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This Issue 
The cover of this issue of CMM shows Farabundo Martr 
and Augusto Cesar Sandino together as symbols of the 
struggle raging throughout Central America. In both El 
Salvador (Marti), and Nicaragua (Sandino), the vast ma
jority of the population lived in a poverty enforced by 
militarist, reactionary governments supported by a high
living, super-wealthy ruling class. Two years ago Ni
caragua ousted the dictador Somoza and began the long 
and difficult process of building a country that would 
meet the needs of its population. Today, the people of El 
Salvador are engaged in a struggle similar to 
Nicaragua's, and we place the two symbols of those 
struggles together on our cover- both printed in the col
ors of the victorious Nicaraguan people as a gesture of 
solidarity and hope for both. 

Inside, there are photographs of recent murals paint
ed in Nicaragua, some by the Brigada Orlando Letelier, a 
group of Chilean exiles now living in the United States, 
and others by recent visitors to Nicaragua and by the 
Nicaraguans themselves. These murals articulate with 
visual imagery the aspirations and cultures of Nicaragua 
and its people, the wonderful spirit of those who are win
ning their fight for self determination. Murals are a part of 
that victory, and have a role to play in the futures of both 
Nicaragua and El Salvador. 

We try to print everything that is sent to us as soon as 
possible. Sometimes material included in the CMM does 
not represent our particular views, but if we think it is 
worth discussing we print it and hope that you will send 
in responses. In particular, CMM has printed views on 
graffiti that are different from those of the Editorial 
Group(see the introduction to the Metallic Aveau letter in
side)but which are commonly held views. 
We feel it is more important for the Magazine to let 
muralists know what other muralists are doing than to 
print only points of view with which we agree. If you disa
gree with something in the Magazine, or think a point 
mentioned needs correction or clarification, write us. 

Next Deadline 

Any material for the next edition of CMM must be in our 
hot little hands before March 12, 1982. 

Editorial Group 

Kathy Cinnater 
Tim Drescher 
Emmanuel Montoya 
Jane Norling 
Ray Patlan 
Fran Valesco 
Jo Seger 

labor donated 
Cover design: Jane Norling 
Typesetting and printing by La Raza Graphic Center, S.F. 

This project is partly supported by a grant from the Na
tional Endowment for the Arts in Washington, D.C., a 
Federal agency. 
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As you see, the CMM has received a grant from the NEA 
which should sustain us throught the next issue in Spring 
1982. We hope we can keep the next format and size 
beyond that, but if not, we will do what we can afford. 
If each reader (YOU!) sent $10 per year, we would be able 
to do it without the hassles of applying for grants, doing 
their bookkeeping, etc, but we do not want to institute 
formal subscriptions so solve the problems and send us 
$10 in the spring. 

We want to acknowledge the extensive help from the 
Galeria la Raza in San Francisco, without whose help we 
would not have produced the last issue of CMM when we 
did. Ralph Maradiaga, Rene Yanez, Maria Pinedo, Car
men Lomas Garza, and Kate Connell are a pillar of com
munity arts support throughout this city, have been for a 
decade, and we hope will continue to be. Their commit
ment and integrity, not to mention their abilities and hard 
work, made a difference. Many Thanks. 

CMM wishes to give special thanks to Don Adams and 
Arlene Goldbard for their selfless and successful efforts 
in helping CMM secure a supporting grant from the Na
tional Endowment for the Arts. 

We encourage readers of CMM interested in learning 
about NAPNOC (Neighborhood Arts Program National 
Organnizing Committee,) its activities and its publication 
NAPNOC Notes, to write them at P.O. Box 11440, 
Baltimore, MD 21239. It is an excellent source of informa
tion about what is really happening in Washinqton about 
the arts as well as what other progressive community 
arts groups throughout the country are doing. 

CMM wishes to call readers' attention to a pamphlet 
recently published by District 1199, National Union of 
Hospital and Health Care Employees, RWDSU, AFL-CIO 
titled Our Own Show. This 25-page booklet offers 
numerous concrete examples of possible ways to start 
community-oriented cultural projects in street fairs, film, 
TV, radio, schools, etc. The booklet is a Bread and Roses 
Publication, and may be obtained for $2.95 each from 
Moe Foner, District 1199 Bread and Roses Project, 310 W. 
43rd St., New York, N.Y., 10036. Bulk rates available. 
Telephone (212) 582-1890. 

Color reproductions of the some Murals of Aztlan show 
are reprinted on ppg. 44-45 of the October 1981 issue of 
Q-Vo magazine, Vol. 3, No. 3. 

"Sorry, Our Mistake." 

In the previous issue, CMM failed to credit Cityarts 
Workshop in New York with the two murals on p.6, 
"Children Are Meant to be Happy," and "The Future Spr
ings From the Past." More photographs of recent 
Cityarts projects may be found in this issue. 

We also inadvertantly omitted the name of Dave 
Rosenbaum as the author of the article reprinted on pp. 
34-35, "Oatman Murals Creating Controversy in Mine 
Town." 



Editorial 

Reagan and the New Right have coopted, or tried to 
coopt, the cultural arena. Their simplistic references to 
"traditional family values" (sic), education, religion, etc. 
are code words disguising their real interests which are 
greater control, racism, private profit, divisiveness 
among working community and third world groups, etc. 
We must try to restore this connection between culture 
and our lives as a positive force, not merely a source of 
fear. 

As community muralists, who strive to give visual 
form to issues confronting our communities, who devote 
our organizational and artistic skills to broad movements 
against racial, economic, and sexual oppression, we can
not afford to be too casual or narrow or ignorant about 
these issues. The need to unite with other like-minded 
groups against a common enemy is paramount in these 
times. Checking out murals in other neighborhoods, and 
other mural groups in your city, etc. We must also sup
port community artists in trying to keep alive-in body as 
well as political spirit-when they branch out to graphi
cs, design, or even when they move into business in order 
to support growing families. See the article in this issue 
by Lincoln Cushing. 

The Nazis, KKK, the biggest businesses, are all 
organizing in public schools, through rallies, paid adver
tisements, and so forth. As muralists our responsibility to 
be as clear and as forceful as we can about the dangers 
of the several forms of fascism which threaten many of 
our communities. As Bertram Gross puts it in his recent 
work Friendly Fascism (M. Evans & Co., N.Y. p. 346), 
" ... despite substantial erosion in constitutional 
democracy, there are still many people and groups who 
insist on using the freedoms and opportunities that are 
available. I am not referring only to the electoral, 
legislative, and judicial machinery of representative 
government. I am referring to organization, neighborhood 
organization, and a host of spontaneous or only semi
organized movements of self-help or defense against 
resurgent militarism or corporate aggression." To have 

TREASURY 

any meaning at all, our liberties must be used. When 3 
muralists stop insisting on using our basic rights of ex
pression about community issues, if we "sell out" to 
abstractions suggesting that our common bonds exist on 
a metaphysical level instead of in the world, then the 
most visible form of public artwork will have effectively 
died; will have become decorative, petty, Now is time for 
extra vigor, renewed strength and political sharpness in 
images. 
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Ent re las publicaciones recibidas, recomendarfamos por 
su informaci6n, Community Newsletter-National Mu
rals Network, que, para verguenza de los muralistas me
xicanos, se publica en los E.U.A. 4 Realiza una labor ex
haustiva de recopilaci6n que permanece dedicada a la 
respuesta muralista. Sus colaboradores trabajan gratui
tamente y sus fondos provienen de suscriptores y dona
dores masque de subvenciones. De orientaci6n no ex
clusivamente chicana, contiene informaci6n en torno 
del movimiento muralista en general. Esta lie no de esca
lofriantes detalles sobre la destrucci6n de murales -y 
sobre que hacer para impedirlo-; incluye proyectos de 
restauraci6n (como el mural de Siqueiros en Olvera 
Street, en el centro de Los Angeles). Sigue la pista de los 
mas viejos, de los pioneros del muralismo. Anuncia tra
bajos sobre el muralismo, recien publicados o por pu
blicar, de autores de todo el mundo. Los programas de 
Cerdena y Nicaragua en materia de murales. Yen su ul
timo numero (otono de 1980) incluyeron un reportaje 
de Alan Barnett 5 para el que recorri6 20,000 km. en una 

The Editorial Group of CMM is happy that the prestigious 
magazine Artes Visuales is impressed with our work. 

What lies at the basis of the success of CMM are the 
contributions sent in by muralists throughout the world. 
We are proudest of the wide-ranging, integrated 
character of the magazine, which shows the similarities 
of interests within the international mural and pro
gressive public arts community. 

strictly in arr establishment terms or as an outgrowth of a Chicano con
dition, and mainly because we feel chis selection is the strongest con
tent oriented work we were given for review. Among the publications 
sent, the Community Newsletter-National Murals Network, is to be 
recommended for its information; and to the shame of the Mexican 
Muralists, ir is published in rhe US.A'. An extremely thorough con
verage of rhe work rhar remains devoted to rhe muralist answer, it's 
labor is donated and money comes from subscribersldonarors rather 
rhan from grants. Nor solely Chicano oriented, it carries information 
on the overall movement; loaded with frightening details about the 
destruction of murals and what can be done to avoid this, it includes 
projects for restoration (like rhe Siqueiros mural on Olvera Street, 
downtown, L.A.). It keeps track of rhe older, pioneers of muralism; an
nounces recently published or future titles on muralism by authors 
from all over the world; Sardeiiia and Nicaragua mural programs; and, 
their last issue (Fall 1980), contained Alan Barnett's' report of an 11,000 
mile trip in a Honda, mapping out his search for murals in the 
sun belt: an amazing account of a hot summer ride with the find of one 
mural every day, except for one. Spare Media Resources• offers films 
on the mural movement and Self Help Graphics' organizes art educat
ton as well as other community oriented activities, and Lace Gallery 
was the first gallery to move downtown Los Angeles in what is now 
considered Soho West, to be followed by fashion hyped anglo gal
leries. 

Details from the Humbolt Avenue underpass, Chicago, completed in July 1979. This detail showns man as a creator, with 
saws, a T-square, gears, a pencil as symbols of his ability to make a vision happen. The mural is done in three sections, 
and on one is a line from a poem by Pablo Neruda: "I don't want to continue living in the darkness; not to be the root of a 
tomb." Photo: B.O.L. 



The Brigada Orlando Letelier 

When the fascist Pinochet, supported by his U.S. friends 
in the C.I.A. etc. took over Chile in a military coup one of 
the first things he did was order the country's murals to 
be whitewashed because he understood how important 
they had become expressions of poor and worker's sen
timents. In those dark days, thousands of artists of all 
kinds were arrested, imprisoned without trial, tortured; 
some have not been heard from since. The intervening 
years have proven that the artistic expression of an op
pressed people cannot be destroyed as progressive 
Chilean culture has begun to reemerge both within Chile 
and throughout the western world. In Europe and the 
United States the work of Chilean muralist has been con
tinued in the work of mural brigades, four of which work 
in Europe, and one, the Brigada Orlando Letelier, paints 
in the United States and, in the summer of 1981, in 
Nicaragua. 

The Brigada, named after the Chilean diplomat as
sassinated within three blocks of the White House in 
Washington D.C., consists of four people. Orlando 
Letelier's two sons, Francisco and Jose, Rene Castro, 
and Beyhan Cagri. Their views about their role as 
muralists, and the selflessness and highly principled 
commitment to their painting, is exemplary, putting to 
practical result Pablo Neruda's idea of "murals as the 
people's blackboards." 

The style has come to be known as the Chilean 
Mural Style, using flat colors and basically flat images, 
often drawing on symbols popularised during the brief 
years of Chile's last elected government under Salvador 

Allende. An important aspect of this style is the produc- 5 
tion process, which always seeks to include community 
members and is concerned with issues affecting them 
directly. This concern for process and content gives the 
murals immediacy, and their technical ability adds to the 
impact, because the Brigada considers its work as 
significant art. Their murals are not simply wall pain
tings, but are "painting wedded to architecture, public art 
conceived in a given space, art rooted in a specific 
human and historical context." Thus the murals become 
not only aesthetic enhancements of neighborhoods, but 
educational tools and the artists become facilitators of a 
truly public creative process. 

The Brigada feels that using Chilean symbols in con
juction with new, sometimes local, symbols helps 
stimulate international solidarity, In recognition of their 
powerful artistic achievement, Chilean artists in Europe 
were invited to participate in the Venice Bienal in Italy. 

Perhaps the best introduction to their work is a state
ment in their own words: 

For us in the Brigada, the most important lesson 
has been the act of mural painting. 

It has been a process that allows people to ex
press their ideas, while affecting their environment 
and the lives of those around them. This act is a 
cultural gesture of human expressions and commit
tment. Through the act of painting a mural, people 
are united forever as a result of their collective ef
fort. 

The Brigada Orlando Letelier was working on this mural on the side of Casa Nicaragua in San Francisco on July 19, 1979, 
the day the Somoza Regime was toppled. The mural combines Chilean and Nicaraguan symbols beneath a handshake of 
support between the two countries. Photo: Tim Drescher. 
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One of a series of three murals painted by the Brigada Orlando Letelier on a grammar school in Maria de los Angeles, 1980. 
Photo: B.O.L. 
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On November 17, 1979 the Brigada completed a mural in the International Longshore Workers' Union No.12 Memorial Hall 
in Coos Bay, Oregon showing friendship and solidarity among workers around the world. The mural has images of workers 
and Indian women-land is being taken from the Indians, and their forests are being cut down. The mural was painted as a 
gesture of support for the union, whish has steadfastly refused to load or unload cargo from or to the fascist regime of 
Pinochet, the man who led the coup against Allende. Jimmy Herman, President of the ILWU, signed the mural with his 
handprint. Photo: B.O.L. 



This mural was completed in September, 1978 at 138th St. and Broadway in New York City, funded by a local church 
organization. An early effort of the Brigada, it shows the resistance to oppression. The face holding the hatchet represents 
working people and their tools, against a factory indicating progress. The other face becomes the Chilean flag. (Detail.) 
Photo: B.O.L. 

In July 1979 the Brigade completed this mural on the side of Zick's Market in Denver, Colorado. The silhouettes show two 
soldiers and a prisoner. Liberty is shown coming over the mountains. The light in the mural comes from around her and all 
figures have light on them except for a kneeling figure about to be killed, who is not shown. The Brigada was helped by 
Citywalls Mural Group in Denver, a Chicano group, and by other local artists. Photo: B.O.L. 

7 
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"Un Solo Ejercito," painted in 1980 at El Chipote, Nicaragua. Photo: B.O.L. 

Painted at the Ministry of Construction in Managua in 1980, this is a small detail of the long mural. Photo: B.O.L. 



A Report on Murals in 
Nicaragua 

Homage to Revolutionary Health Workers, Hospital Escuela, Oscar Danilo Rosales, Leon, Nicaragua, (9 x 34' July 1'181) The 
mural was painted collectively with young artists from the Centro Popular De Cultura in Leon, David Kunzie, and Eva 
Cockcroft and took nine days to complete. The idea was not only to do this wall, but to provide the young artists with the 
experience of doing a mural so they would be able to continue as a mural group. The design was a combination of 
elements reached through discussion and drawn by the six people in the design group which included two very talented 
twelve year old boys, two young artists in their 20's and Orlando Pastora, "responsable" of the center and a poet and ar
tist. The various ideas and images were combined into a working design by Eva and the color by Pastora. Five to six more 
compai'ieros joined the group during the painting. The content was a combination of the motto for the year-Production 
and Defense-and the history of the Revolution with emphasis on Health Care since the location was in the entrance to 
the big Social Security hospital in Leon. It begins with the misery of the past and a symbolic figure that both protects the 
people and reaches toward the future. A Somocista doctor turns his back on the people. This is followed by the guerrilla 
struggle and the victory. In the center, the ear of corn, painted like a grenade, symbolizes both Production and Defense. 
The post-victory period begins with the brigadistas of literacy and health, two small scenes of a clinic in the countryside 
and vaccine being brought to the Atlantic coast indians. Modern medicine is symbolized by the figure of the Doctor and 
Nurse embracing the people and the figure treating a child while rejecting death. The mural ends with an image of defense 
in the sense of preparedness in which rifles and flowers mingle in the fantastic garden of a future peace. Photo: Eva 
Cockcroft. 

9 
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History of Nicaragua: A thirty foot mural made for a photographic exhibition, "Twenty Years of Struggle," which depicts the history 
of Nicaragua from the conquest to the Revolution, This section shows the installation of the puppet Somoza regime by the U.S. 
(marines top and right;) the fake democracy which brought only death (skull), the suffering and jailing of the indigenous population 
and the beginnings of the FSLN guerrilla struggle. Photo Eva Cockcroft. 



Detail of a mural in the Airport by the Panamanian mural brigade Felicia Santizo, which painted a number of murals in Nicaragua 
shortly after the triumph. Their best known mural-on the military school on the road to Jinotepe on the outskirts of Managua is 
now largly destroyed through paint deterioration -but still interesting. Another, in Esteli, remains in good condition. Photo Eva 
Cockcroft. 

11 
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Communal Solutions to Social Problems: A billboard or "rotulo" sponsored by the Ministry of Social Welfare of which 18 identical 
handpainted versions exist throughout Nicaragua. On the left, the social problems left by the Somoza regime-on the right, of 
which only the beginning can be seen in this detail, the same people cured and productive. Photo Eva Cockcroft. 

The Parque Luis Alfonso Velasco murals. Literacy mural by Antonio Canals-one of three murals on the same building each of 
which represent a stylistic current in Nicaraguan art. 
"Primitivist" mural - the combined work of three leading "primitivist" painters who represent perhaps the most characteristic 
tendency in Nicaraguan easel painting. Fostered in Ernesto Cardenal's celebrated community of Solentiname, where peasants and 
others gather to paint and write poetry until it was bombed by Somoza, "primitivist" painting thrives today in exhibitions at home 
and abroad-and is remarkably successful as a mural style. 



Murals in West Germany 

In 1973 a new cultural conception was ratified in Bremen, 
a liberal idea of "Art in Public Spaces" that was excep
tional in West Germany. The conception included the 
idea that people should take part in deciding which art
works will be located or executed in their neighborhood. 
They would also participate in planning with regard to 
contents. 

The results of resident's contributions depend a 
great deal on the artist's opinion abo~t ~ommunity_work, 
and the execution is, normally, the artists own business. 
But, nevertheless, the results of "Art in Public Spaces" 
are remarkable. The painting of walls became a constant 
part of this public art conception. Since 1976, nearly 30 
very different murals were executed in Bremen based on 
financial support of about one million German Marks ap-
propriated by the Senate. . . . 

One of these projects is painted on an aIr-raId 
shelter in Gropeling, a part of Bremen where mainly 
workers live. Students and teachers of the "Bremer 
Hochschule fur Gestaltende Kunst unde Musik" spent 
two years in preparations. They talked with residents and 
collected facts about historical and contemporary 
events. They then put the past 90 years of the town's 
history on the three walls, 531 square meters. 

The first wall, one of two small ones, is called "a 
village becomes an industrial town." It shows the beginn
ing of industrialization of an idyllic countryside area -
derricks, machinery and chimneys beside windmills and 
fields. This change was caused by the founding of the Ac
tiengesellschaft Weser in 1872, a dockyard which still 
plays an important part in the economy of this area. 

The second wall shows the period from WWI to the 
present. Out of the last days of WWI_ ~prang the No
vember revolution which spread to the cItIes all over Ger
many in a few days. The demands were for no more war, 
down with the monarchy, for democracy and a 
Raterepublik (soviet republic). The mon_arc_hy was o~er
thrown but the fight about the new constItutIon of society 
went on - soviet councils or parliament? Riots occured 
in January 1919 and workers' councils were declared in 
some cities, but most of them survived only a few weeks. 

The height of prosperity, 1929, is marked by the 
passenger liner Bremen, but soon after, in the Depres
sion a crowd of people are shown, jobless men and 
wo~en personifying the labor movement which was 
breaking up as the Third Reich began. . 

The next portion shows Hitler and the persecution of 
political opponents and the destruction by the Nazis of 
the memorial for those who died in the struggle for a 
soviet republic. The AG Waser builds battleships now, 
not passenger liners. 

A later panel shows the end of the Third Reich, the 
towns in Germany destroyed, and the women who started 
to rebuild the society out of the ruins. These women 
became a symbol, the "Trummerfrauen." 

The final panel shows how computers are rationaliz
ing the production process, and the AG Weser is building 
overseas tankers. The motto of this third wall is "crisis 
and short time work in the ship building industry" 
because there is not enough work for all the employees 
at the docks. The shape of a group of men hanging 
together appears as a clenched fist. 

Gundi Buchsbaum 

Photo: Volker Barthelmeh 
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Bremen, 1976, Peter K.F. Kruger. This is the first mural done with 
the Bremen "Art in Public Space" program and it has become 
very popular outside Bremen as well. Photo: Volker Barthelmeh. 

Hamburg, 1979, Eckart Keller and Sonke Nissen. The mural 
shows 42 local people of the Hamburg Schanzenviertel (the 
name of a district of Hamburg) who live and/or work in the 
district. The preparations for the mural began the previous sum
mer and were undertaken by the personal initiative of Keller and 
Nissen. In the winter of 1978, local authorities granted 34,000 
DeutschMarks for the project, and the muralist executed it the 
following summer with help from friendly painters and il
lustrators. It was dedicated at a street festival. Photo: Volker 
Barthelmeh. 
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Oldenburgh, Germany, 1981. Eckhard Haisch and 11 neighbors painted this mural which started with a street festival 
organized by the artist, who had won a municipal competition for this mural. The neighbors gathered and drank and ate 
what they had brought to the festival, and it was all photographed. With these photos and self-painted portraits of 
themselves, the neigbors and artist formed a design which was later put onto the wall. Photo: Volker Barthelmeh. 

Mural Art in Brussels 
Alo.ng with a number of other companies in the Brussels area. Levi Strauss Europe 
has sponsored a very unique and excellent program of mural art in the • Ouart1er 
Nord St-Josse· neighborhood in Brussels. A large number of buildings in this 
neighborhood were demolished for a redevelopment project which v,as later aban
doned. A local neighborhood organization. with the help of Levi Strauss Europe 
personnel, assembled a group of artists and obtained funding to paint 12 large 
murals on the exposed faces of a group of buildings in the neighborhood. It is 
hoped that this project will contribute to the renewed pride and vitality of this 
neighborhood. If you would like to investigate a similar program in your community. 
please get in touch with Fred K1rschstein in San Francisco. or Jos1ane Bourgu1gnon 
in Brussels. International CIT News 
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A long shot of the recent mural painted in Cardiff, Wales, by Alan Warburton and the Grangetown Junior School in July 1981. The 
mural stretches 80ft. by 8ft. high, and is titled "Images of Cardiff." Photo: Alan Warburton. 

Several murals were destroyed in the summer of 1980 when authorities ordered the total 
destruction of Paris VIII Vincennes University. The murals had been painted by students of the 
art department. 

Laid out around Paris in Vincennes Park, the "experimental" university was built after the 
demonstrations fo 1968, in reaction to the stagnant state of education at that time in France. 
It profited from its unique status: a university open to teaching working people, to foreigners, 
and with multi-disciplinary teaching. Many important research workers have given lectures 
and have taught at the school. 

In the face of university centralization in France, this open university was doomed to 
becoming a "ghetto" because of the innovative and critical ideas discussed there. The 
Ministry of Universities and the City administration of Paris, after a few years reprieve, decid
ed last year to put an end to this experiment for once and for all. 

During the summer of 1980, with the protection of the Paris police, bulldozers destroyed 
all the buildings along with their many murals. 

Now transferred to the north of Paris, in St. Denis, the University Ministry hopes to 
regulate Paris VIII and make it into a "normal" place of study-discouraging many workers 
wishing to continue their studies, removing the school's unique status, and limiting the 
number of foreign students, especially from African countries. Pierre Vergnac. 
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Notes on Muralism in Mexico 
Vlady 

Vlady has almost finished his mammoth mural project in 
the Biblioteca Miguel Lerdo de Tejada where he has been 
working for the past seven years to cover the more than 
2000 sq meters of the interior in fresco. Vlady's fresco 
technique is far from traditional in the sense that he 
works very directly in a coloristic, abstract expressionist 
type of technique with drips, big brushes etc. Unlike the 
"great tradition" of Mexican muralism Vlady's intention 
is not didactic or socio-political - neither is it abstract
rather it is personal, symbolic, and expressive of a rather 
confused and contradictory, though grandiose, world 
view. Vlady proclaims himself an individualist, a "hor
monal dissident", a great painter, a colorist -and op
poses beaurocratism, leftist imbecility, the Soviet Union 
and US imperialism. According to Vlady, painters should 
not think, they should paint - and his primary concern in 
painting, he says, is the color and whether it "works." His 
workshop includes a half dozen young painters (including 
an American mural student from Texas, David Santos) 
who assist him, learn fresco, and traditional painting 
technique. He loves to discuss philosophy, art, etc. -and 
when I told him that his emphasis on individualism, and 
self-expression without any sense of a need to com
munication, etc. contradicted entirely the premises on 
which our mural movement was based - ideas of collec
tivity and responsibility to community we got into a fine 
discussion. Part of the difference between our two points 
of view, we decided in the course of discussion was a 
result of two very different historic conjuctures. Vlady, 
whose family sufferred Stalinist persecutions before 
coming to Mexico in 1942 comes out of a background of 
false collective ideology and beaurocratism which leads 
him to emphasize individual liberty of expression. We, on 
the other hand, come from an overemphasis on in
dividualism and competitive values that leads us to the 
other extreme. 

Definitely the most exciting large-scale mural pro
ject in Mexico that is happening NOW. 

Gerardo Cantu 

Gerardo Cantu is a graphic artist and painter from 
Monterrey whose mural at the Preparatoria at the Univer
sity in Monterrey deals with the social conflict within the 
highly industrialized society of that city. (Monterrey is the 
home of the ALPHA group among others of Mexican cap
ital the core of private capital development) "Black Gold 
or Portrait of a Society" was commissioned from the ar
tist (who also did a mural for the Monterrey Anthropology 
Museum) and painted on canvas. After it was completed 
there was a long struggle to get the painting installed 
because of controversies about the content. In the center 
and oil tower crossed by a reclining prostitute and top
ped by a Uncle Sam vulture is filled with the levels of 
Monterrey society the rich on the shoulders of the poor. 
On the bottom foreground are the students and behind 
them the factories on the left and the school on the right. 
The size is about 4 1/2 by 5 meters. 

Arnold Belkin and his students 

Arnold Belkin teaches a course on muralism at the 
Academy of San Carlos for graduate students in painting. 
His students work collectively on mural projects. In the 
summer of 1980 the group designed and painted a very 
long mural on a wall outside the cultural center of Con
treras site of one of the original factories in Mexico City. 
For this reason the mural deals with the theme of labor 
history and workers. Some of the same group with new 
additions began work this fall on a mural for the CUC 
(University Cultural Center) cinema that deals with the 
subject of movies. As a method of working, one of the 
group who is a writer, worked up a script from the group 
discussions. This mural is still in process. 

Belkin himself in October 1979 finished a mural for 
the National Museum of History based on the famous 
photo of the meeting of Zapata and Villa at the National 
Palace. Although not very large (2.30 x 3.50 meters) and 
painted on canvas in acrylic it is one of Belkin's most 
beautiful works and a fascinating example of how a 
photo can be used, changed, interpreted, and still keep 
some of the original photographic quality. Belkin is cur
rently working on a commission for the Society of 
Engineers. 

TIP (Taller de lnvestigaci6n Plastica) 

The Tip group in Morelia, Michoacan, led by Jose Luis 
Soto and Isabelle Campos is doing collective political 
murals related to the problems of the indigenous com
munities, the Tarascan (or Purepecha speaking) peoples 
near Lake Patzcuaro. Their murals are designed through 
consultation with the town or group and then approved 
by the people. The design is projected and painted by the 
villagers themselves. They also work in sculptural and 
theatre projects. One of the most interesting walls 
politically is the mural in Santa Fe de la Laguna, on the 
northern shore of Lake Patzcuaro. Four of the men from 
Santa Fe had been killed in the course of a land dispute 
between the indians and the cattle ranchers of Quiroga. 
In a demonstration of protest by the indigenes from San
ta Fe at the capital of the state, Morelia, TIP provides a 
sculpture that was so realistic (and distressing) that the 
demonstrators were ordered to remove the bodies be
cause they represented a health hazard. The mural in 
Santa Fe commemorates the victory - and the dead. 
Santa Fe is now the site of even greater controversy. It 
has been chosen as the location for a nuclear energy 
plant on Lake Patzcuaro which is now in the planning 
stages. 

Another mural by TIP was painted to mark the se
cond meeting of the independent indigenous organiza
tions from Mexico and Central America at Cheranastico 
in March of this year. The mural was painted by towns
people and participants at the congress in about a day 
and half. Jim and I went to help and watch and were very 
impressed with the seriousness and dedication of the 
participants. 

Eva Cockcroft 



Arnold Belkin students: Graciella Madrid, Evangelina Barrientos, Lola Mut'\oz Pons, Arriosto Arturo, with cooperation of Ray Patlan 
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Arnold Belkin 



Detail of opposite mural 

TIP 



20 How Politics Determines Form
Another Example 

In a conversation with a member of the editorial group of 
CMM last year, Vlady explained that his formal prin
ciples, the brightly-colored abstractions and lack of nar
rative content, were motivated by a political position 
which rejects through style the political-social principles 
of the Mexican muralist David Alfaro Siqueiros. It is an 
exceptionally clear instance of form growing out of 
politics, because Vlady, whose father was secretary to 
Leon Trotsky when the exiled Russian revolutionary was 
in Mexico shortly before his death, is vehemently oppos
ed to the forces which ousted Trotsky from Russia. Si
queiros, on the other hand, was a staunch defender of the 
Russian revolution and its descendents in the Third Inter
national. Thus by rejecting Siqueiros' mural principles of 
polyangular perspective, narrative content, integration of 
architectural space with the mural itself, Vlady sees his 
own arts as rejecting the political forces Siqueiros sup
ported. 

More on Oaxaca Mural 

In our last issue (Spring 1981) CMM carried an article titl
ed "Oaxaca in the Histoy of Mexico: Arturo Garcia 
Bustos," (p.29) in which we offered a translation of an ac
count of Bustos' recent mural in Oaxaca, Mexico. The 
following article, from Unomasuno, suggests of the 
tensions surrounding Bustos' selection as the painter of 
the piece. This "debate," however, can also be seen in 
another context, one we feel is significant enough to 
mention here, i.e., it is possible that the underlying (and 
unstated) reason for the objection to Bustos is not that 
he is not a muralist, but that he is not an "interna
tionalist" in style. Those questioning his selection in the 
following article all share identification with the group of 
Mexican artists which has allied with internationalist 
styles as opposed to and often in direct rejection of, in
digenous Mexican expression. The most important inter
nationalist is Tamayo and his "circle" might oppose an 
"outsider" simply on these grounds. 

Oaxaca Painters Protest 

Melo Ferreras, the director of the School of Fine Arts of 
the Benito Juarez Free University, said yesterday that the 
government of Oaxaca should convene a national assem
bly to choose the artist to paint the murals in the Govern
ment Palace of the city. 

The official said, "I believe that in any cultural activi
ty, particularly in the case of a mural painted in a public 
building, the opinion of the cultural community should 
first be solicited." 

Ferreras also commented that the most basic and 
adequate manner of choosing the artist would be " ... to 
hold a meeting at the state - or, better, at the national -
level to select the most appropriate artist. This would be 
the most democratic method of realizing a work of this 
nature." 

"Personally," said Ferreras, "I feel that the artist 
who paints this mural should be prestigious and should 
be from Oaxaca, since the work would be a great attrac
tion not only for the city but also for tourism. In my opi
nion, the most likely candidate would be Rufino Tamayo 
because of his recognized international scope." 

"It is often said," Ferreras commented, "that Ta
mayo has given nothing to his city. However, his city has 
given nothing to him, and the state has never accorded 
him the slightest form of homage." 

Then, referring to Arturo Garcia Bustos, who has 
already begun the murals in the Government Palace, the 
director of the School of Fine Arts said, "All I know of him 
are his engravings. Regarding his pictorial work, I am 
uninformed. The fame of the artist, in this case, is not im
portant; what matters is the quality of the work." 

Referring again to the mural, Ferreras said, "The 
work should be an historical review as well as an affirma
tion of the cultural and political values of the region." 

For his part, Mario Diaz, Director of the Miguel 
Cabrera Cultural Foundation, stated that Oaxaca is a 
state in which the works of its artists are not present. "I 
believe that the most obvious approach is that the state 
should attract its own artists." 

"As a Oaxacan," he added, "it pains me that we do 
not have the works, for example, of Gabriel Cabrera (17th 
and 18th centuries) or of Tamayo, Toledo or Rodolfo 
Morales, Oaxaca is seedbed of artists, some of the inter
national repute. It is a state in the vanguard of art, which 
is as important as food; and the government should at
tempt to promote and preserve its artistic riches." 

"How many people wouldn't come to Oaxaca to see 
a mural by Rufino Tamayo - or by any other painter, 
even if unknown - if he were Oaxacan? This would be 
very stimulating for the Oaxacan artists," he concluded. 

Finally, Oaxacan painter Rodolfo Morales comment
ed that while not passing judgment on the work of 
Bustos, he disagrees with the government's policy of 
commissioning murals. "I believe that Oaxaca needs 
other things," he said. 

"Personally, I have no intention of painting a mural. I 
would have painted it free, and I believe Francisco Toledo 
would have done likewise. However, I insist that I cannot 
understand why money is wasted on things which aren't 
needed. Oaxaca is a city which has more urgent pro
blems to solve." 

From Unomasuno •· June 1, 1978, p.19 
Translation: Marcia Rautenstrauch 



Carlos Sandoval to Co01plete 
Mural in Zihuatenjo, Mexico 

Carlos Sandoval, son of 

Ernesto and Mary Sand
oval of San Pedro, will 
soon complete the first 
painting by a Chicano on a 
public building in Mexico. 
The Municipal Library in 
the city of Zihuatenjo 
in the State of Guerrero 
is the site of this most 
interesting and important 
project. 

The artist began paint
ing horses at the age of 
five in San Pedro with 
the able instruction of 
Jinio Lobato, his cousin, 
the son of francisco and 
Andreita Lobato. Carlos 

attended grade school in 
san Pedro until 1952 when 
the Sandoval family mov
ed to Pueblo. The artist 
continued art studies at 
Pueblo's East High School 
the Art Institute of Pitts
burg, Penn., and Metro 
State College in Denver. 
Carlos was before return
ing to Colorado. 

Carlos has painted sev
eral murals in the Denver 
area. His work will be 
featured, along with art
work by other Chicano 
artists of Colorado, in a 
full-length film being pro
duced by Chispa Prod
uctions of Denver. Chispa 

is the first professional 
Chicano film group in 
Colorado to produce films 
on Chicano topics. 

The painting is a very 
important project for the 
people of Mexico, and 
will increase their under
standing of the history· 
and culture of their 
brothers to the North in 
the U.S., ACCORDING 
TO Armando Federico 
Gonzales, mayor of Zih
uatanejo. He also points 

out that symbolically, the 
spiritual unity that is 
;:,ortrayed in the painting 

Recent Photo 
Of Mural. 

'.Jetween Chicanos 
M ejicanos will be a 
ual recognition of 
another as the 

and 
mut-

one 
same 

people divided by history 
and a border. 

Armando Gonzalez 
played an important role 
in making the mural 
project a reality. Work

ing with Maruca Salazar 

of Chispa Productions, 
who is originally from 
Xalapa, Veracruz, Mexico 
Mayor Gonzalez visited 
Denver and noted the 
many resemblances bet
ween Chicano art and the 
great works of the Mex
ican muralists, Orozco, 
Rivera, and Siuieros. 

"The message in the 
murals was unity, unity 
among Chicanos in its 
purest form, or spiritual 
unity," Mayor g,Pnzalez 
noted. While in Denver, 
Gonzalez discussed the 
Chicano artwork with 
Danny Salazar, Mruca's 

husband, and Juan and 
Susan Salazar, Danny's 
brother and sister-in-law, 

all with Chispa. 
Gonzalez immediately 

suggested to Maruca Sal
azar the possibility of 
having a local Chicano 
artist paint a mural in 
Mexico which would also 
portray that Unity bet
ween M ejicanos and Chic
anos. Maruca then 
contacted Carlos with the 
idea and the artist ac
cepted wholeheartedly. 
Thus, after many phone 

calls and letters bet-
ween 
Denver 

Zihuatanejo 
the mural 

came a reality. 

Many Symbols 

and 
be-

The mural includes 
many aspects of culture 
history and society shared 
by M ejicanos and Chic-; 
anos. For example, the 
background of the mural 
is a silloutte of a M ej
icano wearing a sombrero, 
the spirit of Chicanos 

past. Other symbols 
of importance to Mej
icanos and Chicanos in 
the mural include the 
pyramid, symbolizing the 
cosmic element in nature; 
the cross which symbol
izes the christian and 
Indio duality; the four cor
ners of the earth; the four 
colors of people; the 
four directions; and the 
four elements of Earth, 
Wind and Fire and water 
which are basic to the 
:ycle of life. 

The feathered serpent 
symbolizes Quetzalcoat, 
the god of various native 
tribes of Mexico. The 

tree of life shows roots 
deep in the earth like 
those of the Mexican 
people. The mestizo face 
symbolizes both the emer
Jence and conflict of the 

Spanish and Native 
people and the creation 

of a new race and cul
ture. Industry is shown 
to reflect the Mexican 
and Chicano workers who 
provide the labor of both 
Mexico and the U.S. 

The serape, which in 
the mural blends into the 
earth, reminds us that 
all material things are 
only temporary and will 
eventually return to the 
Earth. The Skull sym
bolizes the spiritual cycle 
of life, death and in-
finite knowledge. The 

adobes symbolize sur-
vival. The man and the 

eagle symbolize the same 
elements of freedom, 
domination of space, 
power, aud majesty. The 
corn symbolizes life and 
the dove is peace. 

Unique Features 
The painting includes 

many purely Chicano and 
unique to the native 
people of the south-
west or Aztlan. The 
mountains, for example, 
have a personal meaning 
to the artist, symbolic 
of the Sangre de Cristo 

Range in the San Luis 
Valle. The mountains 
have historical signific
ance and are also a 
symbol of survival to tne 
people of the Valley. 
The artists pallett is ~!so 
a personal symbol and 
depicts the basic colors 
or red, blu~, yellow, black 
and white the artist uses. 

The buffalo is very 
important for it symbol
izes life to many native 
people, providing their 
food, shelter, clothing and 
tolls, plus a spiritual 
significance as well. 

The symbol of the United 
Farm Workers Union, the 
eagle, is also present, 
with the face of a .wo
man farmworker in the 
center. Carlos explains 
that this best symbolizes 
the Chicano, because of 
all the mestizo face, 
all merge together. 

Tierra y Libertad. ,Julie 11.::30 

21 



22 VIVA 

David Alfaro Siqueiros, renowned Mexican muralist who 
was recently invited by the Pope to paint a Christ figure for 
the Vatican, again becomes the subject of controversy due t0 

his ideological position. Siqueiros, whose life has been a 
series of revolutionary actions against tyranny and oppres
sion, who fought both in the 1910 Mexican Revolution and 
in Spain against Franco, who has served several jail sentences 
for his Communist beliefs and whose paintings reflect his 
passion for justice and human values, feels that painting a 
Christ for the Vatican is not at all extraordinary for a man 
with his particular philosophy. The famous muralist in a 
recent interview declared that Christ's attacks on the basic 
tenets of Roman Society were as revolutionary in that day 
as were the revolutionary activities of Engels, Lenin and Che 
and therefore he sees no contradiction between his own 
values and those values that Christ stood for. 

Controversy has followed Siqueiros throughout his 
career but few Chicanos are aware that one of those contro
versies involved a painting that he dedicated to the Chicano 
Community of Los Angeles that was subsequently covered 
with white wash by the racist Angelenos. The story of 
Siqueiros' 19 32 visit to Los Angeles, during which he 
painted two murals, is recollected in his book Mi R epuesta 
wherein he explains that the political atmosphere forced him 
to leave Mexico and come to the City of the Angels to teach 
a mural painting class at the Chouinard School of Art. It was 
while at Chouinard that Siqueiros painted, on request from 
Mrs. Chouinard, a mural on an exterior wall of one of the 
school's buildings which he titled M itin en la ca/le (street 
meeting) and which portrayed black and white people having 
a meeting. The painting brought forth much public criticism 
due to its interracial theme and Mrs. Chouinard was forced 
to first erect a wall in front of it to block it from public 
view and later to demolish the mural wall altogether. 

The publicity received from this first mural brought 
forth an offer for a second Siqueiros mural from an individu
al who owned an art gallery in the old plaza of Los Angeles 
and who hoped to profit from the publicity attached to 

Siqueiros. However, the American businessman also wanted 

to avoid any negative repercussions and therefore the con
tract called for the preselection by him of the theme Tropi
cal America. Siqueiros mentions in passing that the business
man's conception of Tropical America differed markedly 
from that portrayed in the mural, which was a man on a 
double crucifix with the American eagle proudly perched on 
top.• 

This second mural, which is the one dedicared to the 
Chicano Community, again brought forth a torrent of public 
criticism and resulted in the expulsion of Siqueiros from the 
country. After his expulsion arrangements were made to 

cover the mural with white wash and thus erase from memo
ry the 19 32 visit of the muralist. 

Fortunately the gentleman who white washed the paint
ing was sympathetic to the work of Siqueiros and he did it 
in such a way as to not damage the painting. Today the 
white wash has weathered and the original mural is beginning 
to surface, probably in better condition than if it had been 
exposed to the elements for all these years. 

Siqu ros views his work in Los Angeles as marking a 
departure in traditional mural painting because of technical 
innovations, but also because for the first time painting was 
visible to the common man.t 

The white washed mural, Tropical Americana of Los 
Angeles, is still the only public Siqueiros mural in the U.S.A. 
It is a shame that society has chosen to shield such a fine 
work not only from La Raza, but from the eyes of the 
world as well. 

C/S 

•"El seiior como buen Yanqui capitalista, se habia 
pasado la nocbe pensando en el tema. Como es facii com
prender para el America Tropical significaba u11 continente 
de hombres felices rodeados de palmeras y papagayos . .. " 

t"El mural exterior era sin lugar a duda el segundo paso 
de nuestro movimie11to muralist.i en Mexico: pi11tar en el 
transito de los multitudes bajo el sol, bajo la lluvia." 

Con Safos, 1971 
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MURAL MAKING -- A MUSEUM AFFAIR 

MURALS OF AZTLAN: THE STREET PAINTERS OF EAST LOS, a 

bicentennial event taking place at the Craft and Folk Art Museum 

5814 Wilshire Boulevard, Los Angeles, from April 28th through July 12th, 1981 

brings together nine of the most recognized Chicano artists of Los Angeles 

who will paint murals on portable canvases in the two museum galleries. In 

the true folk tradition of street painting, the public is invited to watch the 

artists work and talk with them about their different approaches to mural 

painting. The exhibition has been made possible by orants from the 

California Arts Council, the National Endowment for the Arts, and Tosco Corp. 

This group of Chicano artists -- Carlos Almaraz, David Botello, Gronk, 

Wayne Alaniz Healy, Judithe Hernandez, Willie Herron, Frank Romero, 

John Valadez, and George Yepes -- who share the conviction that their art 

should be directly accessible to the public, have worked in the barrios or 

neighborhoods of East Los Angeles for the past ten years, painting murals 

on the walls of stores, restaurants, alleys, freeways and housing projects, 

engaging in a vital social dialogue with their community. 

The word "Aztlan" from the Nahuatl language of the Aztecs refers to 

the mythical northern paradise of the Aztec nation and is used to symbolize 

the new Chicano cultural renaissance in Los Angeles and the greater Southwest. 

What has emerged in the last ten years is a vital new cultural force 

that is giving the Mexican-American a new cultural image and stature in 

American society. Along with this awakening cultural pride, a new Chicano 

aesthetic has developed, synthesizing the monumental style of the Mexican 

muralists, the vivid colors and dynamic lines of Mexican folk art, and the 

graphic directness of European/North American contemporary art. 

The subject matter of the Chicano murals comes directly from the 

street vernacular: '39 Chevies and the Virgin Mary, calaveras (skulls) and 

gang graffiti, broken hearts, flowers and the Plumed Serpent. In the early 

part of the decade, the murals were, in a sense, living newspapers and 
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expressed the pain and anger of the barrios, becoming a collective statement 

of individual feelings with collective ideas and symbols. 

Frank Romero, curator of this exhibition, who has been engaged in 

photo-documenting folk art in the barrios of East Los Angeles since 1971, 

explains that the mixed iconographies reflect the volatile alliance between 

cultures in East L.A. -- traditional Mexican symbols juxtaposed with 

urban-American metaphors. "The main thrust of the mural movement," he says, 

"has been to identify these 'folk themes' and give them a constructive 

interpretation, thereby fostering a positive cultural awareness in the community." 

Many of the early murals faded because of the poor quality of paint 

used and improper wall preparation. Some were painted over. Now into the 

second decade the artists are able to use durable materials as the community 

recognizes the value of their work. 

The artists, whose work schedules at the museum will vary, begin 

painting the murals at the opening of the exhibition on April 28th and will 

finish them by Tune 2nd, at which time the completed murals will be on display 

through Tuly 12th, with photographs and a slide show documenting the process. 
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JOHN VALADEZ 

"Altar" and "Portrait" 
10' X 10' and 

9' X 9' 
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EAST LOS STREETSCAPERS: David Botello, Wayne Alaniz 
Healy, George Yepes 

"Bicentennial Blues for La Reina de Los Angeles" 
lS'H X 16'W 
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FRANK ROMERO 

"Por La Familia" 12'H X 2l'W 
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JUDITHE HERNANDEZ 

"Suenos Oaxaquenos" lS'H X lS'W 
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GRONK and WILLIE HERRON Untitled, as yet l0'H X 7S'W 



Chicano Art - Looking Backward 

... Murals of Aztlan, featuring artists who 
have done murals in East Los Angeles 
within the last decade, is, to my mind, a 
thoroughly contradictory and artificial 
construct. This is not to fault the partic
ipating artists, whose _roster includes 
several of the most talented in the Los 
Angeles area, all of whom have been, or 
are, members of artistic collectives with 
venerable histories: Los Four, ASCO and 
the East Los Streetscapers. 

For this Los Angeles Bicentennial 
event, nine artists - Carlos Almaraz, 
David Botello, Gronk, Wayne Alaniz 
Healy, Judithe Hernandez, Willie 
Herron, John Valadez, George Yepes 
and Frank Romero - were organized by 
the latter to paint murals on portable can
vases in the CAFAM galleries over a 
period of one month. "In the true folk 
tradition of street painting, the public is 
invited to watch the artists work and talk 
with them about their different ap
proaches to mural painting,'' says the 
museum's press release. The event was 
structured presumably to replicate the 
process of East Los Angeles neighbor
hoods where artists painted murals ''on 
the walls of stores, restaurants, alleys, 
freeways, and housing projects" while 
''engaging in a vital social dialogue with 
their community." After completion, the 
murals and documentation of their pro
duction will be on display until July 12, 
after which they are slated to travel. As 
giant canvases, they will also be for sale, 
probably, as one muralist suggested, to a 
corporation or collector that has the 
money and space to own them. Com
pleting the validation and packaging of 
the murals as marketable art are a poster 
and a catalog. 

A number of conceptual problems 
attend this exhibit - some esthetic, 
some social. Murals on canvas, dis
associated at their inception from a 
predetermined location and audience, 
violate the root meaning of the "mural," 
which is by definition an artwork 
intended for a wall. "A successful 
mural," says Ralph Mayer, "is not 
merely superimposed embellishment: it 
must be appropriate to and partake of its 
architectural setting." It has distinct 
laws of composition and perspective. In 
addition, the social history of Chicano 
murals (and the Mexican prototypes 
from which they often drew inspiration) 

is predicated on the notion of public art 
as an alternative to privately owned and 
gallery art which is neither accessible nor 
of relevance to large segments of the 
barrio communities. For the strr.et 
mural, location is part of its content, and 
its subject matter is meaningful to the 
residents in whose environment it is 
placed. Their needs have been a crucial 
part of the ''vital social dialogue'' in 
which many muralists are engaged, and 
al I barrio muralists are aware of the ways 
in which a community can accept or 
reject a mural. 

The fashionably located Craft and Folk 
Art Museum on Wilshire Boulevard's 
Miracle Mile has placed a framework 
around East Los Angeles muralism 
which decontextualizes it and violates its 
function. It is not "folk art" in the correct 
meaning of that term (art forms pro
duced by people without formal training 
but with an established tradition of styles 
and craftsmanship) but contemporary art 
with a popular audience. The work was 
not meant to be produced in a gallery for 
sale to private collectors. Finally, the 
attitude of the public best symbolizes the 
"exotic" and alienating nature of the 
event. Gallery visitors come equipped 
with as many cameras as questions, and 
the dialog that takes place is largely 
motivated by detached curiosity. Other 
visitors watch the mural production 
while dining and chatting on the balcony 
restaurant above the gallery. It is a 
pleasant way to spend the afternoon. D 

Shifra M. Goldman 
ARTWEEK June 20, 1981 

AATWEEK August1,1981 

As an artist who is a participant in the Murals of Aztlan exhibition discussed in your 
"Overview" section (ARTWEEK, June 20, 1981), I would like to respond to some of 
Shifra Goldman's comments. 
In her opening statement she establishes a thoroughly confusing basis for her criticism 
that neither exhibition was retrospective in nature. Although she notes that neither was 
intended to bea retrospective of Chicano art, she blithely dismisses them as simply a 
focus on ''an older generation of Chicano artists. '' lsn 't that somewhat like dismissing a 
bowl of fruit for not being the orchard? Why is it wrong for Chicano artists to exhibit 
their current work and not be held responsib~e for the entire art history of our culture? 
Furthermore, I am sick and tired of people, lrke Ms. Goldman, who imµudently suggest 
that my commitment to my people is in danger of being compromised by my professional 
success' Why should changes in my work ar,J:J social-pnlitical attitudes be construed as 
compromising my commitment to my Chicanismo, while in another artist the same 
would be perceived as personal and professional growth? Are Chicano artists so shallow 
and corruptible that at their first chance at mainstream success they 'II forget who they 
are? Or, is she insinuating that without the backdrop of Chicano art our work would have 
no validity based on its own merit? 
This dilemma, as Ms. Goldman sees it, is most certainly not the ''unspoken or perhaps 
sub theme'' of the Murals of Aztlan at the Craft and Folk Art Musuem. CA FAM should 
be applauded for its effort to showcase contemporary Chicano artists! If Chicano art 
were as well accepted and recognized as Ms. Goldman thinks, why can the art 
institutions in LA (LACMA, LA/CA, Barnsdall, etc.) only point to one or two (if that 
many) Chicano shows in the last ten years? The exhibition at CA FAM was intended to 
feature artists who have been major forces in the East LA mural movement and to give 
the public a closer look at the mural process. It was never meant to recreate the street 
environment, architecture, or audience. How could it! I intensely resent Ms. Goldman's 
assertion that our work outside the barrio somehow becomes ''decontextualized'' and 
its function violated by the ''folk art'' traditi0n of CA FAM and the museum setting 
itself. What rubbish! Of course what we do is not folk art! 
This was an exhibition with the two specific J1urposes I previously stated. Given the 
purposes, the context of the museum is as appropriate for this work as the streets of East 
Los are for our street murals. Moreover, the pieces for the museum were not specifically 
produced with the intent to sell and Ms. Goldman has no right to imply that we are less 
than loyal to the Chicano cause if we begin to realize financial reward for our work. 
Those of us who have persisted in the face of great odds and pursued our careers as 
artists will grow in spite of people, like Ms. Goldman, who would enternally chain us to 
''Chicano art.'' That too is a form of segregation. 
As our Mexican predecessors before us, our work will mature and change. Chicano art 
and Chicano artists, I am sure, will always pay homage to the traditions of the 
Mexicano/Chicano culture. As time goes by, the relevance of our work to a larger 
in tern a ti on al audience wi I I become more and more apparent. 

Jud it he Elena Hernandez de Neikrug 

In response to Judithe Hernandez (whom I have known as a person and an artist for at 
least six years), the framework of the Murals of Aztlan exhibit at the Craft and Folk Art 
Museum toward which J directed my criticism was that of the museum itself, 
presumably with the knowledge and consent of the artists. I did not invent the terms 
''folk art tradition of street painting'' (which Ms. Hernandez herself correctly rejects), 
nor the notion that the interplay between artists and spectators as the murals were 
painted was intended to be a replay of the barrio street process. These were taken 
directly from CAFAM's publicity. 
Secondly, the issue of possible cooptation through professional success was originally 
raised not by me, but by a respected pioneer Chicano artist, Malaquias Montoya (see his 
·'A Critical Perspective on the State of Chicano Art,'' Metamorfosis, Spring I Summer 
1980) with whom an appreciable number of Chicano artists agree, though I only do 
partially. "Chicanos," Montoya says, "cannot claim to be oppressed by a system and 
yet want validation by it as well as by their own communities .... Instead of continuing to 
explain [to the Chicano communities] through their art the existing conditions and how 
to change them ... Chicano artists are competing among themselves for the diminutive 
funds made available. Once again they are allowing themselves to become subservient 
to the dominant culture." There is a certain appl icabi I ity in this statement to the present 
case in which CA FAM took advantage of Los Angeles' bicentennial to obtain funds from 
the National Endowment for the Arts, the California Arts Council, and the Tosco 
Corporation (which surely paid the museum's overhead and publicity), so that this 
exhibit cannot be said to have been mounted, as is suggested, as purely a matter of 
principle. Each artist was paid for her/ his participation as well as retaining possession 
of the finished works (not for sale?) - some of which have now been sold toa private 
collector. Several artists, including Ms. Hernandez herself, stated that they would not 
paint in the streets as they did in CAFAM; that the content was more personal. What 
then happens to the construct of the supposed street mural process under these 
conditions? 
A further question that arises is why, in view of the hundreds of murals available to the 
public within a few square miles of East Los Angeles, it was necessary to recapitulate 
this activity in a gallery environment, on canvas? The answer becomes obvious. Gallery 
visitors - many of whom I am sure have traveled around Europe and Mexico viewing 
murals at scattered locations - will not travel ten to fifteen miles (even with an available 
Goez Gallery map) to see murals in situ. They fear to go to the barrio. Therefore CA FAM 
brought the barrio to them, tamed, sanitized and air conditioned. (It reminds one of 
exploitive films like Gang, Boulevard Nights and Mojado Power.) Could one imagine 
Mexican muralist Siqueiros, originator (in Los Angeles' Olvera Street) of the outdoor or 
street mural, performing under such circumstances? Siqueiros was one who early on 
spoke against art for private collectors and sought to take murals into the street for the 
people, and therefore was and is honored by the Chicano art community. 
Everything in its place, however. I am certainly not the one to pigeonhole Chicano 
artists. I am in favor of having works of merit suitable to gallery exhibition and private 
acquisition exhibited in major (or minor) institutions; of artists addressing themselves 
to national and international audiences and making artistic statements about any and all 
subjects. I certainly wouldn't claim that all Chicano artists should make murals or do 
public art; not all Mexicans did, do, or should. My activities in the last ten years as a 
modern Latin American art historian, critic, teacher and curator make this evident. In 
reviewing the works of four Chicano artists (two of whom are part of the Murals show) at 
the LACE Gallery (see ARTWEEK, September 20, 1980) I documented precisely 
the type of establishment racist standards about which Ms. Hernandez so 
validly complains. However this is different from exploiting and turning into 
"exotica" an outdoor militant art form and its process, originally created for an 
embattled working class (which rarely or ever visits art galleries and museums), for the 
sake of an artist's upward mobility - or' 'personal and professional growth'' and 
''financial reward,'' as Ms. Hernandez puts it. I wish her and her fellow artists at 
CA FAM every possible merited success in the private domain, but reserve my right to 
criticize objectively the sociological and ideological, as wel I as the esthetic aspects of any 
given art situation. 

- Shifra M. Goldman 
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The Murals of Aztlan show raises valid questions. I do not 
criticize the idea of having such a show. Of course the en
vironment is distorting, and the artists are put on display 
as exotica for entertaining the middle class (liberal) 
gallery goer who is too snobbish, scared, or lazy to seek 
out the murals in situ. Of course (some) of these same 
gallery goers have visited those murals in Italy, Mexico, 
which are relatively convenient (how many go out to Cha
pingo?), but those murals are already validated by art 
historians, tourist bure etc. 

I think it is well that contemporary muralists fight for 
recognition and the opportunity for continued work, com
missions for permanent media, etc. by every available 
means without allowing their work and themselves to be 
turned into commodities, amusements, etc. Such a show 
is an opportunity to educate and win over some of the 
middle class audience, to fight for the cultural 
hegemony, or at least influence, of working class and 
minority culture. 

I believe the "Murals For the People" exhibit in 1971 
at the Chicago Museum of Contemporary Art, where 
William Walker, Eugene Eda, Mark Rogovin, Mitchell 
Caton and myself participated, was handled by the ar
tists in an exemplary manner. It differed from the Aztlan 
show in two major respects. 1) We did murals, on panels, 
planned for specific locations in the communities we 
served, with the design, etc. worked out in advance with 
the organization for which the panels were done. Mark's, 
a traveling mural, was for the Angela Davis Defense Com
mittee. Mine went to the LADO health center, and is now 
in the Centro, Ruiz Belvis. Eda's was designed for Olivet 
Church (never installed), and Walker's is at the South 
Side Community Art Center. Mitchell's I am not sure 
about. 

2) We controlled most of the information. We wrote 
the press releases, published a Manifesto, the "Artists' 
Statement," and the first list of murals. Both were give to 
all visitors and we held an evening seminar which was 
well attended. We foresaw the pitfalls of CAFAM's typ
ically well-intentioned but patronizing and exploitative 
PR blurbs. 

A final point. We demanded and obtained two thou
sand free tickets to distribute in the neighborhoods. We 
were able to do all this by negotiating from strength. We 
told the museum that we already had an audience, and 
that we could not risk losing our credibility with that 
(street) audience merely to put on a show for the paying 
customers. 

I do not think it is fair to cite Siqueiros, since he 
already had at least a few supporters at the highest level, 
and for part of his life the muralists were the most official 
art world beneficiaries of high patronage, etc. We do 
need to fight on al I fronts, and to contest the right to 
show in "regular" galleries. Personally I am furious that I 
can't show in Chicago, that Bill Walker gets no official 
commissions, etc. But one must be completely lucid and 
consequential in dealing with art world institutions. 

I guess that adds up to saying that I in part disagree 
with Malaquias Montoya's statement that "Chicanos 
cannot claim to be oppressed by a system and yet want 
validation by it as well as by their own communities." I 
think Hans Haake is right that in a limited way the 
galleries, museums, schools, universities offer a valid 
field of struggle for the influence of the middle class and, 
especially, of the intelligentsia, and even more particular
ly of other artists, art students, etc. Being locked out of 
the Art Institute School has hurt us, no doubt about it...At 

the same time, one must have an adequate con
sciousness of the temendous cooptive ability of the in
stitutions, of their partially hidden control by the 
bourgeoisie, of the very great difficulty of turning them to 
other purposes, even temporaly and marginally. Minority 
artists, political artists, community artists have no 
choice but to contest art world turf, and now even more 
so than a decade ago. They must not deceive themselves, 
however. To justify a struggle for recognition on grounds 
of "personal and professional growth" is to accept the 
premises of the established institutions. Growth is not 
possible without time and therefore support, but the art 
world is an ideological arena first and last, and 
everything about a show by "dissident" artists has 
ideological implications. That pieces were not produced 
with the specific intent to sell cannot eliminate the 
ideological consequences of them, a) being sold, b) hav
ing been produced without specific intent. 

Even on that point I must admit to mixed feelings. It 
is also encouraging that someone bought the pieces, 
isn't it? The problem is the confusion of purposes, which 
is bound to be transmitted to both younger artists and to 
the community. 

John Pitman Weber 

More on Portable Murals 

These articles, letters and comments raise a number of 
important questions for muralists, and not only for 
members of ethnic groups. They raise the entire question 
of the relationship of muralists/community muralists, to 
galleries and museums. The idea of painting a picture in 
one place and locating it in some other, unknown place, 
leads us to question the viability of "portable murals." 

Portable murals are usually painted on canvas or 
masonite panels about 4' x 8', attached on the back in 
such a way that they can be taken apart or folded up and 
put into the back of a station wagon or pickup to be taken 
to different places, set-up and displayed. On the one 
hand this makes it possible for many different people to 
see the piece, but because the artist(s) does not know ex
actly who they are or precisely the architectural nature of 
the location of the piece, and because the need for por
tability demands small works, three uniquely muralistic 
potentials are lost; scale, relation to architectural space, 
and direct relation to the viewing public. Sometimes, do
ing portable murals might be and excuse not to work "on 
the streets," a reason for making images abstract and 
genera! so that "they can relate to anyone," since no 
specific audience is in mind. But portable murals done 
with a particular theme in mind make it possible for the 
image to be appropriate on the occasions it will be used. 
An example might be nuclear dangers, or police repres
sion, or U.S. military intervention in the Americas. None 
of these themes has to be portrayed in abstract terms, 
but murals using them are not going to be put up just 
anywhere, for a completely generalized public to view. 
They will be used at rallies, demonstrations, parts of 
street fairs, lectures, etc. where attitudes of the audience 
are already known to some extent. In this way portable 
murals can relate quite well to several audiences. 

It is true that architectural relationships are sacrific
ed in small, portable pieces, but still too many portables 
are even further limited by conceiving of their panels ex
actly as an easel canvas, i.e., as if it were automatically 
framed, limited for a wall - even if it needs to be a large 
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wall. Portable panels can be "folded" in such a way that 
the piece creates its own three dimensionality, manufac
tures its own architectural space - and relates to it in its 
design. It is not possible to paint several figures of widely 
varying sizes on a single portable mural, but if the piece 
is conceived as a backdrop for speakers at rallies, or as a 
temporary "wall" divider at a fair, it is possible to utilize 
different sizes, even details blown up into whole panels if 
it is going to be a backdrop on a raised speakers' plat
form, with great effect. 

table or permanently located, but the social political 33 
understanding of the artist(s). How the painters conceive 
of the relation of their topic and its expression to a par
ticular group and place is what matters most. How the 
piece affects people - which people it affects: these are 
all-important and determinate of all else. Personal ex
pression finds its place here when it is devoted to max
imizing these goals in a truly social monumental art. 

Tim Drescher 

As with all murals, then, what matters is not the par
ticular means of expression, not whether a piece is por-

Library mural artists to use new 
technique 

A mural at the Terrazas Branch 
Library is making art history. 

When complete, it will be the first 
in the United States to be painted 
with a new resin technique and will 
be one of only two three-dimensional 
murals in the country. 

The art project is headed by Santa 
Barraza, a 29-year-old graduate art 
student at the University of Texas. 
She and four other UT art students 
will spend the next five months 
painting the mural for an outside 
wall of the branch library at ll05 E. 
First St. 

The mural, approved Dec. 18 by 
the Austin City Council, is entitled 
"Dar Luz," meaning to give light, or 
birth. 

Blue and green are the predomi
nant colors in the portable mural 
which will measure 45 feet long by 
121,~ feet tall. Flowers from an aloe 
vera plant spawn bubbled fetuses 

which float toward a prickly pear 
cactus, symbolizing a challenging 
world. Discreetly tucked in the 
upper lefthand corner of the mural 
are the praying hands of Our Lady of 
Guadabpe, the Mexican-American 
patroness of fertility, struggle and 
unity. 

"The theme centers around 
motherhood and presents the har
mony between nature and man
kind," said Barraza, of 2704-B Cata
lina .. 

The artists believe their project 
will be the first mural painted on Fi
berglas, a product previously used 
for sculpture and industri~ pur• 
poses but not for a mural, notes Bar
raza. The Fiberglas allows for three
dimensional art, more vivid colors 
and a variety of textures. 

.The title "Dar Luz" appropriately 
expresses Barraza 's personal ar
tistic ambitions. "Now that I have 
an opportunity to teach young kids 
about art, I want to pass it on," said 
Barraza. 

"Chicanos need heroes and posi
tive modern images of their culture. 
Mexicans are usually portrayed as 
bad guys in school books. If the kids 
are not getting it ( cultural history) 
in the classroom, they should get it 
through art. .This will be public art, 
and it'll be in their community," 
said Barraza. 

"The mural can be interpreted in 
many ways," said senior art student 
Sandra Rodriguez, 24, a native of 
Mexico City also working on the 
mural. She and her fellow muralists 
traveled to Mexico City in August to 
study murals, interview artists and 
research materials needed for the 
project. 



34 Also involved in the project are 
Raymond Salazar, 22; Martha Sanc
hez, 21; and Mary Jane Garza, 24. 
All are senior art students. Barraza 
will receive a Master of Fine Arts 
degree in December 1981. 

The project has cost the group 
$1,200 thus far, and Barraza esti
mates a final cost of $10,000. She re
ceived a $300 UT Research Grant 
and the Brooke Community School 
donated funds for the purchase of 
resin paint and the respirators the 
artists must wear when working on 
the mural. 

Interested persons may send tax• 
exempt donations to League of 
United Chicano Artists (LUCHA), 
P.O. Box 6173, Austin, TX, 78762 .. -
Julie Fernandez 

American Statesman, 
Austin, Texas, Jan. 9, 1981. 

'Hijos del Sol' mural honored 

HAYWARD, October 19 -- Dedication ceremonies high
lighted the completion of the Hijos de! Sol ("Children of 
the Sun") mural located at the Tennyson Center shopping 
complex on Pompano Avenue in South Hayward. 

"The mural," as one young participant described it, 
"represents yesterday, today and tomorrow as we live it 
each day." 

The mural project was directed by Enrique Romero 
under· the sponsorship of the Hijos de! Sol Youth Pro
gram/La Familia Counseling Service. It involved 28 Raza 
youth, from the initial themes to the actual painting. 

The mural itself is divided into five sections or sols 
(1,900 sq. ft.), representing the history of Raza as it has 
evolved up to the present, as well as expressing Chicano/ 
Latino hopes for the future. From a depiction of the 
Aztec city of Tenochtitlan, the mural goes on to describe 
the revolutionary period of Mexican history. It also 
shows Raza's current-day struggle with modern society 
:uid its technologic~I advances, the self-destruction of this 

supcrtechnological order leading to a "bridge" 
symbolizing the crossing over to a new era, "an era of 
splendor and beauty," in which people will work together 
to make their communities a better place to live. 

With these visions in mind, the mural dedication cere
monies were characterized by a hopeful, festive atmos
phere. Los Olmecas. a ballet folkloric group from Hay
ward, began the ceremonies followed by guest speakers, 
a presentation of certificates to youths and others who 
participated in the project, and the blessing of the mural. 

Following the music of Jose Luis Orozco, the festivi
ties moved to Weekes Park Community Center where a 
"Touch of Class" Disco D.J., Low Rider car exhibits, and 
a pin a ta for the children awaited. TEAT RO GUSTO did 
their powerful play "The Leash," which expressed both 
the anguish of barrio warfare and Raza's determination 
to work together. The evening ended with more music 
from "Touch of Class" with the floor being dominated 
by dancing and celebration. 
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Fresno Bee 

Mural trumpets refrain of unity 
to Hispanic youth 
By DIANNE SOLIS 
Bee staff writer 

Andy Pinedo has spent the past 
five months toiling in lettuce fields, a 
United Fann Workers flag by his 
side. 

Alex Alvarado has labored over. a 
shrine to the Virgin of Guadalupe. 

Mario Rodriquez has spent his 
time painting the streets of Fresno's 
Chinatown red - and green, brown, 
blue and silver. 

Through it all, the teen-agers have 
never been much more than an arm's 
distance away. Monday morning they 
celebrated the completion of their 
efforts by dedicating a brightly hued 
mural - a mosaic of scenes insoired 
by their Hispanic culture. 

"I never dreamed it would tum 
out as beautiful as it did," said Josie 
Alvarez, the owner of El Nuevo 
Triunfo. The exterior side wall of the 
Mexican restaurant and food store at 
1323-Kem St. has been the canvas for 
the mural and work site for more 
than a dozen teen-agers since April. 

The undertaking was the 
brainstorm of the Chicano Youth 
Center, a southeast Fresno club 
frequented by barrio youth often 
dubbed "hard-core" and "F-14 
types" by law enforcement 
authorities. 

The theme of the mural is unity, 
said Alvarado, 19, the project leader. 

A bold banner on the bottom reads 
"End Barrio Warfare." 

Across the top is a lively scene 
showing the street outside El Nuevo 
Triunfo bustling with cars and 
people. In the middle of the scene, 
two arms are locked in a handshake 
depicting unity of Chicanos from 
northern and southern California. 

In the middle of the mural is a 
likeness of the Virgin of Guadalupe. 

"The virgin is very symbolic of 
our people because religion brings us 
together. She's the founding mother 
of our culture," said Alvarado. 

Many of the mural's scenes 
sprouted in Alvarado's artistic 
imagination but others were taken 
from Mexican calendars featuring 
historical scenes. There are 
likenesses of Aztecs, an eagle with a 
snake in its mouth, and Adelitas 



36 (women soldiers in the Mexican 
Revolution of 191-0) with their soldier 
husbands. The eagle is from the 
Mexican flag. 

From the present, there are 
scenes of farmworkers and a UFW 
flag and demonstrators denouncing 
President Reagan and praising 
bilingual education. 

On each side of the virgin are two 
webs that could represent the future. 
One is a web of trouble symbolized 
by drugs and alcohol. Another is a 
web with various symbols of 
potential luck such as a winning hand 
of cards. 

"It takes time to play the cards," 
explained Alvarado. "If you play 'em 
right, you get someplace in life." 

The mural could help Alvarado get 
someplace. He has three requests 
from business owners who would like 
murals for their stores. 

Different people will have 
different interpretations of the 
mural, said Alfonso Hernandez, 30-
year-old director of the Chicano 
Youth Center. But Hernandez 
emphasized the message, "End 
Barrio Warfare," and said he hopes 
barrio youth would see "there's more 
to life than shooting and hurting each 
other." 

Hernandez said he also hopes the 
mural will pump new life into 
Chinatown by becoming a tourist 
attraction of sorts. It is the second 
mural for the west Fresno 

community. In 1971, artist Ernie 
Palomino left his colorful mark at 
Tulare and F streets. 

About $2,000 worth of paint was 
used on the mural and countless free 
meals were supplied by Alvarez, the 
restaurant owner, who acknowledged 
she was leery of the project and the 
artists at first. 

"People see these kids with their 
baggy pants and their headbands," 
she said. "They don't stop to think 
what's inside those clothes. When you 
get to know them, you see they're 
like anybody else." 

Fresno Bee, Aug. 11, 1981 

\ 

Detail of a mural completed in March 1981 in Santa Rosa, California by a team led by Jim Curtis. The mural is seven feet off 
the sidewalk, and contains numerous small figures which are visible to children (and others) walking next to it. The entire 
wall is some ninety feet long, and only part was painteD. Its basis theme is a clash between appropriate technology and 
forces of urban renewal. Curtis writes that "although mural art is social/cultural/political by nature," he was forced to deny 
this to have the design approved. The only reason the design was finally approved, Curtis believes, is because he had peti
tioned the neighborhood with a copy of the sketch and that expressions of power (voting power?) convinced the board. 
Assistants were Thomas M. Hall, Mike Finch, and Louis Billy. Photo: Jim Curtis. 



Telegraph Avenue's 
heroic new mural 

BERKELEY 
THE HUGE mural on the gymnasium 

wall of Willard School has just been 
completed by a collective of 10 or so Bay 
Area painters. Conceived and organized 
by muralist Osha Neumann, the project 
took a year from the time permission was 
granted by the Berkeley School Board to 
the day the scaffolding was finally 
removed last week (Aug. 20). 

The mural, painted on a 40 X 65 foot wall 
that faces Telegraph ave., stops 
pedestrians and slows traffic. Full of ideas 
and motion, this giant movie screen-sized 
painting draws _you in and leads you from 
scene to scene. What, at first glance, 
appears to be a disconnected collage ex
pressing bits and pieces of the world we 
live in, becomes a clear picture of what 
things have come to. 

The most stable images in the mural are 
three redwoods that disappear into the 
blue sky. Superimposed on them are two 
vanishing species, the condor and a 
grizzly. The eyes are draw.n to the roots of 
the trees where an Indian woman is lying 
on her back, her infant child on top of her. 

Her head is back and her flowing black 
hair blends with the shad-Ows of the roots of 
the trees. But something is wrong about 
her-her head is in an unnatural position, 
it is upside down to the viewer and her eyes 
stare blankly into the street. Is she dead'? 
Genocide? 

Suddenly the stability of the natural 
scene is lost and the viewer is thrown into 
the turmoil that the rest of the mural is 
about. From the military industrial 
complex with its finger on the button down 
to the unemployment line, you uncover 
layer after layer of meaning as you follow 
the sweeping arcs and disappearing 
spirals. Through all the scenes of 
alienation and potential disaster the mural 
offers the hope that the students pictured 
in the center will figure a way to a better 
future. 

THIS MURAL will probably be criticized 
for trying to say too much. Actually, it 
doesn't say enough. It lacks a clear image 
of class struggle. Let's hope this talented 
collective is given the resources and the 
wall on which they can say more. 

-JOHN WESTER 

PEOPLE'S WORLD 
SATURDAY, AUGUST 30, 1980 
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Below is a small fraction of an extensive 
article on Osha Neumann in the East Bay 
Express ( June 6, 1980) by Robert Hurwitt. 

"It's a political mural, of course. 
because my consciousness is political and 
it penetrates everywhere in what I do. But 
I wanted to put the politics in the broadest 
possible terms. It's all about scales: the 
levels of disjunction between varieties of 
experience. 

"The mural is divided into opposites: 
large-small: earth-sky: past-future: 
nature-civilization. Since it's for a school 
building we show students trying to study 
amidst being aware of all that is going on 
around them. The message, I think. is the 
vastness of all this knowledge and its 
potential for great good on the one hand 
and for complete destruction on the 
other." 

( When not working on the current 
mural, Osha teaches a fairly full workload 
at the Alternative School-where he is also 
engaged in a mural project with his 
students-and teaching a mural class for 
Vista College at La Pena, :no5 Shattuck 
ave., Berkeley. l 
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Mural reveals the many 
faces of Oakland 

By Eleanor Edwards 

A few weeks ago an old man, 
obviously inebriated and down on 
his luck, stumbled into the narrow, 
crooked alley that separates Lib
erty House from A Central Place in 
downtown Oakland. 

Halfway into the lane he stopped. 
Instead of the usual graffiti
marked and urine-stained space, 
he found a parade of giant-sized 
people smiling down on him from 
one wall. Two young men, dwarfed 
by the figures, were putting the 
finishing touches on a mural so 
warm and realistic one feels an in
staot camaraderie. After watching 
the artists a while, the old man in
sisted on buying them a beer. 

"Oakland's Portrait" works that 
kind of magic. The mural so domi
nates the once-stark Liberty House 
wall on 15th Street between San 
Pablo and Telegraph Avenues that 
it has transformed a dreary alley 
into a sunny, congenial oasis in the 
midst of urban grime. 

The twenty-tnree people
young and old, blue collar workers, 
retirees, blacks and whites, busi
ness people, Latinos, but all of 
them Oaklanders--gaze down 
irom the wall with happy, satisfied 
expressions. we·re glad to be here, 
they seem to be saying, inviting 
passersby to share their good 
cheer. And most of them, like the 
old bum, do. 

It's a mark of the mural's impact 
that it has been "hit" with graffiti 
only three times since work began 
last summer, the most recent 
obscene, spray-painted comment 
done months ago before the por
trait began to take final shape. 

Nearly $2,500 in nickels, dimes 
and quarters, many from children, 
has been dropped into the bucket 
the unsalaried artists hung on a 
tree, and the manager of the hot 
dog restaurant across the way has 
set the artists up for lunch almost 
every day for the past ten months. 

.. It's a welcomed sight," says 
Wallace Lau, the manager of the 

Lucky Dog outlet that shares the 
alley space with "Oakland's Por
trait." "They've improved the. 
whole area, and people go out of 
their way to come and appreciate 
the work." 

Lau is so enthusiastic about the 
mural that besides giving the artists 
free lunches he's hung a blueprint 
of the sketch for the mural and a 
smiling photograph of its designer 
in his restaurant. 

Daniel Galvez, the artist whose 
idea it was to paint the portrait, is a 
small, swarthy man with a grin that 
lights up his whole face. He's de
lighted with the kind of reception 
the mural has received. 

"We've had people come from 
all over to see it. They like it. I can 
tell by their smiles. And that's 
enough to say our art is working," 
he said recently, sitting with his 
co-workers Juan Karlos and Keith 
Sklar at a table in Lau·s restaurant. 

With the mural only days from 
completion, the three reflected on 
the ten months of work that had 
gone into the portrait. 



.• 

The impetus had come from the 
Alameda County Neighborhood 
Arts Program, which with the city 
of Oakland was seeking artists to 
create a publicly-funded down
town mural. 

"It couldn't he a political, 
economic or social statement. It 
had to he a ·safe· wall. So Daniel 
came up with the idea of doing 
people," Juan Karlos recalls. 

Out of seven or eight possihle 
sites, they chose the Liherty House 
wall because, Galvez says, •• We 
liked the feeling of closeness. You 
couldn't get away from the wall. I 
wanted the intimacy and the con
frontation of these gradiose fi
gures." 

Galvez, who has worked as a 
studio portraitist as well a!, a 
muralist, knew the kinds of people 
he wanted to include in --Oakland"s 
Portrait." So, armed with a camera, 
he went looking for them: a school 
teacher with her student. a female 
friend who is a construction 
worker, a hlind woman who works 
downtown. A man who .. just came 
jogging by one day before the 
drawing was finished" was invited 
to be in the portrait. 

•• And of course," Galvez adds 
with a grin, .. We all painted our
selves in it." 

Using slides of his subjects, Gal
vez arranged the figures to his lik
ing and made a line drawing to 
scale of the entire project. Another 
slide was made of the drawing and 
then, working at night and using a 
projector, the artists enlarged the 
figures and transferred them onto 
the wall. The sketching. which 
would have taken months using the 
old cross grid method, was done in 
six evenings. 

But by then Galvez and Karlos 
had run into a major problem. The 
CET A contract that was to have 
paid their salaries had e~pire_d. Al
though the county and city sttll had 
funds to pay for the paints and scaf
folding, the artists would have to 
work for free or give up the project. 

To Oakland's benefit, they kept 
working and were soon joined by 
Keith Sklar, who had just moved to 
the Bay Area from the east coa_st 
where he had painted murals tn 
Washington, D.C., and Connec
ticut. 

Sklar shrugs when asked how he 
could afford such a long-range 
gratuitous commitment to a c-ity he 
hardly knew. 

.. You rarely make money 
beyond living wages on a mur~I 
anyway. This kind of art form 1s 
much less respected in this country 
than in other countries, like 
Mexico," he says. 

Galvez considers the mural --my 
studio-and an artist ~pends his life 
in a studio, sometimes making 
nothing. We can·t sell this, but we 
get recognition from it." 

"It sells us," Juan interjects. 
All three are hoping --Oakland"s 

Portrait"" will lead to other. more 
lucrative contracts hut so far, says 
Galvez, .. We haven"t caught the hig 
fish yet:· 

He has had a couple of commis
sions for portraits from people who 
have seen and liked '"Oakland"s 
Portrait ... hut mostly Galvez and 
his co-workers have had to depend 
on the small change that is tossed 
into their hucket and un donations 
from a few supportive people like 
Wallact: Lau. 

The L. J. and Mary C. Skaggs 
Foundation gave the artists $1.500, 
Liberty House donated $300 and.a 
Halloween benefit sponsored hy A 
Central Place raised $900. The art
ists have also sold ahout 75 blue
prints of their working sketch at $10 
each and six framed, limited edi
tion sepia versions at $50 each. 

When all that ran out, they took 
a hrcak from the mural and painted 
huu~t:s and signs. which stretched 
the mural project to ten months in
stead of five or six. 

With few monetary rewards, the 
real benefit in the project for the 
artists has heen the interaction he
tween them, the individual knowl
edge they shared, Karlos says. A 
fabric painter who had never 
worked in the photorealism style of 
the mural, Karlos says he thinks the 
experience wi.11 help him get other. 
similar johs in the future. 

The delays may have had other 
benefits as well. People who 
watched the mural slowly evolve 
took on a proprietary interest to
ward the .. Portrait." 

Some of them suggested subjects 
to he included in the .. Portrait." 
Others just came to watch the 
work. passing their lunch breaks on 
the benches in the alley. One un
known admirer carefully erased a 
charcoal sketch of a subject the ar
tists had made, obviously thinking 
the scribbled drawing the work of a 
graffitist. 

'"The wall has been good hridg
rng the gap between the artist and 
the community," Karlos says,·· Be
cause they saw us working:· 

•• And they watched us make mis
takes:· Sklar adds. 

Galvez believes the mural has 
been favorably received because 
.. it counters mass advertising, those 
huge photorealist hillboard!>-here 
was real quality • advertising· with 
no strings attached." 

Some of the people whose por
traits make up --Oakland"s Por
trait"" have come by to watch the 
progrl'ss, ,ind all of them ilrc ex
pected to show up this Saturday for 
a public celebration marking the 
completion of the .. Portrait." 

There will be music, dancing and 
entertainment in the alley from I to 
4 pm after a formal dedication of 
the mural hy Mayor Lionel Wilson. 
If ifs anything like the Halloween 
benefit, it should be a lively affair. 

.. Out of all the murals I've 
worked on, .. Galvez says, .. This has 
far surpassed the others in terms of 
feedback. That's what's kept us go
ini:· 

The Montclarion 
June 17, 1981 

39 



40 

A Chicago Mural Group project led by Lynn Takata and John Pitman Weber with Frenchy Le Tendre, Jose Gonzalez & CETA team. At 
Logan Square Boys and Girls Club, sponsored by Youth Service Project Incorporated with funds from Dept. of Human Resources, 
Chicago, and grants to CMG by Chicago Council on Fine Arts, Illinois Arts Council and NEA Expansion Arts. Concrete from Material 
Service Corporation. 

The sculptures are to be the focus at a landscaped garden-sitting park, unfortunately fenced in and only partially accessible to the 
neighborhood. This fact led to some conflict with the Boys' Club directors over control of the project on their property as well as to 
the isolation of the process from the community. Landscaping, which remains to be done, was designed by a local landscape ar
chitect. We hope this would be our dreamed of chance to "collaborate" but no such thing occurred. At any rate it was not the col
laboration we had dreamed of. 

Technical: Foundation of 40" deep cassions, each with a bundle of re-bar, spaced at 3' to 4' intervals poured into post holes, capped 
with a 4" to 6" pad reinforced with 4" sidewalk mesh. Armature of re-bar covered with 4" mesh and 1/2" mesh. Concrete free formed 
(hand applied)- No. 2 sand approximately 2:1 ration with portland cement with albitol additive. Finish layer with color and DARAX 
added (the DARAX adds air bubbles to the concrete, called "air entrained." The air-entrained mix is said to be more resistant to 
spauling due to freeze-thaw cycles because of greater resiliance. Approximate strength of 2,000psi at 10% air content. (The air
entrainment can only be done with a mixer.) Frenchy came down from Wisconsin to be our welder. So you see, we learned a lot. 

Most of the time was spent building up the armature, a tedious task once the re-bars are shaped. Day after day of tying mesh. The 
cementing was exciting and fast. Cast concrete sculpture presents the same problem for sustaining the interest of a team-most of 
the time goes into preparation, with little result to show until near the end. 

Other projects: Caton and Jones on 71st and Jeffrey, after being run off another site by homeowners alarmed about "slum" art; 
Lynn Takata continuing work at Goldblatt School (westside.) 

Three areas divided $100,000 in community development cash for arts projects of all kinds, to individuals for work with youth, max
imum $3,000 grant. One mural funded in each area. Program expands to five areas next year with $150,000. 

October 22-23 Conference in Chicago on Art, Architecture, and Community at Circle Campus of University of Illinois will involve 
some of the muralists (Weiss, Weber, Gonzales, Bechy, others.) 



Popular Arts Workshop 
Lansing, Michigan 

The Popular Arts Workshop PAW remains stalled with 
large segments of the depressed Michigan economy. Its 
1981 "Downtown Walls" project to create a series of 
graphic walls within a one mile radius of the state capitol 
dome wound down to a back burner position when its 
"seed money" request for funding became a victim of the 
state legislature's budget cut of the Michigan Council for 
the Arts. 

The serious project to provide jobs for artists and 
training for youth was twelfth from the cut-off line in the 
Arts Council's priorities. Most established funded groups 
took an across the line but back as well. P.A.W. has never 
received any state or federal funding. 

The process of organizing the project continues with 
the monthly meeting of a Downtown Walls Task Force 
comprised of local people interested in urban environ
mental beautification. As of this writing, it looks like one 
wall could be completed this season, through a project 
dollar appeal to get it going this year. A 28' x 200' wall has 
been contracted but no financial support is available 
from the owner, Lansing Arts Council. 

P.A.W.'s initial project, Turner Minipark, 1974-6 (2 x 
80' x 120'.) a three dimensional participatory street cor
ner, began showing its six years of use, and a neigh
borhood fund-raising campaign is being mounted to cre
ate a "mural maintenance fund." 

Vandals spray bombed the P.A.W. Ethnic Festival 
Mural 1977-78 (28 x 44') in downtown Lansing's Riverfront 
Park on April Fool's Day. The 44-figure mural depicting 
ethnicity of the community was extensively defaced. 

Mason's "Murinal" 
A gala champaign dedication, August 21st, 
marked the completion of the Ingham County 
Fairgrounds "Murinal." 

Over 75 community supporters of public art 
attended the summer evening event, which 
featured entertainment by "Ready for the 
Blues," refreshments, a slide show, project 
exhibit and talks by mural team members. The 
completed artwork was received by Richard 
Cheney, President of the Fair Board, which 
had provided the resources to make the project 
possible. 

Sponsored by the Ingham County Arts Com
mission, the "Murinal" was created in a public 
art process which included the cooperative 
design and rendering by a team of local artists 
and interested community people. The "Mur
inal" began last spring when P.A.W. member 

Among the figures obliterated was Lansing area native 41 
Malcolm X. Other figures were also sprayed, scraped and 
hammered on, and physical deterioration of the bridge 
abutment upon which the mural is painted continued to 
worsen from the effects of salting the roads during the 
winter months. 

P.A.W. continued working with the North Lansing 
Community Association to develop a summer youth pro
ject in cooperation with a local youth service bureau, the 
Youth Development Corporation. It was submitted to the 
state office of Criminal Justice Programs as a block 
grant project. The local police objected in the city sign
off process, because it would take $21,000 from the total 
they could possibly get for their operations. Community 
pressure strategies are underway at this time to try to get 
over this hassle. 

P.A.W.'s efforts in Lansing, although not thematical
ly political, have always been very political. 

We are currently documenting our collective efforts 
in a slide show, Public Artworks-1975-80 with funds 
received from the Lansing Federated Cultural Appeal, a 
group of the large local arts groups organized to corner 
the local dollars and resources. The Appeal supports the 
local arts bureaucracy and doles out small grants to the 
area's community based arts groups. The slide show will 
document P.A.W.'s dozen arts projects in Lansing, Flint, 
Mason, and Onondaga, Michigan. P.A.W., P.O. Box 15052, 
Lansing Ml. 48901. 

Gary Andrews approached the County Arts 
Commission regarding bids for painting at the 
Fairgrounds. ••• 

A public art wall mural/demonstration project. sponsored by the Ingham County Ms Commission 

and supported by a grant from the Ingham County Fair Boord. 

Photo by Greg DeRuiter 



42 Creating Public Art 
As long as I can remember, I always 
wanted to be an artist. I received en
couragement from home, had a wonder
ful high school art teacher, and was 

further trained at Cooper Union in 
New York City and Cranbrook in 
Michigan. I pursued many interests -
graphics, photography, sculpture, archi
tecture, ceramics, and art education. 
All these experiences influenced my 
direction toward creating art in public 

places. Working and living in the Bos
ton area since 1972, more time is de
voted to my own work and I relate to 
school and community groups as an 
artist in residence. 

My technique employs a medium of 
concrete and mosaic; I embed a variety 
of materials in concrete using color 
and texture, sometimes carving into 
the concrete or casting with it. This 
medium offers many opportunities for 
people of all ages to make clay pieces, 
collect objects, and contribute other 
skills in a collaborative concrete collage. 
I grew up in Southern California and, 
as a teenager, discovered Watts Tower. 
This beautiful folk art dream palace 
made a lasting impression and is pro
bably the reason mosaic is my medium 
of expression. Because of a deep inter
est in folk and children's art, I have 
divided my time between my own proj
ects in this technique and directing 
projects with community groups. This 
kind of participation promotes a shared 
sense of ownership and gives groups a 
chance to contribute in a meaningful 
way to their own community. 

I first began using concrete while work
ing with children in a neighborhood 
art program at the Henry Street Settle
ment in New York City. I embedded 
children's clay pieces in such projects 
as outdoor murals, play sculpture gar
dens, and paved areas. Th is made it 
possible to bring the spirit and delight
ful joy of their imaginations into the 
reality of their otherwise drab neigh
borhoods. 

There are many different approaches 
in the organization and planning of a 
mosaic project. Variables such as size, 
age, ethnicity, special group interests, 
and the location of the mural place
ment are important considerations. 
Each new project is another exciting 

adventure; each neighborhood group, 
different and unique. The important 
challenge is to integrate the art work 
with the needs of the community 
and the architectural environment. I 
feel it is important to work with archi
tects in the planning stage to integrate 
the art work; I wish there were more 
opportunities for this to happen. 

;j ~~ ~;~-~~:": .. ,. 
Urnve,sity of Massachusetts 

NUMBER 1 SPRING 1981 

Installation of 'Betance Mural' at Villa Victoria 

In creating the Judge Baker Clinic 
Mural at Children's Hospital in Boston, 
it was imperative to involve the staff 
and the children undergoing treatment 
in changing their environment. They 
shared in making and collecting the 
objects which were put in the mural; 
the bas-relief became a visual and 
kinetic adventure. Viewers could see 
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themselves in mirrors, find recognizable 
objects such as magnets, pennies, 
marbles, words, seashells, or just enjoy 
the sight and touch of whimsy in clay 
pieces made by children. The tactile 
quality of the medium provokes the 
viewer to participate. 

The Betances mural is composed of 
several hundred clay pieces made by 
children, adults, handicapped, and 
elderly residents of the Villa Victoria 
housing development. Located in the 
Hispanic section of Boston's South 
End, the mural commemorates a patri
otic leader, the Abraham Lincoln of 
Puerto Rico, Dr. Ramon Emetrio 
Betances. The mural is ideally located 
within Betances Plaza, the physical 
and symbolic Hispanic cultural center 
of the community. Before beginning 
work on this mural, I wenc to Puerto 
Rico to gain a better understanding of 
the culture and history of this com
munity. This was an invaluable experi
ence. I worked with the residents, 
developed the overall design, unified 
the hundreds of clay pieces, and sculp
ted the portrait of Betances. 

My largest work to date is the Celebra
tion of the Undergroui;id at Park Street 
Subway Station in Boston. The mural, 
commemorating the opening of the 
first American subway in 1897, is a 
bas-relief of carved and textured color
ed concrete embedded with old trolley 
parts, tools related to subway construc
tion, seashells, rocks, bones, ceramic 
pieces, and colored glass tesserae. The 
mural was made in 128 sections, is 110 
feet (33.0 rn) long, weighs over 12 tons 

(10,908 kg), and took more than one 
year to complete. 

Working on the subway mural presen
ted a completely different challenge 
involving a tremendous amount of 
research on subways and transporta
tion, as well a~ the history of the site. I 
rode every subway line and became 
acquainted with motormen and 
mechanics. Al I these experiences went 
into this work-a mural to celebrate 
the underground and engage the 
passersby in a captivating experience 
during their wait below ground. 
Concrete strengthens with age. Projects 
utilizing this material can be made for 

interior or exterior spaces and the sun, 43 
rain, and snow enhance their beauty. 
The medium, both simple and complex, 
is virtually indestructible and exists 
well in an environment that allows 
viewers to experience its tactile nature. 

The strength and richness of what I do 
is dependent upon the participation, 
mutual trust, and understanding of 
many people. As an artist, my goals 
are to enhance the quality of my own 
expressions in the medium and to work 
with architects and planners in the de
velopment of more opportunities for 
artists like myself who wish to create 
art with and for people-improving the 
quality of life for all of us. 

Lilli Ann Killen Rosenberg 

Richard Thomas, Louis ouis Lou, 1979 Trame Community Center, New Orleans. Photo: Alan Barnett. 



44 Cityarts Summer 1980 
This past year, Cityarts sponsored murals on walls as diverse as an underground tunnel at Bellevue Hospital, a 
storefront in Oceanhill-Brownsville, and a park watchtower within view of boats touring Manhattan. We 
completed 6 murals this summer and 2 workshops, bringing our total projects for 1979-80 to 14-far more than 
ever before. Our commitment to community responsive art continues with themes related to neighborhood 
history, unity, and revitalization at the fore. 

Unidos Venceremos .SO' x 25' 

East 103rd St. het1cff11 IA•xi11gt,,11 a11d /'ark i\u•1111cs 

A co111111111iit11 JJark. pla1Jgm1111d a11d garde11 a,.,, 1ilw111l'd for 
the 1'111/Jllf lot 1chich this 11111ral 11rerl11oks. Thi' land is 111,:11cd 

hlJ the JJCople oj W3rd S/r('{'/ as a JJllhlic land trust. the Jirs/ in 
East llar/('111. i\pJJm1iriateh1- the 11111ral dcJJil'!s rcsidc11/s of /II(' 
co1111111111it11 at icork i11 their garde11. The co11111ositi1111 oj the 

11111ral had to acrn1111111ulate the irffg11/ar surface 11] the 1call 

ll'hich dicided ii into t,rn certirnl sccti1ms. the rig/1/ pmjffti11g 

1111/ Jurthcr tha11 the hf!. The left part slwics garde11 1rorkers 

i11 the jMcgro1111d 0111/ a ja111iliar cil1J.1·rn1i1· i11 till' hackgm1111d. 
The 1w1-ro1u•r right sectio11 is do111i11ated '111 a hold s1111flo1c<'r 
hot!, 1111iJ11i11g a11d c11licl'lli11g the c1J1ll/Jositio11. ll1:fere,;C1's to 
Puerta Hica11 culture ca11 be jrJ/111d thrrmglwut the 11111ral. The 
1111,ral teas co-directed b11 \'iUa11 Li11ares a11d i\la11111J \'cga. 
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s; 
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Rebuilding the Community in Unity and Struggle 
/()' X 2()' 

317 H11cka11·1J1/ 1\U'1111c. Bm11kl1J11. 1\'e1r fork 

This tmnsfon11alio11 of a s/orefm11/ luJ/lsi11g ojjiCl' i11 Oc{'(111hill

Bro11·nsl'illc 1u1s /'fl-.l/Jflll.w11n/ hi/ the local T1•11a11/ /\.1.wwialio11. 
l'mjffl Oircc/or Mariko Lockhart. irith a 1·n·1r of 

11cig/il}()r/uwd lfOlllh. /Will/('(/ a 11111ml that /rac/'s the l1is/or1J of 

this n»111111111il11:1• <Jfor/s to rclw/Ji/i/ate ifs housing. Te11a11/s al'(' 
shol/'11 in //1(' f!J(i(J's d!'llw11s/mli11g .for their rights and i11 the 

f!J/'i()\ 111ori11g i11/o 111·1rl1J n·11ornted a1wr/1111·11ts. /11 a r<'f<'fl'llff 
lo local jo/; lrni11i11g 11mgrwn1. l}(//h 1111·11 a11d u·rJ1111·11 a;.e 

dl'J!il'lnl ,rith thl'ir comtmctirJ11 /(lols. Blf uti/i::i11g r1·n•s.1nl 
,rall .11u1n· al //1(' s/1mjm111'.s- n1/m11r1'. the 111ural i11rn1p,,rc,/('s 

th<' lmildi11g:, stmclttr<' a11d takes 011 a tl1rcc-di111c11-1iu11al 
clwmc/er. 

l 



Church Avenue Mural 17' x .5.J' 
1711 Ch11rch Au'lll"'· /3mokly11 .. \·c11· fork 

Cityorts Workshop. Inc 1980 Robert Esp,er 

C/111rch Ai:c1111c is c11;,,1Ii11g" n·11aissa11n· a.1 a h11slli11g ,-,,1111111·rcia/ s/rcl'I. a11t! tl1i.1 11111ml i.1 i" 11111tl1nl. Till' C:/111rcl1 :\rc11111· ,\frrd11111/.1· /l/nck 

Associalio11 a11t! 1·0111111;111ily h•adcr.1 r1·11111•s/ctl a 11111ra/ //wt 1c111,/d doc111111·11/ till' 1111i1111(' !tis/nnj a(I{/ I1r1·w·11/ fill' 11111/ti-et/111ic clwnw/1-r r,f 
this 11eighhorhood. The Flath11sh f-lislorical Society researched archival 111a/erials fnr l'roiffl Dirfflor Joe Stephe11so11 who i11corporated 

images from them i11 the mural. The Dutch \'1111dcrrcer 1ci11dmi/l. /um of th1· 1·1·11/Im1 ice skaters i11 l'm.1•pffl !'ark. a fa1111J11s art deco 

apar/11I1•I1/ facade. a lypirnl \'ic/oria11 ho1111• and tlw F/atlmsh O11/ch /lef,,r1111•d C/111rd1 all make thl'ir aI1Iu·aIw1cI·. U1111s1wlly located a/Jove 

the c11/ra11ce lo the ··I)·· C/111rch Au•111u' S11h1ca11 s/afi,,11. Ill/' 1111iral Iw1 /)(' \/'1·11 h111111m· tlw11 /11.IHI0 1wd1•s/riam tTl'l't/ day. 

WALL PAINTINyS BY 

c:,L1_ HANK. PRUSSlNy 

7n;c-J 7603 71 tf.. Aveviue 
J / ,-- Brooklyn., N.y., 11215 

J Phone: (212)788-235'1 

'k,1/wi a. .sfnJttg affirti.fy exists 
kefu.JC£..J1. a. work.. of (lrt and its 
swroWUUJtgS, t li..l.t 1-t.Jorl<. ca.x. 
be ca.Lka a. m.urt\l. Mu.ch mart 
f1-i.M simfle. adorrtm.£>1.tJ thL 
>-J1.JVai.. aduo.lLy dr~W> , b vi.s 
u.aL stxttvne.nts fr.om. the, Vuy 
structure about Lt. for exam
ple, Htc am11ie.11:t colws ma.t
eYials, prCJP,odi.ons "';.;J dc.s;.91 
d.i..:i:ru l.i.J1.9 if a Y oom a; e )-Ji.P. yed 
w,. fft or plt}yea. aga u-tSt f hi. 
nw.raL'.5 form Md CCKte>t.t. 
A-(so iKvolved i:ve uss t7lK!J
ibic, ,.,_rese-1t.Ce.s li.k.t, fu room~ 
fw<diox, iti user's goru..s ( 
seLf-~e, ttKd fV<Y rdc.
vax..f Li.Kks fp +kc swrouxd 
Ut.tJ ~ty. 
&uk wc,rk. 14idr.u,-d. h.u-c ~ 
crea.mt fer a wtiq_«L cli.eKt 
wi.fk Fu.e. dL.sUJn. ru,.wre-
i'l-1u\t:'s . e..s h uuill "Mr' (. LS 
t1u. ~ kt ef a -awi-:S 
work.. ~eSh vis~ state.~n, Speci.al(y cru.d-ec{, 
a.re ,fhe . olel.iglit5 iJf a.. nwr
tili..sfs cli.Ot:b, . ''The. Spirit of us-f J.-h,.r/em'; coma- o.f Lex1~-fovi Ave. 4 /QLJH. st, M;11-1l,,..,f/zu1 
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'Silhouette Technique' 
Used On School Mural 

Students in the twelve grades at Burnt 
River school completed recently the 
huge mural "Evervbo<ly's Somebody" 
and dedfrution was held Friday at 12:50 
at the school. The mural, a portion of 
which is ~hown at left, depicts the 
student activities and was done by 
silhouette method under the direction 
of 1-'aylind:l Kodis from Corvallis who is 
spending nine weeks at the school as 
a;-tist-in-r,~sidence. The mural took five 
weeks to complete an<l is sponsored 
and funded by Eastern Oregon Arts 
Council and the Burnt River school. At 
right. Tami Sullivan. representing the 
student council, !\1elvin Munn, repres
enting the ~chool. and Gordon Schroe
der. school board chairman, sign a 
contract slating that the mural will be 
maintained fur [ive years ':>efore paint
ing over it. Thi' 60x9-[t. painting is 
done in many colors with life-size 
fig-ures. 

Ms. Kodi~ is teaching basic drawing 
at the Burnt River school and a numb'er 
of the students' pencil sketches. were 
I d. . 0 a so on 1sp1,1v. • 
The school. located at l'nity, is a 

very modern and attractive facility and 
the mural which is located on the 
hallway wall facing the library i!l the 
elementar} section is welcome addition 
to the decor. 

Pioneer Express, Feb. 19, 1981. Photo: 
Shelley Reilly 

Baltimore 

Beautiful Walls for Baltimore. Since August, 1975, the Ci
ty's only mural programs has worked with community 
leaders, neighborhood groups and public institutions to 
produce over seventy murals. The project has utilized the 
talents of close to fifty unemployed artists and has not 
only visibly enriched the City scape, but also brought a 
sense of pride to urban renewal areas by creating a sense 
of community togetherness and art to many. 

Mayor's Advisory Committee on Art and Culture 
Baltimore, Maryland 

Nelson Stevens, Centennial Vision, 1980, 
Tuskeegee Institute, Tuskeegee, Alabama. Photo: 
Alan Barnett. 



Community Murals has published articles from other 
sources about graffiti. The letter below, from Metallic 
Avau, publisher of Aerosol in Brussels, Belgium, 
criticizes us for going along with those who have a nar
row view of graffiti. As we mention in this issue's 
editorial, we do not necessarily agree with articles we 
publish. We think it is often more important to show 
muralists everywhere what other muralists are thinking 
than simply to print our own ideas. Still, Metallic Avau's 
letter raises some important questions, and we do wish 
to make an editorial comment about the issue of graffiti: 

Avau is right that we must avoid elitism in our at
titudes toward graffiti. This does not mean we cannot en
courage more proficient technical expression. It does 
mean that we should not cut ourselves off from others, 
especially now from graffiti makers. In fact, we urge all 
readers to join with graffiti makers and to challenge 
those who would encourage elitist, competitive division 
among us over this issue. 

The main point is this: at this time "anti-graffiti" is a 
code for right-wing, racist, anti-youth-of-color repression. 
Graffiti is being used as an excuse to hound Third World 
youth, to harrass and intimidate, and to establish and in
crease a police presence in poor neighborhoods. But 
many residents in those very neighborhoods also feel 
that graffiti is ugly, thatr it hurts their living space, that it 
turns a poor neighborhood into a slum. Often, graffiti 
defaces homes people have spent years working for. We 
might agree that graffiti could be an effective political 
tool if done with more consideration for where it was put 
and how it was designed. Police use these understan
dable neighborhood objections as an excuse, and the 
youth doing the graffiti are often not aware of such 
issues, or do not care. Perhaps it is easiest to understand 
if our homes are not the ones being marked up. 

It is a difficult problem, and its very existence is cer
tainly a symptom of deeper, underlying causes such as 
frustration at lack of opportunity, education, privilege, 
and other outlets for expression. Still, whatever else it 
may be, graffiti is a political battleground between right 
and left, conservative and progressive. The objection is 
that graffiti challenges the institution of private property 
by defacing it. Graffiti's foes never discuss the much 
greater defacement of human lives resulting from private 
property, e.g., real estate speculation which drives work
ing people out of their homes. 

Perhaps typical of the way in which authorities fail 
to come to grips with the sources of the problem is the re
cent call on several fronts to define graffiti as a serious 
crime, as if putting youths in jail will solve either their 
problems or anyone else's. In an article by Mike Mewhin
ney in the Sept. 27 San Francisco Progress newspaper, 
the author quotes Bruce Goldstein, "who chairs the San 
Francisco Chamber of Commerce's Crime Prevention 
Committee," as saying, without any support whatsover, 
that "graffiti generally starts with a small marking pen 
and then is painted on with spray paint. Next, said Golds
tein, the trashing and window breaking begins and finally 
arson." Arson is a crime often perpetrated by building 
owners who want to destroy old buildings in order to pave 
the way for new and more lucrative sources of income in 
poor neighborhoods. To suggest that its beginnings are 
in graffiti is absurd, but such viciousness is being taken 
seriously by governments. 

In the magazine Aeorosol, which I have published for four 
years, I defend street art and thus, naturally mural art, but 
also, and with desperate eagerness, graffiti. 

After the appearance in El Tecolote of the article titl
ed "Anti-Graffiti Campaign," reprinted in CMM I would 
like to share some reflections. 

Already in previous issues of Murals Newsletter I 
noticed that you repeated at length the generalized opi
nion according to which graffiti is a blemish, an act of 
vandalism, or at the limit of acceptability, an expression 
and nothing else. 

I don't see how those who struggle for community 
muralism place only mural art on a pedestal. Why this 
aversion to graffiti, which is a mode of expression in its 
own right, and often an art, in this same way as other 
mural arts? What I am suggesting does not concern only 
me, of course; fortunately I am not alone. It is true that we 
are not numerous who share this belief, but that is not im
portant. 

Graffiti is incontestably different from mural art by 
virtue of its form and the approach to the surface, but is 
this not at the basis of all mural expression? This spon
taneous form, often savagely vandalist, I admit, is it not 
also a poetry of the oppressed, a cry of the rejected? In 
fact, the only artistic language of a whole part of our con
temporaries, and not only of the youngest. 

The signs, slogans and other logos which the repre
sentatives of this culture trace on the walls with such 
spirit, are they merely the results of an exclusively bar
barous pleasure? Honestly, I don't think so. 

I have been able to appreciate "on the street" the ex
traordinary graffiti phenonenon in its American context 
as well as its European, and it seems that we are witness
ing a veritable explosion of repressed sensation. The 
vase overflows, and I think that we still measure with dif
ficulty the invigorating scope of what has been occuring 
right before our eyes for more than a decade; and what a 
privilege it is for us to witness it. 

I admit that many graffiti would be better placed 
somewhere else. I acknowledge that it is not all in good 
taste, far from it. But the other plastic arts, of easel or 
not, are they always of the best quality and highest 
taste? Consequently, permit me to insist on a fact which 
seems essential to me: it is necessary that we stop police 
repression towards graffiti and graffiti makers-as if it 
had something to do with a flagrant legal offense. Truly, 
one has the impression of being a witness of a witchhunt 
of the worst kind of McCarthyism. 

Instead of considering graffiti as an Egyptian plague, I 
wonder if it would not be more worthwhile to consider a 
radically different approach, more comprehensive and 
open, not of graffiti as a problem, but of the social 
phenomena and their artistic extensions? 

I believe that the primary job of publications which 
are interested in mural expression, which do not "run in 
the streets," must be to work for a change of mentality. 

Metallic Avau (Brussels) 
Translation: Marc Zussman 
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48 The following press release shows how proposed 
legislation works-and moves us a step closer to a police 
state. Youth putting "placas" on walls "defaces private 
property," is condemned without mention of businesses, 
architects, planners who deface entire cities. The inver
sion of priorities leads to legislation that makes it a bit 
easier to restrict First Amendment rights, and one reader 
of CMM adds that it is "ridiculous to criminalize spray 
paint and create juvenile delinquents for doing cal
ligraphy!" 

We agree. The issue is serious. Its implications very 
important for all of us. 

ALATORRE HELPS LOCAL RESIDENTS FIGHT GRAFFITI 

Assemblyman Richard Alatorre (D-Los Angeles) is joining local 
residents in the fight against ugly graffiti that defaces public 
and private property. 

Over 100 Elysian Valley residents recently joined Alatorre in 
painting over graffiti marring underpasses of the Golden State 
Freeway. They included the young and old, retired persons and youth 
group members .... from all races and backgrounds. 

With encouragement from Alatorre's office, the paint was 
supplied free by the Los Angeles City Bureau of Street Maintenance. 

Recently, the Assembly passed and sent to the Senate AB 1675, 
Alatorre's bill to reduce graffiti by subjecting adults and minors 
who carry cans of spray paint for illegal uses to new legal penalties. 
AB 1675 would make it a crime to sell such cans to children under 
18 and create a new misdemeanor punishable by a maximum $500 fine 
and six months in jail. 

TheSacramwtto8" • Wednesday.July 1, 1981 A.11 

Spray Paint Crime Bill Gains 
Associated Press 

Adults or children who carry 
around large C'.ans of spray paint to 
write on walls could be arrested 
under a bill approved Tuesday by 
the Assembly. 

The bill, Assembly Bill 1675 by 
Assemblyman Richard Alatorre, D
Los Angeles, would create new mis-
demeanors, punishable by a maxi
mum $500 fine and six months In 
Jail, relating to aerosol paint contain
ers. 

It would be a crime to sell such 
cans, over six ounces, to chlldren 
under 18. It would aL<;0 be a crim~ 
for those under 18 to buy large spray 
paint cans. 

The bill would also make It Illegal 
for anyone to p0$eSS a spray paint 
can for the purpose of defacing 
property while In any public park or 
recreation area. 

The bill was sent to the Senate by 
a 57-11 vote. 



Fran Valasco Notes on her 
Graphic Work 

Graffiti is often part of the process of muralists. Whether 
they cover it, utilize it, praise it or try to get rid of it, they 
cannot ignore it. 

In 5 years of painting murals I have spent much time 
in the proximity of graffiti and the people who insisted on 
recording their presence everywhere. As a result of this 
constant exposure, elements of graffiti began to appear 
in my personal graphic work. My current prints are com
binations of xerox, silkscreen and etching. Images of 
animals (mostly cows, birds and fish) are incorporated 
with fences, walls, and writing, especially the graffiti I 
see on the walls around me. 

In the spring of 1980 I had an exhibition of my work 
at Sonoma State University as part of the dedication to 
the Ruben Salazar Library. During the reception I had a 
conversation with a local Chicano artist who was a stu
dent at the university. 

The first question he asked me was why I used graf
fiti in my work at all. I replied that I thought it was 
beautiful, an important statement by part of the popula
tion, and it had a great deal of personal meaning to me, 
having worked as muralist for several years. 

/ 
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He then launched into a long explanation of what it 49 
meant to him to be a graffiti artist. He said he did it most-
ly between the ages of 13 to 18. It was an important ex
pression of his manhood; there were whole schools of 
style. If you liked the way your friend made a certain let-
ter, you would incorporate it into your writing. His 
younger brothers and cousins would imitate his style, im
prove on it. Then he would do the same with them, so that 
it was constantly evolving. He made an important distinc-
tion between placas (putting up your name or your street 
or gang) and just writing anything on the wall. You could 
be proud of your placas. 

When he was about 18, he said he began to realize 
that people put a lot of money and care into their property 
and felt that he ought to respec;;t it more. Then he stopped 
making graffiti. I questioned him about what he thought 
the value of art school would be for himself, a young ar
tist. He answered that self-expression was still impor
tant. He wished to keep his essential Chicano spirit but 
wanted to expand. 

I later saw his work. When he signed his paintings, 
he used a graffiti style for his name. 

.1 
• ._,,' i:--,t.-; <~..,;; <..·'.;,, 

' ! 
: ' ._ • I } • • 



50 SILKSCREENING AS A TOOL 
FOR SOCIAL CHANGE 
0J11' of the mo~,t depressing aspects of life as we knew it in 
tlw late 70'-; w:is the laL·k of stimulating and inspiring 

. . . 'J'l e~cef>t~s 'J'h T a1t1•.t\f' t·xpn·•,•.ion. ren: wcreAot course - e om 
l(,;l,i!l',1111 Il.,11d, l!arl1..1ra Kopple's "Harlan County", and 
ll11lly Near, to 11a111c a few - but they were the exception 
1.dl1n 1!1;,11 till' rule. Jh:~,pite all the inherent contradic
f 1,,11, "' tlw l10's ''co1rnll'rculture", it at least provided an 
, 1,·. 1, ,,111,:, ,ii tor the joyo11s integration of one's artistic and 
I"" :i 1, ·.d \ ., 111\'S. 

111 tll<.' /()',,, p1•1J'.ll'.\.'>ivL' art, along with much of the left 
J1<il11i, .d I l1cl11ril·, :-,cT111i11gly disappeared. Yet if 011e looks 
, !.1•.1·ly at 11w pnd11si,>11 of 111usic, murals, dancing, the.itre 
,J11d p(J( t1y nL·al('(I 011 a grassroots level, the signs of a 
1ww a1 ti:>tic .iwakl'l1ing arc there. 

Tlte rn1111cl"tion to politics is there, too; though often a 
p•ditw~, more 1kfiJ1cd as regional, local and community-
111w111,·d. Of the many media available to artists, silk
h1.-rt·e11i11g is a natural tool for social change work. Histori
rnlly, it l1ai, cxc-l'!k11t nl'dc11tials. Cou11tlc:ss puhlil· health 
1111d jol> s:,kty matnials were printed in the late '30's 
1111dcr the Work Progress Administration's Federal Art 

J>ruject, whid1 served to raise silkscree11ing from its lowly 
status as a comnwrcial art to a medium accepted as a tine 
art. In the SO's, sales of silkscreen posters helped to fi. 
11a11ve the Cuban revolution; its posters later became the 
1111tckl for thl' bt·st of socialist art. The sixties witnessed a 
p1ol11si1>1J of st111111ing wmks,' from the agitprop of !ht! 
l'a1 is ~t11dc11t Movl'llJt·11t tu Sister Mary Corita's :,;tun11iq~ 
posters for peace. It is not by accident that silkscreening 
has bct'll e111hracl'd by so many wcially conscious artists, 
for it is a highly d('1111Jnatit· art form, easily a<:cessible to 
pnlplc with little 111011cy or kd111ical skill. 

Simply put, silkscrecning is a printing process in which ink 
is squeezed through a fabric stretched on a frame. The 
image is produced by a slt'ncil which ts adhered to the 
fabric and only allows ink to pass through in predeter
mined areas. Stencils may be made by several methods, 
ranging from a blockout applied directly to the fabric to 
one.' cut on o separate sheet and then applied. Stencils may 
even he prepared photographically. The advant:,ge of a 
silkscreen over a simple cardboard cu::-out stencil is that 
the stretd1cd fabric allows the sep:irate stencil pieces to 
remain spatially fixed, so that there is r.o design wnstraint 
to make the stc-ncil pieces touch each other for support. 

Silkscreen printing is relatively chcnp because it relics 
mo~tly on labor rather than equipment. This gu;irantccs a 
low start-up cost and freedom from worrying that delicate 
or expcnsi\'c equipment might be danwgcd. Even with the 
risin~: ,·n-.1 of 111atcrials, a basic pri11ting sct11p can he 
ll\\l'll1hll'll fnr w, little as $25.00. Silkscrl'cnini~ is capable 
of printing alh10,t any size image on virtually any flat 
material. The color range is infinite, as colors may be 
cn ... ily mixed. Its primary drawback is that. as a hand pro-
1T,,.., lar~:l' number, of products take time and arc cx
hau,1 ing. 



APPLICATION 

There are many ways that silkscreening can be used to 
develop communities and empower the individuals within 
them. The most obvious is through publicity of local 
ennts. With bright colon and a large format, posten for 
any event aaln a degree of beauty a.nd visibility otherwise 
unaffordable. Prlnt1 may also be sold as a fundralsing 
device - posten, t-shirts and bumpcntickcn can be sold 
for several times the co,t of mntcriuls. If postcr1111tt-done 
well enough, people will keep thrm 1011w nftrr the ot'lulrn1I 
event has happened, thcr"hy l'o11lrib11ll11u to !ht• n:uignl
tlon of a community's own history. Finally, sllk'icrcenlng 
is a craft with unlimited potential for aesthetic and techni• 
cal development. The learning of those skills can serve H 

an invaluable boost to the self-respect and employahility 
of anyone learning them. 

The ways that groups and Individuals have used i;ilk• 
screening in their communities is endless. The simplest 
arrangement Is a studio set up in someone's garage or 
buement, U!'led for occuional publicity. The most amh
tious Involve commercial studio spa{·c, often In coll11ht1ra
tlon with a similar venture (9uch u offset printinl( Pr a 
gallery), with paid 1taff that produce both contrart~zl 
worlul and orl~irrnl11. Silhl·ttcntn,•s commercial applica
tion,,, mnkt· it \'M,il•r to ~Cnl·tatc tr,come than many other 
uh, hut ,df-,utndc.•ncy L, by no mean-. easy. Many 
~roups arc fully or partially subsidized 1hrough various 
grants. 

WHERE TO BEGIN? 

Even the biggest groups started out small. Like most 
crafts, learning it is generally easier by watching it than by 
reading about it. Most colleges or free universities offer 
111omc form of instrudion. and often local artists arc more 
than willinK to answer technical questions and allow ob
servation. Silkscreen supply houses (which arc far super
ior to art supply stores) arc also good sources of informa
tion, 

A !IUccc!lisful group Is one which Is not only artistically 
creative and tcdmkally competent. but Is clear about the 
dynamics of cfkdlvc community ·~ork as well. This in
volvc!I a sensitivity to community need,, good group pro
ccH, and openness to "demystifying" the art for commu
nity use. Classes and apprenticeship arc essential to main
taining a healthy organization. 

i MUJERES EMBARAZADAS! 
PREGNANT WOMEN! 
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TKUb6LE-
Murals Destroyed by Anti
Graffiti Sealers 

Extreme caution should be used when applying final 
sealers to a mural. Several cases have ocurred recently in 
which the mural was severely damaged. 

Daniel Galvez reports that he approached No-Mar, 
Inc., in San Mateo, about their anti-graffiti guard. A 
representative looked at the wall and informed him there 
was an ultra-violet light screen in Vand-L-Shield, their 
product, that would protect against fading. It could be 
used on oil based enamels and the sealer, Plastic Shield, 
was also formulated for use on enamels and could be us
ed before application. Touch ups were done by lightly 
sanding the surface to provide tooth and then painting as 
normal. Cost was 50 cents a square foot or $2,000 for this 
mural. 

The mural was completed by June 16, 1981, and the 
No-Mar crew started to apply the Vand-L-Guard 105 on 
the 18th. After about one quarter of the mural had been 
covered they noticed large areas of the mural running in 
orange drips. One of the figure's purple shirt had turned 
pale, faded, and was splotched with big runs of orange. In 
another figure both the skin tones and it's bright magen
ta jacket had turned orange. Evidently the product had 
penetrated the Plastic Shield sealer, gone through the 
enamel paint to the original wall surface and had made 
the paint run, especially affecting the areas with red pig
ment in them. The next day you could literally peel the 
mural off the wall. 

The only way to repair the damage was to complete
ly sand blast it off, which, of course, included the art work 
beneath, before any repairs could be made. 

In another case, Triangle Paints in Berkeley was ap
proached by Fran Valasco for their anti-graffiti coating. In 
1979, repairs were being made on a mural finished the 
year before that had been vandalized. A representative 
came out from the company to determine whether their 
product could be used over Politec acrylic paints and 
sealer. Assurances were given about compatability. After 
several coats of varnish were applied, one only needed to 
use their Graffiti Remover No. 732 solvent and the wall 
would be clean. 

The Anti-Graffiti Coating was applied with a roller. 
Like many sealers it is in an opaque state when wet, and 
later dries clear. The next day, when the crew returned, it 
was not only still an opaque white but the paint surface 
beneath was crazed and cracked in many places, giving 
the effect of an old chair left in the weather for years. 
Again a representative came from the company, could 
not explain why this had happened and advised using 
their product, Cello-Solve (a highly toxic solvent to be us
ed with gloves and protective clothing) to remove the 
coating. The Cello-Solve removed most of the opaque var
nish but the crazed paint was beyond repair. 

Our conclusion is that any anti-graffiti protective 
type finishes should be tested on a very small area to 
determine its compatibility with the paint and wall 
beneath. Directions should be followed exactly, but even 
then products cannot always be relied on, as these two 
cases confirm. 

If any readers have had experiences with anti-graffiti 
sealers, both positive and negative, please share them 
with us. We need to keep on top of technical problems, 
since durable paints and sealers are of great considera
tion in murals. 

This a close up photograph of the condition of the surface of 
Michael Schnorr's "Undocumented Worker" mural, painted in 
Chicano Park, San Diego, California. Photo: Michael Schnorr. 
Photo taken on June 22, 1981. 



The San Diego Mural Restoration Project sponsored by 
the Centro Cultural De La Raza strongly recommends 
that anyone looking for a protective sealer and/or coating 
for their murals be aware of the following; 

1. In the last Mural Newsletter Michael Schnorr, a San 
Diego mural painter, recommended Vandyl Guard as 
a satisfactory final mural sealer. 

2. There is strong evidence to suggest that after a 
period of time and weather changes that Vandyl 
Guard breaks down. 

3. Vandyl Guard is a one step water based acrylic 
sealer that can be rolled, brushed, or sprayed. It is 
distributed by Raingard Products in Los Angeles, Ca. 

4. Several large murals in San Diego County seem to be 
in decay and eventual destruction due to the use of 
Vandyl Guard. 

5. Final lab reports are still in process as to discovering 
the exact chemical reactions. 

6. Michael Schnorr is no longer using or endorsing this 
product. 

7. The breakdown of the surface begins with barely 
perceptable hair-line cracks which after several mon
ths separate from each other, curl up at the sides and 
then flake off. 

8. Most of the flakes are about the size of a single corn 
flake. 

9. While the Vandyl Guard appears to cling to the sur- 53 
face layer of paint the real damage is when the paint 
is pulled away from the primer layer (or sometimes 
the primer separates with the colored surface away 
from the sealer. In our observations it appears as if 
the sealer has cracked its own surface, cracked the 
surface of color, and then proceeded to pull the color 
away from the primer (or when two coats of primer 
were used, to pull down to the initial cement sealer.) 

10. All the murals affected were first acid etched, wash
ed, sealed with a coat of clorinated vinyl sealer, roll
ed with two coats of latex acrylic primer and then 
painted with acrylic paint, either Liquitex or Nova 
colors. 

11. On one mural where there was a previous water bas
ed sealer and Vandyl Guard was applied over it for 
further protection. The Vandyl Guard appears to have 
shrunk or pulled away from itself into small islands 
not cracking the surface color as in other murals but 
instead giving the appearance of a dried mud flat on 
the surface. No flaking has yet occured in this mural. 

12. As mentioned before these problems are not im
mediately evident. The earliest evidence of cracking 
appeared one year after this sealer was applied, and 
of course the final results are not yet known. 

13. Anyone who has encountered similar problems 
please get in touch with the San Diego Mural Resto
ration Project, Centro Cultural de la Raza, Park Blvd. 
San Diego, Ca. (714) 235-6135. 

mur•I 
unp•le11e-•1tle 

"OFTEN ':.'EE TEST OF COURAGE IS NOT TO 
DIE BUT TO LIVE." 

Alfieri -- Orestes 
Despite two attempts to cover it with 
gray-green paint, the mural on the 
Dell Avenue wall of what was formerly 
John's Market at 318 South Venice Blvd. 
remains intact. 
The. first attempt came around six a.m. 
Wectnesday, the 25th of March. Two men, 
one of them wearing a ski mask, appeared 
before the mural with a spray machine, 
& quickly covered it, leaving only the 
faded "Pepsi" advertisement showing on 
the upper right hand corner. 
Paul Roberts, a witness who lives across 
the street from the mural, ~honed neigh
bors. 6 or 7 of them showed up almost 
immediately. They determined that the 
paint used was wrter based, & were 
able to clean most of it off with scrub 
brushes & garden hoses. 
The second attempt came at 5:30 the 
following morning. According to Paul 
Roberts, this time 10 to 12 men & a 
squad car arri¥ed. Three or four of the 
men stationed themselves around the 

periphery of the market, & they & the 
police in the squad car acted as sen
tries while the others painted the 
mural.over, this time with oil based 
paint. 
It was around six when the squad car 
& half the crew pulled off. Those who 
remained apparently did so to make sure 
the paint dried enough to resist any 
attempts to remove it. Then they too 
moved of.f. 
In the next six hours, the people of 
the Venice community responded in num
bers & with outrage. Using paint thinner 
donated by canal resident~ 
volunteers saw the mural slowly reappear, 
looking a little grayer, a little older. 
Then, around noon, it was covered with 
a graffiti-proof coating, which was 
donated by the Social Public Art & Re
source Center (SPARC). 
Meantime, investigative efforts had 
been launched by members of the com
munity & reporters: who was responsible? 
and why had this particular mural been 
singled out for destruction? were the 
questions asked. 

. I 



54 Tne answer "to the first came from in-
si4e the market. Managers Young & Sak 
Lim showed a copy of a letter they had 
been given by a canal homeowner. It was 
signed by Margaret Kang of Dallas, Texas. 
She & her husband own the store. 

The letter reads, "regarding of home
owners of propertyes, if you wants 
clean up the wall of my property located 
318 s. Venice Bl. I have no objection, 
without any pay, thank you for your 
good work for that area." 

It was addressed to "Mr. Collman." 
Henry Coleman, producer of "Love 

Boat," is the president of Venice Water
ways Association, a group of homeowners 
in the area who favor developing the 
canals into deepwater docking berths 
for pleasure boats. (The theme the mural 
depicts is a canal lifestyle of the 
late '60 1 s & early '70's which was then 
being threatened with destruction by a 
group of homeowners, speculators, & 
developers known as the "Venice Canal 
Improvement Project," whose goal was 
the same.) 

When reporters attempted to phone 
Coleman, his secretary told them that 
he was "swamped with meetings." He fail
ed to return any calls. 

But on Thursday morning, when people 
of the community were cl~aning the mur
al with paint thinner, Coleman called 
the police, who showed up only to "pre
serve the peace, because it was a cival 
matter," as Sgt. Dave Nichols of the 
Venice Division explained. 

In a phone call to Texas, Margaret 
Kang explained· that Coleman, in a letter, 
said that "he wanted the area cleaned 
up. He said the people who painted it 
left already, & that it was pretty 
rotten, & had bad words on it." 

'l'ninking that "cleaning up the area 
is good," ~rs. Kang sent back her let
ter of approval. 

................ 
1
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Wilen her phone started ringing with 
complaints from angry residents, Mrs. 
Kang said, "I really am sick about it. 
What am I to do? I will follow majority, 
they should have meetings & find out 
what majority wants." 

ln the store itself, when manager Lim 
was asked what customers wan~ed, he 
answered, "Most people want it to stay.," 

When asked about Coleman, he replied, 
"Mr. Coleman, he not shop here much." 

Friday, March 27, was a quiet day for 
the mural. Taped on to it was a letter 
written by Wendell Jones addressed "to 
whom it may concern." It reads in part 
like this: • 

"Mrs. Kang ... gave permission to clean 
her wall, but never agreed to the des
truction of her mural .... 

"I represent the Social Public Art & 
Resource Center & the artists who cre
ated the mural. We do not know why the 
mural was defaced, or who was exactly 
responsible. We do know defacing priv
ate property without owners permission 
is vandalism. 

"We have an interest in protecting 
the murals painted by our artists & 
are prepared to file charges against 
any person who vandalizes them. We have 
discussed this with the police." 

Finally, in passing, when this writer 
appeared on the scene, early Thursday 
morning·, one of the men who was watch
ing the paint dry (~e was later ident
ified as Reid Monroe, former head of 
the Venice Waterways Assoc.) was asked 
by an angry protester why he didn't 
like the mural. 

"Because nobody in it is smiling," 
he answered. 

s. E. Mendelson 
Free Venice Beachhead, April 1981 
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White
washing 
Mural Art 
THE STRANGE CASE 
OF THE HOLLY 
COURT MURALS 

M URAL ARTISTS MICHAEL 
MOSCHER AND CLAIRE 

Josephson were the guests of 
honor at a party held on July 20 at 
the Holly Court Housing Project 
in San Francisco's Bernal Heights 
district. Nearly 100 people, mostly 
tenants from the housing project, 
showed up to toast the two artists 
on the completion of the murals 
that lined the central ~orridor be
tween the rows of houses at Holly 
Court. Kids brought out their ra
dios and started dancing; and 
many older tenants, including 
some who had originally been 
skeptical about the murals, came 
up to the artists to express their 
satisfaction. The festivities lasted 
all afternoon. 

Josephson and Moscher left 
feeling elated about the warm sup
port they'd been shown. After all, 
they'd spent six months working 
on the brightly colored murals that 
depicted lowriders, as well as peo
ple with large Hispanic, black and 
Caucasian faces. 

Less than four months later, the 
two artists were shocked to learn 
that the murals they had spent so 
much time and creative effort to 
paint had been whitewashed. 
What made their surprise even 
more complete was finding out 
that their murals had been painted 
over after a group of tenants had 
met and voted to have the entire 
housing project, including the new 
murals, painted white. 

"If Mike and I had ever gotten 
any sense of an anti-mural senti
ment," Josephson told me, "we 
wouldn't have been so surprised. 
But there hadn't been any. After 
six months of work, we were 
known there. We weren't outsid
ers." 

Ironically, it had originally been 
the housing project's tenants who 
had arranged both for the mural's 
funding-a $3,400 HUD grant
and the Art Commission's assist
ance in finding artists. It appears 
that, as things now stand, there are 

no regulations or 1aws to prevent 
the destruction of publicly funded 
murals in San Francisco. 

To discover the story behind the 
murals, l spoke with Neil Seip
pel, president of the Holly Court 
tenants association. A former 
worker with the CET A Arts pro
gram (which sponsored the Holly 
Court murals), Seippel stated, "I 
was the prime mover behind get
ting the murals. It seemed like a 
good idea at the time." 

One of the people Sei ppel talked 
with about getting murals at Holly 
Court was Ann Thelin, head of 
CET A Arts for the SF Art Com
mission. Thelin said, "The proce
dure was the same at Holly Court 
as at North Beach, Valencia and 
the other projects which acquired 
murals." By her account, Seippd 
and the tenants, following the ac
custoll)ed practice, prepared a 
proposal for the Community 
Development agency requesting a 
federal HUD grant to fund mu
rals. After the proposal was ac
cepted and HUD granted the 
$3,400, the Art Commission 
helped run a contest to find the 
best muralists for the jobs. 

One of the two artists picked for 
the job was Moscher who recalls 
that at meetings at Holly Court, 
both Seippel and other tenants 
were interested and encouraging. 
"They were very approving of my 
past sketches and had a lot to offer 
m terms of ideas for the murals," 
Moscher recalls. "They are proud 
of being multiracial at Holly 
Court and proud that it is har
monious there. They wanted the 
murals to reflect that, and they 
did." 

Josephson, .the other artist, was 
also pleased with the reception she 
and Moscher received. But she 
said the two of them were con
cerned about the fact that only 
about eight tenants, including 
Seippel, showed up at the tenants' 
meeting of June 28, 1979, which 
gave final approval to their de
tailed sketches for murals and 
which drafted a letter of support to 
the Art Commission. 

With the artists' sketches and 
the tenants' letter, the full Art 
Commission approved the Holly 
Court murals project. Soon there
after the artists began informal vis
its to the project to solicit even 
more tenant input. 

Josephson recalls that the artists 
made a special effort to work with 
the children at the housing proj
ect. For one thing, she created an 
entire mural around existing graf
fiti. "What better way to create 
something the kids would want to 
preserve?" 

Moscher also recalls that on his 
mural depicting low riders, the lo
cal youth, including some who 
don't live in but hang around the 
housing project, wanted to offer a 
great deal of input. "They gave me 
technical advice," he noted, "and 
some of the older ones told me to 
include some kids on bicycles. 
They said the kids would like that. 
So I did." 

Tenant input notwithstanding, 
Moscher insists that the murals be
came different only in detail, not 
in overall concept or design, from 
the original sketches approved by 
the tenants' association. When the 
tenants held the party on July 20 to 
celebrate the murals, the artists as
mmed that their project reflected a 
genuine collaboration between the 
artists and the residents of Holly 
Court. 

A few weeks later, however, the 
San Francisco Housing Authority 
informed tenant association presi
dent Seippel that Holly Court was 
slated for renovations which in
cluded painting. "First of all, 
when the Housing Authority of
fers renovations, you have to 
jump, or they pass you over for 
maybe three or four more years," 
he told me. So over three Thurs
days in late September and early 
October, Seippel called tenant 
meetings to discuss renovation 
priorities. On the list was exterior 
painting. 

"People felt we had a chance to 
make this place look like home," 
Joanne Cortez, vice-president of 
the tenants' association, explained 
to me. She says she felt that the 
murals detracted from the atmo
sphere tenants wanted to create 
here. Referring to the murals, 
:ortez said, "They make the place 

,ook awful. I don't think murals 
should be any place where people 
live. On recreation centers and the 
like, yes, but not on homes." 

Even Seippel, the "prime mover" 
behind the murals argued against 
them. "Would you like murals on 
your house?" he asked me. "Would 
Mayor Feinstein? Would the peo
ple up on Nob Hill? Wedon't want 
to look like other projects." 

When asked about the fact the 
tenants had not only approved the 
murals in principle beforehand 
but had also okayed the designs, 
Cortez said, "They looked differ
ent once they were up. It wasn't 
what we expected." 

So Seippel and Cortez proposed 
to the tenants that the entire proj
ect be painted a nice white color 
while the opportunity presented 
itself. Those present at the meet
ings, approximately 15 to 25 ten
ants, voted on each mural individ-
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56 ually, and decided to paint over· all 
but one-done by children several 
vears ago. 

Did the tenants association noti
fy the artists or the Art Commis
sion of their decision? No, and 
according to Seippel, there wasn't 
any reason to. "There was never 
any general support for the mu
rals," he claimed. "The tenants 
decided through parliamentary 
procedure to get rid of them. 
That's all." 

The tenants association then 
notified Larry Custus, head of 
maintenance at the Housing Au
thority, of their decision, and the 
painting began soon thereafter. 

I asked Custus what he thought 
of the request to whitewash the 
murals. "We left it all to the ten
ants," he said. He said the fate of 
the paintings "makes no difference 
one way or another to me. Our 

only twi<.:tion out there is to put 
the paint on the wall. The tenants 
decide which walls." I-ie said his 
only concern was that the tenants' 
association leader make an effort 
to have represencative meetings by 
posting advance notices of the 
meetings and keeping attendance 
rel:urds. 

Custus did sugge91, however, 
that he had understood that there 
was some kind of agreement be
tween the Art Commission and the 
tenants over the maintenance and 
duration of the murals, but he said 
no such agreement had ever been 
formally forwarded to him. 

Was there such an agreement? 
Apparently not, but Joan Ellison, 
director of the Art CoffiJTiission, 
called the actions of both the ten
ants and the Housing Authority 
"totally improper" and said that as 
far as she was concerned the ten-

ants "have broken the Jaw." (She 
was referring to the California Arts 
Preservation Act, which forbids 
the destruction of fine art. But the 
statute appears to have a loophole 
in it so that mural art on public 
housing is not to be covered in the 
absence of a specific contract gua
ranteeing its preservation.) 

I asked Ellison why the Art 
Commission had not raised a cry 
when the destruction of the mu
rals, which at the time was still in 
progress, was first discovered. "I 
called Carl Williams, the executive 
director of the Housing Authority, 
and asked him to stop the paint
ing," she said. "I also wrote a letter 
to Community Development [in 
the mayor's office] asking them to 
work on a proposal for a contract 
between artists and tenants over 
mural work. Neither was very re
sponsive" 

Holly Court murals: before and after the whitewashing. Photos by Alan H. Stein (right) and Mark Richards (left). 



Meanwhile, the once brightly 
colored walls of Holly Court are 
white. On a recent visit there, I 
spoke to some young tenants. 
One, expressing her displeasure 
over the whitewashing, told me 
she was going to "get a spray can 
and paint over those new white 
walls." Another, voicing a_ popular 
rumor there, said that "it was no 
big deal deal. They're just going to 
put the murals back up again." 

Graffiti is already appearing on 
the white primer coat that covers 
the murals, and I couldn't help 
wondering whether, in a year or 
so, thf' new white walls will be 
covered with graffiti. It appears 
that those who do not like white 
walls may well have the last word 
on what goes on the walls at Holly 
Court. 

Update 

-Michael Chodos 
AR.TBEAT/~ber 19li0 

The Holly Courts incident pointed up the need for San 
Francisco muralists to negotiate a contract with the city 
which protects their rights. Shortly after the Holly Courts 
destruction San Francisco muralists began to negotiate 
a contract ~ith the City Attorney's office. Taking a strong 
stand, they blocked an attempt by the ci~y attorne~ to 
claim ownership of the copyright for the city. In April of 
'81 San Francisco muralists successfully completed the 
negotiation of a contract which includes clauses on 
copyright, restoration, and destruction of murals. (Se~ e~
cerpts below.) Regarding the destruction clause, ,t. Is 
ironic that the Art Commission's sentiment was to in
clude a preservation clause that would guarantee that 
murals would not be destroyed or altered for a specified 
number of years. The city's muralists, however, ap
preciating the benefits as well as the liabilities of street 
art rejected that concept. Their reasoning was two-fold. 
An 

1

iron-clad protective clause might inhibit owners from 
allowing murals to be painted on their walls. More impor
tant such a clause constitutes a private legal agreement 
bet~een muralist and property owner, and does not 
recognize the people's rights to walls and to mural art. 
Murals are vulnerable and frequently transient. Although 
that reality is regretable at times, it is a complexity that 
San Francisco muralists respect. 

Contract Clauses 

5. Copyright: 

It is acknowledged that by making the payments req~ired 
by paragraph 2 hereof, the City will a~quire owners_h,p of 
the mural painting, however, the artist shall retain the 
statutorily perfected copyright in the mural pai_nting. Ar
tist hereby grants to the City and perpetual !,cense to 
reproduce the mural painting on a limited basis for n~n
commercial purposes. In order to protect the statutorily 
perfected copyright of the Artist, the artis't is authorized 
to include on the mural painting an appropriate copyright 
notice, reading substantially as follows: "Copyright 

19 __ world rights reserved." The City agrees to in- 57 
elude a similar notice on any reproduction of the mural 
painting. The rights acknowledged in this paragraph are 
expressly limited by the provisions of paragraphs 6 and 7 
of this Agreement. 

6. Restoration: 

It is mutually agreed and understood that should the City, 
in the sole discretion of the Art Commission, determine 
to repair or restore the mural painting created pursuant 
to this Agreement, during the lifetime of the statutorily 
perfected copyright holder said work of repair in restora
tion of the mural painting shall first be offered to the ex
tent practical, to said copyright holders. For purposes of 
effecting this section said copyright holders shall pro
vides a complete list of all artists who actually par
ticipated in the execution of the mural painting to the 
Director within thirty (30) days of the completion of the 
mural painting. 

7. Alteration or Destruction of Mural Painting: 

The parties hereby agree that the City shall have the 
right, in its sole discretion, to take any action wi_th 
respect to the wall or building upon which the mural pain
ting will be executed including, but not limited t~, _the 
destruction, removal or painting of such wall or building. 
It is acknowledged that certain actions which the City 
may take with respect to such wall may result in the 
destruction or obliteration of the mural painting. The City 
agrees, however, that it will not attempt to alter the mural 
painting unless such alteration is a necessary _conse
quence of the destruction, rem~va_l, alterat,_on or 
redecoration of the of the wall or building on which the 
mural painting will be executed. In the event of any pro
posed alteration, Artist shall be given sixty (60) days 
prior notice, but said artist shall_ have no pow~r to prev~nt 
the actions contemplated. The right of the Artist to notice 
pursuant to this section shall continue for th~ life of the 
statutorily perfected copyright, and then expire. Should 
the City sell, transfer or otherwise alienate the wall or 
building upon which the mural painting will be execu~ed, 
all rights of Artist in the mural painting and in the tan~Ible 
property on which the painting appears shall termin~te 
and expire, but Artist's rights in and to the statutorily 
perfected copyright in the mural painting shall ~ot 
thereby terminate or expire. For purposes of effecting 
this section it will be the responsibility of the staturorily 
perfected c~pyright holder to continually notify the Art 
Commission of any change of his or her current address. 



58 BYE-BYE BIDDLE 
HELLO ... who'? 

As NAPNOC notes goes to press, there's 
been no official word. But the Washington 
Post and New York Times have each leaked it, 
and when you call the White House they re
mind you that appointments aren't official 
'til they're formally announced. So it ap
pears to be official: President Reagan will 
name Francis S.M. ("Frank") Hadsall, prin
cipal policy deputy to White House Chief of 
Staff James Baker Ill, to head the National 
Endowment for the Arts (NEA). 

Hadsall, 43, has been making official 
appearances as White House representative 
at arts-related meetings. He's made intro
ductory remarks at the Washington meetings 
of the Presidential Task Force on the Arts 
& Humanities: "President and Mrs. Reagan ... 
personally care about the arts, perhaps more 
than any other first family .... " And calls 
to the White House to investigate specula
tions about the Reagan administration's arts 
policies and appointments have been referred 
to Hadsall 's office. (He's also coordinat·· 
ing the Reagan task force on immigration.) 

Hadsall, who's from Los Angeles, is a 
lawyer with degrees from Yale, Cambridge, 
and Stanford Law School. He entered the 
foreign service in 1966, after two years 
with the New York law firm , Sullivan and 
Cromwell. He acted as assistant program ad
viser at the Supreme Allied Corrrnand in Brus
sels from 1967-69 and returned to Nixon's 
State Department as a political affairs of
ficer until 1971. He was assigned as a de
tailee to the Council on Environmental 
Quality (1972-73), then served as special 
assistant to the administrator of the Envi
ronmental Protection Agency. With Ford in 
the White House, Hadsall moved to the De
partment of Commerce (1974-77), where he 
served briefly as then-Undersecretary James 
Baker's executive assistant before becomir.g 
Deputy Assistant Secretary for Energy and 
Strategic Resource Policy. He returned to 
the State Department in 1977, where he di
rected the office of Law of the Sea negoti
ations, later becoming Special U.S. Deputy 
for Nonproliferation. He resigned in 
August, 1980, to serve the Reagan-Bush cam
paign as coordinator of preparation for the 
debates. 

The extent of Hadsall 's arts involve
ment appears to be some undergraduate ac
tivities at Yale (The Post mentioned coor
dinating some college choral concerts at 
Carnegie Hall.)-- a fact that is likely to 
spur some arts world controversy. Hadsall 
is known as a "good manager," but as far as 
his positions and loyalties on arts world 
issues go, we can only speculate. Chances 
are, his inexperience in arts administra
tions will be forgiven by the arts estab
lishment, which takes hope from Hodsoll's 
White House connections. There's little 
question about his Senate confirmation 
once nominated. 

Hadsall can be expected to cleave to 
the Reagan line and support "our national 
treasures" with a 11 the Endowment funds that 
can be mustered. People who do cultural 

work in poor communities, rural areas, ~i
nority neighborhoods or whose work focuses 
on radical or controversial themes shouldn't· 
expect much from a Hadsall Endowment. 

Why Reagan would nominate Hadsall --
who's shown no previous interest in cultur
al policy -- remains a mystery. Insiders 
speculate that Hadsall is being rewarded 
for faithful campaign service with a "plum" 
position that doesn't carry much weight in 
the Reagan administration. The Departments 
of Energy and Labor have already been 
handed to a dentist and a building con
tractor on the same basis. 

Don Adams September 1981 
Arlene Goldbard 

O'Higgins Mural Endangered 

Upon receiving word of the impending destruction of a 
mural painted by Pablo O'Higgins in Hawaii a Committee 
of Concern was formed in Mexico and the United States 
with members from the lnstituto Nacional de Bellas 
Artes, Salon de la Plastica Mexicana, directors of art 
museums throughout the United States, professors, 
muralists and members of organized labor. The coor
dinating committeee drafted a letter which was sent to 
Mr. Carl Demaso, President, International Long
shoremen's & Warehousemen's Union ILWU Local 142, 
415 Atkinson Drive, Honolulu, Hawaii 96814. The union is 
planning to tear down its old headquarters which houses 
the O'Higgins mural, and put up a new building in its 
place. The letter argues that this should be done without 
touching the mural, which is delicate and irreplaceable. 

Because similar issues continue to arise throughout 
the world, we think a couple of paragraphs from the letter 
are worth quoting if full: 

The letter notes that "throughout the modern world 
there is a general problem concerning the preservation of 
artworks as the forces of progress come into conflict 
with painted expressions of genius which can't be easily 
or safely moved to another location. These situations are 
difficult because both desires-to build and to pre
serve-are positive and well-intentioned. 

"Over the years, artists working with architects, city 
planners, builders, and design committees have worked 
to save artworks which would have been lost or en
dangered by otherwise desirable building plans. Often 
the artist have pointed out that the desire to build and the 
desire to preserve aren't mutually exclusive. In actual 
fact, preserving a work of creative originality can often 
lend strength, beauty and dignity to a new building pro
ject if the artwork is incorporated into the new structure 
with taste and imagination." 

These points seem well-taken and of possible use in 
other, similar situations which will arise in the future, 
Readers of CMM are encouraged to show their concern 
for the preservation of this master's work by writing to 
Mr. Damaso themselves. 



DONATION 

We hope readers will be able to donate at least $10 and Institutions (libraries, museums, arts councils, etc.) at 
least $20-30 to help support continued publication of Community Muralists' Magazine. Checks should be made out 
to "Community Muralists' Magazine," and mailed to P.O. Box 40383, San Francisco, CA 94140. 
Name _____________________________________________ _ 

Address-----------------------------------------
Amount $ __ 

Endangered Artists 
French-based AIDA, the Association In
ternationale de Defense des Artistes, is 
trying to rescue artists and performers as 
Amnesty International does for political 
prisoners, reports Claudia Oberascher in 
Plus [No. 12], a magazine supplement of 
papers in Dusseldorf, Hamburg, and Zu
rich. Founded in 1979, AIDA has hun
dreds of members in France, Germany, 
Belgium, and The Netherlands and is 
planning chapters throughout Western 
Europe and the U.S. In France members 
include Yves Montand, Simone Signoret, 
and Claude Lelouch. 

AIDA has helped save Alba Gonzalez 
Souza, a forty-six-year-old pianist from 
Uruguay, who was beaten in prison in 
Bogoti, Colombia. Concerts in South 
America and Europe drew public atten
tion to her plight and she was freed. AIDA 
also helped release dramatist and director 
Liber Forti in Bolivia and the Argentinian 
pianist Miguel Angel Estrella from a 
Uruguayan jail. Now, reports Ms. Ober
ascher, "AIDA is sponsoring a huge mural 
in Paris as a memorial to a hundred artists 
who have disappeared in Argentina." 

World Press Review/ June 1981 

Community Sculpture Protesting U.S. Intervention in El Salvador arising from Emeryville Mudflats, 
California Freeway 1-80. 
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