
DETROIT
FOCUS
QUARTERLY

Volum e 3 N u m ber 4 
D ecem ber 1 9 8 4

A Visual Arts Publication

Double Vision of Detroit Transplants
Pam ela F reu n d  is  a fo rm er D etro iter c u rre n tly  liv ing  in  N e w  York C ity  
w h ere  she w o rks  for The N e w  M u s e u m  of C ontem porary  A rt.

Gary M a y e r  is  a fo rm er D etro it a rtis t liv in g  in  N e w  York City. W hen  
M a y e r  is not p a in tin g , he is  em ployed  as a  tru ck  d riv e r fo r U trech t 
L inens, a n d  v ice -versa .

East V illag e Art
He sa id : Once you ge t ove r the  h a ircu ts  and ha irco lo r in g s , w h a t you 
have is m os tly  a w fu l a rt, bu t a lso the re  e x is ts  a sm all shred  of 
hu m an ity . T h is  is the  on ly  p lace w h e re  anyone can s ta rt a g a lle ry  and 
anyone can get a show . Some a rt is ts  ge t in to  as m any as five  sho w s

a w e e k . I 'v e  co u n te d ! C ould p ro lif ic  P icasso p ro du ce enough w o rk  
fo r five  sho w s a w e ek?  The East V illag e  is  rock  ’ n ’ ro ll. N eed less to 
say if y o u ’ re the  he rm e tic  type  the  w h o le  East V illag e  scene w e ars  on 
you. The im p o rta n t th in g  abou t the  EV is  th a t It is you ng  and h a s n ’ t 
becom e a system  as ye t. The p o s s ib ility  fo r real a rt to  ap pe ar does 
e x is t.
S he s a id : You can’t deny the energy and dynamism of what has 
essentially been a 36-month phenomenon. Three years ago there 
was Patti Astor’s Fun Gallery, Nature Morte, Civilian Warfare, and 
ABC NO RIO on the LOISADA (the Lower East Side). Grade Mansion 
was still selling out of a rented limousine at that time. Today there are 
over 30 galleries, 10 of which take out ads in the Gallery Guide Peo
ple do the East Village like they do SoHo or 57th Street The atmos
phere might not always be the most professional but, in many ways
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In Focus

We was sittin’ around the old waterin’ hole last week, talkin’ 
about great sportin’ events that we’d seen and as usual, tryin’ to top 
Bubba, when I remembered way back to the summer of '84. What a 
season! That was the year the collectors put two consecutive world 
championship titles on the line against a dynamic artists team. The 
whole first half of the season had to be rescheduled . . . something 
about there being rain for forty days and nights. However, all the ani
mals survived and on September 16, 1984, a clear, crisp day, these 
two teams met in an earnest dispute over the title and the diamond.

Bubba said he put his money on the collectors with powerhouses 
like: Charles McGee, Mark Morris, John Murphy, Michael Bank, and 
Lesli Cohen. As it turned out, Michael Bank did win the most 
valuable player award.

Myself, I had taken the artists with: David Barr, Lois Teicher, 
Stanley Rosenthal, Jack Parker, and Bob Caskey, but as any 
manager knows, games aren’t won on the score card, but on the 
field. I still can feel a chill as I remember Jon Catenacci’s bat connect 
with still another hit which would win him the silver bat award. It 
seemed like only yesterday, or even a month or two ago, that the 
excited sound of an usually restrained announcer, Senator Jack 
Faxon, was heard as he screamed of a play at the plate, the long 
throw, the block, the catch, the tag . . . OUT! Everyone was on their 
feet screaming.

Even Bubba and Ralph agreed that Debbie McLellen deserved one 
of Dennis Guastella’s trophies, the golden glove for that play. Ralph 
even went on to say, she could teach Lance Parrish a few things.

I asked Ralph to draw another brew, and Bubba reminded me, 
with no minimal amount of satisfaction, of the outcome of the game 
. . . 11-7 Collectors! So, I lost some dough; it ain't the first time. 
But, from what I heard, Detroit Focus (Baseball Club) made

continued on back cover

“ . . .T h e  Role of the Critic.”
by Vincent Carducci

If we are trying to affect positive changes 
I would like to suggest less of the indulgent Mike Zimmerman
verbiage and more constructive criticism. Letter to the Editor
I realize that I may be deluding myself by D etroit Focus Quarterly
thinking such is the role of the critic. April, 1982

Because critical dialogue in Detroit has been meagre, it is not sur
prising that misapprehensions have arisen about art criticism and the 
role of the critic. There are some commonly held ideas regarding the 
critical function that must be examined in order to arrive at a more 
properly conceived model of critical inquiry.

The first misconception is that of constructive criticism. The 
phrase, “ constructive criticism,”  implies that the critic’s role is to 
review an artist’s work and respond to it so that, in essence, the 
critic “ instructs”  the artist on how to amend his/her esthetic posi
tion. This is both naive and self-centered, for although the critic is 
concerned with quality, that is, what is desirable, appropriate and/or 
significant, h is/her dialogue is not with the artist so much as with 
those who receive the work. As Donald B. Kuspit states 

criticism in part is a preliminary attempt to socialize the work 
of art, showing it to be viable to the extent it serves the com
munity of human interests, however these interests may be 
interpreted.1
This does not mean that the critic’s role is merely to decode the 

work for the viewer. For to expose the intentions of the artist and to 
assert, subsequently, that a work of art conforms to those intentions 
is not to establish its value. The critic seeks to posit h is/her subject, 
be it a single work, an oeuvre, or a tendency, into the cultural matrix.

Additionally, the critic's role is not promotion. The promotion of 
artists is a function of galleries as part of the commodity system. 
Marketing strategies operate without regard to critical issues. The 
critic values the work of art as a cultural signifier, not a consumable. In 
fact, true criticism is art’s first line of defense against commercialism.

The critic functions as the quintessential or, to use Suzanne 
Langer’ s term, “ virtual" audience. Critical observation is “ formal
ized,”  that is, phenomenologically bracketed. Through “ receiving 
ideology,” 2 the critical eye illustrates ways of seeing and methods of 
interpretation. By situating the work within a constellation of ideas 
which illuminates a larger cultural orientation, the critic’s role, as 
virtual audience, is as important to the work of art as its creator’s.3

Art criticism seeks to discover and interpret world-historical cur
rents through the analysis of cultural artifacts (artworks). The 
autochthonous critic's role, then, is to decentralize critical discourse 
by exposing and examining art tendencies from a regional vantage 
point. This posture is global in that it functions in light of and, more 
pointedly, in spite of centralized artworld power clusters. It is also 
topical, for, to quote Donald Judd:

The time is over when a knowledge of the shows in New York 
was definitive.4

1. Donald B. Kuspit, “ Art, Criticism , and Ideology,”  A rt in Am erica, Sum m er, 
1 98 1 , p. 9 3 .

2 . For a discussion of receiving ideology, see K uspit, op. c it., pp. 9 3 -9 7  +  . 
Also my artic le , “ Critical S tan ces: Reflections on Art W r it in g ,”  Detroit 
Focus Q uarterly , Septem ber, 198 4 , p. 2.

3 . M arcel Ducham p m aintained th is position. See Calvin Tom kins, The Bride 
an d  the Bachelors: F ive M aste rs  of the A van t-garde, T h e  V ik ing  Press 
(N ew  York, 1965 ) p . 9 . Also, see Kuspit discussing H. R. Jauss, op. c it., 
p. 93 .

4 . Donald Jud d, “ Issues and C om m entary ,”  A rt in  A m erica , October, 1984 ,
p. 10.
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continued from  cover
these young dealers seem to have more integrity than the dealers 
with a high capital investment. Robert Pincus- Witten with a collector 
on his arm is not an uncommon sight. The best galleries in the EV? 
Deborah Sharpe, Garet/Kohn, P. P. 0. W., and Patricia Hearn. The 
art? Mostly decorative and unaccomplished. I ’m touched at the 
eagerness to exhibit work the minute i t ’s finished. From time to time 
there are a few really shining moments among the decorative and 
trivial.

T h e  East V illa g e  in General
He sa id : I lik e  to  eat the re .
She said: The whole thing reminds me of Haight-Ashbury soon to 
become Rodeo Drive. When I moved to New York I rejected the EV as 
a place to live, now I wish I could afford the $1250 rent for a newly 
renovated apartment so that I could walk to work and alleviate the 
subway stress.

SoHo
H e s a id : T e rm in a lly  cu te .
She said: SoHo for me is basically The New Museum. Lucky for me I 
can do all the SoHo galleries at lunch. I try to avoid SoHo on Sundays 
and Fanelli's on Saturday evenings. Working for The New Museum 
puts me in a vulnerable position, especially since I live with an artist. 
I ’m continually asked why the Museum is showing this or that artist, 
or why we did a particular exhibition. I usually answer, “ I ’m not in 
curatorial.' ’ The Museum is still the most responsive institution I 
know to visual artists. Marcia Tucker, the Director, and the curators 
are always running around the country looking under rocks for work 
not well represented either in idea or in body. We receive thousands 
of slides of regional work, though very few from the Detroit area. On 
my end, which is marketing and development, I work hard at inte
grating the Museum’s concern for our artist constituency into my 
programs. Some time ago I realized that artists ’ attendance at our 
receptions seemed to be falling off. I also noticed that this occurred 
about the time we stopped serving beer at our openings. (Other 
museums serve wine.) It doesn't take a genius to realize that artists 
are beer drinkers. Now we’re serving beer again, thanks to a won
derful product donation from Stroh’s. No, I can’t help you with your 
slides, but can I buy you a beer at our next opening?

Real Estate
He sa id : I had 1 0 0 0  squ are  fee t o f space in D etro it fo r $ 1 0 0  per 
m on th . Now I have a g re a t deal in  New York at $ 4 0 0  pe r m on th  fo r 
8 0 0  squ are  feet.
She said: Real Estate is the primary topic of conversation among 
strangers in New York. It beats money, sex, movies, restaurants. 
Real estate is a perfectly legitimate way to start a conversation or 
pick up a date. An “ ain’t-it-awful”  horror story about fixture fees, 
landlords, rent strikes, or lawsuits sparks immediate commiseration. 
The city runs on the real estate dollar. The real estate dollar is what 
will ultimately cause 60,000 people to pour into Zabar’s market on a 
Saturday morning when Lincoln West is built on the upper West Side. 
By the time LOISADA, Harlem, and the upper West Side are gentri- 
fied, the pale, homogeneous tone to the city will send its residents 
shrieking to Astoria and Brighton Beach for a little color.

S u b w ays
He sa id : W here  else do you re g u la r ly  see w a r ve te ra ns  am p u ta ted  at 
the  w a is t ro llin g  a long on p la tfo rm s?  And w h e re  else can you look up 
and dow n a ca r w ith o u t see ing  the  sam e na tion a lity  repeated tw ice ?  
W here  e lse can you exp e rie nce  the  th r il ls  and c h ills  of the  “ Blue 
S tre a k ”  fo r  on ly  90  cen ts?
She said: “ Life as a mole. “ I 'm convinced that the subways are the 
major cause for the anxiety level in NYC. The psychological discrep
ancy occurs when one’s personal space is violated while trying to 
appear as though nothing is wrong by staring at a small patch of 
space on the wall. More than once I found myself staring at a graffiti-

scrawled expletive as though it were the only view in sight.
Occasionally I ’m struck by the hot-house effect of the trains. The 

Puerto Rican girls bloom early and the train cars are filled with tight- 
jeaned, lacquered-nailed, teenaged exotics of thirteen and fourteen.
To date, I ’ve been in one shoot-out, numerous track fires, and have 
been “ shot-up“  to the Bronx when my Local turned Express while I 
was reading.

H ype in A rt
H e sa id : V ery sca ry  s tu f f.  W h y  are th e re  so m any r ich  and fam ous 
yo u n g  a r t is ts ?  W hen y o u ’ re you ng  you are m alleab le  and e n e rg e tic  
enough to  w h ip  ou t the  w o rk  at a ve ry  fa s t ra te . H ow  is  th is ?  A s s is 
ta n ts !  Everyone go t an a s s is ta n t a long w ith  the  ro ladex and phone 
m ach ine . S ounds like  bu s in e ss  to  m e. I ’ ve been to ld  th a t the re  are 
now  c la sses ta u g h t in  a rt schoo l on th is  s tu f f.
She said: Hey, I ’m majoring in marketing the arts. The museum as 
product, the artist as product, the art as product. It sounds crass but 
in many ways the whole approach is very clean and certainly very 
quantifiable. Not only that, but marketing the arts allows me to keep 
my curatorial integrity to myself. My biggest complaint are exhibi
tions curated so as to edit in works of art to validate a curatorial 
theme. These exhibitions fall into the category of: first, you pick the 
title and then you illustrate the title.

W o rk  Ethic
He sa id : I d o n ’ t  th in k  ab ou t it m u ch , I on ly  w o rk .
She said: I t ’s a definite advantage being from the Midwest. Employ
ers are aware that outside of New York, people work harder. I t ’s a 
myth about how hard everyone works in NYC. On the surface it 
appears as though everyone works much harder and longer, but in 
fact the freneticism results from constant breakdowns, screw-ups, 
delayed traffic, and analyst appointments. A s  the French say, “ II ne 
m arche p a s ! ”

C heap Thrills
He sa id : Big p re tze ls  w ith  m u s ta rd , the  po cke t El Greco book a t the  
S trand  books to re , the  S taten Is lan d  Ferry, Coney Is lan d  in the  fa ll, 
the  g a lle rie s .
She said: Watching the rowboats in Central Park, watching fights 
break out and relationships break up. Riding in the head car of the 
express train and looking out the front window. Life as a fast mole! 
The Cloisters.

And N ow  for th e  Positive  
H e sa id : M o s t m em orab le  m em ories  in NYC? The D eKooning show , 
th e  M anet sho w , the  B a lth us sho w , the  M et, the  e tch in g s  of the  late 
P icasso e xh ib it io n s , Fool for Love at C irc le  Rep T hea te r. D e live ring  
an a rt o rd e r to  an old fr ie n d  of R o th ko ’ s w h o  w a s  to ta lly  un aw are  tha t 
he pa in ted  ju s t like  R o thko . F ina lly , w a it in g  in line  fo r  S ha kesp eare  in 
th e  Park and w a tc h in g : a m arria g e  b re a k  up ; a g ir l w ith  no u n d e r
w e a r m ak ing  su re  eve ryone kne w  she w as un en cum be red  (h e r date 
w as a b lind  g u y ); a f iv e -m in u te  p re sen ta tion  of War and Peace-, and a 
s o ftba ll gam e, a ll a t the  sam e tim e .
She said: Most memorable positives about NYC? Looking up Fifth 
Avenue from Washington Square at twilight in October. The Cloisters. 
Lunch with the painter at a Russian restaurant in Brighton Beach. 
The adversity of it all. After New York, any other U. S. city will seem 
easy to live in. Something for everyone in the field of art — Have you 
heard of the Museum for the Dog? Sponsored by the AKC, no less.
It's  a fine, professional small museum devoted to canine-related art, 
objects, and ephemera. Something for everyone, period! (Except for 
Mexican food, there is no good Mexican food in New York!)

W o rst Experience to Date
He sa id : T hey ro ll o ff o f me.
She said: A well-dressed Marvin Hagler look-alike trying to punch  j  
me out on 23rd Street. I ducked, ran into the street while he called ' 
me a transvestite fag. I jumped to the immediate conclusion that I 
should start dressing better. i
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Photos: Joel Silvers

The Uniroyal: A Montage
by Joel Silvers

Soon the c liff-lik e  facade of the old U n iroyal factory  w ill no longer 
loom over East Jefferson  at the  foot of the Belle Is le  B ridge. M em ories  
and ghosts w ill be nearly all that rem ain  of th is g igantic  factory  
whose peculiar personality defined the site it occupied and dominated  
the surround ing  area of the city. Yet, the old U niroyal factory, as an  
unackn o w led g ed  urban la n d m a rk , w ill also leave its im prin t upon the  
unconscious and en ter the shared language of th is region. As the 
stru ctu re  is about to be obliterated from  the public  v isual dom ain , it 
acqu ires  m ysterious new  dim ensions beyond our everyday percep 
tions. W e begin to recogn ize its m ultip le  functions —  as a visual 
re ference point, as a th read  In a continuous urban fab ric , as a trace  
of a certain period in our c ity 's  developm ent, as a sculpural form —  for 
the firs t tim e. By borrow ing a nonlinear m ethod from  film  ed itin g , the  
m ontage, perhaps a penetrating  “ p o rtra it”  may be rendered  and  
alternative  w ays of perceiving the city w ill be revealed.

This montage “ portrait”  is built from the thoughts of: Cay Bahnm iller, 
an artist who lives in the neighborhood of the Uniroyal: Charles  
B lessing , the director of Detroit’s City Planning Commission from 
1953 to 1977: Low ell Boileau, a painter whose work has interpreted 
Detroit's industrial landmarks: Jim  Duffy, a photographer of Detroit’s 
old buildings: Ed L evine , a realist painter: C harles M e rz , a member 
of the architectural firm which designed Chene Park; Dennis Teichman, 
a poet who has worked at jobs for firms near the Uniroyal: and Bill 
W orden, Staff Director of the Historic Designation Board of the City of 
Detroit.

W hen I th in k  of U n iroya l, I im m e d ia te ly  th in k  of the  com p lex o r the
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m a g n ifice n t w h o le , ju s t  as I th in k  abou t see ing the  c ity  w ho le . The 
idea of the  cosm os, the  w ho le  of a place , the  w h o le  of a Russian 
e a rth -b u ilt  basem ent ou t in S p rin g fie ld , Kansas, o r som eth ing  like 
th a t. W ha teve r it is , see it whole. A nd to  do less is  to  be tray the  s u b 
je c t. T h a t’ s the  w a y  I w o u ld  approach the  U n iroya l! — Blessing

One e ffe c t (o f the  d e m o lition ) th a t is noted is th a t fo r so m any people 
it has no e ffec t. T hey are n e g lige n t of un d e rs ta n d in g  th e ir  e n v iro n 
m en t, because i t ’ s been so fa r rem oved th a t th e y  d o n ’ t pay atten tion 
to  it. — Bahnmiller

I guess I w o u ld  com m ent too th a t I ’ m not sure  the re  is n ’ t  beauty in 
th a t p lan t. If you equate beau ty and de lica cy, of cou rse  not. But 
th e re ’ s a good deal of s tre n g th  of de s ig n , a good deal of pow er in the 
de s ig n , and THAT has a beauty and an im age a ll its  ow n . . .  The 
bu ild in g s  generate an im p ress io n  of pow er, s tre n g th . If you d o n ’t 
w a n t to call them  b e a u tifu l, you m ig h t w a n t to  ca ll them  handsom e. If 
indeed bu ild in g s  have gender, th e y ’ re c le a rly  m ascu lin e  . . .  my 
basic im age is of th a t p o w e rfu l p resence on the  s tree t, the  sug ge s
tion  of ac tiv itie s  in vo lv ing  s tre n g th  and in d u s tr ia l m ig h t go ing on 
behind those  c lif f - lik e  facades . . .  if you go to  the  a rt m useum  and 
you look at the  Rivera m ura l, y o u ’ ll f in d  pa in tin g s  of hu sky  men 
w o rk in g  ha rd , and th a t ’ s the  k in d  of im age th a t the  Uniroya l 
bu ild in g s  have. T h e y ’ re h a rd -w o rk in g  b u ild in g s , and as R ivera the 
M a rx is t w o u ld  say, th e re ’ s honor in honest labo r. And I ’ m not sure 
you have to be a M a rx is t to be lieve th a t. I ’ m not sure  th a t the  Puritan 
W ork E th ic d o e sn ’t  say the  sam e th in g , a lth ou gh  it m ay use a d if
fe re n t language to exp ress it. —  Worden
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S o , I s e e  w h a t  th e  b u ild in g  w a s  b u ilt  to  d o , a n d  th e n  I s e e  it a s  it is  
n o w . B u t w h a t  to  m e  s e e m s  rea l im p o rta n t  is  w h a t ’ s g o n e  on b e 
tw e e n . I t ’ s b e e n  ig n o re d  ju s t  b e c a u s e  it w a s n ’t in u s e . W e ll ,  I th in k  
th e r e ’ s a n o th e r  w a y  of lo o k in g  a t h o w  th e  c ity  is  c o n s tru c te d . T h e r e ’s 
th e  k in d  of h e a d lin e  s tu ff  l ik e  M il le n d e r  C e n te r  w h ic h  te lls  m e  n o th in g  
a b o u t th e  b u ild in g . A n d  th e n  t h e r e ’ s a ll o f th e  o th e r  d o rm a n t s t ru c 
tu re s  th a t  h a v e  an  o n go ing  life  e v e n  th o u g h  th e y  a re n ’ t b e in g  a tte n d e d  
to  . . .  S o  w h a t  a b o u t U n iro y a l in that s e n s e ?  N o w  th e y ’ re  g o n n a  
d e m o lis h  it, a n d  th a t ’ s th e  f in a l s ta g e , b u t m e a n w h ile , w h a t  a b o u t  
right now, a n d  b e fo re , a n d  a  y e a r  a g o ?  T h e  b u ild in g  h a d  its  id e n t if i
c a tio n  s t il l .  I s a w  it as  a n  a c t iv e , v ita l a re a . A n d  not ju s t  b e c a u s e  p e o 
p le  fis h e d  a ro u n d  it a n d  c a rs  d ro v e  p a s t it , b u t I a lw a y s  im a g in e d  th e  
s o rt o f s e c re t  life  o f th e  b u ild in g  a n d  o b je c ts  —  as  w h a t  th e y  a re  o th e r  
th a n  o u r  n o rm a l w a y  o f c o m p re h e n d in g  th e m  . . . F in a lly , th e  rea l 
p e rs o n a  o f th e  b u ild in g  h as  ta k e n  o v e r, a n d  th e r e ’ s s o m e th in g  e ls e  
o u ts id e  of w h a t  m a n  c o n s tru c te d  a n d  p u t th e  f in a l s ta m p  o n . I t ’ s 
a lm o s t lik e  it go t ou t of c o n tro l a n d  to o k  on  its  o w n  life . —  Bahnmiller

C o n s ta n tly , as  y o u  m o v e  a b o u t th e  c ity , y o u  s ee  th e s e  c ra n e s  a n d  
b u s y  p e o p le  . . . I t ’ s lik e  te rm ite s  . . . A n d  I s ee  th e s e  b u ild in g s  
c o m in g  d o w n  fro m  th e  F is h e r (F r e e w a y ) , th e s e  old ho tels  w ith  all th e ir  
g u tte d  w in d o w s . T h e  g u tte d  w in d o w  is s ta r t in g  to  b e c o m e  a  m o tif in 
th is  c ity . T h e s e  ru in s  h o u s ed  p e o p le  a n d  live s  th a t  p a s s e d  o n . N o w , 
I ’ m  not s a y in g  I go t to  ho ld  on to  e v e ry  b u ild in g . I t ’ s no t a  n o s ta lg ic  
th in g  a t a l l . . . T h e  p re p a ra to ry  p ro c e d u re  a n d  th e  p ro c e s s  of h o w  it 
got th e re  s h o u ld  be  p a id  m o re  a tte n t io n . I t ’ s im p o rta n t. I t ’ s lik e  a  
d ro n e , a  c o n s ta n t d ro n e  in th e  c ity . I t ’ s a  c h ip p in g  a w a y  . . .  You  
c o m e  to  a  p o in t w h e r e  y o u  u n d e rs ta n d  th a t  a s s e r t io n s  m a d e  a b o u t  
th e  e n v iro n m e n t a re  d o n e  v ia  th e  p ro c e s s  of n e g a tio n . T h a t ’s h o w  I 
s e e  it in p a in t in g . It is n ’t A  p lu s  B n e c e s s a ri ly  a t  a ll .  —  Bahnmiller

T h e  rea s o n  I do  th a t  (c o n c e n tra te  on im a g e s  of ru in e d  in d u s tr ia l 
s tru c tu re s )  is to  e x p re s s  th e  fe e l in g  o f tra n s it io n , r a th e r  th a n  to  
e x p re s s  a  fe e l in g  of n o s ta lg ia . In o th e r  w o rd s , to  e x p re s s  a  fe e lin g  
th a t  th is  h as  c h a n g e d , th a t  th is  is th e  w a y  th in g s  a re , th a t  th is  is lik e  
a  m o m e n t o r  a  fra m e  fro z e n  ou t of t im e . I t ’ s th e  id ea  o f t ra n s it io n  th a t  
is g o in g  on  r a th e r  th a n  a n y  m e m o r ia liz in g  of th e  p ie c e s . C e r ta in ly  a  
p iec e  I d id  o f th e  d e s tru c t io n  of D odg e  M a in  w a s  lik e  th a t . It  w a s  th e  
d y in g  lig h t of a  d a y  on a  d y in g  fa c to ry , a n d  i t ’ s g o n e , b u t t h a t ’ s a  
s ta te  o f tra n s it io n . —  Boileau

T h a t  w h o le  a re a  is th e  ru g g e d  e n d  of D e tro it. I t ’s th e  ru g g e d  e n d  of 
th e  h u m a n  p s y c h e  a s  it re g a rd s  its  w o rk  . . .  You lo o k  a t th e  U n iro y a l 
p la n t w ith  its  v e n t s ta c k s  s t ic k in g  up  a lo n g  th e  w h o le  w a ll fo r  h o w  
m a n y  y e a rs  n o w ?  A n d  th e y ’ re  s till th e r e .  T h e y ’ re rigid! T h e y 'r e  
locked in p la c e . T h e y ’v e  g o n e  th ro u g h  to rn a d o s  a n d  a ll k in d s  of 
c h a n g e s , a n d  t h e y ’ re  s till in ta c t . T h a t go es  fo r  a  lo t of th e  b u ild in g s  
d o w n  in th a t  a re a . T h e y  w e r e  b u ilt  ru g g e d ly  fo r  on e  p u rp o s e  —  to  
fe e d  in d u s try . T h e re  w e r e  no f r il ls . T h e y  w e r e  to u g h , h a rd  b u ild in g s , 
w ith  to u g h , h a rd  p e o p le  w h o  w o rk e d  in th e m . —  Teichman

T h e re  w a s  a k in d  o f e le g a n c e  to  its  m a s s iv e n e s s , b e c a u s e  it w a s  a  
big b u ild in g . T h e re  w e r e  p o rtio n s  of it th a t  lo o k ed  lik e  an  e le g a n t  
c h a ir ; it w o u ld  s lo p e  d o w n  to w a rd  th e  w a te r  lik e  th e  legs  of a  c h a ir . 
A n d  I th o u g h t it m a d e  it n ic e ly  w ith  th e  b r id g e . M a y b e  in a  s e n s e , 
fro m  s o m e  a n g le s , it e v e n  lo o k ed  b e tte r  th a n  th e  b r id g e . It a n c h o re d  
th e  b r id g e , m a d e  th e  b r id g e  s e e m  s ta b le , a n d  m a d e  th e  b r id g e  a  b e t
te r  lo o k in g  s tru c tu re  b e c a u s e  o f its  p re s e n c e . B ut I n e v e r  fe lt  th a t  
w a y  a b o u t it fro m  J e ffe rs o n . F ro m  J e ffe rs o n , it w a s  b lo tto , ju s t  
a n o th e r  u g ly  b u ild in g  . . .  o f w h ic h  D e tro it h as  a lw a y s  had  m o re  th a n  
its  s h a re . B ut I lik e d  it v e ry  m u c h  fro m  w a te rs id e  . . .  I 'm  a lw a y s  
a m a z e d  w h e n  a n y th in g  as  la rg e  a n d  as  fu n c tio n a l as  th a t  s t ru c tu re  
c a n  g iv e  a  s e m b la n c e  of g ra c e  a n d  fin d  its e lf  c o m p a tib le  w ith  a  
b r id g e  a n d  a  r iv e r . T h a t ’ s a m a z in g !  —  Levine

I lik e  in te r io r  a s p e c ts  of it . I lik e  th e  in s id e  of th e  c o m p le x  m u c h  b e t

te r  th a n  th e  o u ts id e  . . .  I do  k n o w  th o s e  g re a t  e m p ty  s p a c e s  w ith  
lig h t f i l te r in g  d o w n , f ig h t in g  th ro u g h  c o rr id o rs  a n d  b u ild in g s  a n d  
b r id g e s  to  f in a l ly  g e t a  v ie w  of B elle  Is le  . . .  T h e  s p a c e  a n d  th e  lig h t 
a n d  a ll th o s e  q u a lit ie s  a re  p e rm a n e n tly  e n g ra v e d  in m y  m in d . If th a t  
p la n t is  r ip p e d  d o w n  a n d  i t ’ s g o n e , it w o n ’ t b e  fo r  m e . It  w a s  th a t  
s tro n g  a n  im p re s s io n . I t ’ s in d e lib ly  b u rn e d  in , a n d  I k n o w  I w ill h a v e  
d re a m s  a b o u t it s o m e  d a y  . . .  I k n o w  th o s e  s p a c e s , a n d  i t ’ s th e  
s tro n g e s t im a g e  o f P ira n e s i- l ik e  s p a c e  I h a v e  e v e r  s e e n  . . . J u s t  its  
e x is te n c e  h as  a lre a d y  m o d ifie d  m y  th in k in g  in a  w a y . —  Merz

E v e ry th in g  in D e tro it is  fu n c t io n a l. T h e re  is  v e r y  little  a tte n tio n  p a id  to  
b e a u ty . T h e  o n ly  k in d  o f c o lo r  w e  h a v e  h e re  is  e ith e r  th e  a b s e n c e  of 
c o lo r  o r  th e  o u tra g e o u s . W e  h a v e  w h a t  I c a ll th e  p re m a tu re ly  g re y  
c ity , w h ic h  is D e tro it. I t ’ s re a lly  a  y o u n g  c ity  w h ic h  is g h a s tly  in 
te rm s  o f c o lo r. N o b o d y  u s e s  c o lo r . . . T h e re  is  m o re  c o lo r  a n d  m o re  
in te re s t  a n d  m o re  b e a u ty  in a n y  on e  o f a  h u n d re d  m o te ls  in S a n ta  
M o n ic a , C a lifo rn ia  th a n  th e re  is  in a n y  on th e  n e w  b u ild in g s  in 
D e tro it. I ’v e  d o n e  a  lot of la n d s c a p e  p a in t in g , o r c ity s c a p e  p a in t in g , 
h e re  in th is  c ity , a n d  I a v o id e d  m o s t of th e  la rg e  b u ild in g s  th a t  th e  
c ity  is k n o w n  fo r  b e c a u s e  th e y  o ffe re d  v e ry  little  in te rm s  o f c o lo r  
o p p o rtu n it ie s  fo r  m e . T h e  c o lo r  of d e c a y , th e  v iv id n e s s  o f d e c a y , th e  
v iv id n e s s  of s h a d o w , th e  h a lf -b u rn e d  b u ild in g , th e  p a tte rn  of 
s h a d o w s , th e  b lu e s  a n d  g re e n s  a n d  s c a r le ts  a n d  p u rp le s  th a t  co m e  
ou t o f u rb a n  d e c a y , w h ic h  is la rg e ly  c o n tin g e n t on f ire  in m o s t of th e  
a re a s  th a t  I w o rk e d  in , in te re s t  m e  a  lo t m o re  th a n  th e  b u ild in g s .  
T h e re  w a s  a  k in d  o f p u rp o s e fu l c o lo r, th e  c o lo r o f c o m m e rc e , s u c h  as  
th e  lo u d , g a u d y  s ig n , bu t it s e e m s  th a t  a rc h ite c tu re  a n d  c o lo r a re  
a lm o s t in c o m p a tib le  in  th is  p a r t  of th e  w o r ld .  —  Levine

B ut I h a v e  th is  rea l fo n d n e s s  in th is  c ity  fo r  th a t  s o rt o f c e m e n t c o lo r. 
I t ’ s a  n e u tra l c o lo r, b u t it a llo w s  o th e r  c o lo rs  to w o rk  o ff of it. 
—  Bahnmiller

A n d  so  th e y  ( fa c to r ie s  in D e tro it s u c h  as  th e  U n iro y a l)  a ll h a v e  th is  
d u a l n a tu re  to th e m , a n d  I th in k  t h a t ’ s w h a t  I fe e l a n d  w h a t  I t ry  c e r 
ta in ly  to  e x p re s s . I t ry  to  p a in t th e m  in t im e s  w h e n  th e  lig h t h its  th e m  
a n d  lig h ts  up  th e ir  w in d o w s  to  tu rn  th e m  in to  je w e ls  fo r  a  m o m e n t, so  
as  to  be  a  p o in t of c o n te m p la tio n  b e y o n d  a ll th e  h o u rs  of w o rk  th a t  
h a v e  b e e n  lo st in th e re  a n d  a ll th e  a n g u is h  a n d  all th e  p a y c h e c k s  a n d  
all th e  h a p p y  tim e s  in th e  p a rk in g  lot d r in k in g  on p a y d a y  . . .  T h e  
p re d o m in a n t c o lo r  s c h e m e , w h ic h  I w o u ld  ca ll b la c k -g r e y -y e llo w , is  
g r im , b u t i t 's  r a th e r  b e a u tifu l in its  o w n  s u b tle  w a y . I fin d  th a t , e s p e 
c ia lly  w h e n  th e y ’ re e n h a n c e d  by  b r ig h t  s u n lig h t, th e  c o lo rs  a re  
g e n e ra l ly  v e ry  m a tte . T h e y  s o a k  in th e  lig h t a n d  th e y  c re a te  s ta rk  
c o n tra s t  w ith o u t h a v in g  a  lo t of re f le c t iv e  g la re . You c a n  s ee  th e  
in d iv id u a l p a rts  v e ry  w e ll ,  w h e re a s  if you  h a d  a g lo s s y  s u r fa c e , th e re  
w o u ld  be  a  te n d e n c y  to w a rd s  c o n fu s io n . T h e  w e s t  e n d  of th e  p la n t, 
w h ic h  is a  g ia n t b a n k  o f w in d o w s  s o o ted  b la c k  o v e r th e  a g e s , w ith  
g ia n t v e n t p ip e s  c ra w lin g  up  th e  s id e  of th e m , c a tc h  th e  d y in g  lig h t of 
th e  s u n , a n d  p a r t ic u la r ly  on a  v e ry  o ra n g e y  ty p e  s u n s e t, th e y  a re  
b e a u tifu lly  il lu m in a te d . I t ’ s a n  a b s o lu te  s p e c ta c le  to  s ee  th a t  b a n k  of 
b la c k e n e d  w in d o w s  t in g e d  w ith  th is  v e ry  b r il l ia n t  o ra n g e  o r w h a te v e r  
c o lo r ’ s in th e  s k y . T h e  c o lo r  b e c o m e s  a  b la c k -b r ig h t  o r a n g e -y e l lo w  
fro m  th a t  d ire c t io n . —  Boileau

A n d  th e  b u ild in g s  a re  th e s e  m a s s iv e , m a s s iv e  in v e r te d  b e lls  w h e re  
th e y  h it th e  s la b s . (T h e  c o lu m n s  a re  w h e r e  th e y  h it th e  s la b s .)  I t ’ s 
a lm o s t as  if it w a s  a  so lid  c u b e  th a t  s o m e b o d y  s c u lp te d  in to  a s er ie s  
of b u ild in g s . You c o u ld  th in k  o f a  th o u s a n d  M ic h a e la n g e lo s  s itt in g  on  
th e  to p  of a  b ig  g ra n ite  c u b e  a n d  ju s t  s ta r t in g  to  c a rv e  d o w n  the  
tre n c h e s  in b e tw e e n  a n d  le a v in g  c e r ta in  b r id g e s  . . . I t ’ s th a t k in d  of 
m o n o lith ic  fe e l . —  Merz

I th in k  a rt is ts  a re  to ta lly  in v o lv e d  w ith  s p a c e , a n d  w h e n  y o u  g e t a  
th in g  as  e n o rm o u s  as  U n iro y a l, it p ro b a b ly  is  e x tre m e ly  fa s c in a t in g  to  
a rt is ts  a n d  im a g in a tiv e  p e o p le , b e c a u s e  of its  g re a t m a s s . —  Dully
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Photo: Eric Pollitzer
Now, it they take everything out of this neighborhood that is patterned 
. . .  I wonder if they know what they're doing, because aerially, it ’s 
a real t h r i l l . . . And when I look across the whole neighborhood, and 
I see all of these little squares, it 's  exciting. I see Uniroyal as a con
tinuation of the whole neighborhood I don’t even think you can talk 
about Uniroyal without talking about the neighborhood, because it ’s 
the boundary. It ’s a limit. I think you should be talking about how 
limits function in a constructive sense and that you have to have 
these boundaries . . . It ’s like a marker. It ’s like a bookend . . .  I 
think that building has to be understood in connection with the entire 
neighborhood. And then from that, you start to think, you've got to 
think, about the city and everything that works up against the build
ing. That’s what defines that space ultimately, not just the concrete 
. . .  You understand Detroit in relation to Windsor too. That’ s what 
makes Detroit. It’s just as if you start studying the river line of 
Detroit, and you start paying attention to the cylindrical shapes. You 
don’t stop at the end of Detroit. You go up to Port Huron, and you’ve 
got more. And you start seeing the city in that context. — Bahnmiller

Those kind of vistas, when you get a glimpse of something inter
esting as you go by, are very important in a city, and we lose a lot of 
them as we lose the built environment in the city. As we get more and 
more vacant land, what w e ’ re beginning to do is to see too far. 
That’ s psychologically not very desirable in a city. Maybe you want a 
boulevard with a grand vista for miles, but at other times, you want 
to peek into a courtyard and have your vision stopped by something 
that’s interesting. We have that same phenomenon going on 
downtown where it becomes possible from Kennedy Square to see a 
building that’s six blocks away, or something like that, because 
there’s so much vacant land. The loss of short term, closed vistas is 
a shame in a cityscape, and the Uniroyal plant did provide some very 
interesting ones as you traveled by it on Jefferson. — Worden

I learned from that building, as a constant, like a chalkboard for me.
I could work out spatial sorts of questions, equations, off of that site. 
It was an area that I could kind of think back and forth about . . . 
components of space . . . like a work-space . . .  I study the city 
constantly. I think out my ideas — about space, of the construction 
of the city . . .  I suppose like field work. It ’s also a field in the sense 
of like a gravitational field, forces that are interdependent. 
— Bahnmiller

Somehow, you’ re walking along, or driving, to Belle Isle and thinking 
of Olmsted and that great history . . .  All of a sudden the whole 
facade opens up, or lights up, you see this hologram inside of the 
plant, and it ’ s like walking into a rainbow. Were you ever in a rain
bow? . . . Suddenly, the Uniroyal becomes a grandiloquent vision of 
Detroit’ s own peculiar romantic industrial history, a history of indus
try. It would be the grandeur of the industrial, which has gone astray 
in so many ways. This city needs to come back and to see the beauty 
of industry — as in Gary or the steel mills and blast furnaces of Pitts
burgh that you see in the middle of the night . . . Endless things 
have happened. In a very real sense, architecture in the world has 
tended to become, and I think that’ s good, the architecture of glass, 
or transparency, of beauty from the outside . . . This tradition of 
glass somehow might be the secret of handling of a massive reinforced 
concrete structure of the scale and the magnitude and variety of 
spaces of Uniroyal. Why not explore the Uniroyal from the point of 
view of the combination of ancient industrial buildings with modern 
techniques, perhaps with emphasis on glass and maybe on rubber in 
this case, and see what could come out of an inherent set of qualities 
once you begin to look at a particular building. — Blessing

T h is  a r t ic le  c o n s is ts  of e x c e rp ts  fro m  a m u lt i-m e d ia  w o rk  in p ro g re s s  
on D e t ro it ’ s c h a n g in g  la n d s c a p e .

Interview: Duane Hanson
D u a n e  H a n s o n ’ s i l lu s io n is tic  s c u lp tu re s , p a in s ta k in g ly  h a n d c ra fte d  
of p o ly c h ro m e d  p la s t ic s , a re  o b je c tiv e  l i fe -s iz e  d e p ic t io n s  of w o rk in g  
c la s s  ty p e s  in  A m e r ic a n  life . H e  w o rk s  o u t of h is  g a ra g e  in  D av ie , 
F lo r id a . T h is  in te rv ie w  w a s  c o n d u c te d  d u r in g  a n  O c to b e r v is it to  
C ra n b ro o k  A c a d e m y  of A r t , w h e r e  he e a rn e d  a n  M .F .  A . in  1 9 5 1 .  
Wesner: Why don’t we start by talking a little b it about your sculp
tural relationship to the figure, perhaps as opposed to the classical 
sculptural approach.
H a n s o n : That’s a good question. Sculptural considerations come first 
and the first inspiration of course is in the form and the challenge of 
dealing with the form. But in my case, the form is not an ideal. The 
classic view of beauty or aesthetic is not involved. People have said 
to me, ‘ So-and-so only makes beautiful sculptures and you make the 
ugly ones.’ And I’ve said, ‘ No, i t ’s how you look at it, the point of 
view. I think mine is just as beautiful.’

I don’ t choose young, beautiful women, or a man that’s in his 
prime; when the flesh sags a bit, that to me is an ideal aesthetic 
beauty. My feeling is that it comes very close to the truth, to the reali
ty of life. We’ re not dealing in an ideal world but the real world. There 
is also a mood and communication of not only a beauty but some kind 
of feeling for American culture. I feel that as an American that which 
is most vital and energetic is often a comment on our times. 
Wesner: Could you talk about the images and characters that you 
select and why you select them?

D u a n e  H a n s o n , Self-Portrait, lifesize, cast vinyl polychromed in oil, 
1976.
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H a n s o n : It m akes it p o ss ib le  fo r  you  to  use you ng  peop le, o ld e r peo
p le , w o rk in g  peop le , peop le in th e ir  p rim e  or peop le th a t com e up 
a g a in s t g re a t odds and sho w  th a t life  is  not a ll a bed of rose s. We 
s tru g g le  fo r w h a t w e  ge t and th e re fo re  in the  co m p os itio ns  th e y  sho w  
a b it of fa tig u e . T hey have a s tru g g le , a co n fro n ta tio n  w ith  life . They 
are the  w o r ld  as it ex is ts  and not as one w o u ld  have it ex is t.

There  is c r it ic is m  abou t w h y  a rt sho u ld  be focuse d  on the  w o rld  
as it can be and not as it is . W ell, d iffe re n t peop le w a n t to  do th a t bu t 
fo r me som e of the  m ost b e a u tifu l m u s ic  is  the  tra g ic  m u s ic . M u s ic  
like  the  opera  Der Rosenkavalier. The w a y  she s in g s  th a t, the  w o rd s . 
She is so aw are  o f the  passage of tim e  and i t ’ s be a u tifu l and a 
tra g e d y  and sad , bu t th e re ’ s a m om ent of the  tru th ,  o f com ing  to 
te rm s  w ith  h e rse lf. S h e 's  g e ttin g  o ld . She hears the  c lo c k  tic k in g  
and she w a n ts  to  s top  it. Tha t so rt of th in g  can ca rry  ove r in a w o rk  of 
a rt and is ve ry , ve ry  d e va s ta tin g .
Wesner: With that in mind, do the models you select understand the 
heroic, existential role they play as American heroes? Do they feel 
ennobled?
H a n s o n : Oh yes , I th in k  so. Som e of them  do and som e of them  
a re n ’ t th a t aw are  of the  fa c t th a t the  w o r ld  is fa ll in g  ap a rt o r w h a t
eve r. But the  m ood and p ro je c tio n  of the  m om ent o f tru th  goes 
beyond a s in g le  pe rson , a s in g le  p o rtra itu re , a ca s tin g  of a look- 
a like . In a la rg e r sen se, w e ’ re a ll in the  sam e boat. We a ll ge t tire d  
and a ll have to deal w ith  the  p ro b le m s of the  w o r ld ; o f the  w o rld  fa ll
ing a p a rt, in fla t io n , p o lit ic s  and th e  w a rs  th a t w e c a n ’t  do a n y th in g  
abou t. So th a t fa lls  in to  a w id e r v ie w  of the  w o rld  and soc ie ty . 
Wesner: Do you see f /re tro m p e  I ’ oe il effect in your work as a primary 
issue?
H a n s o n : I v ie w  it as a seco nd ary  con ce rn . I d o n ’ t  like  sc u lp tu re s  on 
pe de sta ls  and in m y case, i t ’ s so rt of a rt and life  in te r tw in in g , m ov
ing th is  w a y  and th a t, not to  fool peop le and to un se ttle  them  or m ake 
them  feel un co m fo rta b le , a lth ou gh  o cca s io na lly  th a t is  a ll r ig h t, bu t to 
deal w ith  re a lity ! I be lieve in go ing  a ll the  w ay. W hy s top  ha lfw a y? I 
w as a lw ays  ve ry  in tr ig u e d  w ith  George S e g a l’ s w o rk , b u t to  me he 
d id n ’ t go fa r en ou gh . I can un d e rs ta n d  it if  you w a n t to  w o rk  th a t 
w ay, bu t then  it sho u ld  go on . There  is  the  p ro b le m  of ca rry in g  on 
and I 'v e  been fo rtu n a te  th a t m y cho ice  o f su b je c t m a tte r is so w id e . 
There is a w h o le  w o rld  ou t th e re  and litt le  by litt le , a d d in g , ad d in g , 
a d d in g , and see ing  —  th a t ’ s the  fu n  pa rt, see ing  w h a t you can add. 
T h a t's  not the  to ta l in te re s t fo r m e, bu t ra th e r it is a ch a lle ng e , like  
c lim b in g  the  next m ou n ta in  to  see w h a t ’s in ba ck  and sa y in g , ‘W ell 
you d id  th is , now  le t ’ s see if you can do th is  and th is . ’

You kno w , I used to  go in to  m use um s to  look at R ena issance a rt 
and th in k , ‘ Look at th a t hand and th a t eye —  so re a l! ’ I love Hans 
H o lbe in . I lived in G erm any fo r  a w h ile , in B e rlin , and w e n t to  all of 
the  m use um s th e re . T hey have the  p a in tin g s  of those  old m erch an ts  
w ith  the  sca les and the  ca rn a tio ns  and a ll th a t d e ta il. There  is a p o r
tra it  the re  w h ere  you can see each of the  ha irs  of the  beard , w ith  
m aybe one w h ite  ha ir, and I ’ d go up  to it and f l ip  out.
Wesner: So it would be fair to say that you really have an affinity with 
the realism o M ro m p e  I ’ oe il.
H a n s o n : Yes. But it is n ’ t the  d e ta il. I t ’ s the  overa ll in te g ra tion  of th a t 
one ha ir and how  it a ll w o rk s  to g e th e r as a re la tio n sh ip .
Wesner: A s  a sculptor you relate to that?
H a n s o n : Yes. A nd the  ha ir, and the  eyes, and the  c lo th in g , and then 
the  po stu re  —  it a ll has a con s id ered  im p ortan ce .
Wesner: Your work brings the audience immediately into it; it is very 
accessible. Entrance and accessibility is an issue for a lot of artists, 
in terms of how esoteric, how distant their own vision, thinking and 
expression can be and what their responsibility is to the audience. 
H a n s o n : W ell, I d o n ’ t th in k  you can pro g ra m  th a t in to  y o u r w o rk . I 
th in k  it ju s t  ha ppens. Some w o rk  is  go ing  to  be m ore p o pu la r, m ore 
in te re s tin g . I th in k  you have to  ju s t do w h a t you w a n t to do and som e 
w o rk  is not go ing  to  ge t the  reco gn ition  of o the rs . The f ig u re , of

cou rse , is  c lose to  eve ryon e . W hen you ge t in to  a b s tra c t w o rk s  you 
have to  have a tra in e d  eye. You have to  w o rk  ha rde r.
Wesner: Do you usually start with a general idea of what type of char
acter you like to work with?
H a n s o n : Yes. I m u ll it ove r in  m y m ind  fo r som e tim es yea rs , som e
tim e s  m on th s . I a lw ays  have seve ra l ideas in m y m in d  of w h a t I 
w o u ld  like  to  do and th e n  I keep lo ok in g  a ro u n d . I t ’ s so rt o f like  hav
in g  a p lay  and you look a ro un d  fo r  a cas t to  p lay  d iffe re n t ch a ra c te rs .
I look fo r ce rta in  body typ e s , fo r f ig u re s , som e ph ys ica l typ e s  tha t 
w i ll have so m e th in g . U su a lly  I have a lo t of vo lu n te e rs  bu t th e y ’ re 
usu a lly  th e  w ro n g  typ e s .

R igh t now  I ’ m co n s id e rin g  do in g  a f ig u re  fo r  the  O rlando A irp o rt.
I w a n t to do a cam p er. I go t m y ne ig hbo r to  m ode l. We had a photo 
sess ion  the  o th e r da y and he cam e ove r. He cam ps ou t a lot and so 
h e ’ s go t a ll o f these  bags and a f is h in g  po le , and he cam e ove r and 
th re w  them  a ll on the  flo o r. I w a n te d  h im  so rt of re c lin in g  on the  floo r 
on one of those  bags, w a it in g  fo r  a plane. I rea lly  like  the  relaxed 
im a gery , sha bb y , w ith  a ll o f the  s tu f f  p iled  a ro un d  h im . It se rve s as a 
b a rr ie r so peop le w o n ’ t  go up and to u ch  h im  a ll of the  tim e . It g ives it 
an im p ac t not on ly  o f the  f ig u re  bu t of h is  c lu tte r  and  ju n k . I ’ m 
a lw ays im p ressed  w h e n  I go in to  a irp o rts  and see peop le d ra g g in g  
th e ir  s tu f f  a ro u n d , bags e ve ryw h e re . I t ’ s v e ry  in tr ig u in g . We becom e 
hum an pa ck  ho rses . I t ’ s fa sc in a tin g  to th e n  begin ta k in g  the  p ic tu res
—  in s ta n t p o la ro id s  —  th is  w a y  and th a t w a y  of the  f ig u re  in p o s itio n . 
Wesner: So the intermediate step would be photographic. You don’t 
do drawings or small models?
H a n s o n : No, because th e re  is too  m uch d e ta il. I t ’ s t im e  con sum in g  
and I c a n ’ t  have som e bo dy do in g  th a t. I ’ m go ing  to take  som e tim e 
off and ju s t do som e d ra w in g s .
Wesner: Could you just elaborate a little bit on your ideas about 
sculpture, and perhaps discuss a few people that have meant some
thing to you?
H a n s o n : W ell, I a d m ire  G auguin a g re a t deal because, a lth ou gh  at 
tim e s  h is  w o rk  can ge t a litt le  too em o tion a l, th e re  is  a so lidn ess  and 
s o lid ity  o f fo rm  in a w a y  you can see th a t w o rk s . W ell, so th a t ’ s been 
done, and you , as a f ig u ra tiv e  a r t is t ,  have to  go on . You have to  on 
w o rk in g , and go beyond th a t, and so m y w o rk  becom es very , ve ry  
de ta iled , w h ic h  is som e th in g  I ne ver th o u g h t I cou ld  do or w o u ld  be 
in te re s te d  in do in g .

M od e ling  and the  cha lle ng e  of fo rm , exp re ss in g  onese lf to th a t 
and beyond th a t; th is  spe aks  to  the  fac t th a t m any a rt is ts  cu t out 
she e ts  of m eta l and  m ake co lum ns  of s tee l us in g  I-b e a m s  or a s im ila r 
type  of th in g  and it s t ill a il re la tes . A ll s c u lp tu re  re la tes . I have a 
fr ie n d  th a t says i t ’ s a ll the  sam e th in g . I th o u g h t to  m yse lf, ‘ How can 
she say th a t?  I ’ m w o rk in g  as a re a lis t, th is  o n e ’ s an exp re ss io n is t, 
th is  is m in im a l, and here I ’ m do in g  th is . But w e a ll deal w ith  the  
sam e th in g . Take the  w a y  w e  deal w ith  co lo r. You b lend it o r i t ’ s a 
sha rp  edge, bu t reg a rd less  th e re ’ s co lo r to  deal w ith .  Or th e re 's  a 
fo rm  — a box, a m in im a l shape , and so the  su rface  has to  be ve ry  
sm oo th to  w o rk . The p lace m e nt and com p os itio n  of these boxy fo rm s
—  how  fa r  ap art sho u ld  they  com e? The q u e s tio n ’ s the  sam e fo r 
fig u ra tiv e  w o rk ; how  fa r ap a rt sho u ld  those  legs be? Or w h a t co lo r 
sho u ld  th a t s h ir t  be in re la tio n sh ip  to the  flesh  in o rd e r to  le t the  flesh  
com e ou t?  In a b s tra c t p a in tin g  you have co lo r; w h a t looks best next 
to  th a t co lo r to  m ake the  m ost e xp ress ive  s ta tem en t?  W hat shape 
sho u ld  th is  be and how  b ig sho u ld  it be? W here sho u ld  it be? I go 
ove r and ove r it ,  on ly  in m y case, i t ’ s a litt le  m ore com p lica te d  s ince 
I ’ve got ha ir, eyes, nose, c lo th in g  and so on.

I app re c ia te  a F rank S te lla  w h ere  ju s t w h a t you see is  w h a t it is. 
There it is and th a t ’ s w h a t it is , and  th a t ’ s a ll r ig h t too. A ll a rt c a n ’ t 
be the  sam e. But fo r m e, it takes  a litt le  m ore fe e lin g  fo r the  d iff ic u lt 
tim e s  you have, and e xp re ss in g  them  th is  w a y  is the  best w a y  I know
how  to  do it.______________________________________________
J o s e p h  W e s n e r is a s cu lp to r w ho  teaches at the C enter fo r Creative S tud ies.
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Reviews

M a rk  S c h w in g , Nightm are M a rily n  S chechter

M ark Schw ing: Recent Works
Sixth Street Gallery Sept 2 2 -0 c t  2 0 /8 4  

Royal Oak

An a r t is t ’ s f irs t one-person show  is often 

accom panied by fee lings of am bivalence. 

Antic ipation of greater recognition is fre 

quently m odified by fear tha t, stand ing 

alone, one ’ s w o rk  may fail to measure up. 

Anxious to d isp lay qua lity, the a rtis t may 

decide tha t quantity  is necessary to estab lish  

p rofessional s tature . At th is  poin t it becomes 

the gallery d ire c to r's  responsib ility  to step in 

and, w h ile  a ffirm ing  confidence in the a rtis t, 

exam ine each w o rk  w ith  an eye tow ards its 

in trin s ic  value and its place w ith in  the con

text of the exh ib it as a whole. Ideally, an art 

exhib it — like  the indiv idua l w o rks  it con

ta ins — should have a d iscern ib le  poin t of 

view. A nyth ing more or less can be a d is 

service to a rtis t, gallery and viewer.

M ark S chw ing ’s exhib it at the Sixth Street 
Gallery, wh ich  included large ( 4 ' x  8 ' )  

acrylic paintings on canvas, smaller gouaches 

on paper, and color lithographs, tended to 

poin t up the value of “ less is m ore ’ ’ or the 

hazards of ignoring th is  tru ism . In the con

fus ion  of s tim u li p resented, S chw ing ’ s 

s trongest w o rks , exam ples of his d is tinc tive

organization of space, co lor and sym bols, 

were weakened and d ilu ted  in im pact. Paint

ings as large, as active and as co lorfu l as 

these require space around them  to breathe.

At his best, as in Barbeque (Boy w ith  

Red Hair), S chw ing abstracts  a typ ica l back

yard scene to produce a pa in ting of strong 

design, in te rlock ing  color re la tionsh ips, lush 

paint handling and pointed social com m en

tary. S chw ing ’s personal iconography seems 

to derive from  the trapp ings  of tod a y ’ s su b 
urban socie ty: bow ling p ins, sw izz le  s ticks , 

Saturday morning cartoons. While one appre

ciates S chw ing ’ s in teg rity  in p resenting 

these symbols as his own, the ir very associa

tion in the v iew er’s m ind w ith  the s lick  super

fic ia l images seen in te levis ion  anim ation and 

advertis ing  occasionally w o rks  aga inst one ’ s 

tak ing  these pa in tings very seriously.

S chw ing ’ s color lithographs are perhaps 
the most cons is tently  successfu l of all the 

w o rk  exhib ited. The subtle ty  of color and the 

sophistica ted handling of textu re  combine 

w ith  the sm aller scale to leave the v iew er 

satisfied that each w o rk  offers more than 

meets the eye.

Mark Schw ing appears to be an energetic, 

talented and p ro lific  a rtis t w ith  a developing 

social conscience. M ichigan art has been

advanced by Recent Works at the Sixth 

S treet Gallery, even if some of them seemed 

to be c ry ing  out fo r a ir.

P a tric ia  D o rs e y  is a multi-media artist.

M arilyn Schechter
Ann A rbor A rt Association 

S ept 2 8 -0 c t  2 3 /8 4  Ann A rbor

M arilyn  S chechter is a scu lp to r, carving 

figu res , modeling shapes, creating three- 

d im ensional representations. She is also a 
v isual poet, com prehending the w orld  meta

phorica lly. Copper s trips  sym bolize energy; 

tria n gu la r shapes portray three generations 
of wom en; ir regu la r, jagged, c ircu la r form s 

denote vegetation — sometimes these vege

tation form s fla nk  om inously positioned tenu

ous figures, sometimes they appear as female 

breasts, suggesting fe rtility  and nourishment.
S chechter adm its to seeing significance 

in w hat she creates long before she can 
iden tify  w hat she actua lly sees. Through 

com m unication w ith  others and private con

sideration — w hether emotional or cerebral 

— she comes to g rips w ith  her w o rk ’ s 

expressive v irtue .
She is an a rtis t of in tu ition . Her work



re fle c ts  hum an fe e lin g , th e  cyc lica l rh y th m s  
in na tu re , and the  po w e r of fo rm s , e sp ec ia lly  
those  w h ic h  dev ia te  fro m  sym m e try . Her 
in s ta lla tio n  p iece re fle c ts  he r pe nch an t fo r 
im ages w h ic h  convey g race  w ith o u t ba lance. 
The t ilte d  f ig u re  res ts  c a p ric io u s ly  on the 
f lo o r, s u rro u n d e d  by s p ir ite d  veg eta tio n  
fo rm s w h ich  hang on, yet aw ay from  the  w a ll, 
a llo w in g  sha do w s to fo rm  u n c e r the  lig h ts .

S che ch te r is  a m ys tica l see r. She 
focuses not on the  rig h tn e s s  of line and 
m ass, bu t on the  m ag ica l fo rces  th a t in sp ire  
her. She focuse s  not on the  u tilita r ia n  and 
the  lite ra l, bu t on the  in na te  and th e  f ig u ra 
t ive . On d isp la y  fo r  the  f ir s t  tim e  a re  th e  a r t
is t ’ s d ra w in g s , revealing a freedom  of exp res 
sion often associa ted w ith  S u rre a lis ts . Human 
heads become tria n g le s ; p in k , a fem ale color, 
do m ina tes the  fram e and ove rcom es the  
s tre n g th  of the  b lack  in k  lines ; and s trang e , 
am b igu ou s  shapes rem a in  c liff-h a n g e rs .

U ltim a te ly , S ch e ch te r is a s c u lp to r. She 
crea tes fo rm s  w h ic h  to  the  p e de s trian  eye 
resem ble ch a irs , b u t w h ic h  to  the  a r t is t  are 
the  hum an body, re p re se n tin g  an ex tens ion  
o f the  hum an fo rm . Figure I, com posed of 
w ood , rice paper, in k  and s tone , s u g g e s ts  a 
s e lf-p o r tra it:  the  sc u lp tu re  w ith  its  f la t, b lack  
pa in ted  stones g lue d  upon the  su rfa ce  of the  
pa in ted  rice  paper becom es a m e tap ho r fo r 
the  a r t is t, w h o  ta lk s  lo v in g ly  of w a lk in g  the  
beaches of Lake M ich ig a n  and p ic k in g  up 
stones. Her w o rk  s lid e s  fro m  the  na tu ra l to 
the  m an-m ade w o rld , fro m  na tu ra l pebb les 
to im ita tion  pearls  and fake  d iam on ds , from  
w ood bases to  pa in ted  and la cqu ered  fo rm s 
th a t be lie the  na tu ra l su rfa ce  of th e  w o od , 
from  the  hum an body to  head less s tru c tu ra l

fo rm s . S c h e c h te r’ s w o rk s  a tte s t to  m a n ’ s 
need to  re la te  to  the  na tu ra l w o rld  th ro u g h  
re p re se n ta tio n .
J u d ith  W e in e r  is an instructor in the humanities 

department at Lawrence Institute of Technology.

Salt Fired Clay
P ew ab ic Pottery Sept 21-Oct 15/84 
D e tro it

In an a b ou t-face  fro m  p re v io u s  yea rs , 
th is  yea r P ew ab ic ’ s g a lle ry  has re a l'y  com e 
th ro u g h  w ith  re m a rkab le  e x h ib it io n s : John 
and Suzanne S teph en son ’ s tw e n ty -ye a r re tro 
spective  show ed th e ir  range and com m and of 
clay, w h ile  New Vistas in Clay ca p tu re d  the  
p ro g re ss ive  e n e rg y  and d ire c tio n s  ha pp en
in g  w ith  you ng  c la y  a r t is ts  today. S ho w s like  
these  are hard ac ts  to fo llo w ; Salt Fired Clay, 
fe a tu rin g  w o rk s  by R obert D iebbo ll, Tom 
Greenland, and Robert W inokur, is th e ir  equa l.

Salt Fired Clay w as the  las t in a se ries  of 
e x h ib it io n s  cen te red  on a p a rtic u la r fir in g  
pro cess . D u ring  the  f ir in g , sa lt (u s u a lly  rock  
sa lt) is in tro d u ce d  in to  the  k iln  a tm osp he re  
at te m p e ra tu re s  a ro un d  2350°F. The sa lt in 
s ta n tly  vap o rize s  and co lle c ts  on to the  c lay 
surface  to fo rm  a pebb led , g la ss -like  surface .

In the  U n ited S tates sa lt f ire d  c lay  is 
rooted p r im a r ily  in ea rly  n ine te en th  ce n tu ry  
m ou n ta in  ju g  w a res p ro du ced  in the  Ken
tu c k y  and C aro lina areas. D ie b b o ll’ s w o rks  
are d ire c t ly  in flue nced  by th is  m ou n ta in  w are 
tra d itio n . H is fo rm s  are s im p le , cy lin d ric a l 
cove red ja rs  w ith  s lip -d ra w n  an im a ls  and 
scenes on the  su rfa ce  w a ll.  The d ire c t, na ive

q u a lity  o f these  w o rk s  a llo w s  the  v ie w e r to 
focus on the  a r t is t ’ s loose and easy s lip  d ra w 
in g . D ie b b o ll’ s w o rk s  a ll have su b tle  fla sh in g  
pa tte rn s  w h ic h  enhance the  fo rm s  grea tly .

G reen la nd ’ s w o rk s  —  b o w ls , cu p s , tea 
po ts , and ba ske ts  — are  also tra d itio n a l and 
fu n c tio n a l. A ll are f in e ly  exe cu ted , ye t I 
foun d  m yse lf s tro n g ly  a ttra c te d  to on ly  a few  
p ieces w h ic h  w e re  soaked in sa lt w a te r and 
fire d  in a con ven tiona l s tone w a re  k iln .  Th is 
a lte ra tio n  o f the  tra d itio n a l sa lt p ro cess gave 
G re e n la n d 's  p o rce la in  su rfa ce s  b r illia n t 
o range hues w ith  su b tle  f la s h in g . In co n tra s t 
to  the  r ig id  fo rm s  and g la z in g , th is  gave the  
po ts a litt le  spo n tan eou s life .

W in o k u r has long been a h e a vyw e ig h t in 
c la y  c irc le s . He has m ade sa lt “ h is  t h in g . ’ ’ 
A fe w  pieces in c lud ed  in th is  sho w  c o n s is t of 
s tacked  cy lin d e rs  of c o n tra s tin g  d iam ete rs  
w ith  s lip  w o rk  b lee d in g  th ro u g h  th e ir  in c ised  
borders. These fo rm s s till are e xc iting  to see, 
ye t in h is  new  d ire c tio n  he has lo s t a ll the 
en erg y. E ve ry th ing  is la c k in g : the  in tr ig u in g  
fo rm  is n ’ t  th e re , no r is  the  co lo r o r the  
aske w e d s ta c k in g  of the  fo rm s . A ll th a t 
rem a ins in the  sm a ll w a ll c o n s tru c tio n s  is 
w o rk  done in c la y  ou t of hab it.

T h is  sho w  su ffe re d  fro m  one se rious  
po in t r ig h t at its  in ce p tio n . A t p re sen t w ith in  
ce ra m ics , sa lt f ir in g  ju s t is n ’ t “ c o o k in ’ . ’ ’ 
Few peop le use the  te ch n iq u e , due to  its  
h igh  cos t, p o llu tio n , and  co lo r lim ita tio n s . 
There  is s im p ly  so m uch go ing  on today in 
new te ch n iq u e s , w h y  p ick  sa lt ou t o f a d a rk  
co rn e r?  The sho w  w a s  good, bu t looked pale 
in lig h t of w h a t ’ s go ing  on e lsew h ere  in 
c e ra m ics  today.
T om  P h a rd e l is an Ann Arbor ceramicist.

Robert Winokur, Sturtevant Ranch; Aerial View
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P h o to : P e te r M a n s c h o t

W esley  M e rr itt, B ear N anette  C arter at g . r .  n ’n a m d i g a lle ry

Wesley Merritt
Mt. Pleasant

Wesley Merritt has a dream.
Two miles northeast of Shepard and 

eight miles west of Mt. Pleasant on South 
Wise Road, Wesley Merritt and his wife live 
in a trailer surrounded by his small collection 
of wood carvings. The carvings are folk in 
character, primitive in look, and kitsch in 
subject. With them Wesley wants to build an 
outdoor sculpture park, “ a place where chil
dren can come and see what the West was 
like. We’ re losing that and there’s no place 
for children to go around here.”

With no formal art education Wesley had 
an interest in painting, but he gave it up 
twenty-five years ago after making his first 
wood carving. Wood carving was what he 
wanted to do. The size of his sculptures 
ranges from four- to five-inch painted birds 
on sticks to five-foot tall wooden Indians and 
totem poles and a six-foot pole with climbing 
bear cubs. The sculpture is sometimes stained, 
but more often painted with an eye for the 
bright and the decorative.

The carvings are not without humor and 
even a bit of menace. On a chuck wagon at 
the center of the park is a cartoon-like hare, 
hangin'g from its feet on a nail, an oversized 
wooden rifle leaning against it. The cubs 
climbing a pole look quaint enough, but the 
red paint splattered on the pole below them 
stops the impulse to emit an “ aww”  or a 
“ how cute .”

As a definition of kitsch Milan Kundera 
states in his novel The Unbearable Lightness 
of Being (Harper & Row, 1984), “ Kitsch is a 
German word born in the middle of the senti
mental nineteenth century, and from German 
it entered all Western languages. Repeated

use, however, has obliterated its original 
metaphysical meaning: Kitsch is the abso
lute denial of shif, in both the literal and the 
figurative senses of the word; kitsch 
excludes everything from its purview which 
is essentially unacceptable in human 
existence.”

Wesley’s sculpture is more folk and 
primitive than kitsch. It is much too primitive 
for such purveyors of kitsch as Walt Disney 
or Hanna-Barbera. There is too much blood, 
the expressions are often too unsettling, the 
features are not symmetrical and homogen
ized. The pieces are too individual and ex
pressive to be kitsch, even though the sub
ject matter — the Wild West — is certainly a 
kitsch approved one.

Wesley Merritt is concerned that the 
West isn ’t just lost, but is being forgotten. 
He wants to build an outdoor wood sculpture 
park where kids can see his vision.

The success of Wesley’s park is not 
underwritten, nor is it pre-ordained Wheth
er it will happen or not depends on his ambi
tion and energy alone. His support system 
consists of himself, not an uncommon situa
tion for the artist today. He is trying to hang 
on to his carvings, but the temptation to sell 
them is there. On occasion he has felt forced 
to sell larger works to help tide things over.

The sculpture park is far from comple
tion, as envisioned, although people are wel
come to walk through and see the pieces 
that are there. But even if you don’t see the 
work until the park opens, don’t worry. You 
may run across Wesley Merritt driving his 
homemade camper in a parade in the area. 
With a carved hillbilly on top of the cab, a 
wooden bear cub bolted to the hood, and 
multi-colored birds here and there, the 
camper is invited to quite a few local

parades. And, oh yes, there is a big black 
carved spider in there, too.
John Dempsey is a pa inter who lives in M idland.

Nanette Carter
g .r. n ’ namdi gallery Oct 19-Nov 24 /8 4  
Detroit

Nanette Carter’s show of collages at the 
g .r  n ’namdi gallery is the occasion of a 
double premiere — her first Detroit area 
showing and the g .r. n ’ namdi gallery’s 
inaugural exhibition.

Carter’s collages are clear and uncluttered 
pieces, carefully composed of few basic ele
ments. Neon squiggles and curves, dark 
slashes and somber shapes are either used 
to shape and contain smooth dappled sur
faces, or are superimposed onto these sur
faces. Her careful resolutions of design and 
compositional issues give her pieces a calm 
intensity. Concern with balance and sym
metry, particularly evident in pieces of three 
and four segments, emphasizes the formal 
aspect of her approach; a formality that is at 
once countered and heightened by the unex
pected waves and curves of color. A few 
works have a tentative, self conscious feel to 
them, but in general the pieces — especially 
the single woodcut exhibited — are confi
dent, fully developed statements. Texture is 
one of Carter’s concerns. Delicate scoring 
and shallow cutouts are subtle elements of 
several pieces, and in her woodcut this 
fascination with texture becomes a compel
ling compositional element. One hopes that 
she will continue to explore and develop this 
aspect of her approach in future works.

Carter, a young New York based artist, 
who has shown for several years in New
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York City as well as in Buffalo and Chicago, 
was brought to George N ’ nam bi’ s attention 
by collagist Romare Bearden.

N ’ namdi him self is pleased to introduce 
not only Nanette Carter but his new gallery to 
the Detroit art community. Located on the 
second floor of the grandly proportioned
David W hitney Build ing, the gallery space is 
scaled to accommodate s ing le -a rtis t shows 
especially w e ll. N ’ namdi, a partner in the 
form er Jazzonia gallery, is particu larly
appreciative of th is  feature of his gallery, 
having been faced w ith  the challenging
necessity of mounting a series of group
shows to fill Jazzonia ’s space. He is also 
enthusiastic about using the 4 -s to ry  sky 
lighted lobby of the David W hitney building 
to exhib it one or more of Chicago sculptor 
Matt Corbin ’s larger w orks when he shows 
at g . r .  n ’ namdi next February.
Barbara S iw ula is an interested o b server of the  
Detroit area a rt scene.

James Kirchner, Alvaro Jurado, 
Michel Comtois
W illis Gallery Oct/84 
Detroit

This show consisted of paintings by 
James K irchner, constructions by Alvaro 
Jurado, and paintings and ceram ics by 
M ichel Comtois. The exhibition was refresh
ing because it was one group show in w hich 
the artis ts  d id n ’ t have an obvious relation

ship w ith  one another; forced theme shows 
can be tiresom e. The w ork  presented was 
strong when viewed as part of each respec
tive group, but upon closer inspection a lot 
of the w orks d id n ’t have enough substance 
to hold up individually.

James K irchner’ s paintings of in teriors 
and landscape are rendered in a uniform ly 
dark tonality. Several of his p ictures operate 
w ell on d ifferent levels, having both an in ter
esting v iew point and a richness of surface. 
W ith paintings th is da rk, obvious compari
sons can be d raw n: Ad Reinhardt’ s crosses, 
W h is tle r’ s nocturnes, or the strange moody 
ligh t in Vermeer or De la Tour. But the major
ity of the w orks K irchner showed failed 
because they jus t d id n ’ t go fa r enough. In 
these p ictures the darkness becomes a gim 
m ick, m asking the subjects and whatever 
subtle ty  that m ight be there. Getting closer 
does no good; as the surfaces are approached 
the details disappear into a fla t b lue-b lack- 
ness. K irchner basically has a good idea and 
is a competent painter. He should emphasize 
the film noir aspect of his w ork , but not so 
much that it obliterates the content.

Alvaro Jurado showed constructions of 
to tally found objects arranged in various 
configurations. On the surface they seem to 
be d irect descendants of the Cass Corridor. 
In reality they are closer to Joseph Cornell and 
Judy Pfaff. These pieces look good, but how 
can you go w rong when using components

that already have a basic appeal? These 
sculptures w ork in the same way that a well 
designed room w orks. I was looking for some
thing more: some evidence of the individuality 
of the artist, outside of a fla ir for arranging. 
This was found in a piece called Aardvark, a 
somewhat phallic wall piece that transcended 
its component parts to become a satisfying 
statement. Jurado’s best works are those that 
are smaller in scale and that exhibit a playful
ness and ingenuousness of sp irit.

Michel Comtois showed both paintings 
and ceramics. At this point in his career the 
ceramics are definitely much stronger. His 
paintings are grandchildren of Pollock, but 
w ithout the grandeur. They may have stories 
to tell, but they are difficu lt to decipher. In a 
group, the larger canvases are imposing 
presences; individually, they become mere 
attempts to catalog the natural flu id ity  of 
enamel paint. In one painting, though, this 
controlled chaos reaches an equilibrium  that 
makes it w ork. In Nothing Is Ever Black and 
White Comtois seems to have found a key. It 
is smaller than the rest, more modest. He also 
has a series of very small pictures that com
bine the painted surface w ith small sculptural 
elements; these have an intimacy that allows 
the viewer easier access. M r. Comtois’ forte 
seems to be in the smaller scale. Larger 
doesn’t necessarily mean better.
Gilda Snow den, a painter, lives and works in 
Detroit.

PEWABIC.Po#<?rj/

Nov. 17 - Dec. 24

1025 E. Jefferson 
D etroit, M I 48214

Annual Holiday Show & Sale
o f  fin e  hand made work by 
100 Michigan Potters

Hrs. M on-Sat 10-6 
Sun 12-4:30

Evenings b y  appo in tm ent

Jan. 4-25 

Jan. 7 - Mar. 20

Feb. 1-25 
Feb. 1, 2, 4, & 5

for information

Selected work by
area university students

Winter
Pottery Classes 

David Shaner
D av id  Shaner workshop

call 822-0954

© ©

G ra fa k tr i  is a fine art screen- 
printing and publishing company located 
in Ann Arbor.

Our facility is fully equipped with  
hand and semi-automatic presses up to 
35" x 45", in a comfortable working envi
ronment overlooking the Huron River.

W e  o ffer expertise, a sharp eye  
and plenty of natural light.

W h e th e r you are an artist seek
ing a printer or an artist seeking w ork or 
a w orker seeking art, w e  w elcom e your 
inquiry.

G R A F A K T R I
1200 North Main Ann Arbor 48104 313 665-0717
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Rising A rt Papers
Seaman-Patrick Paper Co. has long been committed to 
product quality and customer service. Because so 
many good ideas begin at the proverbial "drawing 
board," we are pleased to announce the addition of a 
new, specialized product line to nurture, encourage 
and preserve those creative ideas—Rising Art Line 
Products.

The following items are available from Seaman-Patrick. 

Please call Judy Kuehnle, (313) 496-3131 
for prices, sizes and weights.

Flat Sheets
Museum Board, 100% Pag Content 
Rising Conservamat, non Rag 
Conservamat Corner Kits
Art Print/Limited Edition Cover, 25% Rag Content 
Mirage, 100% Rag 
Stonehenge Print Paper, 100% Rag 
Archival Parchment. 100% Rag 
Gallery 100, 100% Rag 
Artist Drawing Bristol, no. 1 Sulphite 
Museum Barrier Paper, 100% Rag 
Conservaboard, no. 1 Sulphite Board

Draw ing Pads
Packed 12 pads perctn.
Marker Layout, (Plate) 14 x 17. 11 x 14 
Stonehenge, 14 x 17, 18x24 
Charcoal Drawing (Laid) 14 x 17, 18 x 24 
Artist Drawing Bristol (Vellum) 14x17,11? 
Mirage (Vellum) 14 x 17

Communication in C u ltu re .

AQTSLINE 
335-2000

. ...a n o th e r service of the

Oakland County Cultural Council

BIRMINGHAM
BOOKSTORE

New Facsimile Editions

  Miro — A Toute Epreure

—  The Sketchbooks of Hiroshige

  Jacopo Bellini — The Louvre
Album of Drawings

263 Pierce Street 
Birmingham, M ich igan  48011 
Tei, (313) 647-2665

(> I I K

i' it r: i \ v.

December
January
February J oh n  Torreano

F igurative
S cu lp tu re

E xhib it
S u s a n n a  H ilb erry  G allery
555 South Woodward 
Birmingham, Michigan 48011 
313 642-8250

FIN
MA‘

E ART 
ERIALS

A COMPLETE SELECTION

SPREAD 
THE WORD.

O akland Mall •  Fairlane Town Center •  Lakeside Mall 
North O aks Plaza •  Tel-Tw elve Mall •  W estwood Mall •  Twelve Oaks Mall
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framing:
Solid-maple-oak-walnut molding 
contem porary styles

chop service or do it yourself, 
50% off retail prices

Call: 259-2728

Dec.1-22 -  20th ANNIVERSARY SHOW
HOLIDAY MARKET UPSTAIRS
Reception Dec. 1 — 6-8 p.m.

Jan. 12-Feb. 2 -  CRANRR00K PRINTMAKERS
JUDITH ANDERSON/CLERESTORY GALLERY

Reception Jan. 18 — 6-8 p.m.

Feb. 9-Mar. 2 -  RORERT TOMLIN
Reception Feb. 9 — 6-8 p.m.

47 W illiam s • Pontiac, Ml 48053 • (313) 333-7849 
__________  Open Tuesday-Saturday 9-5

P O N T I A C  A R T  C E N T E R

mERCXTW BROOH ART

GRLLGRV

Chinese Art
from
Michigan
Collections

cosponsored by:
The M ichigan Oriental A rt Society

and
The Chinese American Educational 
and Cultural Center of M ichigan

Funded by M ichigan Council for the Arts

January 27 -  March 3

phone

OAKLAND UNIVERSITY, 
ROCHESTER, Ml 48063
(313) 377-3005

R. Gammon
Paintings 
Nov 30 -  Dec 29

Sam Gillian — Al Lowing
Graphics 
Jan 4 -  Jan 25, 1985

M att Corbin
Sculpture 
Feb 1 -  Mar 2

g. r. rt’n am d i g a lle ry

Oavid Whitney Building
S u ite 212
1553 W oodw ard Ave. 
D e tro it, Ml 48226 
(313) 963-4838

Hours:
11-5:30 Tues-S a t

Flint Institute of Arts
1120 East Kearsley 
Flint, M ichigan 48503 313 - 234-1695

AFRICAN IMPLEMENTS:
OBJECTS OF POWER AND PRESTIGE

Long Island University 
January 13 -  February 24

EVA ZEISEL: DESIGNER FOR INDUSTRY
SITES
February 10 -  March 24

FAVOR RUHL L*%
GOES

TOTAL .Discount
ART, DRAFTING & 

FRAMING SUPPLIES

Liquitex 
Luxo Lamps 
Letraset

FAVOR RUHL
4863 Woodward, Detroit, Ml 48201

313 833 - 9616  _
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RETAIL
BRANCHES

dmi
 /

d.m.i. industries inc.
all major brands stocked

artist supplies 
drafting supplies 
picture framing

DEARBORN

565-2440
2 3 5 2 2  M ICHIGAN DEARBORN  

BET TELEGRAPH & OUTER DRIVE
MON thru FRI 9 -6 SAT 10-5

ROYAL OAK

546-2880
22 2  N W O O DW ARD ROYAL OAK 

1 BLK NORTH OF 11 MILE RD
MON thru SAT 9-6

NEW LOCATION  
ANN ARBOR

971-5200
3408 WASHTENAW 

ANN ARBOR Ml 48104
MON thru FRI 8:30-6 

SAT 9-5

MADISON HEIGHTS

585-1490
1201 E W H ITC O M B  M A D  HTS  

E OF JOHN R S O f 14 MILE
MON thru FRI 8 -5 SAT 9-1

PHONE ORDERS COMMERCIAL SALES &  WILL CALL . . .  
585-1490
1201 W H ITC O M B , M ADISON HEIGHTS, ZIP 48 07 1

A W A R D S

V I S U A L

A R T S  3

AN EXHIBITION OF THE WORK OF THE TEN RECIPIENTS

N O V E M B E R  13, 1 9 8 4  
J A N U A R Y  20,  1 9 8 5

CRANBROOK ACADEMY 
OF ART MUSEUM 
500 LONE PINE ROAD 
BOX 801
BLOOMFIELD HILLS, 
MICHIGAN 48013

OPEN TUESDAY - SUNDAY, 1 -  5

G ra d u a te  P ro g ra m
Architecture
Ceramics
Desiqn
Fiber
M eta lsm ith ing
Painting
Photography
Prm tmaking
Sculpture

Cranbrook Academy of A rt 
Registrar CAA 
500 Lone Pine Road 
PO Box 801
Bloom field H ills, M ichigan 
48013

Cranbrook
Lim ited Enro llm ent Resident A rtis t Faculty 
First year financial aid available 
for qualified students

IN GREEKTOWN
735 Beaubien

, at Lafayette 961-4303

1203 Washington Blvd. 
963-8160 ~

S,
SA

> S /j
Co<*ta

i t s
.Beer , \ V i n C

°  3,
o  .

Y o u r h o s t: D e nn is  “N ik i ”  K e fa llin o s ° /<Qcf

Y ' Y ' f '  CENTER FOR 
i t '  CREATIVE STUDIES

L .  k .  COLLEGE OF ART A ND DESIGN

245 East Kirby 
Detroit, M ichigan 48202

Your life  can take 
a new course 
at .. .

Center for Creative Studies 
College of Art and Design

W IN TE R  EX TE N S IO N  
PROGRAMS JA N U A R Y 12 , 1 9 8 5

C red it & non-credit courses in: 
a rt therapy, ca llig raphy, design, 
draw ing, pa in ting , and m ore!

Call Julie at 872-3118 
for m ore in form ation

E very th ing  fo r the  A rt is t 
D ra ftin g  and G raph ic M a te ria ls

0 0  0 /  O FF ON S K ETC H IN G  
O U  /O  & DR A W IN G  PADS

O i l  0 /  O FF LIST PRICE  
CAJ / 0  W IT H  TH IS  COUPON

MICHAEL’S 
ART SUPPLIES
245 E. Kirby • Detroit
in the  C enter fo r C reative S tud ies 
872-2000
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c o n tin u e d  fro m  in s id e  fro n t c o ver
$ 5 ,5 0 0 .0 0  or more from  the game and sales of M ark S chw ing 

designed T -sh ir ts  and th a t ’ s good!

Bubba said he ’ s p u tt in ’ his money on the co llectors next year and 

rubbed in the  fac t tha t th e y ’ve never lost. T h a t’ s w hen w e got started 

up again. “ Tweeners, Texas Leaguers, See in ’ Eye S ingles, it was 

ju s t lu c k , ”  I sa id, ‘ ‘ and w h a t’ s more, next year, I ’ m p u tt in ’ my 

dough on a real w inner, Detro it F o cus .”  And the argum ent has been 

going on ever s ince.

“ Tastes G re a t!”

“ Less F il lin g !”

“ Tastes G re a t!”

It was the best game of the season!
Bubba, Bob, and Ralph,
your friends at the One-Two M any Bar

Jackie Feigenson
On Septem ber 20, 1984, Jacqueline Feigenson d ied. Life 

changed fo r me and it was my personal loss I though t of f irs t.

It w a s n ’t until several days la ter as I passed a tiny, two car 

funera l procession heading in the opposite d irection  and though t 

of J a ck ie ’ s funera l again, crowded w ith  people who loved and 

adm ired her, tha t I realized tha t Jackie  affected the lives of many 

people, not only close frie n ds , but countless o thers. I fe lt certain 

tha t people who had never even met Jack ie  would  feel the loss. 

People who knew  her w ell w ill be d iffe ren t w ith ou t her here, and 

everyone who knows a person who knew  Jackie  w ill feel the 

d iffe rence too. I t ’ s an e ffect analogous to rem oving the co rner

stone from  a bu ild ing ; the entire bu ild ing  topp les, not ju s t the 
adjacent stones.

It is a great fee ling to have known someone specia l like  

Jack ie , who could  e ffect change and d irec t a course through  

history. Jackie  is part of the reason w hy people are able to under

stand and apprecia te  tough, in te lligen t Detroit a rt. She created 

the Feigenson Gallery out of a need to make a place as great as 

the w o rk  she wanted to show. She d id . Jackie  wanted people to 

understand the  im portance of art by Detroit a rtis ts . She knew  it 

was necessary fo r a rtis ts  to have a place to show  th e ir w o rk , and 

she cared about help ing a rtis ts  see th e ir way through  all the 

baloney tha t has noth ing to do w ith  m aking a rt but everyth ing  to 

do w ith  m aking a liv ing  and bu ild ing  a fu tu re . Jack ie  also in tro 

duced em erging a rtis ts  outside Detroit to Detro iters. Every show  

had a point.

Now the question is, w hat w ill happen to the Feigenson 

Gallery? The fina l decision about the g a lle ry ’s fu tu re  has not yet 

been made. In the meantime, the gallery w ill remain open. Jackie  

le ft us the fu tu re  as her legacy.

M ary Preston

Peter Halsey
A person ’ s m ark on the w o rld  is som etim es the im pressions 

he leaves w ith  those people whose lives he touches. Peter 

H alsey’ s tra g ic  passing s tru ck  a cord in all of us who knew  him 

th rough  Detro it Focus. Peter was an eager partic ipan t when the 

second floor gallery was in its in fancy, and generously co n trib 

uted his tim e and his w o rk . When the Detroit Focus Quarterly was 

founded, Peter was there w ith  solid inpu t and I feel that w ithou t 

h is hard w o rk  the Q uarterly would  have never gotten off the 

g round. He brought his business acumen to the advertis ing  

sales, and through  his d iligence the magazine q u ick ly  attained 

the financ ia l s tab ility  necessary fo r its su rv iva l. But what touched 

me most about th is  man was his persevering sp ir it even at times 

when personal d ifficu ltie s  threatened to engulf h im . He always 

had a sm ile, an en thus iastic  a ir, and was respectfu l to all who 

knew  h im . He was a very good man and w ill be sorely m issed.

Peter J . M anshot

Detroit Focus N on-profit Org.
7 4 3  Beaubien Bulk Rate
Detroit, M ichigan 4 8 2 2 6  U .S . Postage

Paid
D etro it, M ic h . 
P erm it N o . 2 9 6 0

Michigan Council 
for the Arts


