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About This Guide

This Connections Guide is designeg
companion to the special Bixthibition
d the Cool: California Art, Design,
Culture at Midcétstymymary aim is to
facilitate a sense of open discov

and

ery,

encouraging Visitors to explore the

connections and intersections amon
art forms presented throughout ti
exhibition. The themes, topics, al
discussion questions in this guide
provided as a starting point for st
discovery, facilitating the process
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nd
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of

looking and making meaning of selected

works in the galleries.

This guide was prepared by Michael

Murawski, coordinator of education
public programs at the Mildred L3
Kemper Art Museum. The content of
guide is heavily indebted to the publi
catalog that accompanies this exhib
and other scholaeysgasrnoted), as
well as the interpretive texts prepare
the @nge oGty Museum of. Ar
Special thanks adg§laddlysician,
gadu@ student in the School of
Architecture at Washington Univer
and Christina Choe, education assist
the Kemper Art Museum.
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Karl BenjaBinall Planes: White, Blug%&d dtiirti linen, 36 x 48 in., The Buck Collection, Laguna Beach, California. ©Karl |

Exhibition Overview

Birth of the Cool: California Art, Design, and Culture at Midcentury takes a retrospective look at the broad c
clim ofOcoolO that informed the architecture, painting, design, photography, furniture, graphi
produced in Southern California during the 1950s. The exhibition includes more than 200 obj
interactive timeline,and a media bar with film, animation, and television programming.

As referred to in the title of th8ietthitfitioeeSpidres multiple aspects of the OcoolOattitude that p
@ntury modern art and design. From the pure and rational sensibility of modernist design to the
of West Coast jazz, the essence of cool as defined in the 1950s echoes throughout this exhibi

The resurgent interest in this aesthetic of cool evidences how many aspects of midcentury
hallmarks gfesand sophisti&itioref the Gouiks baokhis distinctive time and place in order to
understand the interrelationships among the arts and artists, acknowledging their innovatior
aesthetic and attitude that were nurtured by the culture and remain relevant today.

Organized by the Orange County Museum of Art in Los Angeles and curated by Elizabeth Armstrong.

Cover:Julius Shulman photograph of Case Study House #22
(Pierre Koenig, architect, Los Angeles, 1959-60), 1960.©J.
Paul Getty Trust. Used with permission. Julius Shulman

Phatgraphy Archive, Research Library at the Getty

Research Institute.
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To Be Cool...

This exhibition takes its title from a set of pivotal jazz tracks recorded by Miles DavisOs band in 1949 and 1950Nreleased by Capitol
Records in 1957 as the compl&ieH_&f dieuoelr instrumentation created a warm, relaxed,OcoolOsound that became

the standard for West Coast jazz. During the 1980 pheaeldisive tverdocabulary of jazz musicians into that of

hipsters and beatniks. Norman Mailer, for example, identified it as one of the fourteeh key words of the hipsterOs lexicon.

So what exactly is cool?

Coas most frequently defined not as something i
certain types of films, music, clothes, paintings, ¢
rather through peopleOs shifting attitudes to th ARNRE

artifacts. As Dick Pountain and D‘avid Robins co BIRTH UF THE LUUL
bookdol Rulkesaimy of an Atfthalé@phenomenon
that we can recognize wheri Tesderd, @iven the -
wordOs subjective nature and changing connota
really no single méaeBigh of thed®xhibition
explores multiple aspects of cool in the 1950s, &

miles davis

was frequently associated with detachment, eff;

superiority, rebelliousness, or sophistication.
o W
]
A7 =X
i F

Album cover for MileBibawis€e (Capitol Records, 1957). Courtesy Blue Note Records.

Asyou explore this exhibitionNpaintings, photography,
music, furniture, architecture, animation, and moreN
consider what adjectives might describe a visual language
of coolin 1950s California art,design,and culture. How may
some of these ¢&deappigwhawe consider to be

cool today?



Why California?

Inthe 1930s and 1940s, Los Angeles attracted artists and intellectuals from across the United States and, critically,from Europe. Mg

the impending war, brought with them tenets of international modernism and found employment and safe haven in Hollywood. Follc
Americans were still experiencing residual fears from the war, as well as new fears of the atomic bombNa more utopian vision pers

California enjoyed an explosive population growth during the 1950s, fueled by plentiful jobs in the booming entertainment and aerc
center, by midcentury Southern California had attracted a number of innovative and original cultural thinkatsaaimugtovitieddwogedai
climate, optimistic spirit, and relative prosperity of postwar California, a disparate group of painters, flmmakers, designers, and mus
American modernism. The postwar building boom allowed for a flowering of modernist architecture in the region, as well as an unj
furnishings and accessories. A uniquely California style of design was nationally showcased, including through museum exhibition
pagesAfts and Architectgazine.

For jazz, California presented a diver|
wheamusicians had tketogpabeiwo \ay
in a manner that might not have been i
ManhattaRaired with a string of loca
ompanies dedicated to presenting
musicians to the nation, West Coast ja
own separate identity, style,and sound

Overall, this overlapping group of artis
designerand musicians wed iiv or}
immigrated to Southern California es
dynamioremugitha was the foundation: =~
the egionGs rise to cultural prominent ™ =%

next half-century.
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William Claxton, photograph of Art Pepper, Los Angeles, 1956.©William Claxton; courtesy Demont Photo Managem
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William Claxton, photograph of Sunday jam session at Terry GibbOs house, North Hollywood, 1960. ©William Claxton; courtesy Demont Photo Manage!

“[California] was a gift of circumstance, a happy accident, a
comfortable place, relatively affluent and easily traversed. It was
very quiet ... and absolutely secret, culturally isolated, ill formed,
and magnificently disorganized—an imported jungle of tribal
enclaves, autonomous subcultures, ghettos, cults, scenes, and
secrets that blurred into one another at the edges.”

—Dave Hickey



Hard-Edge Painting

The 1959 exhildion Abstract Clagdiogstisos Angeles
County Museum brought together the work of four Cal
based painters who shared an interest in hard-edge abs
Organized by critic Jules Langsner,the exhibition featured
Karl Benjamin, Lorser Feitelson, Frederick Hammersley,
McLaughlin. As seen in this exhibition, the overall aestheti
these artistsO work is characterized by an emphasis on
flatness, and a purification of formNquite distinct from the
dominant New York style of Abstract Expressionism.

While these paintings may appear clean, sharp, ration
calculatedNperhaps even coldNthe process for many of
artists involved intuition,chance,and what Hammersley re
as Ojust a feeling to make a shape.O BenjaminOs
geometric paintings, for example, were made with a s
automatist technique in which he let his charcoal wander
canvas until it achieved the shapes he liked. Then he us
and compass to create the precise lines and angles of
formassigning colors to each shape on the canvas.

In a similar vein, for his OhunchO paintingsN as he refe
themNHammerstayldvbegin without a cleaitipign,
one shape on teescamd then adding other shapes, alway
response to the previous forms.We can see the completi
poess in anw suchUgs\ithin1957-58hich highiggh
this directed interplay of shapes, angles,and tolor combi

Similar to an architect, McLaughlin would begin with a pl
though aeptip-stp process of trial and error, he would pla
cut pieces of construction paper on the canvas to deter
final design. The reduced forms in such works appear Os
soun@as cultural critic Dore Ashton later commented,
certainly reflect the elemental structures of modernist arc
in bs Angé€les.

The work of Feitelson along with Helen LundebergNa fift
edge panon view in this exhibitionNalso make enigma
allusions to landscape and architectural space. Lundebe
edge paintings from this period rely on precise composit
restricted palettes to create works that exist somewhere
representation and abstraction.

Karl BnjamiBlack PillE®5 il on cagd8 x 24 in., private collection.©Karl Benjamin, courtesy of Louis Stern
West Hollyod



Frederick Hamnédpsigighl!957-58, oil on linen, 48 x 36 in., Pomona College Museum of Art,
Claremont, California, Museum purchase with funds provided by the estate of Walter and Elise Mosher.
©Frederic Hammersley, photograph by Shenck & Schneck.

Listening with Your Eyes - Similaio many jazz

musiciatige creative process hard-edge painters adopted
ombines striderlying stmes with a dynamic and

skillful set of improvisational elements.

As Elizabeth Angstes, for example, OHammersleyOs
description of laying down the colors and shapes in his
paintings could just as easily be a jazz artistOs description of
amusical jam session, in which one musician lay
note or plays a riff and another réEgpadalty inO
the jazzy compositions of Karl Benjamin, we c4
plgful@nsion been theoOs calculated geometri
structures and the expressive possibilities of sp
andatar

After spending some time in this exhibitionOs ja
return to the painting galleries and reconsider th
inligh of th@ol ja@ounds arytestof Miles Davis,
Art Pepper, or Gerry Mulligan.What are some co
elemesstruires, or even rhythms that you can fi
these aldtpaitings that might connect with thd
sounds of West Coast jazz?

John McLaughlitled952, oil and casein on Mds88ite, 3irivate collection. ©Estate of John McLaughlin;
photograph by Greg Preston, Samsill Photography.



Case Study House Program

The Case Study House program was intitgeschoh Aighiiestgezine to support low-cost, re~producible,and experimental building projects. The
of innovative architects to test ideas about the new modern home for postwar AmericaNand to bring tAoSesine s ¢ yasiniea iplecss mbspande
the primary tool to help disseminate and popularize California modernist design to the American public.

Every house in the Case Study program,while responding to a specific living condition, had to be affordable, reproducible, and innovative, w
made good design accessible to all economic classes.While the program ended in 1966 when the magazine stopped publication, a total of t\

As can be seen in the images and architectural model on display in this exhibition,some of the common characteristics of Case Study Hou

¥an open and flexible floor plan,with a kitchen at its core
¥separation of public and private zones

¥horizontal roof planes

¥glass exterior walls opening up views and access to the outdoors
¥reduction of form

¥experimental application of materials and techniques

Julius Shulman

Through his iconic photographs of the Case Stu
architectural photographer Julius Shulman i
these homes with a sense of the Onew.O While most
photographers prefer to shoot empty buildings, Shulman
included contemporary furniture designs, light fixtures,
appliances, dishware, and models wearing cont
fashiorentake the images more interesting.

Markd Ystong geometiopositionighantrast,

and ewly>@osed interior and exterior spaces, these
widely publishesgsipits alsoeskd spead an

appciton for meday modernchitecture. Through

senes such as hignalpbt of Case Study House #21
depicting a husband and wife at home, Shulman created a
total image of modern life that has an essence of elegance,
sophistiicaandaol.

-
How might the Case Study House designs and their

photography align with a cool aesthetic? - / r ity

In what ways did ShulmanOs signature images o
Study Houses shape the perception of mod
architecture in the 1950s? How might they con
dosodday?

Julius Shulman, photograph of Case Study House #21 (Pierre Koenig, architect, Los Angeles, 1958), 19
with permission. Julius Shulman Photography Archive, Research Library at the Getty Research Institut:
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Case Study House #22

One of the most reductive designs o
programNas well as one of its most ic
imagesNis Case Study House (CSH) #2
on a canyon edge overlooking Los Ange
the surrounding landscape, it was desigr
architect Pierre Koenig and completed ir
The design and floorplan of CSH #22 illt
the organization and layout of a typical
Study house.

The floorplan of the public living space
entirely open and surrounded by glass
half of which are sliding glass doorsNope
up as much of the house as possible to
views and natural ventilation. As stated |
February 1960 is#ues arid Architecture

magazine, Othe total effect is one of a
floating span oftoof.O

The ground plan (including interior sp
outdoor terraces, carport,and pool) was tt
of as a compositional whole. As in most |
housgsater became a central element of
L-shaped floorplan. In addition, the unde
spacing module of the steel columns in C
was based on the standard stock size of
feetreducing buildiostsobapplying

Julius Shulptaaigaph o&€e Study House #22 (Pierre Koenig, architect, Los Angeles, 1959-60), 1960.©J. Paul Getty Trust. UsS0&@tiabsriissIe RNiStEIgIsiZes.

PhatgaplgArchive, Research Library at the Getty Research Institute.

The Roots of Green Design - While sustainable or green designs are buzzwords in architecture today, in the 1950s and O60s early examples of sustair
According to Shulman, it was not written about because OgreenOdesign choices were made automatically.In Case Study House #22, the follow

¥wideoof overhangs to protect the interior from the sun

¥large sliding glass partitions permitting natural ventilation

¥the use of hot-water radiant pipes in the floor to warm the house
¥solar panels oadfthetthe pool

While these iconic Case Study Houses did exhibit many elements of sustainable design,in what ways have the ideas and motivations of green desig

some a@menvironmental or energy concerns that might not have been addressed in the designs of Case Study Houses?

8



A Taste of “Cool Jazz"

©ol jawas a term used to describe the music recorded by a group of C
artistsNa music that was largely defined in contrast to the rapid-fir
sometimes fragmented sounds of 1940s bebop. As Thomas Hine

dyle, Othe tunes were usually succinct and accessible, and the in

more often formal experiments than persoial explorations.O C H ET B’A K E- H '&' C R E
Jazz writer and pianist Ted Gioia states,Othe geography of jazz ha:
much seri8d&W York saxopiieorpidtlligan teamed with Oklahoma-
born trumpéket Baker to form one of the most creative jazz combos in

Angeles, and this duo legitimized and publicized West Coast jazz m ﬁ i

other musicians of the period. Their clean, smooth, lyrical approach v
define the West Codst sound.

While there certainly was no single West Coast jazz style in the 195
mayicommon ingredients to be found throughout recordings from thi
Here are just a few elements to listen for:

¥omplex compositional structures
¥clean, uncluttered melody lines L

%‘* |
1,,‘7 A

W|II|am Claxton, album Che¢Baker &\Uceld Pacmc Records, 1956)
©William Claxton; courtesy Demont Photo Management.

¥use of unique instruments (woodwinds, strings other than bass . .

¥formal structures combined with improvisational innovations | \
¥subdued solos angpanmen

&

Wiliam Clemphatgaph of Ornette Coleman, HoIIywood 1959.©William Claxton; courtesysREBWE Mar (designelunoer fonesta@st Jagith Stan Getz and Shelly Manne
PhatManagernen (\ereRemds1955).



Now Playing

HereOs a list of the jazz tracks being
exhibitionOs jazz lounge. Spend som
gallery and get to know some of thg
cool California jazz.

1.Miles Davis band
OMoon DreamsO
Birth of the (Gmmmrded 1949-50)

2.Chico Hamilton Quintet w/Eric Dol
Oln a MellotoneO
The Original Elling(@95R)ite

3. Art Pepper
OWhatOs NewO

Timeless Art PEPRZY

4.0rnette Coleman
OThe BlessingO
Somethifsp@E 958)

5.Gerry Mulligan, Joe Benjamin, & Pa
@ut of MoereO
Woof a Mi(lP62)

6.June Christy
OSomething CoolO
Something(C953)

7.Chet Baker
OeSGetdstO
The Pacific Jazz9&rs

8.Zoot Sims Quartet
OTrouble with Me Is YouO
That Old F€&b5%)

9.Shelly Manne and His Men
OA Gem from TiffanyO
Swinging SqaA8s)

Il Desmahd

played ichiee Hamilton: Contributing greatly to the Ornette Coleman: This Texas-born saxophonis
e time ingsiigblishment of a West Coast style of druhmading, compelling knack for melody in
greats Eamilton said of the drums, Olt is a very retogisitions. Describing the spontaneit

instrument; very soft, graceful in motion as v@dleseanOs changing structures during rehe

sound*@een by many as a subversion ofttieealbuBomething Risgist Walter Norris

modern jazz tradition of high-energy drumreitwled, OThis whole process forced us to be

West Coast percussionists used the drunfsrésdaus to listen and be on our toes mu

compositional tool and not just a driving beatBecause of that, the music we recorded is ve
aliveril

SOMETHING
e, ELSE !!!!

FORNETTI
¢ COLEMAN

EﬂHTEM PORARY
S7551

Gerry Mulligan: Arguably the most influentiahelly Manne: Described as b@tidgmummerO
baritone saxophonist in jazz, Mulligan was aalddha Oleader of West Coast drumming,O N
commanding composer, arranger, and bandleadegrcussionist most associated with th
and pled a pitalale in dgoping Beool jazzO  rhythmic sounds of California jazz.In a 1955 ;
sound andviibst Coast jazz community. Years Bftawnbeatgazine, he explained that he
his potal work with Chet Baker, Mulligan pairedwiitten definite OmelodicO lines for the drur
alto saxophinist Paul DesmondTweeob@ the and if these lines were left out, it would be lik
Mindlbun. the hornopping ott.C

« GERRY MULLIGAN

William Claxton - Known as the Odean of jazz photogr
Clamn began pbaphing the flourishifoyria jazz
sene in the 1950ss phgaphsNwhich are

accompanied in this exhibition by some of his icon
albunoeersNClaxton sought to capture the same ¢
inherent in the jazz of the period.

Consider the elements of cool that can be found i
images. His photography came together with jazz i
cedeamoecmmeialzd brand of cool? How might
photography and music function differently in establishing a
sense of cailowl?

10



Charles and Ray Eames’s Experimental Films

Inaddition to their major contributions in industrial design,
furniture design,art,graphic design,and architecture, Charle

and Ray Eames also won international acclaim for
independent film projects starting in the 1950s.The Eameg
approached their filmmaking in much the same way as thd
approached their design work, putting the same amount o
research, insistence on quality, and attention to detail intg
the shortest of films as into any other project.

Charles amyl Fames, stillBpsi®57.©1957 Eames Office, LLC, Courtesy Library of Congress.

Tops (1957)

Featured prominently in this exhiblimsakefiimuced for the weekly Los Angeles TV
Stars of Jaaasidered as one of Charles and Ray EamesOs Otoy films,Oor Oobject
viewerQOs attention on the significance of the objectsNhere, a variety of spinning t
toys moving to an original jazz score encourages viewers to think about the g

production that the Eameses regarded as'basic to creativity.

This simple, short, black-and-white film also shows the EamesesO ability to emplc
toys or objects to convey somewhat more complex ideasNabout the physics of
nature of tops, the world of childhood, or the spinning objects in the galaxy. Yet the
heart of this project. As director and film critic Paul Schrader stated, OThe unawa

11
terms, negajoy@d?

[or she] has never really understood even an insignificant creation like a top, neve



Kaleidoscopic Jazz Chair (1960)

Inthe late 1950s, Charles and Ray Eameg
new approach to documenting the world y
outfitted their camera with a mirrored le
produced kaleidoscopic efféaieidibstopic
Jazz Chatn,its jazz score composed by pie
Marx, captures portions of the EamesesO
toy collection, and their now famous mu
plastic stacking chairs.

-~

F

7

i
-
\

Primarily another Oobject film,Othe subject
part of the film becomes the chairs, transf
aesthetic patterns and set into motion thro
film. With their bases designed to be reconj
interchanged, the chairsO designs were uni
to the filmOs fragmented format. The distort
the mirrored lens operates to shift the w
simple documentation into a striking
experierite.

* -~ . x s
_ 2
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F ram
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J
Charles and Ray Eamealdiddsmmpic Jaz960a#$960 Eames Office, LLC, Courtesy Library of Congress.

Aspu dch these and othéilraisarn display in the exhibition, consider how the cool aesthetic was applied in the language of film or animation.

In these filwizat are some of the elements of design that the Eameses might be drawing our attention to? Are there any relationships betwee
catchy jazz soundtracks? How important are the filmsQjazz tracks to their cool aesthetic?

Charles and Ray EamesOs films are commonly categorized into two main types:OobjectOfilms or Oideaktpditrdcaldibibe cupbiol dessh a¥eaprimar
©bjedilms because of their focus ontspevifiatali@s might these projects also be considered OideasO films? 12



The Saarinen “Tulip” Chair

Architect and industrial designer Eero SaarinenOs OTulipO chair designsNpart of his Pedestal furniture series (1954-57)Nconsist of
the molded fiberglass chair shell. His original conception for this design was a chair with a single leg made from a single material,
later stat@@hrough research and collaboration with the Winner Manufacturing Company, Saarinen found a process using reinforc
during World War 11 for the hulls of Navy vessels.While this plastic material allowed him to develop molded sculptural forms tha

was not strong enough to support a chair on one leg.

Always tilting the balance of art and technology in his designs toward aesthetic concerns, Saarinen chose to

- from metal. Since the two components are the same color, the end result of the OTulipOchair still appears as

Eero Saarinen,
OTulipOside chair,
designed in 1956,
cast aluminum with
rilsan finish, molded
fiberglass, and vinyl;
manufactured by
Knoll.

The Eames Plastic Armchair

Classmates at Cranbrook beginning in 1938, Eero Saarinen and Charles Eames collaborated withNand
outless @ets throughout their careers, especially their early concepts for furniture design. Similar to Saar
EamesesO chair design grew out of an intense concern with new materials and technology.

Working together with Zenith Plastics,the Eameses reconceptualized the use of the fiberglass in creatir
chair sh&éisin contrast to Saarinen,the Eameses chose to emphasize the materials of the chairOs prod
structure. Instead of working to construct a one-piece design from a single material, they focused on the
components made from two different materialsNthe molded plastic shell and the metal legs. Charles anc
also the fiosteal the marble-like effect of the fiberglass that was used to reinforce the polyester.

The Eames plastic stacking chairNfeatukealerdthetofiin Jakza€hiadir most popular and most widely pro
design, extensively used in public spaces such as restaurants, schools, and office buildings. This chair b
that it was taken for granted by many who used it. Thus, as design historian Pat Kirkham states, Othis
desigrouscious circles and somewhat invisible in e ordinary world.O

Charles and Ray Eames, LAR armchair, c. 1950, Boyd Collection.
Photograph by Mario De Lopez.

13

Is It Comfortable? - Prior to the 1950s, comfort in furniture design was considered a function of mass. The plusher the piece looked, the more
Saarinen and the Eameses integrated form, structure, and function in furniture design, other considerations such as the shapes and r
onsidaiondrethink the concept of a chair and ideas of comfort.

In the jazz lounge section of this exhibition, the Museum has made several of SaarinenOs OTulipO chairs available for public use. Have
aomfaable?

Which of the design elements of this chair do you think were intended to respond to the proportions of the human body, and which may h:
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Lorser FeitdlEohptomic Orgasii@&®onil on canvas, 60 x 60 in.,Nora Eccles Harrison Museum of
Utah State University, Logan, Utah, Marie Eccles Caine Foundation Gift. ©Feitelson Arts Found

2002),201.

J

range
nt direc
rts, anc
eum of

on,and
vided b
Muzz
rovided

Corporate sponsorship is provided by

eas:The Films of Charles

ntietf@)t@ C C I

DESIGN
WITHIN
REACH

ssouri

Kemper
Moder
r Art Mt

Eameb* A L g
1mes/f'u rnl'ture

14



Birth of the Cool Some Like It Cool Film Festival

. This mini-festival represents a selection drawingBirspicditiba dZaol the
Events & Public Programs Al films will be presented at 7 pm at the Tivoli Theatre (6350 Delmar)

September 19,7-9 pm Tuesday, December 9 @ 7 pm
Exhibition Opening Rebel Without a Cause (1955)

Kemper Art Museum Starring James Dean and Natalie Wood
Featuring a live jazz band performing Miles DaBisB¢neir@balbum
amartini bar,and a hep 50s vibe. Wednesday, December 10 @ 7 pm

Anatomy of a Murder (1959)

September 20, 1 pm Starring James Stewart, with jazz score by Duke Ellington

Lecture: Elizabeth Armstrong Thursday, December 11 (> 7 =~

Steinberg Hall Auditorium North by Northwest (1959)

ArmstrongOs talk will provide insight about the motivations, processeDaedtschbjasdirgd Hitchc

that went into curating and ordginihiodg ttnedbdbition. starring Cary Grant B

September 25, 5-7 pm
Teacher Open House
Kemper Art Museum

DonOt miss this chance to learn about the MuseumOs school programs, meet educators,
gather resources, collect new ideas,and meet other teachers from across the St.Louis area.

October 5,1-4 pm
Architecture Bus Tour

Birth of the Cool Jazz Series

- : - ~Join us on select Saturday afternoons throughout the fall from 4 to 6 p
Eric Mumford, associate professor of architebtodeandrahitentofe in from a diverse variety of notable St.Louis jazz musicians, plus compli

Stlouigvill lead a bus téaring a elise samplingyodXxamples of modern
achitecture in the area. Tour fee: $25;$15 members and students withSepittlEb&p2¢e BAG Trio
is limited, RSVP required.

Qtober 25 William Lenihan Quartet

November _20' 6pm L November 22  Teddy Presherg & the Red Note Revivalists
Curator’s Dialogue: New York Hot & California Cool
Kemper Art Museum December 27  Randy Holmes Trio

Curators Sabine Eckmann (Kemper Art Museum) and Charlotte Eyerman (Saint Louis
At Museum) will explore the visual art and culture of New York and Caiifornia at

midcentury. EDUCATION RESOURCES ONLINE
Visit the MusssuEducation wedippagnkuseum.wustl.eddiealimd
November 22, 6 pm Access a downloadable PDF file of this Connections Guide, as well as li
Film: Visual Acoustics websites and more information abouBinth ethhitiGool
Steinberg Hall Auditorium SCHEDULE A FREE TOUR
Newdocumentary explores the monumental career of architecturatg¥tpfegia®aciour for your group, organization, class, or even friends anc

Julius Shulman. Visit cinergfsthickeisrand details. contact Michael Murawski, coordinator of education and public program
d = murawski@wustl.edu or 314.935.7918.

General Information
The Mildred Lane Kemper Art Museum is always free and open to the |

HOURS:

Mon,Wed, & Thu:11-6

Fri:11-8

Sat & Sun:11-6

Closed Tue and University holidays

&4 Washington University in St Louis
. _e— Fa

- - = " o W e = TS I 1
Julius ShulPaaigaph of€e Study House #8 (ClagHamgRaciic Palisades, 54M FOX SCHOOL OF DESIGN & VISUAL 'amjﬁ'
Qilifornia945-43R5®JRaul Getty Trust. Used with permission. Julius Shulman Emakemperartmuseum@wustl.edu | Website:kemperartmu:

PhatgaplyAchig Research Library at the Getty Research Institute. Visit our website to sign up for the Mildred Lane Kemper Art Museum eNews.



