hand-squeezed

from a bottle with a little nozzle on the end of it.

GOODWIN: Is that how the painting is done, with a bottle?

SHEETS: Yes. The glazes are applied by squeezing out of

a flexible bottle.

GOODWIN: It's like decorating a cake.

SHEETS: Right, exactly. Except we had a variety of

nozzles from almost wire-thin tubes that would let the

tiniest stream through to some that would come out pretty

fast for the big areas. With the techniques that we

developed for bringing colors together, by putting on

the outlines with one color and then filling between

them with another color and so forth, we produced some

perfectly beautiful qualities. The color itself is very

rich in these glazes that we developed. We spent a
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tremendous amount of money in research at Interpace,

hundreds of thousands of dollars over a period of nine

years, developing the ability to do these things.

Here again, after a very careful, very finished

cartoon was made and we had very good color sketches, it

was fun to see how you could absorb eight or ten people

working and keep the quality so that it all looks like it

was done by one person. It's amazing that people can learn

to work together. And that's, of course, another thing I

feel so strongly about, because it gets away from this

continuous, egocentric idea that "I've got to show what

I can do." There are things that are bigger than that,

and we've learned to work together on all of these projects.

GOODWIN: I went back and looked at the murals a few

weeks ago.

SHEETS: Did you?

GOODWIN: Yeah, and I noticed a few subjects that you

had mentioned as being influential in your development,

even when you first went to Europe in 1929. You men-

tioned how impressive the Avignon Piet^ was when you

first saw it, and I think that's in the mural.

SHEETS: I used it, yes. To suggest the French culture.

What else? Well, I used some German Gothic sculpture.

Sometimes I used people; sometimes I used art—anything

that I felt would best symbolize the special cultures.

I think the African figures are nice. I think that the
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American Indian is all right. Of course, those are much

easier, really, in a way than the other cultures. I like

the Jewish scholars. Do you remember that particular

area? The Chinese is fun. The Japanese is fun. It's

all fun because I love all these cultures.

GOODWIN: There's a large sequence relating to nineteenth-

century California history, with the pioneers and the Gold

Rush.

SHEETS: Right. It's sort of our whole cultural back-

ground .

GOODWIN: While we have a little time left, let's mention

the Scottish Rite temples in Los Angeles and San Francisco,

which were actually done before the Notre Dame library.

SHEETS: The Scottish Rite cathedral was one of the most

exciting projects I ever had anything to do with. It

came to me in a strange way. The head of the Scottish

Rite cathedral here in Los Angeles at the time. Judge

Ellsworth Meyer, called me to ask me if I could go to

dinner with a small group of people to discuss an

"interesting subject." I said, "Well, are you sure I

could enter into the discussion?" He said, "Yes, we

think you can." I said, "Do you wish to discuss the

subject matter?" He said, "No, not until dinnertime."

Well, I went to dinner at the [Los Angeles] Athletic Club

with him. I'd met him two or three times before. In

fact, his wife, it turned out, had been one of my school
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friends through grammar school and high school. But I

went to meet them, and they were quite an interesting

group. There were doctors and some lawyers and this

judge and two or three others, eight people all together.

They said, "We are going to build a new temple." They

called it a "cathedral." I said, "Well, what kind of a

cathedral?" They said, "Scottish Rite." I was a little

dopey. I thought it might be Masonic, but I wasn't sure.

I said, "Well, where is your old one?" I thought that

might give me a clue, and they told me where it was,

down on Flower Street, something like that. Then I knew

that they were talking about a Masonic temple. They said,

"We are trying to be very thorough before we go ahead with

this job. We have met nine firms of architects, of which

at least the principal men are members of our particular

Masonry degree and also our particular temple. We've

discussed the matter at length with each of them, and

we've asked them for their idea of how they would approach

this problem. You're the only one outside of the group

that belong to the temple that we've interviewed. But

we would like to discuss it with you. This is strictly

in a discussion state. We're not deciding on anything,

and we don't know just when we will, but we definitely

like some of the buildings we've seen of yours and would

like to include you in the discussion."

So they told me quite a bit about what has to be in
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a temple of this kind. I didn't dream that there was a

huge auditorium and a huge dining room. The auditorium

seats 3,000, and the dining room seats 1,500, and they

have many lodge rooms and recreation rooms. It's a city,

a tremendous thing. They told me a lot about the project,

and they said, "Would this kind of a thing appeal to you?

How would you go about it?" I said, "Well, I don't think

I'd go about it any differently than I would any other

kind of a project. As a matter of fact," I said, "the

first thing I would want to do is to prepare a very care-

fully thought out list of questions which I would like to

present to you people for answers. You cannot design in

a vacuum, whether it's a big project or a little project,

whether it's for this kind of public use or semipublic use

or private industry. It doesn't make any difference. I'd

have to know a lot more about you. As a matter of fact,

the first question I would put at the top of my list is,

'Why do you think you need to build a big temple? What's

wrong with the one you've got?' I don't know anything

about the one you've got, except that I've seen the out-

side and it looks horrible. But," I said, "that isn't

the important thing. The important thing is why do you

think you need a temple? Maybe the idea of Masonry isn't

even practical today." They really looked so shocked at

that! I said, "I have no idea, not being a Mason, but I

certainly believe that you should really answer a lot of
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questions. I don't think it would make a damned bit of

difference what I think you should do at this point,

because I don't know, and I don't think any other designer

or architect could tell you any better, unless of course

they're active members and have a lot of strong feelings,

which I don't have. I wouldn't attempt to tell you what

you should do.

"

They said, "Well, do you envisage any form?" I

said, "Oh, no, I don't envisage any form at all at this

point because it's got to grow out of the function and

out of the whole idea of what you want." So they said,

"Well, why don't you write us a list?" We had a pleasant

dinner party, and we didn't get any farther than that,

but I was happy to be included. I spent a lot of time

then for maybe six weeks, five or six weeks— I know I

didn't hurry—trying to really think out the problems.

I knew the site. The site was magnificent.
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TAPE NUMBER: X, SIDE ONE

JANUARY 16, 1977

GOODWIN: Last time we began to discuss Mr. Sheets ' s work

for the Scottish Rite Masonic Temple in Los Angeles, and

he had explained how he was invited to a dinner to learn

about the Masons' plans for a new site. Subsequently, he

thought about their needs for a number of weeks. Then, I

assume, you got back in touch with Judge Meyer.

SHEETS: No. As a matter of fact, I was very busy, and

I suddenly realized that about four months had gone by.

I thought perhaps I had frightened them away completely

by asking them the twenty-five or more questions of why

they thought they ought to build a temple. Then the

phone rang and it was Judge Meyer, the head of the Scottish

Rite. He said, "Well, we're ready to answer your questions."

So we set up another dinner party, and it was an exciting

evening. It was one of the really most exciting ones

because they had done their homework. They had worked

terribly hard on all of the questions and had, I thought,

some imaginative answers. They were not in any way tying

me or any other designer down, but they had some very good

thoughts about the new relationship of Masonry to society

and why they felt this was an important time to build the

temple and why they wanted to truly represent the spirit

of Masonry.
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So without further ado, I made many sketches, I

think three different concepts, which I presented to a

smaller committee that they had decided would be easier

to operate with. I think there were four people--or

five, counting Judge Meyer—on the committee. I made

the presentation of these three different concepts, from

which they selected one. It was the one that we finally

followed, but it grew considerably in the development,

as most of these kinds of things do, both in character

and in detail.

GOODWIN: What was their basic need?

SHEETS: Well, I think I suggested to you that I was

surprised by the tremendous number of things that had

to be incorporated in this temple. First of all, the

upper degrees of Masonry are given in an auditorium,

and they are given in the form of plays. They have

incredible costumes and magnificent productions of the

basic concepts that are ethical and have at heart a

religious depth, and they draw from many religions, as

far as I understand. I'm not a Mason, but I do feel

that it's a tremendous attempt toward the freedom of

man as an individual, and the rights of man as an

individual, and respect for various races and creeds.

I won't say this is always obtained, but certainly

that's been the spirit. They felt that they wanted to

depict this in every form. That's the reason there's
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so much decoration involved in the temple.

The huge mosaic on the exterior east end of the

temple at that time was the largest mosaic I'd ever made.

It starts out with the builders of the temple from the

days of Jerusalem, and King Solomon, who built the temple,

and Babylon. Then it jumps up to the Persian emperor,

Zerubabel. When the crusaders went to the Holy Land, they

built a place called Acre, which is still a very important

historical monument to the period of the crusaders. Of

course, there were other temples and I showed Rheims

cathedral in the process of building. I showed the

importance of [Giuseppe] Garibaldi, the Mason who broke

away from the Roman Catholic church because of what he

felt was its limitations and dogmatism. Ever since then,

there's been a certain quarrel, I gather, between the

Masons and the Catholics. Then there is King Edward VII

in his Masonic regalia as one of the great grand masters.

We had the changing of the guard at Buckingham Palace,

which is part of the King Edward section. I think the

final part of that mosaic shows the first grand master

of California in his full regalia being invested in

Sacramento. It's a kind of historical thing going way

back to the ancient temple builders and coming right up

through to actual California history, which the California

sun at the top symbolizes.

GOODWIN: Did they initially want a mosaic for the
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exterior or is that an idea you presented?

SHEETS: It's an idea that 1 developed as part of the

building, because they told me in the very beginning,

in the answers to these questions that they felt that

they wanted to symbolize, in the same spirit, that law

and concepts of religion were involved in the great

temples. Certainly the Gothic cathedrals were the book

for the people who couldn't read. Well, they didn't

think of the American people not being able to read,

but they wanted to show graphically the intensity of

feeling throughout history toward the neaning of Masonry,

So naturally, when I had this as a problem, I wanted to

do something very dramatic on the east end, because that

is an extremely tall mural. I think it's about seventy

feet tall (I can't remember exactly); it's sixty or

seventy feet high, and it's about twenty feet wide at

least.

By the same token, the concept of the sculpture

along the south facade, which I worked in collaboration

with Albert Stewart to design, and then he made all of

the models—it seems to me there were eighty scale

models, which I took to Rome and had carved by a very

fine sculptor in solid travertine. These were, of

course, eventually sent back and placed on the facade.

And here again are all of the temple builders, each one

representing a special builder going back to ancient
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Egypt and coming on through the time of King Solomon and

the Persian emperor, up to and including George Washington,

There are also Albert Pike, who was one of the very great

men in the early part of the twentieth century or latter

part of the nineteenth century, and Christopher Wren,

who built the great cathedrals in England. The two St.

Johns were interesting, because they were said to be

patron saints, and they depicted two different meanings

entirely. Then there's the Gothic builder, so it

symbolizes the whole meaning of the building of the

temple

.

GOODWIN: How did you decide to work on such an enormous

scale with those sculptures?

SHEETS: I felt that Los Angeles didn't have anything

like this and there should be something that people

would look at with a little different view than a typical

six-foot-tall fellow holding a Civil War sword in his

hand on a pedestal in MacArthur Park. I felt if we

could get some sense of bigness of spirit, it would be

exciting. I felt also that it gave us an opportunity,

carving these figures in actual stone, to make a very

dramatic presentation. The double-headed eagle, which

was the symbol for the Scottish Rite, Albert Stewart

designed, and I think it makes a stunning logo. We used

it in four spots on the temple. Then all of the inscrip-

tions which we did were carved in travertine, and the
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different insignias of the degrees are all parts of the

actual rites themselves. So it really makes a book to

a pretty high degree on the outside.

On the inside, there are several sculptured and

mosaic decorations on the interior of the auditorium.

There's a large mural depicting the history of Masonry

in California, starting with the first houses which were

erected by Masons. It's all involved, and I can't remember

all the details. There's also a large mural in the main

reading room off the main library, which was not symbolic.

It was the kind of thing I liked to do , a very interesting

mood of some ancient trees, and it's a totally different

type of mural. Then I did murals in the dining room.

The temple is like a city. It has a huge auditorium

where they hold performances for the degree. Then there

are four lodge rooms upstairs, where the various blue

lodges meet to give the lower degrees. There is

a recreational floor that has nothing but library

facilities and pool tables and a combination of reading

room and card room. There is a very fine library, which

we had a lot of fun designing. There are, of course, the

locker rooms and all of the other things that make it a

tremendous, big building. It's four stories above ground

and one below. There is a huge dining room on the top

floor that seats 1,500 people, where you get an excellent

view of the city. It's all under the overhang of that

494





big roof that extends over the balcony areas

.

GOODWIN: I understand that the initiation fee for the

Masons is very small, so what is the source of their

wealth?

SHEETS: Oh, that's a good question. I won't say they

are a wealthy organization, but it's extraordinary the

amount of money that members leave at their deaths or

give during their lifetime to Masonry. They support,

as you know, so many things, like the Shriners' Hospital

The Shrine is another advanced degree area, but it is

more on the social side. They put on the big East and

West football games and the Shrine game, which support

their children's hospitals. They have innumerable homes

for children whose parents either die or desert them.

They have not only children's hospitals but other kinds

of hospitals. I believe almost all of their hospitals

and their homes for children are nonsectarian. For

instance, in San Francisco they support the magnificent

Shrine Hospital for Children where it costs absolutely

nothing to send a child, born with a severe handicap,

there for countless operations. On the other hand, if

a family is capable, has the money, they can contribute,

but it's an astoundingly well run affair. Sue Hertel,

who works for me, did a beautiful stained-glass window

for the chapel in the Shrine Hospital. I had an oppor-

tunity to see the hospital, and I couldn't believe the
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incredible things that they do there. It's one of the

most disheartening things in the world to go through

the hospital and see the numbers of children who are

born with handicaps, but they are given the finest

treatment there, and it's nearly all financed through

the gifts of the people who believe in Masonry and its

dedication to helping mankind. Many Masons leave very

large amounts of money to such institutions

.

GOODWIN: How long were you involved with the building

of the Los Angeles temple?

SHEETS: I think from the time that I was first contacted

until we finished the job, it would have been at least

three to three and a half years. It took about two years

to build the building. It took more than a year to plan

it in the actual design stage. It took almost another

year before that, while we talked about it. Including

that six-month wait, I think it was almost four years.

Then I did another Scottish Rite temple in San

Francisco. I worked with an architect who was an old-

time Mason and who had done the large temple for Masonry

in San Francisco. It's called the Grand Lodge. It has

a huge auditorium, where many affairs other than Masonry

are held. I designed the building, and his office in San

Francisco carried out the plans. That is similar to the

Los Angeles temple, though perhaps simpler in some ways.

We had a tremendous amount of decoration on the inside
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and a certain amount on the outside. There is a tremen-

dous grill that had the great temple builders designed

right into it, and we used insets of mosaics in the

figures, which gives the grill a very exciting effect.

The grills are probably 150 feet long, divided into two,

with a space in between. It makes a very interesting

approach to the building. You pass through this grill,

then right into the actual building. But inside it's

loaded again with a tremendous amount of decoration, all

symbolical. It again has most of the same facilities

that we have in Southern California.

Then later I redesigned the interior of the main

lobby of the Grand Lodge. They had become more and more

interested in renting the lodge auditorium to various

organizations, such as symphony orchestras, concerts,

and plays, and it has become the largest auditorium for

that kind of use in San Francisco. I had to redesign the

stage so it could be a combination of the proper setting

and staging for the lodge, and at the same time pliable

and useful for the other affairs. That was exciting.

We put all new seats in, all new everything, and designed

a great many changes in the architecture itself.

GOODWIN: The Masons sound like a fascinating client.

SHEETS: Well, I found them to be. My only experience

has been these three instances, but they know what they

want, and they are perfectly fine to work with. They

497





deal very directly. There's no bouncing around. I do

admire what they do for society, because it's much more

than a lodge. It's basically a thing that means a tre-

mendous amount, I think, to an awful lot of people out-

side of the Masons themselves. That kind of covers all

I can think about in terms of the Masonic temple.

GOODWIN: We've only mentioned some of the more obvious

commissions Millard Sheets has done in architecture and

mosaics and murals and so on. There are really too many

to mention individually. But just to give an idea of

the breadth of his activities, I want to mention also

the topic of motion pictures.

SHEETS: Well, I've had a great deal of fun, really, as

well as done a lot of hard work with motion pictures.

I've never been involved to the same degree as most people

who become involved in motion pictures, but starting way

back in the early thirties, I worked for MGM and for

Universal Studios. I worked on such pictures as The

Great Ziegfeld . I can't even remember the names of some

of the others, but I designed special sets and made

sketches for other designers, too, which were then trans-

lated, of course, into sets. From my sketches they went

into architectural drawings, then right on into the sets.

Then later, in a series of pictures, I worked with William

Dieterle, the director, and that meant traveling to Israel

for an extended trip of more than two months, and there
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was a trip to Egypt which lasted about six weeks. We

worked on all of the preliminary work and all of the

background material. It was my job to serve not only

as production designer, but to see to it that all of

the extras were costumed for the huge scenes that occur

in biblical pictures. In one instance, I think there

were 10,000 people involved. I also had the difficult

job at times of going to the cultural minister, for

instance in Egypt, and showing him a preliminary script

which had been written for Joseph and His Brethren . It

certainly lacked everything that Thomas Mann had in his

book on Joseph and His Brethren . I had to somehow reassure

the minister of culture, who was extremely well read on

the subject, about the picture, and I had to have him

place faith in me and in William Dieterle to the extent

that they were willing to loan us the areas where we

wanted to work, because we worked in some of the most

important areas in Egypt. The only thing he said in a

sense of protecting himself was, "Well, chances are we'll

never show these pictures in Egypt or any other Arabic

country." However, we were given full permission to go

everywhere we wanted, and we had some extraordinary

experiences—it would take too long to enumerate—but

up and down the length of the Nile, from Aswan to Cairo

to all of the great areas, including Thebes. We worked

very freely. I had to do the research and make the
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decisions as to where we were going to shoot, and it was

very, very exciting.

I found the same thing even more exciting in many

ways in Israel because of the fact that I had not known

as much, perhaps, theoretically about Israel as I had

about Egypt. I think in the first three weeks that I

was there, which was before any staff came, except the

director, we covered—and I covered particularly—almost

every inch of Israel that belonged to it then: down into

the Negev desert, up to the high mountains, going up into

Lebanon. In covering this with an Israeli colonel and

driver, we crisscrossed every inch of the country. I'm

sure that very few people in Israel itself have had the

experience of covering that much territory. I really

enjoyed it. I don't think that we produced the greatest

pictures, but I certainly had a real thrill being involved.

GOODWIN: On the subject of costume design, I think there's

something you failed to mention. I understand that you

did some designs for academic gowns at Scripps at one

time.

SHEETS: [laughter] That doesn't really amount to very

much. The girls were very sick of the typical black gown

and black cap. The colors of the college, which were two

colors of green, had been selected long before; so I

designed a graduation robe in those colors which have

been used throughout all the years at Scripps. It was
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kind of pleasant to see that it could be done in good

taste and simplicity and be dignified, but it was no

tremendous thing. I enjoyed it.

GOODWIN: Did you design banners to represent departments

and colleges?

SHEETS: There was a banner that already represented

Scripps. It was designed by Lee Laurie, and it was

really based upon the Lee Laurie sculpture. He made a

relief sculpture of The Sower , a theme he used quite

often, which is a woman walking in the field with a bag,

sowing the symbolic wheat. We converted that into a

banner and used the colors, and it was very handsome,

but the original design was Lee Laurie.

GOODWIN: I think you mentioned that you also designed

the official seal of Los Angeles County?

SHEETS: Yeah, I did, and that was an experience. Did

I tell you about that?

GOODWIN: No. I'm putting your work in heraldry in one

area

.

SHEETS: I was working of course as the director of the

County Art Institute [Otis] at that time, and that's the

reason I was asked to do it. The Board of Supervisors

were unhappy about what they had in the way of a kind of

map of the county. One supervisor, Hahn, called it "a

pan of fried eggs," which was not exactly a very good

description. Anyway, they asked me to do it. I, in turn.
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said, "What do you want to symbolize? I have some ideas

about Los Angeles County, but you're the supervisors, and

you have all sorts of authorities at your fingertips.

What do you want symbolized?" I couldn't get one single

suggestion, not one single suggestion, from any one of

the supervisors. So I went ahead and made a very finished

drawing, which was in color, of what I thought might make

an interesting seal. I did it in an extremely simple way

so it would read well in the distance and so it wouldn't

look like a fried egg to Supervisor Hahn. Well, of course,

the minute that I showed them the seal, they started sug-

gesting all sorts of themes that might be added or one or

two which might be eliminated. I said, "Well, that's

fine. At least this is a kickoff." But they liked the

arrangement of the seal: a simple cross form. They said,

"It's just a matter of what we put in there." So I said,

"All right, now have a huddle, and get your experts to-

gether and then tell me what you want added or taken out."

And they did

.

Well, at the time I was very involved with my own

work in addition to directing the institute, and I had a

young man working for me who was extremely credible. He

wasn't always an articulate draftsman, but he was very

good in many things that he was doing for me. So when

they finally gave me the symbols that they wanted used,

and the one they wanted for the diary industry was a cow.
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So I said to this young fellow, "Look, here's my layout.

Doodle in a cow, and doodle in these changes that we're

making," which he did. We didn't even make it in color.

It was very, very rough.

I took the design into the Board of Supervisors and

left it with John Anson Ford, who was the chairman. I

explained to John that this was strictly a preliminary

rough sketch, and it was not meant as the final drawing.

I didn't want to go ahead and go through the agonizing

business or making another long-winded, finished drawing

or finished painting, then have them tell me they wanted

to change some ideas again. So it was presented on that

basis, and Hahn, who is such a nincompoop as far as I'm

concerned anyway, immediately attacked the drawing of this

cow. And in nothing flat all of the reporters in the

area, the Times and Examiner and the radio and everyone

else, picked this up as a tremendous thing that the

director of the art institute couldn't draw a cow. Hahn

made a great speech about the fact that he thought it

was pretty sad when the director of the institute couldn't

draw a cow. So it came out over the radio and in the

papers and everything else, and of course it made me very

angry. I did have the satisfaction of telling Mr. Hahn

what I thought of him as a person as well as what I thought

of his intelligence. But in the meantime, they approved

every one of the ideas, and I made a finished drawing.

503





Well, by the time that drawing went through the

routine of the cryptographers, or whatever they call the

people in the county who translated the design into

everything from silk screens to emblems for the cars,

and all the other uses for the seal— I must say it lost

some of its original drawing. But I think the overall

effect is good.

GOODWIN: Let's mention your work for the United States

Air Force in Japan and Formosa. This was about 1958?

SHEETS: It's down there. [referring to notes]

GOODWIN: Yes, 1958.

SHEETS: It was the period when the Red Chinese from the

mainland were bombing and dive bombing the islands of

Quemoy and Matsu. It was a very dramatic moment in

world peace, if we can call it world peace at that time,

and the United States was very much involved. They sent

a great deal of material to Formosa. They sent planes;

they sent a lot of mechanical equipment and even a large

force of mechanics to take care of the planes. We did

no flying against the Red Chinese, but we kept those

airplanes going, and we gave them, at that time, one of

our best planes. They were extremely fast, and they

were flown expertly by the Chinese flyers.

Well, the air force asked me, as they've asked many

artists to go on similar jaunts, to go to Formosa and

work at the bases and document as well as I could what
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was going on. I did fly toward the islands. I never

was close enough to be really involved with any actual

fighting, but this fighting was going on, sometimes

three and four times in twenty-four hours, day and night.

The Chinese flyers would fly across from Taiwan when the

word came that they were about to have another raid.

Whereas the Red Chinese only had to fly something like

eleven minutes from their mainland over to the islands,

it took about forty minutes for the Free Chinese to go

over. But they had this thing down to a pretty excellent

timing proposition with their systems of warning and so

on. The Free Chinese air force was really getting the

best of it most of the time. But like so many wars, like

our war in Korea and also, actually, in Vietnam, the Free

Chinese themselves were not allowed to cross the line

over China. Although a few planes were shot down, I'm

sure , over the edge , the attempt was to keep away from

the mainland itself and not cross the shoreline. But it

was dramatic and it was very exciting to be in the midst

of what was a war, although I was on the sidelines. I

certainly enjoyed the whole experience.

GOODWIN: Did you do mostly watercolors?

SHEETS: Yes. I always work in watercolor and drawings

when I make trips of that kind. It's so easy to carry.

GOODWIN: About how much work did you produce?

SHEETS: Oh, I think—if I remember correctly— I gave
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the air force approximately six or seven paintings when

I came back, finished paintings, which are in their

archives. They have a very large collection now of

paintings done by, oh, I would guess perhaps fifty or

sixty artists from the United States in different combat

zones. Of course a lot of it is in peacetime, too. It's

not all war—fighting. But it's a very large collection,

and some very, very good artists have gone.

You go, if you're invited to go, with the rank of a

colonel. The only embarrassing part of that whole trip

was that every time we got on an airplane, starting out

here in Sacramento, I went to sleep in the officers'

waiting room, because the plane was always a little late

taking off. They would suddenly waken me and say, "You

have to get on board before anybody can go on board,

including even the pilots." Well, I was very embarrassed,

but that happened a half a dozen times. I didn't go to

sleep— I don't mean that—but every time we got ready

to go on the plane, everybody stood and waited for me

to go on board. I felt like a fool, but that was the

procedure

.

GOODWIN: In 1960 and '61, you were a lecturer for the

State Department in Turkey and Russia.

SHEETS: What they really called those programs was the

American Specialist Program. Unlike an ordinary cultural

exchange, which many people have gone on, we had a program
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where we exchanged similar people, people who had the

same kind of activities. I was involved, of course, in

education; I was involved in architecture; I was involved

in painting and to a degree in planning and that kind of

thing. So it was always very exciting because each time

I went it gave me a great deal more choice and leeway as

to where I wanted to go and to the people we met.

The trip to Turkey was fabulous. The State Department

was not willing, in any way, to consider sending ray wife

with me, but I felt that partly because I traveled so

much without her during the days when our children were

young and also because if we went as a married couple

we would have access to many experiences that I couldn't

have as a single person. It was absolutely borne out in

both experiences. Because of Mary being with me, we were

able to go in and out of homes, meet many more people,

and have many experiences I know I never would have had

if I had been alone. In addition to that, she's marvelous

with people, and I think she gave a very great deal of

credit to our country by her spirit of wanting to know

about and to get acquainted with people and to being

sensitive to so many things in their lives, with women

as well as with men. I know it was extremely important.

Well, we arrived in Turkey, in a very cold winter.

I spent several days in Istanbul, where I lectured. Then

I met and had discussions with people in the universities
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on problems both in architecture and in painting.

GOODWIN: Did you give any demonstrations?

SHEETS: Yes, I gave at least two or three demonstrations,

I think, on that trip. In both instances, they wanted me

to paint. I didn't really do much painting in Turkey—

I

did some. But the time was so confusing, and it was in

such a terrible part of the winter that I wasn't really

well organized.

We went from Istanbul to the first capital of ancient

Turkey, Edirne, which is in the very far northwest corner

of Turkey, where Bulgaria and Greece come together, and

it is fantastic. I gave lectures there, and we saw some

of the ancient buildings.

One of the most interesting ones was a huge building

for the treating of the mentally disordered. Way back in

the twelfth century or even earlier, this whole building

was designed to aid in the treatment of the patients.

Water was used as one of the most important parts of

the therapy. There were many ways that they had water

dripping and water running and spouting in little foun-

tains. The doctors maintained that it had a tremendous

influence upon the mental attitude of the people they

were treating. It was really a magnificent building.

It had not only the main open areas, but it had beautiful

courts, and the rooms themselves seemed to have been

pretty beautifully thought out. So it was fun to see
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that even that early that thought was given to the mental

problems to the degree that it was.

Then from Edirne we went back to Istanbul and spent

more time there. Then we went up to Ankara, the capital

of Turkey, in Anatolia, the Asian part of the country,

and it was bitter cold. It was right in the dead of

winter, below zero a good part of the time, snow all

over the ground. We met with State Department people

and other Americans who were there on various assignments

,

as well as with a number of fascinating Turkish groups.

We saw the great Hittite museum and other places of

interest, and then we took off.

I had a driver come up from Istanbul at my expense,

and we drove almost 3,000 miles. We went to Bursa, to

Kayseri, and we went to Goreme , where the early Cappadocian

Christians carved out and painted their churches in the

great conical mounds that rose above the barren earth

like enormous anthills, some as high as 200 feet. These

huge stone mounds were carved into not only living areas,

but chapels and refectories. It was one of the most

beautiful and exciting places I've ever been. A stark

lunar landscape. Then we drove on through the whole of

upper Anatolia to a fascinating Kurd village and to

many small towns. It was bitterly cold and deep in snow.

We were told that there were wolves everywhere, which

scared our driver nearly to death. Parts of the country
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were really wild and the peasants, in their poor villages,

looked as miserable as people could be. We drove through

the rugged mountains and then dropped down into blossoming

orange groves and fruit orchards where spring was bursting

forth, into a totally different world. We came out at

Adana at the eastern end of the Mediterranean. I lectured

there, then we started on a trip that we were advised not

to take because the road wasn't completed. We drove the

full length of the Turkish coast of the Mediterranean

Sea. And other than for twenty-seven blowouts and some

incredible experiences, we had an exciting, beautiful

trip. We saw ancient Roman ruins, theaters, and fortresses,

and dramatic crusaders' castles, some rising out of the

sea. We came to one city, Antalya, where the Romans

built many of their warships. They had planted cypress

trees all over Yugoslavia and parts of Turkey, and these

were used not only as mastheads but as construction

material for the fighting boats. There were two huge

caves in this town, which they used as protection from

the weather to do a lot of their work. They had a very

beautiful sort of a quai built out, along which they

could moor their vessels. It was an amazing place. We

had taken a Turkish interpreter, Nilglil Matters, with

us. She was a brilliant, young woman who understood

and spoke English extremely well. She had been educated

in the United States and had married an American, Bob,
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who had come back with her to Turkey to teach, and they

had two children. She became my interpreter, and she

was excellent. On this particular trip we included her

husband. We had been without any kind of decent housing

or food or anything else for several days, and we looked

forward to this particular town, Antalya, with great

excitement, because we were told that there was a good

hotel and food that was reasonably edible. We arrived

in the town at ten o'clock at night, after I don't know

how many flat tires that day, to find that it was the

one night of the year when they had a great vaudeville

show in the town auditorium.

All the people who could came from far and near to

see the show, and they had taken every single bit of

lodging. After going to the police station, we found

that there was nothing whatsoever to be had unless we

could get to the mayor, who was sitting up on a little

ledge in the middle of the auditorium. All of us, and

our gals particularly, were just worn out and we had to

find rooms. So Bob and I finally went to the theater,

and climbed a ladder up in the middle of all the people

to this little balcony and, with another interpreter,

explained our situation to the mayor . He clapped his

hands, the show stopped, and he shouted down to a man

who ran a restaurant, if you could call it that. He

said, "Go to your restaurant now and take care of these
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people. You stay at the restaurant; then, when the

show is over, my wife and I and some other people will

pick you up, and we'll see that you're taken care of."

Well, it was fantastic. At the restaurant, all that was

left after the big feed before the show, that we dared

to eat, were a few hard-boiled eggs and some oranges.

The rest of the leavings were just out of the question.

Well, sure enough, after the show, they came and

picked us up, and my wife and I spent the night in the

mayor's home, and the other couple spent the night with

someone else high in their official life. In both cases,

we know that they gave us their own bed, and they slept

on the floor, which is real hospitality. We couldn't do

a thing about their giving up their beds; they were so

gracious and so positive about it.

Next morning we had breakfast and went down to see

the hospital, which they were very proud of. We spent

about two hours going through the hospital, which was

extremely far ahead for its time and place. Then we

toured some areas where there were ancient fortresses.

We climbed the top of this high mountain and explored

the town. When we were all set to leave, we were still

concerned because we had no spare tire, and it was a

long way to where we wanted to go to our next stop at

the western end of this Mediterranean coast. We tried

every place to buy tires but there were just none
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available, not even retreads. The man at the hospital

said, "Well, now, I think it's not safe for you to go

without a spare, so we're going to send a jeep with a

couple of people along to follow you and see to it that

you get there safely." There was no way that we could

pay graciously for all of this hospitality without

insulting our hosts. We had no goods to give as gifts.

Finally our interpreter, Nil, said, "Well, I think

the best thing to do is to make a gift to the hospital."

So I went with her over to the hospital again and met

the director and told him how much we appreciated every-

thing. I said, "Just to show our appreciation, we'd like

to make a gift." I had in mind something like fifty

dollars— I don't remember exactly, but fifty dollars was

a great deal of money in Turkey in those days. Being

just in the middle of that period where I didn't see

too well without my glasses, I gave him a bank note,

which I thought was about fifty dollars, and we left.

When we were leaving, he was very excited, and he wanted

me to have a receipt. After much talk and much waiting

Nil came running up with this receipt, which I put in my

wallet, and we left. She said, "Do you have any idea

what you gave him?" I said, "I think it was about fifty

dollars, wasn't it?" Well, I can't remember, but it was

more like $250. I hadn't meant to be so extravagant,

but on the other hand, I certainly wasn't too unhappy
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about it. Well, this just shows you sometimes that

there's something else operating outside of yourself,

We left the town, and the jeep followed us.
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TAPE NUMBER: X, SIDE TWO

JANUARY 16, 1977

SHEETS: We left about one o'clock or one-thirty, and

at four o'clock that afternoon, a band of wild wolves

that were infected with rabies just simply ran through

the town biting right and left. I don't know how many

people were bitten, but the exciting thing about that

funny little gift is the fact that it was that

much money allowed them to buy enough serum to take

care of the whole problem for the town. It just seemed

to be fated and we've been very grateful that it happened

that way.

Well, we saw absolutely magnificent Roman ruins and

beautiful cities along the way, many of them in semiruin.

As we were driving up towards Izmir, we saw the most

exciting processions of camels in the brightest regalia,

with all sorts of people on foot and people with various

musical instruments and whatnot going along the road all

headed toward one direction. We finally came to a small

town where there was a complete festival, put on by the

mosque as a money-raising event. We found that there

was a camel wrestling contest going on, a sport we'd

never heard of before. These camels are incredible in

the way they actually wrestle. The owners get them into

a very high state of excitement with wild music on drums
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and horns and by having a she-camel in heat tethered

nearby, and then they lead two males into the middle of

the field where they try to throw one another by forcing

the head down with blows from their snakelike necks.

They fight in full regalia, and it was a tremendously

exciting experience. We stopped to explore Ephesus,

then we went on to Izmir for several days of talks and

meetings, and then finally we drove back up through the

most famous parts of Turkey to Istanbul for a few more

days, and that was the end of a fabulous adventure.

GOODWIN : How long were you in Turkey?

SHEETS: A little more than two months.

Then the other trip, which was to Russia, was a

tremendous experience. We were there, again, in the

dead of winter. We arrived in November and left two

days before Christmas. I had the same experience, first

of all, of taking my wife, at my expense, which was the

smartest thing I could have done. Even more than in

Turkey, doors opened that never would have opened in

Russia.

We were briefed in Washington by the State Department

for almost a week, and I have never had as much misinfor-

mation given me in my life. I can understand now, I

think, why I was misinformed. I think that the State

Department, as it operates in Russia, and the people in

the news services are tremendously handicapped and held
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down. Entrapment is always on their mind and every

other kind of pressure. They know everything is bugged.

Being a guest of the Russian government, we did not have

this experience, and they allowed us freedom that very

few people have. There were only ten people a year at

that time that were being exchanged. I believe also that

the particular thaw, just after Khrushchev had denounced

Stalin and not too long before Khrushchev was overthrown,

made it a perfect time to be in Russia. I was told that

we'd never be allowed to go where we wanted to go. We

would never go into people's homes. We'd never see the

same person more than twice. It would just be set up so

we wouldn't get really acquainted with anyone, and they

said I'd never be able to give a lecture.

I took about 800 slides with me, hoping that I could

give a talk, maybe with 40 or 50 slides on American

architecture and 40 or 50 on the history of American

painting. I had a lot of slide groups like that, in

addition to a fairly complete resume of my own painting

and of a lot of the murals in the buildings we were

working on, and then the two different houses we lived

in—the one up on the coast and the one we still had

down in Southern California at that time. I thought

these would be fun to show. Well, they said, "You'll

never get a chance." I had a little Japanese projector

that you could collapse down into a small, about 4x6,
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box. I could take that thing with a 3 5-millimeter

Kodachrome slide and throw it up ten or twelve feet

square. It had a great deal of power in the lens.

I took the different gadgets you have to have to change

the different currents, so we were all set. But the

State Department said, "No way. You won't be able to

do it. But," they said, "when the official asks you

where you want to go, take a big, deep breath and just

rattle off all the places, hoping he'll give you a few."

Well, when I did this, the man stopped me in a very

quiet, smiling way and said, "Well, Mr. Sheets, how long

were you going to be here?" We told him. He said, "Well,

if you extend that three months, which we'd be glad to

have you do, you can go to all these places, but in the

meantime, where do you want to go?" So we told him where

we wanted to go, including central Asia, and we went to

all of those places. In that sense we were shocked right

off the bat, right at the start.

Then we noticed that wherever we were set up in

hotels, we were given very special treatment. We didn't

live in any of the typical hotels for the Intourist.

We had a fantastic, wonderful woman, Lydia Moroshkina,

who served not only as our guide and interpreter but

became a great friend of ours. She was a woman who

didn't work primarily as an interpreter. She translated

British and American plays and books into Russian theater
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and motion picture, so she understood our idioms. She

didn't speak English as well as she might, but she

understood everything about our language and could

translate our same idiom into the Russian idiom. So

right from the beginning, we felt comfortable with her.

We stayed in these very nice hotels, the Sovietskaya in

Moscow and the Astoria in Leningrad, where they had it

arranged so that I had a big room to work in, in addition

to a sitting room and bathroom and bedroom.

Then they kept pushing the idea that I should paint.

Well, from the beginning, I started to paint. Being in

the middle of the winter, it was beautiful: all deep in

snow. Red Square and out at Zagorsk, which is a great

religious center, the only one left in Russia, I guess,

where they train men for the clergy. It's an ancient,

beautiful place, and the drive out there from Moscow was

absolutely magnificent.

We went into dozens of artists' studios. I spoke

the first time at the Moscow artists' union, which is

not like our American unions; it is more like a guild.

I was asked to speak there, and after that first time I

met some of these artists. From there on we were just

constantly being asked to give talks and slide shows,

and I think I gave seventeen lectures all over the Soviet

Union: in Armenia and central Asia, Moscow and Leningrad.

The people were so hungry to learn anything they
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could about this country from people who actually lived

there, that when they found out about the slides, my

problem each time was they wanted to look at the whole

800. They didn't care about looking at a handful. If

I lectured for, say, two hours with my interpreter

—

which, of course, is a slow job by the time you take

time to interpret and show all these slides—they would

ask questions for three or four hours. Then we'd end

up going from the lecture to the most exciting homes.

We would be met there by a dozen or two dozen people,

with unusual food and drink, which they had made a

tremendous effort to have. Then they would show me

some of the works that they were doing. Some of them

were working on very large murallike panels. Lots of

them were just painting straight easel paintings. I

was surprised and pleased to discover that a great many

of them had very fine recording instruments, and they

were recording, from the BBC broadcasts and from the

American broadcasts, all of our best modern music. Not

only that, they had libraries of the most up-to-date

contemporary art of the world. They had books on prac-

tically every major artist of the last century. They

were very much aware, even though they were being

prohibited to do any of these things by their govern-

ment, of what was being done outside. They were painting

and not showing. They were hiding these things. I saw
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a tremendous number of the paintings that they wouldn't

dare show to the public, but they did have enough con-

fidence in me to show them to me.

We were in Leningrad and then again in Moscow and

then down to a country that I hadn't really thought

would be that exciting; but I think that Yerevan, the

capital of Armenia, is a fascinating area, and the

people are marvelous. I met the most interesting

painters there. We were through and in and out of the

great museums, as we had been in Leningrad, where I had

days in the great museum, the Hermitage. Behind the

scenes, we could do anything we wanted. We saw every-

thing. They were extremely good about it. We were in

Armenia, I think, about ten days, and then we flew from

there to Uzbekistan where we visited Tashkent and

Samarkand

.

The whole experience was thrilling, I think mostly

because we were able to bring to these people—and we

met all facets of life in Russia and these other areas

—

the fact that as Americans we were not warmongers, we

were not out to destroy them, which their papers told

them every day we were going to try to do. We had some

incredible arguments and marvelous conversations, very

openly. We didn't hide anything. If they asked me even

what I thought of Khrushchev, I told them. These were

not always easy things to do. Right in the middle of a
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talk in Leningrad someone said, "What do you think of

Khrushchev?" I answered exactly what I thought. I

said, "I think that he must be a very important person

in your life, and he certainly seems to have had a

tremendous influence and to have done a great deal of

good in your country. But as a world diplomat, I don't

think that he's been the right man to send to the United

Nations, when he gets up and pounds the rostrum with his

shoe." They laughed, and it was all done very easily.

When we left Russia, a woman official whom we'd

met at almost the beginning of the trip, who had been

very anti-American and anti-us in particular, not only

turned around completely, but she insisted upon taking

us to the airport in order to get us through customs

very easily. She said that we were unlike so many

Americans and British who come to Russia. They smile

and say nice things but go home and write dirty articles.

She said, "You've said everything the way you felt it,

and we will welcome you back at any time in the future."

So we felt really pleased. I said, "Well, have you heard

all the things that I've said?" She said, "I know every-

thing that you said." So I guess they had a pretty good

record of it.

But we were in and out of homes. We were in every

kind of art situation. I admire a great many things

about the dedication and the feeling of these people
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about their country. Most of the people who are against

communism have, of course, been eliminated, so they

don't have a very strong group against them. They're

very critical, some of them, of many things about their

government and about their system, but they still believe

that it's going to be fine because when the bureaucrats

who are uneducated die off, they will be replaced by the

enlightened bureaucrats and leaders. It's always only

five years down the road. Well, of course it is never

going to be that way. I must say they're so much like

a cross section of Americans. They're very dynamic;

they're extremely, extremely friendly, very hospitable,

very gay and full of excitement about things. The only

thing I really don't like is their government. I think

the people are just as wonderful as their government is

lousy, and they said the same thing about us. But we

were given a fantastically beautiful trip, and I'm very

grateful that I had Mary with me, because not only did

she get to feel the experience and have the experience,

but she opened up so many doors. No question about it.

GOODWIN: When you returned to this country, did you

lecture about your trips both to the Soviet Union and

Turkey?

SHEETS: Yes, I did, and a lot of my closest friends

thought that I had really turned pink. To come back

and say things enthusiastically about a nation that
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everybody's been talking about as your enemy seems to

distract a lot of people, and it seems to upset a lot

of people. I was even shocked at the colleges where I

had been teaching for so long and other places where I

was asked to speak. I must have spoken thirty or forty

times, in every kind of situation, when I came back.

On our return, we stopped in Washington for a

debriefing, and I made a great many people very unhappy

about the things that I told them: first about my

briefing and how wrong it was, and second that I felt

that there was so much good to be done in this program

if they particularly would have people take their wives

with them. Anyway, we came back, and to my surprise,

about two months later, I was asked to come back to

Washington and speak to all the members in the State

Department—which really was a surprise— in a very large

auditorium, probably about 2,500 people. On top of that,

later again, I was asked to come back and speak to the

board that operated that whole program. They gave me

three hours one morning of their regular board meeting

to discuss all of the ideas that I had about their

program. There were State Department people standing

around the wall looking very unhappy. That's the way

democracy does work sometimes. It's awkward, and some-

times it isn't easy, because both of those experiences

were very difficult in many ways. But I think that the
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reality of our experience in Russia was something that

wasn't average.

Of course, we ran into some very bitter things. For

example, every time we were taken to an airport, we were

given the VIP treatment and put in a special waiting room.

We quickly discovered that in these waiting rooms there

were newspapers, and there was a newspaper that seemed to

be printed in English, Italian, French, and German as well

as Russian. It was called the Moscow News . We quickly

discovered that this was a digest of all the editorials

and major stories of all the Soviet news. After we read

the first one or two in English, I remember Mary became

so indignant I thought she was going to hit someone.

She said that this was the dirtiest bunch of stuff she'd

ever read. It was so anti-American. It was so bitterly

anti-free world and so full of flagrant lies and, of

course, the United States was the center of the blame.

From then on we collected these wherever we went. We

gathered them up, and they were very valuable to me when

I came back in part of my talk to show how their people

are being propagandized. To a certain degree, I felt

that our people were being propagandized too. And I

still think we are.

When we were in Armenia, I had reached the point

where I felt we had to cut down on the bulk of newsprint,

so I spent part of the afternoon cutting out parts of the
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things that I wanted to keep, and left the rest of it,

because it looked kind of funny for me to be carrying

all these newspapers around. Anyway, I didn't know who

was going to open my briefcase. What possessed me I

don't know, but I put a paper clip on about fifteen or

twenty of these articles, and I put them in my coat

pocket. I don't know yet why I did it. That night we

went to a beautiful dinner party. The artist guild

first had invited me to a stag party the night before

we were to leave Armenia. They were so hospitable, and

they said that they wanted to give me a party. So I

said, "Number one, I must have an interpreter, and number

two, my wife is with me and I don't really want to go to

a party where I can't take her." So I guess it's one of

the first parties where they ever broke down and allowed

two women to come. In any case, it was a beautiful

party, except it started out with a lot of very heavy,

hard-liquor drinking and a long, long, long, long, long

dinner, probably three hours of various courses coming

along with wines. Well, eventually, after something like

five or six hours, the man who was obviously the head

commissar--the head of all the museums and the head of

everything that had to do with art, a very powerful

political man-, a devout Communist, of course, who

right opposite me at this long table) —arose. He didn't

even wait for people to be quiet. I mean, he didn't

526





make any attempt to stop them. He just waited. It took

that whole group about ten minutes to simmer down. In

other words, he didn't do a Rotary Club thing and bang

a glass or something. He just stood there smiling.

Finally, when it did simmer down, he picked up a glass,

about the size of a real water tumbler, and he poured it

full of straight, unadulterated, high-powered vodka. He

held it up to everybody, and then he set it down. Then

he made one of the most beautiful talks about how much

they enjoyed having us there, and how we had been the

first Americans who had come since Rockwell Kent came

in like 1925, and how they welcomed the thought that

when we went back to the United States we would really

encourage people from our country to come to Armenia.

They had gotten a very different feeling about Americans

because of us, and we, of course, had made very clear to

them how much we had enjoyed them during our stay. It

was a beautiful talk. Finally he finished, and then

with a flourish he picks his glass up and he goes,

"Glug, glug, glug, glug." He takes that whole thing

down. Well, it would have killed an ordinary horse.

He set it down, and then he sat down.

Well, I knew I had to answer eventually, so I waited

about three of four minutes. I got up and I followed the

same procedure, except I quickly went "Glug, glug," and

set the bottle down and made my talk. I told them how

527





great we felt about our whole experience in the Soviet

Union and Armenia in particular, and all the things that

we would say when we got back about our feeling about

their people. I sat down, and there was as much clapping

as there had been before. I thought, "Well now, in about

a minute, we can go to bed"—because we were going to

catch a plane at about five o'clock in the morning.

Well, another ten minutes went by, and then finally

a man way down at the end of the table gets up, and he

makes another speech. Then I make another little speech.

Each time I'm pouring one drop while they're pouring these

big glugs. About ten or twelve speeches later, I knew I

wasn't going to make another one. There was just no way

I could do it. I had too much to drink, too much to eat,

and I was too tired. So when I got up about the eleventh

time to answer a toast, I picked up my glass, and I set

it down. I didn't pour anything in it. I had our per-

fectly marvelous interpreter, who didn't mince a word.

I said, "Gentlemen, this time I'm not going to make a

toast. I'm going to ask a question. We've been here

now for five or so weeks, and you know from what has

been exchanged here tonight our feeling about you people

and the people we've met in Russia and the people we

expect to meet where we're going. You know that it's

sincere, as I know that the things that you have said

are sincere. I don't question them at all. But," I
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said, "how can you reconcile the things that have been

said here tonight with this incredible package of stuff

that I've cut out of the Moscow News ?" I pulled this

all out of my pocket. I just felt it, I guess, is what

I had to do. I said, "Here is just nothing but sheer

hatred against my country, and I've selected some of the

meanest, some of the most obviously untrue material I

could find. Now, you read these, I'm sure, in Russian

or Armenian or whatever language you read in, but I

can't myself reconcile what's happened here tonight and

what I read. Now, can you?" And I just remained

standing

.

There was about three minutes of dull silence, and

finally this head guy right across the table stood up

slowly, and he said, "Mr. Sheets, I don't wonder why

you ask this question." He said, "Mr. Sheets, all I

can tell you is that we know we are being propagandized,

but we don't know how much we are being propagandized.

This is our problem, because we have no way of judging

it, except when people like yourself and Mrs. Sheets

come here. These are the only experiences that give

us a key to how much we're being propagandized. Please

accept this as an explanation, and please do not let it

in any way infect your feeling about us as people." Wellj

I thought it took more courage on the part of that man to

do that than probably most people realized. Although I'm
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sure he couldn't have said it in Russia, I think even

there it was a dangerous thing to say in public.

But I do think that this is the kind of good that

comes from this kind of an exchange. They begged me to

encourage people to come to Armenia, and not to just

complain about the bathrooms and food but to exchange

ideas. Yet the government makes that very difficult to

do. So it isn't entirely a matter of the tourist not

wishing to do this. It's a matter of the opportunity

to do it, and I think this is part of our great problem

today in the world: to somehow get to people, where we

have these frightening differences, and to try and get

through. I really think it was a terribly important

thing to have done, and I'm grateful for the opportunity

and that I had a chance to do it.

GOODWIN: I understand, to shift to another subject,

that you've been active in Republican party politics.

SHEETS: Not really. At one time I agreed to be a dele-

gate to the Republican party [convention] , and at that

time the man that I had agreed to be a delegate for was

not given the nomination, so I never became a delegate.

As a matter of fact, it was the time that Nelson

Rockefeller ran against the man who had the greatest

loss of any Republican, from Phoenix, from Arizona.

GOODWIN: Oh, Goldwater.

SHEETS: Goldwater. It was 1964, the year that Goldwater
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won the nomination over Rockefeller. So I never really

was a delegate.

GOODWIN: You were supporting Rockefeller?

SHEETS: I was supporting Rockefeller. Not because of

any tremendous, great depth of feeling, but I felt that

being a more liberal person, I could support him more

than I could Goldwater. Maybe it was the wrong choice.

The country decided it wasn't the wrong choice, but in

any case that was what happened. I've never been active.

I 've never given great amounts of money at any time to

the Republican party. I've voted probably for more

Democratic candidates than I've voted for Republican

candidates over the years that I've voted all of my

life, because I vote for the man. But I do have con-

victions about some of the basic ideas about conservatism

in economics that I believe are the only sensible ways to

run an operation. Yet I certainly believe in the social

convictions that the Democrats have appeared to stand

for more often. I think the Republicans have very often

stood for these things but haven't been very adroit at

presenting their own position without sounding like "me

too." I don't think any of these politicians have

really hit the center somewhere, which they should.

GOODWIN: Let's now discuss the Virginia Steele Scott

Foundation, of which you're a trustee.

SHEETS: Well, that's a very real responsibility and
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something I have become thoroughly involved with since

the death of Mrs. Scott. My wife and I have been friends

of Virginia Scott for thirty-five or more years, with her

and her husband. As you probably know, she had a very

serious cancer operation about eighteen years ago, from

which she had a difficult time recovering her whole sense

of where she was. They operated on the roof of her mouth,

and she became almost inarticulate. She could not talk

easily. Unfortunately, being a very sensitive person,

she literally locked herself in a shell. She wouldn't go

out to see people. All of us who had been very close

friends were just simply locked out of her existence.

Tragically, it eventually separated her from her husband.

He evidently felt he couldn't live in that situation any

longer, and they were separated and divorced. Then after

a long illness, and difficulties because of many problems

which I won't go into, she recovered to the degree that

she became tremendously involved again in collecting and

in being interested in supporting art.

For years before her illness she had wanted to get

a new museum built in Pasadena. So when she regained her

health and she had taken enough therapy so she could speak

well enough to be comfortable, she and her mother were

the first people who gave the money toward the new Pasadena

Museum [of Modern Art] . They gave the first million and

a half dollars, which made it very much easier to get
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the rest of the money, as is always the case. After a

while she realized that the people who had really taken

over the reins of the museum—and I mean by that the

local people who not only were pushing a certain area of

art but had real control of it through their board of

governors—she felt that they weren't headed at all in

the direction that she had always been interested in for

a museum. As you know, they made it into the Pasadena

Museum of Modern Art, which they ran for not quite four

years until it became bankrupt.

Well, it was during that period that she simply

turned her back on the museum and decided to build her

own gallery. She made the mistake of building this

gallery in the middle of a private residential area and

on a private street. Well, the gallery is a beautiful

gallery. It was designed by Thornton Ladd and Associates

with her as the guiding spirit, and most of it is under-

ground. You enter the gallery from an elevator in the

library of her home next door. It goes down, and then

you go through a series of some twelve or thirteen

galleries and come up into an atrium that is two stories

high. It goes right up above the ground, with a lovely-

looking house built at ground level over the lower gal-

leries, which provides more gallery space and living

quarters. It's a beautiful, beautiful gallery. It's

on about four acres of land beautifully situated on the
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knoll of a hill. There is lovely landscaping.

While she was building the gallery, she asked me to

become a member of her foundation board. She didn't go

into any detail at all as to what the board was to do or

what the foundation was to accomplish or what kind of

financing would back the foundation. When I saw her

failing, rather rapidly, during the last six or so months

of her life, I insisted that she call a board meeting

—

which she had never done—to delineate her sense of what

the board should do if anything happened to her. She at

first was unwilling to do this. She said, "I want the

board to do any damn thing they want to do. I don't want

to put any strings on it." I said, "Virginia, that's not

fair. You know that I'm the only one on the board that

has had background in art, and that to simply say let

the board do what they want to do without the board

having some real sense of your philosophy and your faith

and so forth is wrong."

Well, finally, to cut a long story short, I helped

her write an agenda, which she completely approved of,

and the idea was to major in American art and to have as

fine a collection as we could possibly get on the West

Coast. We would do this out of income over a period of

time. Then very abruptly she died, just one day before

the day of the first board meeting she had called. For-

tunately her secretary had taken down everything that had
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been discussed, and I had my notes, so we were able to

have the board meeting with some sense of her being there

and her agreement on what we were planning.

Well, we were shocked when we found that the neighbors

themselves objected strenuously to our bringing in even

the same numbers of people that Mrs. Scott would have

been able to bring in quite naturally with no problems

whatsoever as a private gallery. But the fact that it

became a foundation gave them the legal right to inter-

fere, which they certainly did. We cannot even bring

what we had planned at the outside, a hundred people a

week, in small groups, by invitation and by appointment.

So we turned completely toward developing our collection

with the idea that, eventually, we will build a new

museum, a new gallery, that will be open in a place

where the public can come quite easily.

At first we thought we would buy out of income, and

it turned out to be a very large foundation, large to me

at least, some $14 million, including the property and

including the things that she had already collected. We

found that there were two reasons why we should perhaps

not try to do this out of income, the first reason being

probably the most valid: that American art has become a

tremendously important thing in the collecting world

today, not only because of American museums and private

collectors but because investors from Europe are buying
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it. We've been shocked by the fact in this year and a

half that I've been buying paintings to discover that

the Swiss and the Germans and the French dealers, as

well as other collectors, have been buying, in an amazing

way, the top things that they can get their hands on.

The supply of modern French art, and the supply of the

old masters, between being frozen by their various

countries and the tremendous prices of modern French,

makes it impossible to go into those areas. The few

things available today are mostly exchanged back and

forth among top private collectors. So it's strange

that some of the same people who have been collecting

European pictures are now buying the great American

paintings as securities and investments. So because of

this and the fact that inflation will outrun you in terms

of the cost of the paintings going up and the value of

the dollar falling, we felt and we have been advised

that we should go ahead and buy out of capital, which

we're doing now. At this point, we have seventy-one

great American paintings.

GOODWIN: And your goal is about a hundred?

SHEETS: We hope to have somewhere between the seventy-

one and a hundred. It could be ninety or it could be

ninety-five or it could be a hundred. However, what

I'm looking for and what the board has agreed definitely

to accomplish is to find the great paintings that are
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the stepping-stones in the development of what you could

really call American art. We are starting with a [John

Singleton] Copley, that is an American Copley painted

before he went to England, where there's a certain native

feeling that didn't occur in his English pictures. The

same thing, of course, with Gilbert Stuart, Ralph Earl,

and some of the early portrait painters, who are very

unique in the fact that there is a kind of American

quality that we want and have found. Then when we come

on down through the whole eighteenth and nineteenth cen-

turies, it isn't too hard to select those who are the

forerunners, who really are the leaders of movements

through landscape areas, through the portrait areas, and

the genre painters. Fortunately we've been able to get

really very, very fine, high-quality examples of the

artists that we've collected. We're still missing some

very important ones.

GOODWIN: How far chronologically will the collection go?

SHEETS: Chronologically, we had decided roughly to stop

somewhere between 1920 and 1930. In one or two instances,

we've come beyond that, but basically that is the area

that we're trying to stay within. We know that over a

period of time in the future there will be enough influ-

ence of this foundation and the groups that we are going

to build as supporting groups to continue to collect the

contemporary thing, the contemporary qualities that can
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be added in painting, hopefully in sculpture, and cer-

tainly in the graphics to eventually have a very large

lending library from which universities, colleges, and

even museums can borrow things. We expect to have an

ongoing exhibition program in our new galleries or

museum where we can show three or four major exhibitions

a year of various aspects of American painting, sometimes

the greatest older masters and at times very contemporary

things, but on a high level, so that whenever anyone goes

to the gallery, they'll know that they're going to see

something that is really very fine and worthwhile and

that the main collection will never become static.

That's where we are, and I think it's particularly

exciting because we're going to be within, I think, two

years of building our museum. We have several, at least

three, major possibilities where we can go. This is

being worked out now, the final decisions and all of

the legal matters that have to be gone through.

GOODWIN: You want to become affiliated with an existing

institution?

SHEETS: Quite possibly, but in a very free sense at

the same time, which is, I think, possible to do.

GOODWIN: We have just a few more minutes left on the

tape here, but let's talk about one other aspect of your

work, which is related to the Scott Foundation. At one

time you served in the capacity of dealer, I believe.
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for Bullock's Department Store.

SHEETS: Well, I was not exactly a dealer; I was a

purchaser.

GOODWIN: A purchaser.

SHEETS: Right. I went to Europe, I've forgotten the

year now, for Bullock's Department Stores, which by that

time, of course, belonged to the Federated Department

Stores. They asked me to buy contemporary art or perhaps

back, in some cases, fifty, seventy-five years, paintings

from England, Scotland, France, Italy, Switzerland,

Germany, for a special traveling show that would open in

the Pasadena Bullock's and then travel through a series

of Bullock's stores throughout Southern California. This

would be shown so that the public could buy things that

had been selected for quality at a great range of prices.

I think they were as low as probably fifteen or twenty or

thirty dollars, in the case of certain prints, up to

paintings that were worth a few thousand dollars. It

was exciting to do this because I realized that it wasn't

the first time that it had been done. Vincent Price had

worked for Sears for a year or two before that and had

done a very good job raising the Sears image by having

such shows. Bullock's felt that it was a service, more

than just competition, a service that they ought to

perform, a large cut, certainly, above their gift shop

and that kind of thing. I really had a great deal of
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fun doing this, but it was hard work. I would go to a

city, having made all the arrangements ahead, of course.

I had been to Europe just a few weeks before on a trip

of my own, and I had made arrangements with one of the

top London galleries to have a large group of artists

whose work I had selected by name, knowing their work,

bring their things into this collection point, where I

looked at them and bought freely from the things that

were there.

GOODWIN: Kind of like being a juror?

SHEETS: It's just exactly like being a juror, you bet.

That's why I said purchaser rather than a dealer because

I had nothing to do with the dealing end of it—except

perhaps in the sense that I did price everything where I

thought it belonged. I didn't have someone telling me

that they should put a price on a thing that I didn't

think belonged. I bought some things that were very

reasonable that I put a much higher price on because I

thought they were worth it. Other things I kept very

close to the original purchase price because, although

they had to have a certain markup, it wasn't exorbitant.

I was followed along by one of the Bullock's buyers, who

paid the bills and saw to the shipping and all that kind

of thing. I can't remember now, but it seems to me I

bought around 900 works totally. It ranged from Rembrandt

etchings to a few pretty serious paintings, pretty
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important paintings. That was another interesting

experience because I learned a great deal about the

public. Things that I thought were going to be sure-

fire, either because of price or because of the fact

that we didn't get enough real art collectors, the works

just didn't sell rapidly enough. There were many people

at the first opening days of each of these shows. But

there were not too many actually buying. It's my under-

standing, although I'm not sure of this, that after the

main exhibitions were over, they gave the University of

California at Los Angeles a choice of anything they

wanted from its art collection. I believe a great many

fine things went to UCLA, but I'm not sure about that.

I believe the company made a large profit on the invest-

ment.

GOODWIN: In any event, the idea didn't catch on or you

weren't interested in continuing?

SHEETS: The Federated Department Stores of America

bought Bullock's just about the time that this first

project was launched. Being a very large, national

organization and having a much lower price range com-

pared to the Bullock's high price range, they didn't

feel, for whatever reason, like they wanted to do the

second show, which was to be an American show. Then,

as is so often the case, the two top people who were

behind this at Bullock's died. It just seemed to

disappear.
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TAPE NUMBER: XI [video session]

FEBRUARY 5, 1977 and FEBRUARY 9, 1977

GOODWIN: Today is February 5, 1977, and this is George

Goodwin at the home of Millard and Mary Sheets in Mendocino

County, California. Their home is called Barking Rocks,

and it's near a little settlement called Anchor Bay,

California. We're about 150 miles north of San Francisco?

SHEETS: One hundred thirty-five.

GOODWIN: One hundred thirty-five. You've been living

here since 1960?

SHEETS: That's right.

GOODWIN: What led you up here, away from Southern

California?

SHEETS: Well, we'd always wanted a place on the sea. In

the early days we searched every part of Southern California

hoping that we could find what we were looking for. I'm

afraid in those days everything we found we couldn't afford,

and then by the time we were able to get what we wanted,

this was the nearest place to Southern California. We

found it on a trip one time as we turned a corner and

saw these islands and decided this was where we wanted

to live.

GOODWIN: About how much property do you have here?

SHEETS: There's seven acres where the house is located,

and then we have a mile and a qraarter of coastline, which
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starts a quarter of a mile away, that we bought as an

investment and a place to enjoy. It's a very famous

point called Haven's Neck.

GOODWIN: Here we are in the main gallery of Barking

Rocks, where we're seeing a large number and a great

variety of art objects, but primarily sculpture. We're

starting at the south end, I believe, and moving north-

ward. We just looked at an example of Roman art, I

believe.

SHEETS: That's right. That was a piece of sculpture

that I got in Turkey many, many years ago, and that was

a Greek icon we just passed. The reason there are so

many different kinds of objects in this gallery is the

fact that I like art, period. I have enjoyed traveling

immensely and I collect as I go. This is to me a very

exciting twelfth-century German Gothic sculpture that

I've had for a long time. It's something that has

lived very well. The color is beautiful, I think, in

the patina of this figure. In placing it next to the

figure we're going to see, carved by a Tarascan Indian

in probably the eighteenth century near Lake Patzcuaro,

you get an interesting expression, I think, of great

feeling in both instances of the spirit of the Christo ,

but done in a totally different manner: one in a very
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refined manner, very sophisticated carving, the other

in very primitive carving. That's a little penitente

figure from New Mexico. As we've discussed before,

George, a collector never owns anything. You pay well

for the privilege of having nice people around to talk

to, but of course they outlast you, which, I think, is

the most exciting thing about collecting. You've had a

hand in protecting beautiful things for a period of time,

I feel no sense of possession. I just enjoy so much

meeting some of the great minds of all time as I look

at various kinds of art.

GOODWIN: Now, here's a rare painting. It's a Millard

Sheets. [Arizona Mission ] [laughter]

SHEETS: Well, this is here only for one reason. A

friend of mine knew that I liked this painting, repre-

senting a certain period of about almost thirty years

ago. When he had an opportunity to purchase it, he

bought it and gave it to me as a present. I feel

obligated to hang it in the gallery. Otherwise, I'm

sure it wouldn't be there.

GOODWIN: We're now beginning to enter the particular

strength of the collection, which is obviously pre-

Columbian art. How long have you been active in the

pre-Columbian field?

SHEETS: About forty years. Again on this table, which

we're passing rapidly, you have things that go back to
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the Tlatilco period. You have Colima. There is a

Nayarit figure, and the pot in the background coining

up is from the Monte Alban period of the Zapotecs and

the Mixtecs.

GOODWIN: You've explained that many of these pieces

were acquired in Mexico.

SHEETS: Yes. In the old days, Mexico didn't really seem

to care too much about people bringing things out. I

bought a great many things in Mexico. That hasn't been

true now for a great many years. We have an agreement

between the Mexican government and the United States

government to send important things back when they're

found here. It's a reciprocal agreement that has to be

respected. This is an interesting figure, a Chinesco,

very unusual both in size and in pose. It's a figure

that I've enjoyed a great deal.

GOODWIN: Are you a very systematic collector or do you

collect what appeals to you at the moment?

SHEETS: No, I collect what appeals. I don't think I'm

systematic at all. Of course, in collecting you have

to collect when you have an opportunity because the

pieces rarely remain. You have to make up your mind.

This is a nice stone head from the Valley of Mexico that

I've always liked. I learned a long time ago that if

you really want something and you feel that you can

afford it, the thing to do is to get it, because if
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you pass it by it's gone for all time. This is one of

my pet pieces. This is a marvelous Khymer figure from

Cambodia, and it's in such wonderful state, even though

the arms and lower legs are gone and one ear. The rest

of the head is absolutely perfect, never been damaged,

and it's a beautiful piece. Of course the head was

obviously knocked off and it's simply sitting there.

GOODWIN: Was this acquired, by the way, when you were

in that part of the world?

SHEETS: I bought that in Thailand from a marvelous woman

who is one of the great dealers and collectors in Thailand,

who spent a tremendous amount of time in Cambodia. There's

just a fraction of a very large fresco. It's a detail,

but I love the painting in it. This is something I don't

imagine they would allow out of Italy today. I bought it

probably twenty-five or more years ago. It's a triptych

in the school of Vivarini, and the central figure and the

figure on the right have been, I think, relatively un-

touched. The figure on the left was painted over some,

but it's a very decorative piece in its original frame.

There's a whole family of Chinese© figures, as you see,

from the big papa at the back, coming down to baby. Now

we're getting some other figures in the foreground, which

are on another table, but that's an unusual figure. It's

flat as a little piece of pie crust, but it has a beautiful

feeling in it, a funny little figure sitting on the lap.

546





GOODWIN: Is the arrangement of the objects in the

collection essentially stationary, or do you like to

shove things atound?

SHEETS: No, we move them around, but I like things out

in the middle so you can walk around them. This is a

nice, very good Nayarit figure and that's a very archiac

Colima dog that is admired by people who know Colima.

It's very early, in this curled-up position with the

strange little leg forms, but it's a beautiful pot.

It's never been broken at all.

GOODWIN: This is a very large space. Do you remember

the dimensions?

SHEETS: The gallery is about seventy-five feet long and

twenty-six feet wide and fifteen feet high. I built it

as big as the number of beams that I had, which were hand-

adzed beams, and they came from a hundred-year-old bridge

that was built up here in Mendocino County. A friend of

mine bought the bridge, and then I bought the timbers

from him, and he erected them in the most astonishing way.

I've never seen anybody put beams up like he did. They're

enormous and very heavy.

GOODWIN: Was the gallery built shortly after the house?

SHEETS: No, I didn't build the gallery until about four

years ago. We put it off mainly because we weren't sure

what we were going to do with the collection, but our

kids seemed to want to have them here in one place, so
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we built the gallery really for that reason. Those are

just fragments of Greek Tanagras, but they're lovely

little pieces. In this particular case, we have a great

many objects representing a great many different cultures

in Burma, Siam, and little bronze figures from Tibet.

GOODWIN: You've commented that the objects seem to

speak to one another.

SHEETS: I think this is true. I think that good works,

regardless of what culture they come from, speak to one

another, like this Egyptian figure. It's a wooden figure

from the great period of Ikhnaton, and I like it very

much. I think he speaks to these Maya and other figures

that are in the case. There seems to be a very happy

relationship. I don't find any quarrel at all between

them. He's really sitting there very quietly while this

Mussolini-like figure from the Island of Jaina is pontifi-

cating, and these two men, warriors, I suppose, are

standing by. But they are rare gems, these little

figures, today. Practically nothing comes out of Mexico

today representing this period. They had wonderful ideas

about headdresses that, I think, are very decorative and

very exciting. But how they could capture in about eight

or ten inches of height the amount of dignity I just

think is remarkable. Look at this old gentleman with

his cloak and his shield. The poses are somewhat similar

from figure to figure, but the modeling of course varies
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a great deal, and very often the color. Now, these two

ladies are very, very rare, both in quality and in size.

Well, I've got a man between them. I'd forgotten about

him. They are extremely well sculpted, and this one on

the right has the most beautiful blue, which is very

sought after and very, very rare.

GOODWIN: Do you ever sketch your pieces?

SHEETS: No, I never have really. I just loved seeing

the resemblance between these figures and the people

that live in Mexico and in Guatemala today. It's

astounding how many of the poses and the way they sit

and look are just alike. Of course that's a little,

early Olmecan piece, that small figure, the fat man on

the left. These Tlatilco figures with the large hips

are very, very rare, and they are about 150 to 250 B.C.

That pair of quite realistic figures, if you could see

the whole figure, they're extremely well modeled. They

came from the Chupicuaro area. This is a mask from

Mexico in this transparent stone. I've forgotten what

you call this transparent stone.

GOODWIN: Alabaster.

SHEETS: Alabaster, of course. This little figure in

the foreground is Chinesco. Then we have these two

strange guys at the back and a whole assorted group of

different periods. Those are nearly all early Colima

figures.
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GOODWIN: It's so refreshing for me to see the figures

arranged in this informal manner, where they're not

boxed into tight specialties.

SHEETS: Well, I like mixing them up obviously. This is

a beautiful piece, an Olmecan baby. The Metropolitan

[Museum] borrowed this for their show celebrating their

one-hundredth anniversary ["Before Cortez"]. This is

another Olmecan crawling baby. Those figures are dated

between 8 50 and 1100 B.C. and they're among the oldest

things, except for the Egyptian piece that I showed you.

But these are both very rare figures, these Olmecan

babies. That's a pure Olmecan mouth, but see how Oriental

it is? It has a very strong Chinese feeling. You could

almost swear it was Chinese. This was an old Moroccan

door that I had had for years and years and didn't know

what to do with it, so I decided we'd use it in one side

of a cabinet. I have a great friend, Frank Watrons, up

here who makes beautiful furniture. He put it together

for me. It makes a good base for some more figures.

As you see, those are Tarascan dogs.

GOODWIN: We're now standing in the north end of the

gallery and looking south towards the entrance.

SHEETS: That's right. When I built the gallery, I had

an overhang from the guest house, which has a concrete

roof, so it gave me a chance to build a series of niches.

This door goes on through to a storehouse. But these
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niches made very nice places to arrange figures. I've

used different colors in them to make them more inter-

esting. This figure is Burmese. The heads are Cambodian,

and there is a contemporary pot in the foreground by

Beatrice Wood.

GOODWIN: Do you ever have time to sit quietly in the

gallery?

SHEETS: I do. I like to go out here, and I like to read

out here and then look around while I'm reading. Of

course, I love to go out to show things to people. I

always feel refreshed because there's a kind of security.

It's not the possession, but just in being around the

kinds of minds that produced these things, minds that

were able to put into stone or into clay or whatever the

form, whatever the material used, that were able to

inculcate as much spirit and timeless quality in the

works, is a challenge to any artist. This is a Gothic

polychromed stone Madonna and Child from south Germany.

Here's a Chinese Tang camel and Tang vase. That's an

early Han horse. Before the Arab horse was introduced,

which gave the arch to the neck, the Chinese horses had

these little short necks and big hammerheads, as we call

them. They look mean, and they must have been mean.

GOODWIN: Here's something a little more contemporary.

SHEETS: This is a sketch done in bronze, by Carl Milles.

It's part of a group for a large garden that he executed.
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I believe in Maryland, called the Garden of Memories.

He was given the commission, the last major commission

he had, and he used for the figures some 100 figures of

friends of his who had died. Those girls were a couple

of young sisters who had died in an automobile accident

when they were about eighteen. I like nature in every

form, obviously, and these shells are always fascinating

to me because of the incredible, almost infinite, variety

of form and shape and color. And yet they have such a

structural sense that is just fundamental to the idea

of a shell, I guess.

GOODWIN: You also have a case of mounted butterflies,

which we are unable to see.

SHEETS: Yes.

GOODWIN: It's amazing to me that most of this work is

anonymous. We don't know who the individual artists and

craftsmen were, but it really doesn't matter.

SHEETS: It really doesn't, and I think that that's the

thing that you get from such a collection. It's like

looking at a Gothic cathedral: you don't know who

carved all those fantastic figures. You perhaps were

more apt to know who painted the triptychs than you

would the people who carved, but to think it went on

for over a hundred* years sometimes in one building,

the work itself carried on over the years, it's very

exciting.
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GOODWIN: It might be something that comtemporary artists

could learn about being modest.

SHEETS: I think our ego trips are pretty small by com-

parison to the kind of spirit that was inculcated in some

of these pieces. This is an extremely unusual stone piece

from India. It came from a temple somewhere in the desert

east of Karachi, the Rajputan. There's only one other

figure that I know of in the United States that came from

that same temple. Dick Fuller found it when he was in

India and it's in the Seattle museum. These are the only

two pieces, and they obviously came from the same place.

These matrimonial pieces are very good. They call

them matrimonial because they're married couples. These

are archaic Nayarit and very, very good ones. That's a

lovely little dwarf fron Colima, along with an armadillo.

This character is playing on a rasp some kind of rhythm

and music.

GOODWIN: That looks like a Japanese screen.

SHEETS: That is a nice screen in the back. It's seven-

teenth century.

GOODWIN: There are several screens that run the length

of that east wall.

SHEETS: I think they make a good background, and I like

them just for themselves. This is a marvelous little

Chinesco figure. They're very difficult to find of

that quality. That's a pair of figures from the Guadalajara
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area. They call them Jalisco, and it's a different style

entirely. That's another Colima dog. This is an extra-

ordinary figure from the east coast, the Vera Cruz region.

It's sometimes called Juastecan, and I am very fond of

this figure. He's a pretty strong character. It's a

large figure, too, as compared to so many of the ceramic

figures that you find.

GOODWIN: It's a great thrill for me to see this collection

as well as your entire home here.

SHEETS: Well, it's great for me to have you here to see

it, George.

GOODWIN: I'm in the living room of the main house at

Barking Rocks with Mr. and Mrs. Sheets. This is the

first opportunity we've had to meet and see Mrs. Sheets.

Although it may sound like a chauvinist question, I do

want to hear about the large family which has played a

big part in your life. You have several children and

grandchildren?

MRS. SHEETS: Yes, I don't think it's a bit chauvinist

because, after all, what is more wonderful than having

a lot of children? Yes, we have four children, and the

oldest is Millard Owen Sheets, Jr. We always called him

Owen to save confusion. He was born a year after we were

married. He's now living in Hawaii, where he ' s a sugar
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technician with one of the big plantations. So he and

his family are living a real plantation life. He married

a girl from Kauai, and they started off our population

explosion with five children.

GOODWIN: You have a son who's an artist, too.

MRS. SHEETS: That's our youngest son, Tony. Then we

have a daughter, Caroline, then a son, David, then Tony.

Each one has added to the confusion and the celebration

by having families: Caroline has three, David two, and

Tony two--well, Tony three now. We have a couple of

step-grandchildren, who are very dear to our hearts.

So that makes fifteen. They're all doing exciting things

and living very meaningful lives, which is great. So,

what greater reward?

GOODWIN: Good. Another part of your extended family is

not human but animal, because the Sheetses have been horse

enthusiasts for many, many years.

SHEETS: Yes, I think that's like collecting. It's a

disease, but a very happy one. I grew up with horses,

and we always had horses when the boys were growing up.

They rode from our house to Webb School, where the boys

went to school. Then I've always, on the side, had one

or two racehorses; and now I'm involved with friends of

mine, and we have several. That's a great deal of

pleasure for me to follow the breeding carefully and

see these youngsters come along and race. I get a
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great big kick out of it. Of course I've always loved

animals. We've always had birds and cats and dogs and

every other kind of animal, too.

MRS. SHEETS: Also goats and sheep.

SHEETS: A few wild ones, very exciting.

GOODWIN: This room, of course, is only one of the

structures at Barking Rocks, and of course Mr. Sheets

designed them all. We have a main house, a guest house,

a gallery, a studio, an aviary, and several other

structures.

SHEETS: It looks a little like a penal institution.

[laughter]

GOODWIN: Tell us a little about the design of this room.

SHEETS: Of course we were very excited about the special

view that you get out the window, and that's why we have

large windows with this unusual fish-rock-island combination

out in front of us. We see, of course, the incredible life

on the island. At times we have as many as 3,000 sea lions,

and the whales migrating back and forth from Alaska to

Mexico come in very close, sometimes inside the bay.

Then we have enormous migrations of birds. We felt that

we wanted a really open view on that side. On the other

hand, the rest of the house is fairly solid. We wanted

to keep it on the ground and make it feel like it belonged

here, so we used stone and wood, which has pretty well

blended right into the background of the countryside.
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When we built, these little pines were quite small. Now

they're surrounding the house, and it's been very nice

to see it settle in. We like the feeling of the stone,

and there's so little to do except sometimes a little

oiling of the wood--not much in the way of upkeep from

the outside. And it's a pleasant house to live in.

GOODWIN: It's more than that: it's fascinating. We're

now ready to take a walk over to the studio and see how

Mr. Sheets works in between his numerous projects.

GOODWIN: Today is February 9, 1977, and I'm with Millard

Sheets at the collection of the Virginia Steele Scott

Foundation in Pasadena. Today we're going to try and

give an overview of Mr. Sheets 's work as a painter, but

obviously this is an extremely difficult task, because

he's painted well over 3,000 paintings, and we're going

to look at only a handful, only about a dozen. Of course

we're limited by the number of paintings here, but the

Scott Foundation probably has the largest number of Mr.

Sheets 's paintings of any collection. There are about

sixty here, I understand. Currently we're looking at

some of the earliest paintings by Millard Sheets in the

Scott collection. These three paintings date from the

thirties, I believe.

SHEETS: This painting [Abandoned], I believe, is 1932,
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if I remember correctly [actually 1934] . It was painted

for the Carnegie International. I was invited, fortu-

nately, all the years from 1930 onward as long as the

shows were held, and I always looked forward to painting

something special for Carnegie, and this is one of many

paintings that I did for it. I was lucky to be invited

because the last time they had an exhibition at Carnegie

that was subject to a jury was in 1930, and it became

something of a scandal. Only fifteen pictures out of

several thousand were accepted. Being the only one west

of the Mississippi River that was accepted, my painting

did get probably more attention than it deserved, but

they did invite me from that point on.

GOODWIN: How would you characterize the style of this

painting, compared to some of your later work?

SHEETS: Well, I suppose it's more truly representational

in one sense than some of the things that I do today, but

this is where I grew up. This is in the Chino hills area,

and it's an old farm that was abandoned during the

Depression. It was a very moody place, and I was very

much interested in dark and light as a design factor.

I guess that's about all I could say as far as any

special style. It grew right out of my own background.

GOODWIN: It's a very strong picture, I would say.

SHEETS: I like the feeling of it, and it holds up pretty

well over the years. Of course it would be fun to repaint

it.
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GOODWIN: Right. This is an oil painting, but on either

side we have two watercolors.

SHEETS: Yes, painted in the same area as the watercolor

that you're standing by [ River Bottom ] , that is, down in

the same bottom land of Chino. I did spend a tremendous

amount of time there. Though I was teaching at Scripps,

I spent many weekends down in that area painting. I

painted every kind of light and mood, and I think I learned

more about painting in that period from going out and

working directly from nature steadily every week than

perhaps I ever learned at any other time. But it's,

again a sort of moody thing down in the half -swamp, half-

bottom land, where they had a few cattle in pasture.

It's a very early one [1937].

GOODWIN: Let's take a look at this other watercolor

[The House on the Hill ] .

SHEETS: Well, this was a painting of the same house

actually that was in that oil painting. It was done on

the scene as just a shot taken in place, whereas the

other was a composition. I moved buildings around that

had been in other parts of the area when I made the

larger painting. But this was about the same period.

GOODWIN: Do you have favorite subjects or motifs?

SHEETS: Well, of course I love everything, really. I

love landscape, the sea; I like people; I like particu-

larly things with people and/or horses, which I love
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very much because I've raised them all my life and I've

been around them all my life. I'm afraid they crop into

more pictures than the average person would use a horse,

but it's because I like them very much. Also I like

landscape, and I like old ranches and all things that

have character. Although I'm not so much interested in

the surface of every shingle as some painters are, I'm

interested in the mood that you find in these places.

GOODWIN: Let's look now at some later work in another

part of the gallery.

We've actually jumped forward a great distance in

time. We're looking at three paintings that date from

the sixties, I believe. We have two watercolors on

either side of the larger painting, but the larger

painting is an acrylic. It's evident to me, especially

in color, that this painting in particular [Familia

Equus in Elysian Field , 1967] represents a dramatic

departure from the paintings we just viewed.

SHEETS: Yes, this is about the period when I really

became tremendously interested in color, apart from

dark and light. You have to, of course, have dark and

light in any painting, but as far as my new exciting

interest in color, it developed about this period. I

did a whole series of acrylics, as well as watercolors
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and oils, that sent me into a whole new period of

painting

.

GOODWIN: How did that come about, Mr. Sheets?

SHEETS: Well, I think it came about because I realized

after painting for a very long time that I was always

stopped at a certain point. I never seemed to be able to

go beyond a certain gate. I tried to analyze what it was

that made me keep everything high-keyed to a degree,

although those early pictures were low-key. Most of

the painting preceding this was fairly high-keyed, and

I think it was a precious attitude toward watercolor

painting particularly that developed this within me.

As I recognized the fact that the world is almost infinite

in its variety and certainly in its moods, I found that

you can put your picture high or low in dark and light,

or you can give it brilliant and intense color, or you

can have muted color, or you can have a combination of

both, I realized that I'd been probably following a kind

of routine, if not habit, as an approach to problems. So

it was about this time that I decided that I would try to

get as much color as I could against muted color. I

think the reason that this seems to have a lot of color

is that there are enough greys and muted colors in it to

give you a sense of color. If you use raw colors all

over, they fight each other. But if you have enough

contrast between greyed and muted color against real
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color, you get a greater sense of color. There's nothing

particularly bright about this picture. It does have

some yellows and some bright reds, but the value scheme

is very close, actually. There's no real dark in it,

and there's no real light in it. It's a muted picture,

although it does have more sense of color.

GOODWIN: At this point in your work, are you still

working closely with nature or are you freer to compose,

say, in your own studio?

SHEETS: Well, I've been doing that for many years,

working in the studio, but I've always felt that you

have to do both. For me I find it extremely exciting

to go out and paint, even today. Maybe I'm not as agile

as I used to be, and it isn't as comfortable as it used

to be sitting around in the cold and wind and on the

ground, but I feel great when I go out painting. Then

I feel equally excited to come back and work purely from

the things that are in my head and the memory of beautiful

things. Very often I make a painting from a little rough

pen drawing that I might have made ten or fifteen years

ago, and it wasn't even a very descriptive pen drawing,

maybe just a few lines to suggest something. I go through

files and sketchbooks and that kind of thing, sometimes,

and work like that. This one is purely a composition, of

course, with the elements that I like: flowers and hills

and water and horses. But I like acrylic because it's a
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medium you can work in on and on. I paint all my large

murals in acrylic. It's much easier to work indefinitely

with acrylic.

GOODWIN: Let's move in back here, looking at a painting

called Spanish—whoops, that's the painting we just moved.

This is a painting of India. No, Nepal. [Old Temple ,

Katmandu , Nepal , 1968]

SHEETS: Right. It's an old temple in Nepal. I probably

became more descriptive here than I had done for a long

time, but I was quite enamored with the temples and the

architecture and the costumes of the people. On trips

of this kind, I liked very much to make good records and

notes which mean something to me, from which, again, your

ideas flow more easily and freely when you get back in

your studio, and sometimes even many, many years later.

Of course, with that fantastic little piece of the

Himalayas back there, you get some sense of the wildness

of this country. But the rivers are very bold and strong,

This one happened to be in a fairly dry season, but they

really have fantastic rivers and unbelievable, dramatic

landscape.

GOODWIN: This seems to be a much tighter painting than

the one we just looked at.

SHEETS: Well, that's what I meant when I said that very

often I work in a more descriptive sense to get material

together and really figure out how that particular place
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works. Then perhaps later on, not that I would paint

this over again, but I might use this kind of thing in

the background of a composition, where I would use it

much more freely because I understand it. I like to

feel that part of your work regularly is to research.

It's to find out how things are made. I do love the

facts sometimes, and this happens to be one of those

times

.

GOODWIN: You've painted everywhere in the world you've

traveled.

SHEETS: Yes, I certainly have. That's one of the great

things about watercolor as a medium. You can carry it

with you so easily. When you're through, you put it in

your portfolio immediately. You don't have to wait for

oil paint to dry. It's very, very easy to travel with.

I carry about fifty pounds of equipment with me when I

go around the world, but that isn't too bad.

GOODWIN: Let's look at another scene from India, I

believe.

SHEETS: No, that's also Nepal [The Cloth Dyers, Katmandu,

Nepal , 1967]. It's along another river where they dye

the material that they use for native costumes. It's

dyed in long, long strips, then it's cut up later for

use as a garment. But after they've washed it in the

river all day, they stretch it out on the sand—it's

fairly clean sand—and they let it dry out. Then it's
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ready to be used. But it makes nice patterns, and the

people are colorful

.

GOODWIN: You've explained in the past that any painting,

whether it's representational or not, should have a solid,

underlying design. Does this painting have more of an

abstract quality to you than, say, the one we just looked

at?

SHEETS: Yes, I think so. It probably does have. I

think just the arrangement of the stripes within the

page and the river and the simplification of the land-

scape and all that, with those little buildings in the

background, making it a shape against this as a shape

—

I think that's true. I try to do that in almost every

painting. Sometimes you fail, but you try.

GOODWIN: How consistent do you feel you are as a painter?

Are you pleased with most everything you do or are there

rare occasions when you feel that you've done something

especially rewarding?

SHEETS: Oh, I certainly feel that way. I've never

painted anything I didn't try very hard to paint well.

I have never painted anything just to make a painting.

I've never turned out a picture in my life just for the

sake of turning out a picture. But I do think that you

do go through doors occasionally that are very exciting.

When you go through that door, you know it, because the

painting certainly reflects it. On trips, you gather
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steam, as a rule. When I go, for instance to Tahiti for

two or three weeks, or to India— it doesn't make any

difference—or to Mexico, after about half of the time,

you really warm up. It's not different than a football

player. You get so with it that you begin to work very

much more instinctively, and you put more of yourself

into it. You're less involved with what you see. Every

so often you go through a brand-new door, like this

working in the new color a few years ago. I was, I

suppose, hopped up in the sense that I had really broken

through something that had bothered me all my life. I

painted with great intensity for a long time with just

the exhilaration of that sense of breaking through. But

every painting is an effort, as far as I'm concerned, to

find out something or to express something that I feel

very deeply. Sometimes they certainly don't necessarily

happen in the same painting. A lot of research is impor-

tant to any development, I believe. Maybe I'm just a

slow thinker and have to research slowly, but I contin-

uously work at it.

GOODWIN: Good. Let's look at some more examples of your

painting in the other side of the gallery.

SHEETS: All right.

GOODWIN: We're looking at three more paintings from the
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1960s. The central painting is an acrylic, and the two

outside paintings are watercolors. It seems to me that

the central painting represents a more romantic and more

fantastic kind of imagery than the two watercolors.

SHEETS: Well, it does. There's no doubt about it, George

I think this is closer to the way I paint today, much

closer than the ones we've been looking at. Again, it's

a composition made from just feelings about places. I've

been along the sea of northern California practically the

length of California, and there are many places that I

enjoy, little bays and the marvelous trees that come

right down to the water. This is purely a composition,

but I feel freer both in color and in design when I work

that way. There's no doubt about it.

GOODWIN: Let's compare it briefly to the landscape of

Istanbul. [ Istanbul , Turkey , 1971]

SHEETS: Well, in this case, if you've ever been to

Istanbul, you know that the waterfront is a teeming place.

In fact, the whole city is. With the excitement that

these big mosques give to the skyline and the activity

along the Bosporus, the boats and the shacks and the

people, I suppose it's deliberately made to appear busy

like the area felt to me. I've never been colder in my

life that I was when I painted that picture, but I did

paint it and I finished it right on the spot. It was a

tremendously difficult thing because of the cold, but I
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thoroughly loved Istanbul. I've been there many times.

GOODWIN: We've discussed earlier how you paint water-

color, but could you just briefly review the steps you

follow in a painting like this?

SHEETS: Well, in a watercolor, of course, you depend

upon the white of the paper to be your white pigment

—

you use no white—so naturally you have to preserve these

lighter areas. At the same time, in order to make this

water shine with the light on it, the sky had to come

down far enough in value. So in this case, I threw a

wash right over the whole background that was approximately

the color of that sky. Oh, I think that perhaps had two

washes on it. That way this whole thing all pulled

together, and I might have wiped that out with a sponge

halfway between these values. Just with one swipe you

can do that. You build it up with underpainting the same

way you put stud walls up before you put shingles or

surfaces on the walls. I think that watercolor, when

you feel that free about it, is much more fun than when

you are precious about it and say, "Well, once over and

that's it." That's what I meant a little earlier when

I said to go down in value and to go into any kind of

richness of tone, to hold this whole dark and at the

same time make it luminous and open, you've got to get

it down there first in value in order to make it really

work against the greyness of that dark value, against
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that sky. Watercolor is a very direct medium, but you

have to build it just like any other medium.

GOODWIN: Are these whites that have been unpainted?

SHEETS: That's paper. That's unpainted. I've never

used any white at all.

GOODWIN: Do you ever use a razor blade?

SHEETS: No, I don't. I don't think it's necessary. If

I want to take something out, I can cut a little mask, a

piece of paper, and use a sponge, and get pure white out

of it without abusing the paper. I just don't feel happy

about cutting it. I don't think it's necessary. If I

want to paint a flock of sea gulls going right through

there, I could take some shapes of cut-out sea gulls and

make twenty-five sea gulls running right through the

thing, all white if I wanted to. It ' s no problem.

There's no reason to have to use a knife. I think it's

a kind of abuse of the paper.

GOODWIN: Let's see exactly how you've done that with

another painting on this wall. [Gulls Migrating , 1968]

SHEETS: Well, I don't believe that I actually wiped

these out, but I think you can see the drawing of the

birds, as I drew them in. These women come down to the

pool to get water. As you see, there are three or four

figures going back up toward the little village. As

they come down, they nearly always raise a few birds.

This is a case where you just have the simple trunks
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of the trees and the roots and the pool and the birds

and the women and that's it. But this one happened to

be very thoroughly designed. I draw with a pen a great

deal because I think it's a very nice quality. I use a

pen that doesn't in any way bleed. It's waterproof. So

when I commit myself, I've really committed myself. But

I find it's good for me to do that, to make up my mind.

GOODWIN: We've noticed just from a few paintings that

the horse is a favorite subject of yours, but it also

is evident that birds are, too.

SHEETS: Yes, I love birds. I love everything about

nature. I think the magic of life is so infinite that

the more we can crowd our feeling about it into a

painting the better.

GOODWIN: We're going to look at one more group of

paintings in another gallery.

We're actually looking at a tapestry and not a

painting [ Falconers , 1960] . This was a tapestry that

was designed as a result of Mr. Sheets 's trip to the

Negev, in Israel.

SHEETS: Yes, I had the real pleasure of seeing a large

encampment of Bedouins, who were in the southern part of

Israel, at the time I was there making a motion picture.

They were having a marvelous time with their horses, as

570





many as fifty or seventy-five of them galloping at one

time in a wild race. Then others were using their

falcons. It was like going back to the sixteenth or

seventeenth century. I loved the textures on the Negev.

There is a very fuzzy, little growth that is kind of

exciting, I think the tapestry has the spirit of it,

as I remembered it. I had the pleasure of making the

cartoon and then sending it to Aubusson in France,

where it was woven.

GOODWIN: I've learned something in particular this

morning that I didn't really anticipate. That is, in

the past we've spoken a great deal about the importance

of drawing—not only in your work but in the work of

students—and it appears to me that color plays such

a pervasive role in your painting, that you really

have a very fanciful and romantic use of color.

SHEETS: Well, this again is about the same period as

those two acrylics that we looked at. I think it was

the reveling in the new use of color that made this

perhaps seem more colorful to you. I love the subtle-

ties in funny brown bushes and, of course, I like the

spots on horses, and I like the textures that you get.

But I am tremendously excited about color, and all of

my large murals now, that I've done in the last ten or

fifteen years, have shown this same thing because I'm

really very much interested in color. You can't
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separate it from drawing or values, but I think it's

necessary to create a color chord in the same way that

a musician creates chords. Whether you have it in dis-

sonance or harmony, the chords must be there. This has

been my search, I think, for the past fifteen years,

particularly in all my painting. Even in my buildings,

I work very hard to get this juicy quality, as though

everything has been dipped in one kind of a juice.

GOODWIN: Mr. Sheets, is there a difference between your

commercial style and your personal style?

SHEETS: Only because of the problems that are involved

with a commercial work of art. You have an obligation

to meet the needs of the problem, which does impose

special restrictions. But as far as I'm concerned,

there's absolutely no difference in my approach.

GOODWIN: I'd like to try and bring some loose ends

together in terms of a conclusion to this project. I

know art historians like to use labels, but I don't know

what to do in your instance, because we've reviewed your

work as an artist, architectural designer, educator,

correspondent, diplomat, collector, equestrian--what

kind of label do we put on you?

SHEETS: I don't think I have to have a label, do I?

Don't you think that the important thing in life is to

get the most out of it? As far as I'm concerned, every-

thing I've done has been because I was intrigued and
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excited about the potential of doing the thing. I have

always thought primarily of myself as a painter. If I

lived my life over again, though I might have been a

better painter if I had not done these other things,

I certainly would go through, I'm sure, the same kind

of experiences. I've thrived on them, in the sense that

I really believe in an artist being involved in life,

not living in a special place unless he has very excep-

tional talent, which I, perhaps, don't have. I think

there are people who can live in an ivory tower, but an

ivory tower has never been for me.

GOODWIN: Thank you very much for participating in this

project. It's been a pleasure.

SHEETS: It's certainly been my pleasure, and I certainly

appreciate everything you've done, George.

GOODWIN: Thank you.
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Scott, David
Scott, Virginia
Scott, Virginia Steele,
Scott, Virginia Steele,
Scottish Rite Masonic Temple,

Los Angeles
Scottish Rite Masonic Temple

(Grand Lodge), San Francisco
Scripps College, Pomona

Foundation
Gallery

Lang Art Gallery
Lang Hall

Scripps College Fine Arts Foundation

Sears, Roebuck and Company
Seattle Art Museum
Sennett, Mac
Serisawa, Sueo
Service, Hal
Sevareid, Eric
Seward, Mrs.
Shahn, Ben

Anger
Shakespeare, William
Sharp, Richard

296
358
4

296
102-104
316
532
128, 145
297-298, 531-538
168, 531-538, 557
531-538
428, 485-498

496-497

38, 50, 57, 88-89,
94-101, 107, 108-

150, 153, 158, 161,

170, 173,





Sheets, Caroline
Sheets, David
Sheets, John A.
Sheets, John G.
Sheets, Mrs. John G. (stepmother)
Sheets, Lewis
Sheets, Mary Baskerville

(Mrs. Millard)

Sheets, Millard Owen, Jr.
Sheets, Milly Owen (Mrs. John G.)
Sheets, Tony
Shriners Hospital for
Crippled Children

Siqueiros, David
Smith, Whitney
Soldner, Paul
Solomon, King of Israel
Southern Methodist University
Southern University, Baton Rouge
South Pasadena Junior High School
Sovietskaya Hotel, Moscow
Speicher, Eugene
Spencer, Niles
Stalin, Joseph
Stanford University
Steele, Archibald
Stendahl, Al
Stendahl, Earl, and Gallery
Stendahl, Enid
Stewart, Albert

Stewart, Marian
Stickney Art Institute
Stilwell, Joseph W.
Stone, Edward Dure 11
Stone, Irving

Lust for Life
Stover, Clarence
Stuart, Gilbert
Studio (periodical)
Svenson, John

53,
180,
165
3, 5

5
266
45-4
95,
121,
259,
530,
556
180,
1, 3

180,
495-

167-
124
322-
491,
154
155-
353-
519
312,
312
517
133,
244
25
24-2
25
124,
145,
124
56
244,
418
112-
112
174-
537
219
307

180, 555
555

-6, 7

6, 51, 54, 89,
99, 106, 114,
180, 240, 253,
261, 507, 510-
532, 542, 554-

554-555
, 6, 7

555
496

168, 353

323
493

156
356

313-314

134

6, 27, 28

131, 140-142,
492, 493

260

113

175, 176, 179

Tamayo, Rufino
Taylor, Florence Ingal

(Mrs. George A.

)

164, 169
123
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Taylor, Francis
Texas A & M University
Texas Tech University, The Museum of
Thorpe, James
Thunderbird I (flying school)
Thunderbird II (flying school)
Tile and Marble Helpers and

Shopmen Union
Time-Life

see also Life
Tulane University
Turner, J.M.W.
Tuskegee Institute

312-313
154
467
302
179,
179,
465

181-182
181-182

260, 261-264

149
60-61
156

U

United Press International
U.S. Air Force

U.S. Army
Air Force
Corps of Engineers

U.S. Department of Defense
U.S. Department of State

American Specialist Program
U.S. Department of the Treasury
U.S. Federal Bureau of Investigation
U.S. Public Works Administration
Universal Studios
University of Arizona
University of California, Berkeley

School of Architecture
University of California, Los Angeles

Art Library
University of California, Santa Cruz
University of Hawaii
University of Illinois
University of Iowa
University of Mexico, Mexico City
University of Minnesota
University of Nebraska
University of New Mexico
University of Oklahoma
University of Southern California

School of Architecture

239





Veale, Bill 31, 39-40, 45, 50
Vermeer, Jan 44-45
Vista del Arroyo Hotel, Pasadena 113
Voulkos, Peter 321, 330-331
Vysekal, Edouard 58, 363

W

Wallace, John 399
Warren, Earl 273-275
Washington, George 493
Watkins, Franklin 312
Watrons, Frank 55
Watson, Helen 332
Waugh, William 25
Wavell, Archibald Percival 219-222
Wavell, Mrs. Archibald 220-222
Webster, Ida 13
White, Theodore 244
Will, Arthur 337, 338
Wilson, William 86
Witte Memorial Museum, 31

San Antonio, Texas
Wood, Beatrice 551
Wood, Grant 152-153
Wurl, Edward 245-253, 255
Wiarl, Mrs. Edward 2 55

Xavier University, New Orleans 154-155

Y

Yens, Carl 59
Young Men's Christian Association 15-16, 352

Zajac, Jack 129-132, 134
Zerubabel 491, 493
Zornes, Milfred 96
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INDEX OF MILLARD SHEETS V70RKS

Abandoned 557-558

Arizona Mission 544

Cloth Dyers , Katmandu , Nepal , The 564-565

Detroit Public Library mural 419-422

Falcolners (tapestry) 570

Familia Eguus in Elysian Field 560-562

Garrison Theatre, Claremont, 170-171, 469-476

building and mosaics

Golden Gate Exposition murals 356

Gulls Migrating 569-570

Gypsy series 36-38

Hilton Hotel, Honolulu, rainbow 476-481

Hollywood Savings and Loan mural 352-353

Home Savings and Loan buildings
see entry in main index

House on the Hill , The 559

Istanbul , Turkey ,
567-568

Los Angeles Chamber of Commerce mural 356-357

Los Angeles City Hall East mural 481-485

Mayo Clinic mural

National Shrine, Washington, D.C. 454-459, 461

dome

Notre Dame University Library mosaic 422-454, 462-463

Old Temple , Katmandu , Nepal 563, 565

River Bottom -"-"^
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South Pasadena Junior High School 353-356
mural

Spanish 563

Scottish Rite Masonic Temple, Los 428, 485-498
Angeles, building and mosaic

Scottish Rite Masonic Temple (Grand 496-497
Lodge), San Francisco, building
and interior
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