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THE PHILOSOPHICAL
SOCIETY OF TEXAS

hree hundred eight members, spouses, and guests gathered at the

Doubletree Post Oak Hotel in Houston, December §-7, 1997, for

the Society’s 16oth anniversary meeting. President Jack S. Blanton
had organized a most informative meeting on “The Arts in a Democratic
Society—Past, Present and Future.” The Friday evening reception and
dinner was held at the Moores School of Music at the University of
Houston. The members were treated to fine performances provided by
artists from the Houston Opera Studio. President Blanton introduced the
new members of the Society and presented them with their certificates of
membership. The new members are: George Carlton Wright, Lynda Obst,
Peter Cort Marzio, Laura Furman, Everett L. Fly, Ralph D. Feigin, Victor
Lloyd Emanuel, Chester R. Burns, John Paul Batiste, Susan J. Barnes,
Teresa A. Sullivan, and Melvyn N. Klein.

Dr. Peter C. Marzio, director of the Museum of Fine Arts, Houston,
served as moderator for the program on Saturday. We paused for lunch at
the Doubletree. Members had the opportunity to tour the Menil Museum,
the Cy Twombley Building, the Byzantine Chapel, and the Rothko Chapel
after the session ended. That evening we enjoyed a reception and dinner
at the Houston Museum of Fine Arts. Members and their guests viewed
the Museum’s exhibits and were enjoyed a performance by the Houston
High School for the Performing Arts.

At the annual business meeting, Vice President William P. Wright read
the names of the six members of the Society who had died during the pre-
vious year: William H. Crook, John E. Hines, L. . McCullum, Watt
Matthews, Dennis O’Connor, Robert S. Sparkman. Secretary Tyler
announced that our membership stood at 199 active members, 7§ associ-
ate members, and 32 emeritus members.

The following officers were elected for the coming year: William P.
Wright, president; Patricia Hayes, first vice president; A. Baker Duncan,
second vice president; J. Chrys Dougherty IIl, treasurer; and Ron Tyler,
secretary.

Sunday’s agenda included a presentation by Peter Marzio and a panel
discussion featuring Dr. Marzio, Neil Harris, and Audrey Lawson of
Houston’s Ensemble Theatre. President Blanton declared the annual
meeting adjourned, to be reconvened on December 4, 1998, in Abilene.



WELCOME AND
INTRODUCTION

Jack S. BLANTON

ur country has seen a debate in recent years over the propriety

of whether the arts could and should prosper in a modern and

open democratic society, and just what role, if any, the public
sector should play.

Those who will articulate this subject are Mr. Robert Hughes,
Congresswoman Louise Slaughter, Dr. Peter Marzio, and Dr. Neil Harris.

Robert Hughes—Born in Australia in 1938, resident in the United
States since 1970. Robert Hughes reaches a readership of 20 million peo-
ple a week through his reviews in Time Magazine. He is the most widely-
read art critic writing in the English language, a best-selling historian, and
one of the most popular art lecturers in America.*

Congresswoman Louise Slaughter—Serves in the United States House
of Representatives from the 28th Congressional District of New York
State. She has been described in the Washington Post as “one of the most
powerful women in Congress.” She has been a strong defender of federal
initiatives and supporting the arts.

Dr. Peter Marzio—President and Director of Houston’s Museum of
Fine Arts, and one of our country’s most respected, knowledgeable and
capable spokesman involving the arts. He is former Director of Corcoran
Gallery of Art in Washington, D.C. and will be our moderator as well as
the final speaker.

Dr. Neil Harris—Born in 1938 and received undergraduate degrees
from Columbia College and Cambridge and gained his Ph.D. from
Harvard. His interests center on the evolution of American culture, both
high and popular, and has written on the history of American art and its
various facets. He has lectured widely and has held lectureships at a series
of universities and museums in this country and Europe. He currently
serves on the Architecture and Education Committees at the Art Institute
of Chicago.

Houston is most especially blessed to have dynamic and outstanding
art institutions and ongoing programs. Our first evening at dinner will be
at the recently opened Moores School of Music at the University of
Houston with its magnificent Frank Stella murals. On Saturday evening
we will be at the Museum of Fine Arts in Houston and you will be hear-
ing more about the building now underway designed by Rafael Maneo
but which will open in 2000.

*Mr. Hughes’s speech was not available for publication.
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ART AND
THE PUBLIC PURSE:

The American Historical Experience

NEIL HARRIS*®

WHEN PETER MARZIO APPROACHED ME about speaking today he
described the broad theme of this meeting and asked me to offer some his-
torical perspective on the problem of the arts in a democracy. There were
many options. But since the evolution of democracy in the West has been
linked to political representation and control of the purse, I decided to
concentrate upon a single question: how has the status of the arts in
America affected their levels of public funding. And to confine my atten-
tion to graphic, sculptural, and building art, which I know better than the
others.

Federal support for the arts has emerged as one of the more polemical
issues of our day. For a variety of reasons, some of which I will touch on,
the role or the non-role of the federal government is a flash point of con-
troversy. Proponents of federal funding argue that this country stands
alone among major nation states in its meager, almost invisible levels of
direct support to the visual, literary, dramatic, and musical arts; such civic
indifference is said to demean not only the arts but American society
itself, and to reflect narrow prejudices. Opponents of public funding
respond that a flourishing system of private philanthropy and wealthy
foundations, sustained by favorable tax treatment, has nurtured those art
forms and institutions requiring special assistance. Other artists and arts
organizations have been supported or rejected by market conditions,
which is, they continue, as it should be in a democratic, capitalist society.
The national government, perhaps by implication all levels of govern-
ment, has no business spending tax monies on matters of taste and prefer-
ence, any more than expending monies on specific religious causes.
Decisions about art are best left to individuals, acting on their own best
judgment and backing up such convictions by their own resources. In this
view not only is private support constitutionally appropriate, it is also
better for the arts themselves, which are not artificially supported within
a specially constructed hothouse, made to perform without any real
demand.

* Neil Harris is Preston and Sterling Morton Professor in the Department of
History at the University of Chicago.
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At times, particularly in the recent storms involving the National
Endowment for the Arts, this debate has taken on the character of an ever
changing sideshow, dominated by powerful rhetoric and laced by intense
rancor. The emotion of the participants has little to do with the levels of
direct federal support which, as everyone knows, are relatively trivial. It
has everything to do with the symbolic meaning affixed to these subsidies.
For artists, art lovers, constitutional critics, and politicians alike, the
stakes are much higher than the monetary levels. Why are so many
Americans invested emotionally in a debate about appropriations smaller
than the cost of a single military aircraft? With all its special contempo-
rary bitterness the current debate over public funding for the arts reveals
a special set of tensions within our national value system that has been
around, in one form or another, since the founding of the republic. And
probably before. A division that has deep connections with the origins of
our republicanism. Addressing the status of art within our republic means
addressing issues of freedom, authority, and community. I would like to
survey the evolution of this debate and assign to it several large phases
which link it to the changing character of American life. Having done so,
I will conclude with some brief suggestions for further discussion. I might
add that for purposes of this meeting I will be speaking with a breadth
that may occasionally seem unwarranted. And which I usually try to
avoid. Qualifications, exceptions, and corrections are acknowledged,
anticipated, and even invited.

The first broad era for the visual arts as American concerns could be
said to extend from the period of our Revolution up through the Civil
War. During these eighty years or so there were many shifts in opinion
and values, of course, as the geography, demography, economy, and poli-
tics of society shifted. But for the arts, there were certain constants. The
first of these, not universal but widespread, was an attitude of suspicion,
not merely toward public support for art but for any kind of support, par-
ticularly for the visual and applied arts. The reasons are easily described.
The United States, during the early republican era, was poor, thinly popu-
lated, under invested, and militarily weak. Any number of patriots argued
that different needs must come first. The point was expressed most suc-
cinctly and most eloquently by John Adams, in a much quoted set of com-
ments to his wife. “I must study politics and war that my sons may have
liberty to study mathematics and philosophy. My sons ought to study
mathematics and philosophy . . . navigation and commerce . . . in order to
give their children a right to study painting, poetry, music, architecture,
statuary . . . and porcelain.”

This, a utilitarian argument, was supplemented by a second powerful
strain of thought, partly religious and partly political in origin.
Protestants and republicans alike both resented the associations great art
had with tyranny. Religious and historical painters and sculptors had glo-
rified cruelty and despotism, adorning churches and palaces with propa-
ganda. “I have no doubt that the pencil of Peter Paul Rubens has con-
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tributed to strengthen the doctrine of papal supremacy, and to lead the
minds of hundreds and thousands, more deeply into the shade of bigotry
and superstition,” was the comment of one American visitor to Europe in
the early nineteenth century. “Architecture, sculpture, painting and poet-
ry have conspir’d against the rights of mankind,” John Adams told
painter Jonathan Trumbull. “Every one of the fine arts from the earliest
times has been enlisted in the service of superstition and despotism,” he
wrote Jefferson. “The whole world at this day gazes with astonishment at
the grossest fictions because they have been immortalized by the most
exquisite artists.” Artists, Adams claimed, were mercenaries available to
any paying cause.

Third, and perhaps most important, some Americans feared that a
taste for art was a taste for luxury, for goods that would cost so much that
people would prostitute or corrupt themselves in their interest. Art con-
sumption represented here a kind of materialism; since republican society
depended on the presence of virtue, anything which encouraged the con-
spicuous expenditure of large sums of money was dangerous to the com-
monwealth. A taste for beautiful houses, fine furniture, silver, and fine
clothing and jewelry existed on a continuum with a taste for art.
European courts had pursued such splendor at their cost. Americans liked
to visit Versailles, recount its glories, and note the relationship between
such displays and the French Revolution. Nothing like this was wanted in
America.

I present, of course only one side. And, if you will, a losing side.
Artists and art lovers, and there were any number of them even in the
decades before the Civil War, had their own arguments to mount, and did
so, with increasing vigor. To charges that the country was too poor to
afford art, they responded by pointing to the presence of existing wealth,
to large and growing institutions, to the need to disassociate republican-
ism from barbarism and poverty, the connections many Europeans made.
Answering those who denounced artists as mercenaries, they proposed
the benefits offered by both modern religion and democratic society; both
would encourage artists to deliver messages that attacked rather than sup-
ported bigotry and tyranny. And responding, above all, to those who
charged the arts with being agents of corruption, such apologists insisted
that this linkage was unreal. Indeed the arts could counter materialism by
appealing to spiritual and moral values, and could emphasize virtue and
domesticity and the heroic side of American history. Artists were allies,
not enemies to the forces of decency and respectability.

Thus well before the Civil War, as after, a number of Americans
proudly used their personal funds to purchase the work of their fellow cit-
izens, sent some of them to study abroad, sponsored fairs to sell their art,
socialized with them, and joined organizations which held lotteries for
their paintings, prints, and statuaries. Other Americans subscribed to
funds which erected public monuments like the Bunker Hill and
Washington Monument Associations, and vigorously urged that money
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be spent on beautification programs, like city parks. Artists themselves
campaigned for public commissions, and in a few specific cases, such as
the great rotunda paintings in the United State Capitol in Washington,
and heroic statuary, succeeded in getting the government to actually
patronize their work.

But such commissions were rare before the Civil War, as were publicly
decorated buildings; artists had to depend almost entirely on the interest
of private patrons. Indeed, when some urged government expenditures
for the arts, pointing to the state-supported schools in Paris, Rome, and
Berlin, along with well-supported museums, defenders of the system
argued that competition was better than forced growth, that artists sus-
tained by public funds were probably unworthy of survival. Of course,
this could be countered by economic arguments, which American artists
and patrons were fond of making. Even at mid-century they noted that
tourism was stimulated by the possession of masterpieces. The president
of the Washington Art Association, a private voluntary group, pointed
out that a Rubens painting, the “Descent from the Cross,” had become a
major source of wealth for the city of Antwerp, in Belgium. “The number
of visitors that annually visit Antwerp and that picture is immense; each
pays his fares to the railroads, at the hotel . . . and many purchase sou-
venirs.” Individual collectors, like Thomas Jefferson Bryan in New York,
whose collection was recently sold by the New York Historical Society at
Sotheby’s, and James Jackson Jarves, the New Englander who gathered an
amazing group of Italian Renaissance paintings, now at Yale, confidently
believed that visitors would flock to see significant art gathered in one
place.

But before the Civil War cultural tourism was not a major element in
American life. It was a hard sell to make. American cities were rough and
unfinished, barely able to supply visitors and residents with basic ameni-
ties like piped water and paved streets. Major museums lay ahead. What
had emerged, on the part of politicians, many clergymen, educators, and
intellectuals, was a justification for the arts that emphasized their didactic
character, the improvements that could be made in national character.
Landscape artists, for example, could, by rendering the beauties of nature,
reconcile their fellow Americans to God and deepen their attachment to
nationalist sentiments. Portrait and historical painters could nurture rev-
erence for the past and for national heroes; genre painters could senti-
mentalize the decencies of daily life; sculptors could increase reverence for
the chaste beauty of womanhood. Art’s function in an egalitarian democ-
racy was to moralize, preaching values consonant with right living,
republican citizenship, and family loyalty. While government itself could
not be expected to support such activities—at this point even public
libraries were contested—private citizens were now enjoined to support
native artists as instruments for social cohesion.

This first period, which might be labelled the Era of Republican
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Austerity, witnessed a flowering of native art on an impressive scale.
Colonies of painters, etchers, illustrators, sculptors, and architects formed
communities in cities like Boston, Philadelphia, and of course, New York.
They competed vigorously for commissions, socialized with their clients,
and sought, for the most part unsuccessfully, for government support. But
tax revenues were still sparse, and values hostile. What partially changed
matters, in my view, was the Civil War. The Civil War transformed things
in various ways. First of all, it challenged Americans who had argued that
citizenship and nationhood did not need the support of the arts to flour-
ish. The War itself suggested to some critics that the sense of nationality
had not been nurtured sufficiently. The hundreds of thousands of dead on
the battlefield indicated that many Americans were willing to die for their
principles, but the fact that so bloody a civil war could occur at all trou-
bled those who felt that the nation-state needed a more powerful pres-
ence. And increased levels of foreign immigration appeared to intensify
this need. How could newcomers commit themselves to a country which
had so few visible and ceremonial symbols of identity? In the decades that
followed, measures were taken to remedy this, measures ranging from
creation of flag codes and the pledge of allegiance, to creation of new hol-
idays, the construction of patriotic monuments, and the decoration of
public buildings.

These last efforts, of course, had an intimate connection to American
artists. As state after state completed extravagant new capitol buildings,
as courthouses grew in number and scale, as libraries and museums began
to multiply, artists found their decorating skills much in demand. Some
traditions continued. Private citizens made donations to honor military
heroes, political leaders, writers, composers, and artists. Their monetary
support funded hundreds of arches, flagpoles, benches, obelisks, columns,
and statues. While some of the most elaborate of these decorated big
cities, hundreds of towns and villages sported their tributes to the Civil
War dead. The Washington Monument, grandest of all, unfinished for
decades, was completed. Again, public monies did not support these
sculptors, although they did when it came to decorating public buildings.
Government as patron emerged significantly in these years, particularly
on state and county levels, because of an interest in dignifying and legiti-
mating its own interest, and promoting the civil religion of loyalty and
patriotism that was deemed essential to national survival.

A second source of support for some kind of public arts funding came
from increasing cosmopolitanism in the late nineteenth century. More
Americans now traveled to Europe. Admittedly, this was a relatively small
group of the well to do, but they were influential as opinion leaders. What
they found in the great cities of Europe in the late nineteenth century, in
Paris, Vienna, Berlin, London, Brussels, Munich, and elsewhere, were ele-
gantly adorned theaters, boulevards, parks, opera houses, galleries, and
museums, paid for largely by taxes and contributing not merely to the
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polish of urban life, but to public coffers as well through growing
tourism. This had been noted, to some extent, even in earlier years, as I
pointed out, but the scale of the European efforts had increased dramati-
cally in the later part of the century, as nation states like Germany consol-
idated, and as economic competition grew more intense. An awareness
that taste and artistic skill contributed to a favorable trade balance was
also not inconsequential at this time. An international movement which
reached the United States, really, in the 1860s and 7o0s, emphasized the
significance of trade schools for artisans in glass, silver, textiles, wood,
and metal. In Europe this was accompanied by the foundation of muse-
ums of industrial art and design, again with heavy governmental support.
Central Europe—Germany and Austria-Hungary—was particularly
active in this movement, and even today the museums of applied art in
Prague, Vienna, Budapest, and dozens of German cities, with their won-
derful collections of carpets, furniture, ironwork, tableware, posters, and
similar things, are testament to this interest. In the United States during
the 1870s museums like the Boston Museum of Fine Arts, the
Metropolitan in New York, the Art Institute of Chicago, and the
Cincinnati Museum of Art, reflected similar concern that unless American
workers and consumers improved their knowledge and skill base, it
would be difficult to defend American products against luxury exports
from abroad, and even more difficult to export them. All these museums,
and many others, had industrial arts departments, filled with examples
dating from ancient times to the recent past. While the museums them-
selves were largely private matters, benefitting from the fortunes of newly
rich American businessmen and professionals, they also had municipal
subsidies in many instances—grants of land on which to erect their build-
ings, for example, sometimes even the buildings themselves, along with
their maintenance. The response to this crisis of cosmopolitanism, as it
might be called, was heavily private in character, but local and state edu-
cation boards paid attention by creating classes for drawing and training
programs for teachers of art who could work in the public school systems,
and among other things, teach in the newly establish kindergartens. All
this, as I say, took place in the 1860s, 70s, and 8os.

A third large impetus to American interest in supporting art achieve-
ments could be found in that impressive series of international exposi-
tions which this country hosted during the last third of the century. From
Philadelphia in 1876, to Chicago in 1893, Buffalo in 1901, St. Louis, in
1904, as well as other cities like Atlanta, Nashville, Portland, Seattle, and
San Francisco. These fairs were multiple sources of influence on a whole
range of things in America, from city planning and transportation to
amusement parks and eating habits. But they were extremely important as
demonstrations of how the arts could contribute to a more livable envi-
ronment. The fairground complexes, often located within large parks,
were assemblies of palatial buildings, canals and lagoons, handsomely
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landscaped squares and boulevards, all of which were decorated by enor-
mous quantities of sculpture and paintings. The fairs featured interna-
tional art shows of immense proportions, the first art exhibitions seen by
millions, but they also highlighted contemporary American artists and
architects—like Daniel Chester French, Augustus Saint-Gaudens, Mary
Cassatt, McKim Mead and White, Daniel Burnham, a long and illustrious
list, who showed what they could do provided they worked from a well
financed plan. The fairs were much like the European cities that wealthy
American tourists had come to enjoy, except, of course, they were tempo-
rary, lasting only six months or so, and made of perishable materials. Still
they were visited by many millions of people and showed that what was
done abroad could be done at home. Artists, brought together in large
groups as part of the planning task, discovered a sense of unity and col-
lective identity, which stimulated further professional development. As a
result of the fairs municipal improvement societies were created all over
the United States, having beautification as their goal, sponsoring competi-
tions for improved street furniture, public buildings, and town plans. The
federal and state governments, which erected their own buildings on the
fairgrounds, naturally got involved with some levels of artistic support.

Almost all of this design, to be sure, was conservative in character:
academic, easily readable by the public, affirmative, generally non-criti-
cal. Painters and sculptors rarely challenged conventional wisdom or pre-
vailing views of history, authority, class, race, and gender. Or if they did
so it was in a highly coded manner. But in the very last years of the centu-
ry the artist community began to show more variation. I simplify matters
considerably here, but I point, for example, to the so-called Ashcan
School, for example, a group of urban realists, centered on New York
City, who had begun to exhibit early in the twentieth century. Most of
them had been trained as journalist illustrators and were heir to traditions
of cartooning and caricature that targeted the privileged and powerful.
Their subjects included tramps and prostitutes and shop girls and police-
men and waiters and a whole variety of types previously ignored by most
American artists. Some of the Ashcan artists had radical sympathies, a
few were socialists. But their radicalism was almost entirely political and
rather mild at that; much of the artist community mirrored the views of
their clients.

This despite the fact that artists continued to feel somewhat victimized
by society as a whole; they earned relatively little money, for the most
part, and many affected a kind of bohemianism, a freedom of dress and
behavior which was clearly established before the end of the century.
They had no real demands for public support, beyond the hope that
scholarships to study abroad might become available, and that public
museums might be interested in purchasing their work. So far as funda-
mental criticism of society was concerned, few artists voiced it; there were
certainly individual artists who broke fundamentally with conventions,
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challenged representation, traditional materials, traditional understand-
ings. But they were a small minority.

Thus the shock of the famed 1913 Armory Show, which was not only
felt by the magazine and newspaper reading public; it also startled acade-
mic artists and art teachers who found themselves confronted with an
entirely new world. There had been American artists working in these
modes for a decade or more, but they had gotten little attention. The
furor surrounding Armory Show modernism confirmed those who felt
that government should have nothing to do with supporting the arts.

But even before the Armory Show revealed that the artist community
might hold strange or unexpected views, there was very little American
sentiment to connect public authority and the arts. Adorning public
buildings, subsidizing museums, holding expositions, making art and
music available in libraries and public schools, employing artists to design
flags and seals and coinage, all this seemed appropriate. But not much
more. One shouldn’t be surprised. After all this was an era when govern-
ment was still uninvolved with pensions, with personal health care, with
minimum wages or maximum hours or working conditions of any kind.
Art was a commodity much like any other. Indeed to show just how pow-
erfully ingrained American attitudes, one can point to the continuing exis-
tence, and indeed the rising rates, of the art tariff in the late nineteenth
and early twentieth centuries. While rules changed from year to year, at
the turn of the century imported art works could be taxed anywhere from
30 to 65% of purchased value. Supporters of the art tariff insisted that
this protected American artists. In actuality, as critics of the tariff pointed
out again and again (and they included, overwhelmingly, American
artists), the tariff reflected a continuing suspicion of great art as a luxury
of the very rich, a possible source of dissipation, a self-indulgent passion
which required control. “Whatever advantages we may derive from the
importation and cultivation of art,” wrote one American tourist in the
1880s, “it cannot be counted a moral force.” The private galleries of the
new mega-millionaires—Astor, Vanderbilt, Havemeyer—increased the
darker associations. Nonetheless hundreds, even thousands of newspaper
and magazine editorials thundered against the art tariff in the thirty years
before World War I. Many pointed out that its true victims would be, not
art collectors or art dealers, but the larger public. American millionaires
had already begun to distribute their paintings, sculpture, and furniture to
the new public collections. Congress stubbornly retained the duty until
the absurdity of protecting art as an infant industry finally became trans-
parent and the counter-pressure became overwhelming. One final blow
came when the great J. P. Morgan threatened to keep his extraordinary
collection abroad, in London, unless Congress repealed the duty. The
repeal, and struggles about defining modernist art which erupted in court
battles over customs rulings in the 1920s, may be said to have begun a
new period.
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Examined through institutional terms, this second era from the Civil
War to World War I, which I would call an Age of Republican Ambition,
was extremely productive. It gave birth to many of our most influential
museums, schools, and organizations, among them, to name just a few
besides those already mentioned, the American School in Rome, the Art
Students League, the American Federation of the Arts, the National
Handicrafts League, a host of Arts and Crafts societies, municipal art
leagues, and a growing number of dealers, auction houses, and private
galleries. But, aside from the embellishment of public buildings, and the
introduction of occasional legislation, which inevitably failed, there was
little official involvement on the national level, and not a great deal more
on the local. While towns and cities provided occasional subsidies for
band concerts, auditoria, and museum buildings, their orchestras, opera
associations, theater groups, and collections were, with a few exceptions
here and there, in Los Angeles, St. Louis, later Detroit, private. The arts in
America still remained securely a private matter; while their flourishing
cast credit on American society, according to official boosters, there
seemed little reason to get more involved with it.

There was one great exception, to be sure, and that came in the false
dawn of government operations that was World War 1. The unprecedent-
ed entry of this country into the European War stimulated a rush of patri-
otic sentiment that had not been seen for half a century, and reassured
some who worried that the polyglot population of recent immigrants
might fracture or qualify public support for the great military effort. The
need to mobilize opinion, as well as the need to sell war bonds, encourage
fuel and food conservation, and accept conscription, produced a national
propaganda effort that had no parallel in our earlier history. The arts—
including the newest among them, motion pictures and Hollywood’s cast
of film celebrities—were pressed into service, and their practitioners
responded with great energy. American painters and illustrators were par-
ticularly active in forming voluntary committees to produce the vast num-
ber of posters that even today seem to epitomize the American war effort.
James Montgomery Flagg, Howard Chandler Christy, Joseph Pennell, J. F.
Leyendecker, and many others whose names are even less familiar, pro-
duced a raft of highly effective designs, and were credited with assisting
the government’s promotional efforts to a high degree. The war provided
a moment for American artists to demonstrate their value to a national
cause, and there was great eagerness to participate. It should be added
that a series of other programs, including the construction of housing for
shipyard workers, seizure of the railroads, and a range of medical and
public health programs, demonstrated willingness to accept government
intervention on a massive scale, because of the present emergency. But the
end of the war in 1918 meant a return to business as usual, so far as gov-
ernment was concerned, and a withdrawal from active partnership with
the arts. There were lingering effects. A number of communities created
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permanent civic auditoria and theaters as war memorials. Artists, as they
had in the years after the Civil War, became involved with monuments
and cemetery sculpture, and the power of visual propaganda was trans-
lated into vigorous and imaginative commercial design.

But what I think World War I inaugurated most of all, for the rela-
tionship between public support and private art making, was an age of
contrasts and juxtaposition. The eras of Republican Austerity and
Republican Ambition were succeeded by an era of Republican
Inconsistency, a time when crisis management dictated levels of public
involvement. Between World War I and the 1980s one sees four different
moments of intervention, each growing a bit broader and more inclusive
than its predecessor, but each retreating under fire. World War I have
already discussed; the second moment, of course, came during the Great
Depression of the 1930s, when the federal government assumed an
unprecedented set of responsibilities to meet the national crisis. Health,
welfare, poverty, education, and the arts were all impacted, and in some
ways the effect on the arts was especially dramatic. The reason for
involvement was simply stated by the Roosevelt Administration; unem-
ployment hit painters and sculptors and architects the same way in which
it hit grocers, steel workers, secretaries, and carpenters, and their need
was the same: jobs. The huge construction programs in the WPA that
built schools, highways, dams, tunnels, bridges, hospitals, and city halls
had as their counterparts the programs to employ writers, musicians,
painters, sculptors, actors, and playwrights. The murals, statuary, posters,
screen prints, living newspapers, tour guides, art classes, concerts, and
plays paid for by federal subsidies were, the government insisted, not part
of a plan to improve or in any way change the character of artistic expres-
sion in America. They were simply a method of hiring those who were out
of work, and giving them, temporarily, a means of support. These pro-
grams, moreover, collectively known as the Federal Arts Program, were
very brief, lasting, on any scale, for fewer than half a dozen years, with
cuts coming as early as 1936. And the peak number of artists on the fed-
eral relief rolls barely rose above §,000.

Nonetheless, the controversies excited by the art were numerous and
bitter. Artists were viewed suspiciously by many of the public and by
many in the Congress. There were charges of subversion and corruption,
of anti-catholicism and racism, of pornography and inappropriateness,
and a string of bitter power struggles divided local from national author-
ities, artists from administrators, and artists from critics. Many of these
were exaggerated out of all proportion to their influence or significance,
but the pattern of caricature and overreaction, which we have witnessed
in our own time, testified to deep anxieties: anxieties about central vs.
local control, anxieties about artists representing marginal and minority
viewpoints, anxieties about the federal government invading areas which
should have been left alone, anxieties about hidden political programs
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using the arts for their purposes, anxieties about lazy or incompetent
artists feathering their beds through public funds, anxieties about payoffs
and corruption. As I argued a little earlier, some of these fears dated back
to the earliest years of the republic. They had more positive elements to be
sure: belief in simple and limited government, in checks and balances, in
personal competition and self-reliance, in local government as the basis
for political union, in personal morality as the basis for social interaction.
These translated, however, into real constraints on public arts policies
which were expensive, self-aggrandizing, centralized, and often contro-
versial in those nation states which supported them. American democracy
did not possess the centralizing traditions that French democracy did, nor
the class hierarchy that leavened critical judgments in England. There was
little in this culture to protect the authority of the artist against popular
taste or market conditions. This contrasted, of course, with the authority
and independence increasingly given to scientists. Artists were expected to
sink or swim according to their success in attracting sales. It was only
when the market itself collapsed, as it did in the 30s, that federal inter-
vention seemed justified.

The Depression experiment in supporting artists included some inno-
vative media. The Farm Security Administration worked with a series of
photographers to promote awareness of rural poverty and ecological
challenges. Several of them—Wialker Evans, Arnold Rothstein, Dorothea
Lange—would become celebrated for their work, and produced icons of
Depression America that still resonate today. The New Deal also commis-
sioned documentary motion pictures like The River and The Plough That
Broke The Plains, both by Pere Lorentz with music by Virgil Thompson.
Anyone who doubts the scale and effectiveness of federal propaganda can
merely turn to the Federal Buildings at the two great world fairs in New
York and San Francisco in 1939. For better or for worse the national gov-
ernment had now become a player in the new world of image making,
arousing both intense admiration and intense resentment.

The anger at federal arts activities translated into a choking off of
funds, and by 1940 the brief experiment was over. Its significance and the
struggle to end it were eclipsed by the experience of war, which, as in
World War I, vastly increased the role of the government in every area of
economic life, and legitimated its turn to propaganda in the interests of
rationing, conscription, bonds, and the larger effort. The war also intensi-
fied another legacy of the New Deal which would have enormous impact
on the private sector of arts support: its progressive income tax policies.
The income tax, with a brief anticipation during the Civil War, was born
of a constitutional amendment passed in the teens of this century. It per-
mitted charitable deductions from a very early date, but this effect was
quite limited because of the very low scheduled rates. During the 3os
there was a revolution in tax policy; some individuals and corporations
complained bitterly about the new levels of support demanded of them,
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both in the interests of financing crisis projects and from a sense that equi-
ty demanded higher rates for the rich. This was the basis, of course, for
some of the angriest reactions to Franklin Delano Roosevelt. The need to
pay for the war effort, which aroused less controversy, also required high
levels of taxation.

Tax policies have had extraordinary consequences for many areas of
our national life, but philanthropy is surely one of the most affected. It
wasn’t merely that giving to non-profit institutions could be deducted, but
the fact that appreciated value of contributions in kind—books, paint-
ings, prints, sculpture—could result in major tax savings. The income tax
deduction remains the primary public subsidy to the arts in America, and
is presented by opponents of any further support as a sufficient, even gen-
erous, instrument of public policy.

The end of World War II, and a return of economic prosperity, might
have suggested an end to crises stimulating federal interest in the arts.
While certain levels of government activism had now been accepted as
permanent—social security, for example, minimum wages, maximum
hours, certain kinds of safety standards—there was much talk of reining
government in, particularly during the Eisenhower years. But, fact, it was
during the sos and 60os that new, unprecedented levels of national funding
came to the arts in America, along with a series of subsidies to American
scholarly activities across a broad range of fields. Many reasons can be
adduced for this: prosperity, increased sophistication and cosmopoli-
tanism, education, travel, the high cost of art activities. But, in my view,
the primary impulse can be boiled down to one major experience: the
Cold War. This connection would turn out to have portentous conse-
quences. By the 1950s the United States was involved in a global military,
economic, political, and ideological competition with the Soviet Union
and its surrogate states like China. A series of alliances divided up those
countries willing to declare for one side or another; both the Russians and
the West engaged in a feverish propaganda war to shore up support and
to try to gain commitments from neutral states. The forum of the United
Nations, touring celebrities, world’s fairs, military displays, diplomatic
embarrassments, Olympic games, the building of embassies—there was
hardly any international venue that was not pressed into service as a pos-
sible showcase for one side or the other. The competition between the
western democracies and the socialist east was presented as a conflict
between two entirely different kinds of civilizations, and the quality of life
each offered to its citizens became a critical issue in the propaganda wars.

While it was easy for Americans to present their material wealth and
prosperity as superior, for culture and intellectual achievement the case
was not as clear. Proud of their artistic, literary, and musical accomplish-
ments, many Americans believed nonetheless that the arts were valued
less highly here than they were in Europe, and were sensitive to charges of
materialism. In a way, post-World War II American leaders found them-
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selves in a position roughly analogous to that faced by their eighteenth
century predecessors, who confronted Europeans arguing that republi-
canism and barbarism were synonomous, and that the arts could never be
cultivated in a society without a monarch and a nobility. Now it was
unrestrained capitalism and barbarism that seemed inextricably linked.

Resources were greater in the twentieth century than in the eigh-
teenth, however. So, in the name of fighting the Cold War, Congress
approved plans and appropriated moneys for the support of art and
learning. The scope and magnitude of these programs has just recently
begun to be appreciated, as they have started to disappear, but student
loans, fellowships, foreign libraries and reading rooms, special language
programs, publication and research subsidies, touring art shows, tempo-
rary exports of American orchestras and theater companies, White House
conferences and programs, medals and award ceremonies, foreign
exchanges and visiting professorships, the United States Information
Agency, the successes of the Fulbright Program, and, above all, in the
1960s, creation of the two federal agencies, the National Endowment for
the Arts and the National Endowment for the Humanities, were part of
the overall achievement. From Truman to Reagan individual policies var-
ied, as did motivations and goals, but through seven Presidential adminis-
trations there was powerful support to demonstrate that American
accomplishments in the arts matched American industrial and economic
exploits. The monies poured in were relatively small compared with the
sums exported on military development and on foreign aid, but they were
important in communities with much smaller budgets. The impact—on
museums, orchestras, opera societies, galleries, individual artists, acade-
mics, on universities, on research institutes, and audiences—was consider-
able. It was particularly helpful to artistic modernism. Many, perhaps
most Americans, up through the 1950s, had been resistant to trends in
contemporary art and music. Public taste was proverbially conservative,
preferring the narrative, the representational, the harmonic, in favor of
non-objective and atonal compositions. When the first New York School
art—abstract expressionism—was sent abroad under State Department
sponsorship, it was ridiculed by President Truman and subjected to
inquiry by Congressional critics.

However, Soviet policy was even more conservative toward the arts
than the United States, and officials rigorously clamped down on signs of
modernism in painting, sculpture, architecture, and music, forever on the
prow! for anything that could be taken as criticism of the existing system.
To promoters of the American Way of Life, this level of cultural repression
represented an Achilles Heel, a clear demonstration that freedom of
thought and expression were impossible under Communism. The tensions
between modern art and totalitareanism had erupted decades earlier in the
infamous assaults by the Nazis on what they called “degenerate art.” The
attacks led to a wholesale emigration of European modernists like
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Chagall, Ernst, Leger, Lipchitz, Ozenfant, Mondrian, and Breton. What
better demonstration of American tolerance and freedom than the subsidy
and export of work by modernists? And so, as several historians have
pointed out, the Cold War unexpectedly benefitted a whole series of artists
whose political views did not always fit very well with their backers. This
anomaly, however, was accepted by some conservatives as a necessary
price to demonstrate the presence of American cultural freedom, and
prove that pluralism and diversity could flourish in a capitalist system.

There were many ironies and contradictions here, not the least the fact
that a military industrial confrontation, which many artists and human-
ists found troubling and some even found unnecessary, made possible the
unprecedented levels of public support. More significant, perhaps, was
the failure to perceive the relationship between the Cold War and the new
attention paid the arts. The arts, of course, had their champions in gov-
ernment who projected a positive vision for the new subsidies. But the
failure to understand the origins of some of the new tolerance for the arts
humanities guaranteed a high level of shock when, more recently, the very
logic of the national endowments was challenged, and a series of counter-
attacks launched against continuing federal involvement. The pretexts—
exhibitions, publications, activities, and performances that were deemed
obscene, unrepresentative, inept, disrespectful, puerile, incomprehensi-
ble—were arguments in themselves. There had always been opponents to
federal support. But in my view it was our vastly changed international
world, the disappearance of established enemies which accentuated the
retreat from public funding. And which nurtured those angry debates
which continue to embroil us, and the search for new adversaries.

The larger role of the national government, of course, is ever chang-
ing itself, for health, welfare, safety, social planning, education, as well as
the arts and humanities. It is not surprising then that the present course
seems unclear. Policies created to meet needs that are unstated, and
changeable, are unlikely to be stable. The real ambivalencies about the
arts and their role in a democratic society remain buried under a set of
pieties which paper over real tensions. Even though the National
Endowment for the Arts has just survived a sustained assault, it is not
clear that a consensus has been reached, or that the broader debate has
been advanced.

How, then, can we frame our national tradition of art support, and
evaluate its relationship to democratic values and practices? Drawing this
presentation to a close, I'd like to propose some options. First of all, both
supporters and opponents of public subsidy need to understand its histo-
ry and debate more openly its value. Ours is a mixed system, and one like-
ly to remain so for a long time to come. Competition between public and
private has often been a source of strength—witness the American univer-
sity system, with its great state and private institutions matching one
another in academic distinction and freedom of inquiry. It could be
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argued that each group has kept the other honest and accomplished; with-
out such rivalry torpor or political intervention might have crippled each
system’s strength.

Secondly, we must better understand the source of anxieties about the
arts. There has been, as I hope my remarks have demonstrated, a momen-
tous shift of focus. In the early years of the republic fears about artists cen-
tered upon their history of service to authority, as propagandists who
might help bolster the power of reputation, lay and clerical. This was an
attack from the left. Such suspicions continued under the triumphant reign
of academic painting, sculpture, and beaux-arts architecture, right through
the 1920s and 30s. More recently, and certainly in our own day, with very
different ideologies and structures at work, the arts seem to threaten rather
than support authority, posing challenges to consensual values and to the
way society is organized. Artists quarrel with long held and deeply felt his-
torical narratives, ignore old heroes and honor new ones, defy and satirize
conventional codes, question boundaries. As a result, to generalize very
broadly indeed, the assault now comes from the left.

Of course neither of these sets of fears is groundless. Art can be used
to lampoon, undermine, subvert, and lacerate authority, and it can be
used to legitimate and dignify it. Even today some oppose public subsidy
because of art’s propaganda value to those in power. Others fear the
impact of corporate sponsorship because the association of company
logos with great art can offer unwarranted distinction to its sponsors. We
must talk about, evaluate, and cope with such concerns. Americans
debate the costs and benefits of free speech on a continuous basis, while
retaining and continually readjusting constitutional protections. It seems
to me that the issue of publicly supported art and its role alongside a sys-
tem relying upon private support merits almost as much attention.

Third, we should learn more about the character of other national
programs of arts support, the ways in which they have been more or less
successful, their varieties of organization. Our tendency is to lump all for-
eign approaches together. In fact approaches have been varied, reflecting
very different national experiences. And we need, simultaneously, to
weigh the specific merits as well as the demerits of our own approach. The
tax exemptions, for example, which play so vital a role here, are not
matched so generously elsewhere. They should be acknowledged rather
than dismissed by supporters of other subsidies. They are a real achieve-
ment. Proponents of flat tax no-exemption systems must consider the
implications for the arts and American philanthropy in general should
such a strategy be adopted.

Fourth we should recognize our healthy traditions of state and local
arts funding, much of it leading to investment in land and physical facili-
ties, but some of it supporting living artists and the purchase of rare
objects of many kinds. A conviction that the arts—visual and perform-
ing—contain economic benefits and enhance community life are not dis-
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coveries of the 1970s, 8os and 9os. Hundreds of arts and convention cen-
ters constructed with tax subsidies, rare book libraries, music and dance
and dramatic festivals, band concerts, art fairs, mural and monuments
commissions, and a host of other interventions have been supported for
many decades by American towns, states, and cities. Local communities
apparently believe in the arts and their social effects sufficiently to invest
in them. Just how extensive all this has been, and what it has meant to
artist groups, merits further research and reflection.

Finally, we must allow for imperfection in the arts as we do in science,
the military, education, and engineering. Public policy does not have to be
infallible to be beneficial, peer judgments are valuable despite their errors,
and failures do not drive accomplishments out of existence. It may or it
may not be good government policy to assign the lion’s share of contem-
porary American art patronage to private interests, it may or may not be
good government policy to rely upon private donors to supply the collec-
tive trophy rooms that constitute our museums and rare book libraries, it
may or may not be good government policy to avoid defining a national
cultural patrimony and protecting it from purchase abroad. But these and
hundreds of other decisions deserve a more direct and more dispassionate
discussion than they have gotten so far, as well as continuing evaluation.
The suspicions, anxieties, and concerns that have surfaced about art in a
democracy are still with us; until they are responded to, rather than mere-
ly denounced, we forgo the opportunity of developing schemes appropri-
ate to our needs and values. I hope that meetings such as this one will help
further, not only the cause of the arts in America, but the cause of self-
understanding itself.
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THE ARTS

Promoting the General Welfare

LOUISE SLAUGHTER?®

I’M EXTREMELY GRATEFUL TO MR. BLANTON and those who’ve
invited me to come down and be with you this afternoon. I know I don’t
sound like a New Yorker. As a matter of fact, when I was first elected to
Congress from Rochester, New York in 1986 and was introduced to
Speaker Wright, he said to me, “It’s about time that New York sent a
member down here with no accent.” I love Texas. I met my husband in
San Antonio. And I came down with Speaker Wright in about 1988, and
we sang a stirring rendition of “Just a Closer Walk with Thee” in Ft.
Worth. Probably hasn’t been the same over there since. I've learned all
kinds of wonderful things from Jake Pickle and Jack Brooks, and we sang
gospel songs together up and down the halls of Congress. But we had very
little effect, I might add, on the content of what went on there. And
Governor Ann Richards just wrote me a lovely note, telling me how mar-
velous all of you are. I believe that philosophical Texans are the best peo-
ple in the world to spend some time with.

I am extremely grateful to Dr. Harris for his presentation this morn-
ing, telling us how awful it was for my predecessors, because I sort of had
a feeling that the siege that we are under now is unique. But obviously,
from the beginning of time, people have been trying to read things into art
that they thought made it unacceptable and downright un-American.

I also want to thank Robert Hughes, because he had an enormous
impact on us this last year with the wonderful writing that he did, which
we were able to quote all over the place and made it easier for us to try to
save the two national endowments. He said that everybody talks about
art because it makes you feel good. And I was sort of writing that, had
that sort of speech here, and I do want to talk about some of that because
at least it would give you the idea of how we have had to frame the debate
in Congress to be able to save the endowment.

I first joined the Arts Caucus when I got to Washington because it was
just a wonderful thing to do, and they had great lunches. There was
absolutely no sign on the horizon anywhere that the National
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Endowment for the Arts (NEA) was going to be in trouble, until the
Reverend Wileman of Tupelo, Mississippi, following the Serrano piece,
set out to destroy it. Now, I've got my own private theory about this and
I want to discuss this with you. The Reverend Wileman found this to be
lucrative enough that he could afford full-page ads in every major news-
paper in the United States. And every time he sent out his pornography, he
always, had a coupon attached, saying to the citizens of the country: “If
you will send me some money, I'll stamp out this evil.” Now, the reason
that I think that the fight against the NEA had a lot to do with making
money is because, as I am sure all of you have noticed, the same battle has
never gone on around the Endowment for the Humanities, even though
we fund them at the same time. It’s a little harder to send out direct mail
saying, “Did you hear what they said in the national conversation over
there at the museum last week?” That’s not going to arouse people like
sending some kind of picture out, the way the Reverend Wileman did.
And it has gotten to the stage that it had a pernicious effect, I think, on
Congress.

But I think that the NEA was not the only thing affected by that kind
of attack. For example, during the healthcare debate—all of you remem-
ber Harry and Louise—unscrupulous mail-order people sent out huge
official-looking documents to senior citizens throughout the country,
telling them that if they went to the wrong doctor, it would cost them
$10,000. Second, they would go to prison, and, third, if you would send
in a little money with this coupon, we can keep the government out of
your healthcare. You would be astonished to know the number of senior
citizens in the United States who do not understand that Medicare is gov-
ernment healthcare and sent money to these people so they could keep the
government out of it.

We have talked about having a civil discourse in the country. I don’t
know if we can. Once this sort of talk gets started, once they get out there,
and language is taken over, we are defined by other people in the way they
want to define us. It’s been very difficult, if not impossible, to try to have
a civil discourse about it, even to present two sides of the issue. This
makes me think, in many ways, about the Wizard of Oz phenomenon. If
you remember the end, when they finally get down the yellow brick road,
suddenly there are all these bells and whistles and all these things go off,
and we are told to pay no attention to that man behind the curtain. And
in some ways that is not too farfetched a scenario for what has been going
on in the country today. We’re not paying that much attention to the peo-
ple behind the curtain, but the bells and whistles of some of this debate
has occupied us far too much.

Now, 1n the 1994 revolution—there was a cultural revolution in the
United States—one of the goals was to destroy the NEA. Why? We’ve
never really had much of a good answer for that question. Could they
destroy the NEA, if they wanted to? Yes. But somehow it never happens.
I don’t know if this is a bells and whistles kind of thing again or not, or if
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this is another way that obviously the Reverend Wileman continues to
raise his money. I try to have respect for my colleagues, who came to
Congress with the idea that the NEA was an evil that needed to be done
away with; many of them are sincere in that belief and think that that is
exactly what their constituents want.

Now, the history of the arts in the United States, I think, is pretty var-
ied. We need to realize again that the Preamble to the Constitution calls
for the Federal Government to promote the general welfare, and the arts
are essential in promoting the general welfare because they inspire cre-
ativity. They encourage expression and thought, bring joy to countless
individuals, and improve the quality of life. A historic record exists of
government partnerships with the arts that have been mutually beneficial.
We heard this morning about the great things done during the New Deal,
but government seed monies have always funded the great art.
Michaelangelo’s David was commissioned by the City/State of Florence.
The United States, very early in our history, had some involvement in arts.
For example, 1800, the first national cultural institution, the Library of
Congress, was established, based on Thomas Jefferson’s personal library.
And, during the Civil War, Abraham Lincoln decided that the second
dome of the Capitol—as you know, it is a dome within a dome—that the
beautiful, artistic second dome of that Capitol would be finished and
worked on during those darkest days, because he wanted to say that he
had faith that the Republic would stand united. And that was a good sym-
bol. In 1916, one of the most important things that we did was to allow a
tax deduction for contributions to the educational, cultural and social
services, and in 1933, as we heard this morning, the arts were used to
combat unemployment in some pretty hard times.

Russell Lee, one of the New Deal photographers employed by the
Farm Security Administration, said, “I’'m a photographer hired by a
democratic government to take pictures of its land and its people. The
idea is to show New York to Texas and Texas to New York.” Another
artist said, Peter Blume, said, “We, as artists, must take our place in this
crisis on the side of growth and civilization against barbarism and reac-
tion, and help to create a better social order.” He recognized the role of
arts in the civil society, but it took three decades before we finally made a
permanent commitment in the United State to NEA. And it was a son of
Texas—President Lyndon B. Johnson—who, in 1965, signed Public Law
89209 and established the National Endowment for the Arts and the
Humanities. And that law states that, “While no government can call a
great artist or scholar into existence, it is necessary and appropriate for
the Federal Government to help to create and sustain, not only a climate
to encourage freedom of thought and imagination and inquiry, but also
the material conditions facilitating the release of this creative talent.” And
not only did President Johnson recognize that, but also, in no small way,
Mrs. Johnson contributed to the beautifying of America, which has made
a great difference to us all. It is such a treat for me to get to see her today.
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The Congressional Arts Caucus was organized early in the 1980s,
shortly after President Reagan was elected, when one of the first things he
wanted to do was to zero out the NEA. The caucus was begun on a bipar-
tisan, bicameral basis and its sole purpose, its only purpose, was to con-
tinue the funding for the two endowments. And it’s worked very well. As
[ said, we really thought we were in the clover there. We were doing pret-
ty well. We didn’t spend a heck of a lot of money. I think when I first got
there, $170 million was the amount of money we spent on the
Endowment for the Arts. We were spending almost twice that on military
bands that mostly only played in Washington. We were able to take part
of our official expense money and pool it, all of us who were members of
that caucus, and then we were able to hire staff persons to do research, to
help us contact each other, to get us ready for the debate. That’s all we
did. There was nothing ominous about it, nothing awful; nor was it a
great expense on the Federal Government. But we did set up, as Peter
Marzio mentioned, the Congressional Member Organization for the Arts,
which we operate with no staff at all, not even Xerox paper. This exists
only in the House, and we have many fewer members than we had in the
Arts Caucus. Our numbers dropped, and some of the letters were really
very sad: “I have always been a member of this caucus; however, I find
that the climate of the country today ... I don’t want to do it, I should not
do it, and I'm afraid I'm going to have to leave.” And we got together,
really discussing what will we do about this onslaught against the arts and
what can we do to try to solve our problems for our colleagues, so that we
can get enough votes to try to keep it alive.

Here I need to say a couple of things about the members of Congress.
The onslaught against art really came from lots of people who have one
great thing in common—they vote. And members of Congress know that.
Second, we all know that it is almost impossible, once the language and
the conversation have been established, we are redefined, once the 30-sec-
ond ad comes out in your district saying that you believe in pornography
and that you want to destroy the lives of all the children in America—
once that happens, it is very difficult, if not impossible, either to raise the
money, or to be able to answer that in 30 seconds. And so, a lot of people
simply took the easy way out and dropped out of the debate.

So, I've had the great joy in the last five years—honestly, I wouldn’t
trade places with anybody—to be able to lead this debate. Government
has sort of become a spectator’s sport, and I almost feel like we’re at an
Olympic event, where people will hold up numbers to tell us how we did
that day. And we had a very difficult time trying to get outside groups to
join in on the debate. Back in our districts, we talked to the schools and
all the institutions that had benefited from the NEA. We said, “Would you
come out and say something, a letter to the newspaper, a little something
here? Please, help us.” I remember hearing an artist at one of these meet-
ings. He said, “What’s the matter with them? They get elected and they’re
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sent down here to do the right thing, and they simply don’t have the guts
to do it.” Well, he is right. But at the same time, we very much needed to
get the public discussion going on NEA and how important it was. So,
one of the nicest things that happened this past year is that we were able
to accomplish that. Robert Hughes, and all the wonderful writing that he
did for Time in the special edition that they put out, was magnificent.
Michael Jordan, who is the CEO of Westinghouse and, consequently,
CBS, did ten spots in the fall before the vote, saying how important the
arts are, economically and every other way, to the growth and to the
future of the United States. Borders Bookstore put on a concerted effort,
and put their own spots on television, starring Paul Newman. And we all
listen to him. Right? I mean, who’s going to pay any attention to me, but
if Paul Newman says the arts are a good thing, who’s going to question it?

We concluded that what we needed to do was to prove the economic
value of the arts to the public. I am not going to tell you that this is the
best way to go. I would like it if we could be as pure about all this, but we
can’t. We know that there are two compelling reasons to save anything in
the United States. The first is economic value. That’s got to be there— if it
isn’t, then basically, in the country today, it has very little value. Second, is
value for education. And, boy, did we have the ammunition there.

Now, I would like to share some of the things with you that we talked
about during the debate, and then a little bit, if [ may, about the arcane
way in which we have to do it—the committee system, how we have to
proceed, try to buttonhole our colleagues, hold them by the tie and
cajole—how we have to do everything. I used to have people over to my
office to eat baked grits. It got me a lot of votes.

One of the things that we talked about was what art does for troubled
children. Before it disbanded, we took the Arts Caucus to New York to
see a little school on the Lower East Side. It was the school where the
Gershwin Brothers, and Paul Muni, and Edward G. Robinson had all
been students. The second language in that school today is Bengali. We
observed a second grade class. They were sculpting heads. I was absolute-
ly astonished at the intricate work that they were doing. Children who
couldn’t speak to each other were working on this model. The only thing
they had in common was creating this art. Their reading scores, they tell
me, as soon as they can teach these children English, go through the roof.
You could sense the pride in that school. Parents came and stood outside
that school every day and kept guard over it, in case drug pushers, or
pimps, or any other unsavory characters wanted to get near that school.
They were not going to get by those parents. They walked the halls and
made sure that those children were safe. It was astonishing.

On that same trip, we went to an NEA-funded program for children.
Each child had to come to school on a Saturday morning with at least one
parent. I remember standing by a little boy, about five years old, who was
making a collage. To everybody’s shock, and certainly to mine, he started
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to cry. He said to the boy next to him, a perfect stranger, “Did I ever tell
you that my brother was shot and killed?” A psychologist would tell you
that as he was busy with his hands, he was able to let his emotions out.
That was the beginning of healing for him. I wonder what would have
happened if the boy who did the shooting in Kentucky, perhaps, had had
that opportunity. When we see these young people, sixteen, eighteen years
old, who are arrested for awful crimes, with blank stares, I wonder if it’s
not possible that they have not had the opportunity to let those emotions
out and to begin to heal. If art can do that, it’s cheap at the price.

Plato said, “I would teach children music, physics and philosophy, but
most importantly, music, for in the patterns of music and all the arts are
the keys to learning.” If we really thought he knew what he was talking
about, we would be way ahead of it. That would be wonderful etched
over a music school, the idea that music would be the very thing because
of the patterns that it teaches. The theory now has become reality because
with the new imaging science, the CAT scans and all the things that we
now understand about the developing brain, we know precisely what part
of the brain is stimulated by what certain thing, and what happens to that
child and that brain. And we are now determined that the birthright of
every child will be the ability to create and to understand. We’re going to
start singing to them, even before they’re born. The New York Times, 1
think, stated it succinctly: When that child is born, that brain is covered
over with avenues and connections that sit there and wait for further
instruction. And if we don’t complete that instruction, that child never
becomes all that it can be. I know children that create don’t destroy. I've
seen it happen over and over again, and it gives them a good sense of self-
esteem. When a child looks at a canvas and says, “What colors make this
more beautiful?” they learn that if they don’t like the picture the first time,
they can start over again on a clean canvas. That’s not a bad thing to
learn. You think about things in a different context, how to be flexible,
and how to persevere. And the arts also encouraged teamwork. One per-
son alone cannot create harmony. It takes a choir to learn that each voice
has an important role to play in making the sound beautiful.

Through creativity, and critical thinking, and teamwork and coopera-
tion, arts studies increase the academic achievement. And let me tell you
that, although people, at first, were very skeptical about this, it’s been
proven time and time again. The connection between art and learning
makes sense on the theoretical level. Numerous studies have demonstrat-
ed it on an empirical level, as well. We have found that—and the
University of California at Irvine did the study—music training, specifi-
cally piano instruction, is superior to computer instruction in dramatical-
ly enhancing a child’s abstract reasoning skills that are necessary for
learning math and science. A two-year experiment with preschoolers indi-
cated that music uniquely enhanced their higher brain functions required
for mathematics, chess, science and engineering, and the study emphasizes
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the causal relationship between early music training and the development
of the neural circuitry that governs spatial intelligence. Now that, again, if
we can do that for every child in America, we’re going to be a whole lot
more ready to go into the next century.

Now—and this is an example that I absolutely love to use on even the
most philistine among us in the House—according to the College Board,
students with four years of art scored §9 points higher on their verbal and
44 points higher on their math scores on the SATs. Again, isn’t that cheap
at the price?

Now, we believe that the arts also increase discipline. They teach self-
discipline, self control. I have got all kinds of other material here, but I
think it’s better if I move on and talk to you about Congress, because you
probably know all of this anyway.

What we have seen in the last three or four years in Congress is that
the debate has gotten much more vicious. I think that we have, perhaps,
turned a corner. [ think we sort of bottomed out and that the new research
we have on the developing child and the economic benefits of the arts are
really going to help us out. For example, did you know that art training
helps a person become a better doctor? Recent studies show that many
doctors failed the stethoscope test, but that the doctors who had studied
music had greater diagnostic abilities in using stethoscopes than doctors
without music training. So the next time you go to the doctor, ask him to
sing “The Battle Hymn of the Republic” before you let him examine you.

What we have had to do is to frame the debate in terms of what the
arts will do for our children, and we have lots of research statistics sug-
gesting that the arts may be among the most important things that we can
give to a child and to a human being.

But what about the economy? It does pretty well too under the arts.
And how about our investment in art?> We only give the NEA budget—
less than one hundredth of one percent of the whole Federal budget goes
to the arts. Now, that’s substantially less than we spend on a B-2 bomber.
But that small percentage of the Federal budget brings back $3.4 billion
into the Federal Treasury. And I can tell you that I know of no other
investment made by this Federal Government that brings back that kind
of return monetarily, never mind the other things that we’ve been talking
about. But in addition, through cultural tourism and community invest-
ment, money and success are brought to communities throughout the
nation. Now, according to studies conducted by Americans for the Arts,
the arts support 1.3 million jobs and the non-profit art industry generates
$36.8 billion annually in economic activity. Art doesn’t have to apologize
to anyone. The Americans for the Arts also concluded that the arts pro-
duce $1.2 billion in state government revenue and $790 million in local
government revenue. One of the persons from the National Association of
Counties told us that the arts are like seeds planted in the community.
With minimal attention the seeds will grow, but with nurturing they will
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grow and bear fruit for generations to come. And we have a lot of exam-
ples. You have one right here in Houston. The Project Row House, which
was developed from public housing that the city was going to shut down.
Houston’s African-American artists, who wanted to establish a positive,
creative presence in the Black community, worked with the city to create
this public art project. It’s located in the Third Ward and involves artists
and neighborhood revitalization and historic preservation, community
service and youth education. And the Row houses in the development are
dedicated to art, photography and to literary projects installed on a rotat-
ing six-month basis. There’s also a young mother’s residential program,
which provides transitional housing and services for young mothers and
their children. Now, Houston’s Third Ward is a thriving cultural center,
thanks to the work of the artists and the volunteers, as well as the contri-
butions of Houston’s corporations, foundations and art organizations. I
recently met with Lupé Casillas Lowenburg of El Paso, who talked about
a new center that they’re going to be building in El Paso very much like
what is happening here in Houston. They want to develop the Lower
Valley as an inviting economic corridor. And from the examples of other
places, they know that art can help them to do that. In Abilene the
Cultural Affairs Council has developed a downtown cultural district that
has facilitated the renovation of downtown cultural facilities and per-
suaded art museums to move into the district. In Peekskill, New York, a
village that was totally dead—artists from New York City moved up to
Peekskill and help rejuvenate it. I remember a sculptor who took over the
theater because of the high ceilings. It was perfect for him. That is now a
thriving community. We have similar examples all over the country, which
came really just from such seed money, in many cases, from the NEA.

Mayor Betty Jo Rae of Rock Hill, South Carolina recently told a
group that her city lost all but one of its textile mills. They were left with
an unemployment rate of 17.2%. With the help from NEA seed money,
the arts became the major source of revitalization in Rock Hill, and a new
Arts Council Center downtown is the key to economic development, pro-
viding spiritual vibrancy. In 1973, downtown theaters in Cleveland were
refurbished and Cleveland’s downtown is once again resurging. One of
the most important examples is Providence, Rhode Island, where they
pushed through legislation to set aside one square mile of downtown
Providence for an arts center. It is drawing people from throughout all of
the Northeast and has become a thriving downtown again, which is
something many of us worry about because we see downtowns struggling
to grow and, in many cases, just to survive. So, that small investment that
we make in the arts is important.

Now, there are five main arguments that our opponents make against
the NEA. First, Washington should not decide which art is worthy of
funding. And we don’t. And we don’t want to do that. I think it’s terribly
important that we not do that. What we do is give the money to the
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National Endowment of the Arts and, as you heard this morning, they
have various panels that determine, on applications, which ones should
be funded and which ones should not. ’'m almost embarrassed to tell you
that we’ve really tarted-up that process, though. And in this last vote,
even though we were tickled to death to get it and we were able to let
NEA survive, we couldn’t get by without putting members of Congress on
those panels as censors. And I, frankly, think it’s a conflict of interest and
I want very much to stop it, but I don’t know whether we’re going to be
able to do that.

The second argument is that the NEA refuses to clean up its act and
can’t be reformed. Well, the NEA has reformed and over the years again,
we have whittled away at it. Now we don’t give any money to individual
artists. This year we had to fight for the category of literature. They real-
ly wanted to do away with that, but we were able to save it for this year.

The arts will continue to thrive without the NEA. That’s another of
the arguments that we hear. A lot of people in the United States are not in
this debate at all. And I will tell you, quite honestly, if you were to ask the
vast majority of people in the country what NEA stands for, most of them
would say, “The National Education Association,” if they had any guess
at all. They are not interested in it. Another debate that we often have is
that art is elite. It is the province of the very rich. They should go ahead to
their museums and have their own collections and leave the rest of us
alone. The NEA has done more to dispel that notion than any other
agency on Earth. That’s what they do with their seed money.

Another of the arguments is that so much of the money goes to the
major institutions in New York, Chicago, Los Angeles, Houston, and,
yes, it does. The reason for that is that is where they are able to put
together the travelling troupes and the groups that go out to every nook
and cranny, from sea to shining sea, because the NEA’s whole method of
living is to make sure that we do not leave people behind in the country.
Without it, believe me, that is exactly what will happen. You will not see
the lines of people waiting in small town American to get in to see a per-
formance. F. Murray Abraham told us a story once about a trip he had
made into upstate New York, where, I’m sure you’re heard, it snows from
time to time. (It’s snowing today and I’m just tickled to death that ’'m not
in it.) He arrived in the middle of an absolute blizzard. Somehow the
artists got through, but they didn’t expect to see a human being there. But
one man came and sat on the front row. The actors all talked in the back-
room about, “What are we going to do?” And so, Mr. Abraham walked
out and he said to him, “Well, nobody’s here tonight but you, and it’s a
pretty awful night, and you probably want to leave.” The man said, “No,
I came to see the play.” And so, they put it on for him. And Mr. Abraham
said it was probably one of his greatest performances.

Mary Steenburgen talked about what NEA had meant to her as a
child and what she had learned in school to help make her the actress she
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is. She said that when a group came through with “The Music Man” in
her small town in Arkansas, her parents somehow saved enough money
to buy tickets to take her to see it. And she said she knew that day that
that’s what she wanted to do with the rest of her life. And she told me
that every time, before she goes out to do a performance, she reaches
down to a little imaginary girl and says, “Maryella,” because that’s her
name, “Let’s go out there and do our best. There may be children here
tonight.” I tried to find some kind of catalog of how many famous peo-
ple had gotten their start through NEA and high school programs. I did-
n’t get much further than President Clinton, who told me he had learned
the saxophone in the ninth grade, and could still tell me the name of his
teacher.

Without the NEA, many of these arts programs simply would not sur-
vive. There’s no question about it. Theaters in little places all over the
country would go dark. We would not be able to find and nurture the tal-
ent that is out there and that is, really, the birthright of every American.
Maybe you remember Peter mentioning the Scholastic Art Program. I
don’t know if you know about it, but in each Congressional district, if the
schools want to, the students apply, do work that is submitted to be
judged, with the best being chosen to hang in the Capitol of the United
States. I had one young boy in my district whose work was selected to be
hung in the Capitol. We wanted him to come down to see his painting
hung with all the others, but we couldn’t keep track of him. He was trou-
bled and was from a particularly bad ward in Rochester. He kept drop-
ping out of school, leaving home. But my office was wonderful about it.
They tracked him down through three counties, finally got a hold of him
and said, “You really should come to this.” And he did. And we took real-
ly good care of him. We met him at the plane, and we saw to it that he
was all right, that he got to see his painting, and we sent him home. I did-
n’t hear another word from him for about a year. Then, one night we did
a meeting on art and what it means to people, and in he walks with three
of his friends. He had enrolled at the Pratt Institute. The fact that his
painting was good enough to hang in the Capitol of the United States had
given him enough self esteem to make the effort, to clean up his act and
go ahead and develop the talent that he had.

The fifth argument that we hear is that Washington has to set priori-
ties, the and NEA is a luxury we can’t afford. [ think it’s not a luxury, it’s
a necessity for us. If you consider the amount of money that we spend on
education and remedial work, then you know that these arts programs
are important. I’ve been a great fan of Governor Dean of Vermont, who,
[ understand, is a pediatrician. I've never met him, but I know that one of
the things that he has implemented is that every baby born in Vermont
gets a visit by a Vermont state worker, who brings stimulation to this
child that is applicable to its age. And this continues until that child goes
to school. Governor Dean says it is the best money he spends, because he
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is going to save it in remedial education and in jails. And I think that he’s
absolutely right.

Just last week we learned that music enhances the immune system,
that it is being used to great effect in children’s cancer wards. And not
only does it enhance their immune system, the nurses say that it makes it
possible for the children to withstand some of the awful treatments that
they have to go through, if music is being played, or if they are being able
to try to help play some themselves. This is pretty wonderful.

Now, Washington does not decide, as I said a while ago, what art is
worthy of funding, and be glad for that. But we do want to make sure
that that the money that is spent reflects this nation’s geography, and its
ethnicity and its different points of view, which are also important. I don’t
know what’s going to happen now with the members of Congress on this,
but I'm not happy with that notion. We talked about whether or not peo-
ple should be funding art that they don’t believe in. Well, we fund a lot of
things that I don’t believe in. I'm not crazy about the B-2 bomber. I'm
pretty sure we don’t need a manned bomber for anything, and yet, every
year we pass the Federal budget and the bombers are there, because there
are more people in the House, who believe it in than those of us who
don’t, and that’s what a democracy is. And that certainly applies to NEA
and to the arts. We have to understand that this is a serious time.

I think if there’s one point I really want to make, it’s the way the
debate goes on in Washington, because it’s difficult to understand, and I
know that it is, why members of Congress are so wooden-headed about
this and why they don’t understand. So, I want to reiterate, at least to
some extent, what I think happens there. First, we only hear from one
side. That’s devastating to us, because every time you hear from someone
in the public, particularly someone from your district, you translate it into
5,000 votes. So, if we’re really going to be successful here in things that
we want as we move into this next century, then we’re going to have to
make sure that we participate as well, and that members of Congress hear
from us. I know that all of you do that. I know that you believe in that as
well, but we’ve got to have a groundswell that I think we see it happening
about the Arts that will make it possible for us to keep that debate going.
But there are a number—I love the little arcane things that happen in
Congress. For example, we have the two processes, the appropriations
process and the authorization process. It’s kind of arcane, but I need to
just run through just a bit of this for you. If a bill is authorized, the money
is 99% going to be appropriated. So, what happened to us in 1993 is that
they stopped authorizing NEA. And that means that before we can go to
the floor with the interior bill—and remember, we’re debating the whole
interior bill—before we can go to the floor with it, it has to go to the
Rules Committee, where I'm lucky to sit. The ratio is nine to four, though,
and we don’t win much. But the Rules Committee has to protect each
appropriation that is not authorized from a point of order. And the word
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went out this last time not to protect the NEA and one member raised the
point of order, and we lost in the House by one vote. Fortunately for us,
the Senate did save the NEA. But as I pointed out in the conference, a
number of things were added to it that, every year, weakens it and makes
it so different.

I served with two Chairs of the NEA, John Fromeyer and Jane
Alexander, and it has not been a pretty sight. Jane Alexander came to
Washington full of hope and promise, and feeling so good about it, and
wanting to really do a wonderful job. And she ran into a buzzsaw. The
woman was tortured. I don’t know of any other way to put it to you. I
saw her at hearings and some of the things that she went through. I'm
sorry that she’s gone, but I'm sure she feels that she served her time and
that she should be put on parole. But we are in the process now of choos-
ing a new person to head up the Endowment, and I hope that we can get
some of the quality of those other two, who really were very strong fight-
ers, who made sure that the agency lived.

If we eliminate the NEA, do you realize that we will be the only demo-
cratic free nation that doesn’t invest in art? And that, as was pointed out
earlier by Dr. Harris, doesn’t say very much for us. So, while we are very
much appreciative for the private funding, it is necessary, I think, that the
Endowment live and that we make sure that it’s strong and that it gives
the opportunity to every child and every human being in the country.

One other thing—I wasn’t sure that I wanted to talk to you about this,
but I will—I need to talk to you about the Christian Coalition. They did
something that was really interesting, the Reverend Wileman made a
video that was sent out by the American Family Association, so that every
member of Congress now has some pornography in the office. Then ...
Actually, none of those movies on that tape were funded by the NEA, as
has happened in many cases. So then next they set up, on the steps of the
Capitol, a display of visual art that they thought was blasphemous or
pornographic. And everybody who came to the Capitol—every child who
visited, ever school class that came—marched by what the Reverend said
was pornographic and that nobody should see it. Then, not satisfied with
that, they put it on a web page. So, every family in America who has
access to the web page has available to them the greatest collection of
pornography that exists in the United States, and the NEA, on its best
day, if it was trying to do it, couldn’t come close to that. But one thing
about it, at least, is if you take your child to a museum, you have some
control over what they’re seeing. When you look at the Internet, nobody
knows.

We are living in an interesting time in the United States. The discus-
sion this morning on whether or not we can have a civil dialogue—I think
it is up for grabs. Most of us think that we still can, but I can tell you,
from our point of view, once some group gets a hold of the argument,
either to make money or to make some point, and defines that issue in a
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certain way that catches on with the public, there is really nothing we can
do. We do not have either the resources or the ability to fight it. And it
becomes a factoid. And you see that happening in the Congress. There are
times when I think that we are marching resolutely into the nineteenth
century instead of into the twenty-first. We’re eager to give away hard-
won battles. Changes are being made on a daily basis that I don’t think
people are really aware of. I know they’re not, because when I talk about
them at home, the comment always is, “I didn’t know that. I didn’t know
that.”

And so, we need somehow to recognize that, those of us who are true
believers in discourse and dialogue and have respect for people who dis-
agree with us but nonetheless want the opportunity to give our side, have
a battle force that’s almost unseen. It’s so subtle that it’s often very diffi-
cult to fight. Just recently, the Ford Foundation and several other founda-
tions sponsored a conference in Washington that talked about the status
of the U. S. Government today; specifically, I think they talked about the
IRS. They said that numbers of really wonderful things had happened at
the IRS, but there was no way on Earth for anybody to ever know about
them, because that’s not the way the dialogue was going, and that most of
the things that the media mentioned were the excesses of the IRS, its
inability to deal with people, the things that they had done that made tax-
payers’ lives miserable, and so forth. And David Broder, the columnist,
made it his business to go and talk to two former heads of the IRS, one
Republican and one Democrat. They both told him, collectively, that the
denigration of the American government had made it almost impossible
for them to hire the caliber and quality of people that they wanted in the
IRS. I see this as a dangerous trend, and I think that this notion again of
separating people, to tell them that the government is their enemy instead
of the government is us, is part of this whole debate that includes the NEA
and the NEH.

You've been very patient with me and I thank you very much. It’s a
great honor to be here with you. I have enjoyed every minute of this. I
wish I could talk to every one of you because I've already learned so
much. But thank you for your extraordinary hospitality and the ability
really just to be here and to join you in this today.



THE ART MUSEUMS OF
TOMORROW IN A FREE
MARKET ECONOMY

PETER C. MARZIO®

HOw WILL THE ART MUSEUMS OF TOMORROW function in a free
market economy?

About one year ago while I was visiting one of America’s great art
museums, I stood in a busy rotunda area and saw a broad array of objects
and activities: large paintings and statues, an acoustiguide booth, a silk-
screen labeled exhibition entrance, cases filled with scarves, jewelry, and
assorted objects all being sold in an adjacent shop, and—in the distance
but within view—a sales area for postcards, posters, reproductions, and
catalogs. This mixture of art and commerce made me realize that if I had
been blindfolded in my hotel room and taken to that spot, I could have
thought myself in either a grand galleria or a department store or a popu-
lar museum.

The most important point I wish to emphasize today is this: The tra-
ditional boundary line that has separated profit from nonprofit institu-
tions is becoming blurred. In the case of art museums, this is caused by the
museums’ need for funds, their need for business and promotional skills,
their need for viable channels for reaching large audiences; and because,
on the other hand, the profit sector often imitates art museums, seeks pro-
fessional art museum guidance, and desires to work in some co-sponsor-
ship capacity with art museums.

I remember years ago encountering a caustic museum director who
hated any merchandising in museums. When someone told him that a fel-
low director—who shall remain anonymous—urged his employees to
make their museum look like the prestigious Bloomingdale’s rather than
the discount Sears, our old-fashioned director paused and responded in
the meanest way he knew how. What did he say?

“Yes, my esteemed colleague’s museum does look like
Bloomingdale’s.”

Historically, nonprofit organizations in our society undertake mis-
sions that are, in other countries, committed to business enterprises or to
the state. As one observer noted, “In America, we rely on the nonprofit,
or third sector as it is called, to cure us, to entertain us, to teach us, to
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study us, to preserve our culture, to defend our rights and to protect
nature, and, ultimately, to bury us. In essence, we rely on private philan-
thropy—third sector financing—to support activities that other nations
support with public funds.” I suggest that this is changing rapidly.

Imagine a straight line. At one end of this straight line place a dot.
Label it PROFIT or BUSINESS. At the other end of this line, place another
dot. Label it NONPROFIT or MUSEUM. Now, imagine various forces push-
ing both dots toward one another on this line. Eventually art and business
meet; they intersect or merge and form a new entity, a hybrid which today
may seem outlandish or impractical, but an institution which is the by-
product of the American mind and marketplace.

I mentioned this hybrid to a friend not long ago, and his reaction was
disbelief. He said the I.R.S. would simply not allow it. But I am not talk-
ing about a change in accounting procedures. I am suggesting a new set of
values which are altering the ways Americans view and enjoy business
and culture. Somehow, even the I.LR.S. will adjust.

When I use the term “nonprofit,” I mean an institution that cannot
distribute net earnings (if any) to the people who control the institution,
including members, officers, or trustees. Net income in a “for-profit”
business is given to its owners and shareholders, whereas enterprise
income earned by nonprofit institutions is put back into the organization.
A key point to keep in mind however is that a nonprofit organization is
not barred from earning a profit.

Since the mid-1970s, there has been an acceleration in the trend (that
Neil spoke of) to spend large amounts of money and time proving the
importance of art museums from an economic point of view. A recent U.S.
government publication put it bluntly: “The question is not what the
economy can do for the arts, but what the arts can do for the economy.”
In 1981, the National Endowment for the Arts surveyed 49 institutions in
six cities across America and reported a total direct economic impact of
more than $68 million for the year 1979. The indirect impact amounted
to $237 million. The NEA concluded, “It is clear that culture pays.”
Fifteen years later, that $68 million was close to $200 million and the
indirect impact grew from $237 million to nearly $1 billion.

We should note here that there are individuals, some even friendly,
who question these impact claims. Paul J. DiMaggio, an expert in the
nonprofit field, concluded in a book entitled The Arts and Public Policy in
the United States:

In the long run, concentrating on economic effects is neither good
advocacy nor good policy. It is not good advocacy because, on
close inspection, the arguments are too weak. In some cases, as in
the assertion that businesses relocate to be near culture, the evi-
dence is simply too thin. In other cases, as in the argument from
economic impact, the claims can be too easily turned against the
arts—for example, by those who would cut arts funds in favor of
other expenditures with even greater economic impacts.
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Dangerous ground, yet museums persist in the need to justify them-
selves economically.

When economic justification for art museums is not pushing our non-
profit dot toward the middle of our imaginary straight line, a host of con-
cerns in the area of management and finance gather momentum.

The rise of modern management and financial practices in museums
seems to have occurred overnight. No one thinks museums should be
managed poorly, but modern management brings new values that are
changing museums.

For example, balanced budgets were once primarily the goal of a
museum’s development office and/or the trustee finance committee, but
now a balanced budget threatens to become an end in itself. The impor-
tance that the National Endowment for the Arts, National Endowment
for the Humanities, Institute of Museum and Library Services, and major
foundations place on fiscal stability intensifies the concern. One alarmed
trustee of a New York museum said recently, “Our function is not to be
like a corporation that worships at the altar of 15 percent compounded
growth. Our business is to help enrich our lives. Institutions like muse-
ums, universities, and libraries have a different role to play in society, a
non-economic role. If fundraising priorities in any of the spiritual realms
take precedence over their raison d’étre, the long-range result may be a
flattening of that purpose.” On the other side of this debate is Mr. Eli
Broad, a great collector and financier, who serves on the Los Angeles
County Museum of Art board of trustees. In the May 1996 Art and
Auctions magazine he was quoted as follows: “I think museums ought to
be held accountable for what their attendance is and whether it’s really
cost effective.” There is a non-economic justification for art, yet I am will-
ing to bet that art museum directors are spending more time on financial
matters. This does not mean necessarily that financial concerns always
lower artistic standards, but that directors’ schedules are becoming
crammed with budget meetings, audits, fundraising, and all the rest.

One solution to this time squeeze is to hire a professional, business-
type manager and make him or her president of the museum.
Theoretically, this frees the director to concentrate on artistic matters.
The Metropolitan Museum of Art is the celebrated model, and other art
museums, such as Los Angeles County Museum of Art, are following the
format.

The need for modern, corporate-type management skills in a museum
director is essential. Business schools like Yale, Wharton, Northwestern,
and Harvard make nonprofit management a part of their curriculum
offerings. And MBAs with degrees in art history are becoming desirable
as administrators in art museums.

Management skills are not the only new qualifications desirable in a
museum director. Art museum directors are also as committed to lobbying
legislatures as the leaders of industry. An ability to give convincing testi-
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mony may well become a prime prerequisite in job descriptions of future
directors. Many art museums have paid lobbyists in city, county, state, or
national levels of government—and sometimes in all four. Why? Because
it pays.

There are numerous additional areas where, as an art museum direc-
tor, I find myself interacting and working with businessmen. Development
and fund-raising are obvious examples, but how about community rela-
tions and trustee relations? Whole blocks of my daily schedule are taken
up with activities for which I have little formal training, and somehow
fine art seems to slip in priority. Nowhere, in my opinion, is the merging
of profit and nonprofit occurring more clearly than in marketing and
sales. American art museums have had shops or stores since the nine-
teenth century. For a long time we have encountered these stores at the
entrances of the more aggressive museums. Traditionally, this was consid-
ered the most profitable point of sale. The emphasis was on selling mer-
chandise that had been ordered. Belatedly, but now at a rapidly increasing
pace, many museums are committing time and money to hiring marketing
personnel and designing public relations campaigns. The difference
between selling and marketing is that marketing first tries to discover
what the consumer wants and then gives it to him. Peter Drucker’s
famous descriptions are more eloquent than my own. “The aim of mar-
keting,” he says, “is to make selling superfluous.” The ultimate purpose,
according to Drucker, “is to understand the customer so well that the
product or service fits him and sells itself.”

If all of this sounds a little far-fetched and distant from the business of
art museums, then look at the prestigious American Association of
Museums’ publication, Museums for a New Century. Marketing is high-
lighted as an essential skill which will determine who survives. The finan-
cial benefits are obvious, but the report goes a step further:

Marketing as a consistent effort builds a foundation of public
understanding and appreciation. Over time, the public learns
about the values on which museums are founded, the heritage they
collect, the knowledge they embody and the services they perform.
In turn, with greater understanding, the public will use and sup-
port museums more fully.

Marketing influences the entire museum, particularly earned income
and membership. Enterprise, as a part of marketing, is becoming a famil-
iar word in art museums. The Nonprofit as Entrepreneur was the title of
a conference held in Washington, D.C. And recently I purchased a book
entitled Enterprise in the Nonprofit Sector, co-sponsored by the
Rockefeller Brothers Fund, which argues that art museums and other
nonprofit institutions should create the position of “Director of
Enterprise.” The purpose of this office would be to establish programs to
fund the parent art museum.
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In 1979 the Association of Art Museum Directors sponsored a pro-
gram about business and museums. During an uncomfortable moment, I
tried to relieve the tension by saying, “Well, the for-profit art museum is
right around the corner.” I meant it as a joke back then—people
laughed—but none of us are laughing now. In various American cities like
St. Petersburg, Florida, Memphis, Tennessee and others we now have the
equivalent of for-profit art museums. The governing structures vary but
basically they are museums without collections which specialize in block-
buster exhibitions such as Catherine the Great, Ramesses I, etc. Their
goal is to bring tourists to the city and generate large amounts of money.
They have been financially successful more often than not.

The way it works is simple. The city establishes a so1(c)(3) tax
exempt entity called the “museum.” All contributions and income go to
the sor(c)(3). This eliminates the taxman. The actual work is subcon-
tracted out to a for-profit business. This for-profit business is actually the
equivalent of the staff of the museum.

Professional museum people have looked down their noses on this type
of “unprofessional” institution. But the fact is that these hybrids are in
many instances out-performing the older-type museums. Is it good? There
are pros and cons. My only point is that they exist and often prosper.

Over ninety percent of all cultural nonprofit institutions generate
funds from enterprise activity. And I do not think it is an exaggeration to
say that an idea is evolving at the trustee level that art museums must
begin to cover a larger percentage of their expenses with earned income.
Exhibitions are an immediate source. Based on the highly promoted
blockbusters in the 1970s and 1980s, we face demands for popular exhi-
bitions. We must advertise, sell tickets, produce popular catalogs, posters,
post cards, wrapping paper, and reproductions. Profit-centers, formerly
called museum stores or shops, must be located throughout the museum
and stocked with items the market surveys tell us people want.

The June 20, 1996, New York Times published an article by Carol
Vogel entitled “Hustling High Culture with Fliers and Freebies.” Ms.
Vogel noted all the promotion surrounding the recently closed Cezanne
exhibition in Philadelphia. My favorite item for sale was the baseball with
Cezanne’s signature. Ms. Vogel also quotes the Whitney Museum of
American Art director, David Ross: “We all have to be more entrepre-
neurial.” And Lisa B. Walker, vice president of cultural affairs for Chase
Manhattan: “. .. now corporations are discovering there are ways to sup-
port the arts that are market-driven.” The awakening is everywhere.

I belong to the school that believes there is nothing intrinsically wrong
with entrepreneurial activity except when it confuses visitors, makes art
secondary, or transforms art into advertising. Recently while visiting
another museum I turned down a hallway thinking that I was following
the galleries in sequence. Instead, I found myself viewing reproductions in
gilded wooden frames. For awhile, [ was confused, then I realized I was in
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the entrance of a museum profit center. Exhibition spaces and transitional
areas are being appropriated by profit centers. If the trend continues, will
there be a day when some museums will have more sales space than exhi-
bition galleries?

The desire for more earned income and greater popularity has created
a rush for larger memberships. Enter marketing again, complete with sur-
veys and analysis. This requires sophisticated and expensive techniques
such as mass mailing, advertising, public relations campaigns, slogans—
you name it.

The irony, of course, is that as enterprise and membership succeed
(thanks in part to marketing) a large support staff is needed for account-
ing, inventory, mailing, processing, auditing, and general management. In
order to keep control, someone at the top must think like a corporate
manager because earned income demands specific skills and attitudes. If
you wonder what the profession thinks of this, let me point out that the
NEA in Challenge Grant applications looks favorably on art museums
with healthy earned income statistics, and in Museums for a New
Century. We read: “Museums should vigorously pursue cost-saving
opportunities and creative ventures to increase earned income.”

“Well,” you might say, “all these things you are speaking about are
the means art museums use to carry out their mission of preserving man’s
heritage. These are simply modern tools.” That may be so, but the people
who are experts in commissioning, assembling, and using economic
impact surveys, people who train in and teach management and finance,
marketing experts, lobbyists, and entrepreneurs may love visual art but
their instincts, values, and priorities are profoundly different from the
older-style museum professional.

In my opening comments I asked you to picture two dots at opposite
ends of a straight line. Thus far, we have been talking about the momen-
tum of the nonprofit dot as it moves toward the center. Let’s look briefly
at the profit dot. I do not suggest that most corporations are speeding
intentionally from profit orientation to philanthropy, but numerous devel-
opments deserve attention.

Today’s corporations have collected works of art, hired full time cura-
tors, established museums, organized major art exhibitions, offered free
public tours, provided art educational material, and advertised their
museum-type activities often within the confines of their own buildings.
Many services provided to communities exclusively by art museums in the
past are now becoming available from corporations too.

There are national seminars sponsored by prestigious nonprofit insti-
tutions teaching corporations how to collect art, And some museums, like
the Museum of Modern Art, have helped businesses with collecting for
many years. A few museums help corporations purchase art with a con-
tractual agreement that after a specified period of time the corporation
will donate the works to the museum. Naturally, the assumption is that
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the works will have increased in value, thus making the art a low cost
capital expense.

There are enough officers in corporations presently assigned to art and
art programs that several national organizations (complete with newslet-
ters) have been established for these corporate art/museum professionals.
Former curators, former art museum directors, former NEA officers, and
semi-retired vice-presidents fill the ranks of corporate art executives.

Many corporate art activities are carried out in partnership with non-
profit museums. Museums for a New Century highlights the Rouse
Company’s Art in the Marketplace program, for example, which in seven
years opened thirteen museums in shopping malls across America. The
motivation, according to Rouse, is simple: “The computerized, prepack-
aged, fast-paced world is warmed and slowed down by the presence of the
museum, the dancer, the actor—all in the midst of the market. Everyone
wins.”

The Whitney Museum has had success with its satellite museums, par-
ticularly the one located in the Phillip Morris office building in
Manhattan. And if any of us thought that corporate art museums were a
fad, which would fade from view, look again. Thirteen years ago, on May
14, 1985, the New York Times reported that Equitable Life Assurance
Society of the United States was incorporating into its newly planned mid-
town fifty-four story, $200 million corporate headquarters three art gal-
leries, two of which would be operated by the Whitney and a third for
New York museums seeking space in midtown Manhattan. This has had
mixed success, but there are numerous more recent examples.

The partnership between art museums and corporations has many
forms: one of the most common, exhibition funding, deserves special
attention. There has been concern among art museum directors that cor-
porations that fund exhibitions are far more interested in public relations
than in philanthropy. Often the tour schedule of an exhibition is influ-
enced by the corporate sponsor and the bias against scholarly exhibitions
in favor of broad surveys suggests important issues which can not be
ignored. There is no standard format for crediting corporations at exhibi-
tions or in museum catalogs, but the issue deserves some thought. The
ongoing debate on television’s PBS stations emphasizes a potential prob-
lem. When some educational stations began airing commercials from cor-
porations who had contributed to programs, numerous people objected,
saying it made PBS a commercial network. In that case, the profit and
nonprofit dots intersected.

A similar debate which most of us m museums wish would go away
has to do with exhibition sponsors. Recently, Michael Kimmelman of the
New York Times questioned the propriety of the Faberge Company spon-
soring the immensely popular Faberge in America exhibition at the
Metropolitan Museum of Art. Since then the Christian Dior and Cartier
exhibitions in New York have been sponsored by Dior and Cartier respec-
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tively. And in the past there was the precedent of Tiffany and Company
sponsoring the large Tiffany exhibition and Ferregamo sponsoring its own
retrospective at the Los Angeles County Museum of Art. Directors like the
Museum of Modern Art’s Glenn D. Lowry have been forthright about this
issue: “It’s easy enough in the abstract to draw the line (between artistic vs.
business decision making), but in real life, in an environment where every-
one’s competing for corporate funders, the line isn’t clear . .. .”

If a survey were taken to analyze current boards of trustees, I believe
we would find a large increase of corporate presidents and chief executive
officers and a decrease of art collectors. The Business Committee on the
Arts has done a lot to keep art museums and corporations well informed
about one another’s activities, particularly in areas of mutual interest.
And art museums have encouraged corporations to sponsor programs
and become members of the museum family.

Some of us say blatantly in our promotional literature that public rela-
tions opportunities and specific market objectives can be met often
through this creative partnership. The corporate evening party has
become very popular in art museums because it helps both institutions.
Indeed, I am involved in so many of these events that when I was once
asked how someone should train to become a museum director, I recom-
mended that they attend the Cornell School of Hotel and Restaurant
management! Jokes aside, corporations have been supportive of art muse-
ums and in many cases are developing their own programs.

When discussing the issue of commercialism with other museum
directors, one of my colleagues asked: “Wouldn’t it be wonderful if we
had all the money we needed so that we could return to serious research
and forget blockbusters, mass marketing, shops, et al?”

The answer may not be so simple. In my opinion, the museum profes-
sion is in an unhealthy frame of mind regarding this issue. The standard
professional rhetoric that I hear is anti-big exhibition, anti-marketing and
public relations, anti-commercialism; yet, museums are in a frantic search
to be more popular, to earn more income, to be of the people When talk-
ing to one another, museums are saying “no” to popularity but doing
everything in their power to be popular. This contradiction is worse in
museums that have seen what popular exhibitions, for example, do for
fund balances, for community enthusiasm, for raising the museum’s
image in the public consciousness.

This situation reminds me of an old Jimmy Durante movie about a cir-
cus that had fallen into debt. When the creditors got the police to seize the
circus’ assets, Jimmy Durante tried to escape out of the back of the tent
with the star of the circus, a three thousand pound elephant. A law officer
stopped Durante, who was leading the animal, and asked, “Where do you
think you are going with that elephant?” Durante’s classic reply was:
“What elephant?” Just change the actors and a museum director might
actually say, “What marketing?”



THE PHILOSOPHICAL SOCIETY OF TEXAS

Would museums stop profit-type activity if they did not need the
money? [ suggest “no,” we would not.

Commercialism, advertising, and public relations have proven to be
viable means for interesting people in art. The democratic, educational
mission which is written into nearly all of our museum charters and
which is the justification for the tax-exempt and eleemosynary status
museums enjoy is served by the evolution of this new-style institution.
Visit the J. Paul Getty Museum in Malibu or The Kimbell Museum in Ft.
Worth. Both are endowment-funded and both could do the minimum
public service to maintain their I. R. S. status as tax-exempt institutions.
But that is not the course they have chosen. Instead, they aggressively
“stimulate . . . public commitment.” Why? In America, museum life is
styled by the popular will. The director of the Kimbell said it best:

“Museums are servants of the people.”

And what do foreign observers think of all this? It is difficult to say
because they are only now becoming aware of how differently their muse-
ums function compared to American museums. In a study published in
1988 at the Free University Berlin these differences were enumerated.

1. American museums have a great number of target groups.

2. American museums offer a multitude of services, nearly around the
clock.
American museums are trying to make themselves an integral part of
their communities.
American museums are nonprofit organizations but nevertheless com-
mercial.
American museums are not systematic in their marketing; they are
“intuitive.”

What could the Germans learn from the Americans, the report asked
rhetorically: “German museums have to find a way of their own which
certainly has to be on a more systematic line than the more intuitive
American way of doing things.”

[ am somewhat disturbed that this topic is not being discussed on a
more regular basis. Why isn’t it? Possibly because it is (1) new, (2) moving
and changing so quickly that it is impossible to see clearly, and (3) maybe
the Germans are right—the process is intuitive. Today, we have noted, the
art museum and its images are on ATM cards, the television home shop-
ping networks, the Internet and virtually everywhere else. But as journal-
ist Carol Vogel noted, it was only 30 years ago when the Metropolitan
Museum of Art pioneered the use of outdoor banners with its “Great Age
of Frescoes.” This was considered a great innovation. In just 30 years,
there has, in essence, been a kind of cultural evolution which some might
see as a revolution.

Without in-depth research to support what I am saying, these ideas
must be categorized as opinions. Yet, the cold facts are that our museums
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exist in a market economy, our museums must be managed efficiently, and
our museums need funds to provide the functions for which they were
established. This makes American museums radically different from most
other museums in the world. For us to ignore the impact of the market-
place and to make believe that a new kind of art institution is not evolv-
ing is to forfeit the opportunity to help form a hybrid which could be
healthier and of greater service than any earlier form. To talk of art and
commerce, nonprofit and profit as separate and distinct is to miss one of
the important facts in recent American art history. This is not necessarily
negative. | do not agree, for example, with the cynical comic who sug-
gested that U.S. museums are changing the spelling of MONET to MONEY.

The nonprofit art museum has become a part of big business and
mass-communication. The leading corporations on the other hand have
begun to make art a part of their daily routine. From this has evolved an
institution which has characteristics of both—it’s a new realm with new
possibilities. Stay tuned!




MEMORIALS

CLAUDE CARROLL ALBRITTON, JR.
1913—-1988

Claudc Albritton entered Southern Methodist University in 1929 and
made it his home for most of his life. Few before or since have given
that university greater service or distinction.

He was born in Corsicana, Texas on April 7, 1913, and received
Bachelor of Arts in geography and Bachelor of Science in geology in 193 3.
After Harvard University awarded him the Master of Arts degree in 1934
and the Doctor of Philosophy degree in 1936, Claude Albritton returned
to Southern Methodist University to teach. In 1938 he investigated qua-
ternary geology of the Davis Mountains with Kirk Bryan and with
archaeologists J. C. Kelley and T. N. Campbell; their report was published
in 1939. This sort of interdisciplinary investigation, with geology as a
fundamental element, would constitute his primary intellectual pursuit.

In 1941 he published a study of the quaternary sands of the High
Plains with his pupil R. M. Huffington. During World War II he served as
geologist for the United States Geological Survey. In 1944 he married Jane
Christman and they had three children, all of whom ultimately survived
him.

Claude Albritton returned to his university as chairman of the geology
department from 1947 to 1951. In 1955 he collaborated with Fred
Wendorf and Alex Krieger in publishing The Midland Discovery.
Although he served his university as Dean of the Faculty of Arts and
Sciences 1952-1957, as Dean of the Graduate School 1957-1971, as
Chairman of the Board of Publications 1968-1978, as ViceProvost for
Library Development 1971-1973, and as Dean of Libraries 1973~1978,
his scholarship continued almost uninterrupted. In 1963, to celebrate the
Geological Society of America’s seventyfifth anniversary, Albritton edited
and published The Fabric of Geology, followed by studies of the stratigra-
phy of the Domebo mammothkill site in 1966 and of the Copperton
mammoth site in 1975. In the meantime he also had begun to study the
archaeological geology of Egyptian Nubia. After publishing his report on
the geology of the Tuska site (The Prehistory of Nubia) in 1968, he pro-
duced a number of collaborative works on the region into the midig7os
and finally The Origin of the Qattara Depression in 1998. In 1975 he
edited the Philosophy of Geobistory: 1785-1970 and was one of the first
Americans elected a corresponding member of the International
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Commission for the History of the Geological Sciences. He assisted in
establishing and chaired the American participating committee of the
Commission. As a principal organizer of the History Division of the
Geological Society of America, he became its first chairman and the sec-
ond recipient of the Society’s History of Geology Award.

Claude Albritton’s retirement in 1978 as Hamilton Professor of
Geology, which he had held since 1955, did not alter his intellectual
stride. His postretirement activities included service as vicepresident of
SMU?’s Institute for the Study of Earth and Man, the contribution of a sig-
nificant essay on geological time to The Abyss of Time in 1990, and writ-
ing new articles on the history of geology for the Encyclopedia
Britannica. He also assisted in planning the geological essays for the sup-
plement to the Dictionary of Scientific Biography and wrote Catastrophic
Episodes in Earth History, which was published posthumously in 1989.

A week before he died on November 1, 1988, Claude Albritton was
notified that he would be the recipient of the Archaeological Geology
Award at the centennial meeting of the Geological Society of America. At
this meeting, which occurred on the day Claude Albritton died, the award
was presented to him in absentia.

J. W. M.

WiLLiAM HERBERT CROOK
1925-1997

S x / illiam Herbert Crook, president of this society in 1995, died in his
Corpus Christi Home on October 29, 1997. He was 72. He had a

distinguished career of service to the public, both in governmental and
private capacities.

Bill was born in Illinois in 1925 and moved to Texas with his family at
the age of four. He served as an engineer gunner during World War II. He
graduated from Baylor University in 1949 and received a doctorate in the-
ology from Southwest Seminary. In 1960 he resigned as pastor of a
Baptist church in Nacogdoches to run unsuccessfully for a seat in the
United States House of Representatives. Later that year he assumed the
presidency of San Marcos Academy, where he doubled the endowment
and instituted many new programs.

His governmental career had its start in December 1965, when
President Johnson asked Bill to open, in Austin, a regional office of the
Office of Economic Opportunity, a key element in Mr. Johnson’s efforts to
ease the problems of the poor. In 1968 the President appointed Bill to be
national director of VISTA (Volunteers in Service to America) and two
years later named Bill as Ambassador to Australia. On his return from
Australia at the end of the Johnson Administration, Bill went into busi-
ness, but his interest in helping the public did not waver. As a private citi-
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zen he succeeded in obtaining from Spain, for Corpus Christi, the Spanish
replicas of the Columbus ships.

Both Governor White and Governor Richards made use of his abilities
by appointing him to posts. Bill was one founding member of the Society
of the Anchor of the Presiding Bishop’s Fund for World Relief of the
Episcopal Church. It was under the auspices of the Fund that he was
working in the Ethiopian feeding camps during the famine in 1985. It was
there that he contracted hepatitis, which killed him 12 years later. As
Society member Lady Bird Johnson said after his death: “Bill Crook led a
wonderfully good and useful life, much of it spent doing the Lord’s work.
His whole life was a test of faith. He contracted the virus that killed him
in Ethiopia trying to verify that international aid was spent to feed the
starving.”

The problems of the poor were a constant concern with Bill. He
served on the task force that helped formulate the Economic Opportunity
Act of 1964. In a 1994 interview, he said of that legislation: “It was a dar-
ing venture. The Economic Opportunity Act of 1964 said something that
no civilization has ever said before. It said, ‘It is the official policy of this
government to eliminate the paradox of poverty in the midst of plenty.’
No civilization in the history of mankind has ever even attempted to go
back and pick up what it had sloughed off. We made that attempt, I think
more successfully than the program’s given credit for. Out of it came
Head Start, Job Corps, and any number of other peopleoriented pro-
grams.”

Bill loved The Philosophical Society, to which he was elected in 1973.
He regretted that the proceedings, which he thought were splendid, did
not have a lasting impact. He wanted the Annual Meetings to be more
than a pleasant social gathering where those present were educated by
papers from experts on whatever subject was the theme that year. He
wanted the prestige and influence of Society members to propagate the
expert learning presented in the papers into concrete changes for the bet-
ter in the life of our state and nation. It was a lofty goal, though one not
easy to achieve.

He was more successful in achieving another of his goals for the
Society. He felt that our membership was predominantly white males
from Houston, Austin, and Dallas, and that we ought to have a member-
ship more reflective of the demographics of our state. He persuaded the
Board of Directors and, at the 1996 Annual Meeting, the membership to
approve an amendment to the Bylaws creating a Committee on
Membership. It now screens proposals for membership and puts on the
ballot those candidates whose election would best serve the needs and
desires of the Society. Appropriately Bill was named as first Chairman of
the Committee on Membership and presided over its first meeting in
August 1997.

Bill was the first future President of the Society to name a Program
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Committee to work with him in selecting the topic for the Annual
Meeting in his presidential year and in thinking of suitable speakers. The
committee he named met several times and did contribute ideas for the
program for the 1995 Annual Meeting in Corpus Christi. The program,
on “The Ocean Within: Myths and Memories”, was brilliantly successful,
though it must be said that most of its success was due, not to the
Program Committee, but to Bill’s ability to attract excellent speakers and
to persuade his friend, Bill Moyers, to come as Moderator. Another high-
light of that Annual Meeting was the cocktail reception that Bill and
Eleanor Crook gave in their home.

Bill was a softspoken man with a sweet smile and a gentle sense of
humor. Bill Moyers said of Bill Crook: “He was one of the most accom-
plished men to be so modest that I ever knew. He was really a Renaissance
man who was at home in many worlds and always at peace with himself.”

Bill is survived by Eleanor and by three children, William H. Crook,
Jr., of Corpus Christi, Mary Elizabeth Crook of Austin, and Noel Crook
Moore, of Raleigh, N.C. Daughter Elizabeth, herself a member of this
Society, has written: “He lived an exceptional life and taught us all many

lessons, the last of which was how to die with grace, and unafraid.” Itis a

lesson that we Philosophers would all do well to learn.
C. A W.

EpwiN HEINEN
1906-1995

Edwin Heinen, 89, of Houston, passed away Sunday, April 9, 1995.
Mr. Heinen was born March 17, 1906, in Comfort, Texas to Hubert
and Else Heinen. He attended Rice University and graduated from the
University of Texas at Austin. At Ernst and Young he was one of the ini-
tiators of Management Consulting for Accounting Systems and a
Resident and Managing Partner. He was a member of Christ Church
Cathedral, a Director of the Hemotherapy Institute of the Texas Medical
Center, Junior Achievement, the Society for the Performing Arts, the
Better Business Bureau, and the Houston Grand Opera Association, and
also was active in many other civic and cultural organizations. He was a
member of the Rotary Club of Houston since 1951, he was President in
1963-1964 and District Governor in 1970-1971. He received the Rotary
Distinguished Citizen of the Year Award in 1984. He also served as a
member and President of the Board of Education of HISD and as member
and Chairman of the Board of Trustees of the Houston Community
College System. The theater of this system was named in his honor.
Erwin Heinen was a man who gave much to his community. He took
on especially difficult volunteer responsibilities and performed them with
distinction and much effectiveness. In 1973 he ran for the Board of the
Houston Independent School District in order to bring a management
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expertise to that board that was sorely lacking. He had done the same
thing in 1971 by accepting an appointment to the Harris County Hospital
District Board of Managers. In this responsibility he was very instrumen-
tal in effectuating changes that improved immeasurably the delivery of
health care to the underserved. He was also instrumental in the develop-
ment of a stronger Junior Achievement program and during his later years
was always available for assignments that improved Houston.

J.S.B.

PauL HorRGAN
1904-1995§

Paul George Vincent O’Shaughnessy Horgan, one of the most prolific
and distinguished writers of the Southwest, died in Middletown,
Connecticut, on March 8, 1995. He was 91 years old.

Horgan wrote seventeen novels, four volumes of short stories, five
biographies, and various other works, including a volume of his drawings
and paintings, which were exhibited at the Amon Carter Museum in Fort
Worth and the New York Public Library, among other places. He pub-
lished his first novel—The Fault of Angels, which won the Harper Prize—
in 1933, but he won more fame for his non-fiction, which included Great
River: The Rio Grande in North American History (1954), for which he
won the Pulitzer prize for history and Bancroft prizes, and Lamy of Santa
Fe: His Life and Times (1975), which won the Pulitzer. Other historical
works include The Centuries of Santa Fe (1956) and Conquistadors in
North American History (1963). In addition, he was awarded more than
fifty honorary degrees during his more than half-century career.

Paul Horgan was born in Buffalo, N.Y., but moved to New Mexico
with his family when his father developed tuberculosis and needed to
relocate. He went to high school in Albuquerque, then worked for the
local newspaper, writing music and drama reviews, before enrolling in the
Eastman School of Music in Rochester in 1923, where he studied singing.
He dropped out of the school after a year, then worked as a theater
designer in Rochester before returning to New Mexico at age 24 to
become a writer. In 1926 he became librarian of the New Mexico Military
Institute, stipulating that he be allowed time to write.

He was initially invited to Wesleyan University in 1959 to serve as a
fellow at its Center for Advanced Studies. He was made director of the
center in 1962 and also served as a professor of English and artist-in-resi-
dence. Although living in the East, Horgan continued to write about the
Southwest. David McCullough called his The Heroic Triad (1970) “a
brilliant study of the three cultures of the Southwest.” He also wrote A
Distant Trumpet (1960) about the Apache wars of the 1880s, Whitewater
(1970), The Thin Mountain Air (1977), and Mexico Bay, (1982), about a
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writer trying to write a history of the war between the United States and
Mexico.

Horgan was a remarkable personality who wrote on many things—
Encounters with Stravinsky (1972), for example—although he continual-
ly returned to the subject of his favored Southwest. He was passionate
about music and painting and his faith, and, in his 1993 autobiographical
essays, Tracings, he recalled the triumph that he felt upon being admitted
to the normally restricted Vatican archives to pursue his biography of
Archbishop Lamy. He proposed his own epitaph in an 1987 magazine
interview: “He was an artist who worked to the best of his ability to
achieve works of art.”

R.C:T.

HARRIS MASTERSON III
I1915-1997

The arts in Houston lost a godfather with the death of Harris
Masterson IIl on April 7, 1997, at the age of 82. However, his death
did not end the generosity of the lifelong philanthropist who, with his
wife Carroll Sterling Masterson, led the movement to raise the Houston
arts scene to a par with other major U.S. cities. As a magnificent gift to the
city and art lovers everywhere, Harris Masterson III bequeathed his pala-
tial River Oaks home—Rienzi—and the surrounding gardens to
Houston’s Museum of Fine Arts. It was a final grand gesture from a cou-
ple who devoted their lives to enhancing Houstonians’ quality of life.

The son of local businessman Neill Turner Masterson and his wife
Libbie Johnston Masterson, Harris Masterson III attended Kinkaid
School, San Jacinto High School and the New Mexico Military Institute.
He earned a bachelor’s degree in English from Rice University. During
World War II, he served as a captain In Army intelligence and was called
back into service during the Korean War. He was an investor and art col-
lector for much of his professional life.

In 1951, he renewed his acquaintance with Carroll Sterling, a former
Kinkaid classmate. She was the daughter of Isla Carroll and Frank
Sterling, a founder of the Humble Oil Co. She and her two children
moved back to Houston from Mexico City in 1950 after her husband was
killed in an airplane crash. Following a whirlwind courtship, she and
Harris married in January 1951, Later, in an interview in The Houston
Post, Carroll Masterson said, “It took us about five days to decide to get
married. Of course, it wasn’t like we had to got to know each other.” In
the ensuing years, their names were inexorably linked with philanthropic
bequests.

In the early 1960s, he produced plays and theatricals in New York
City and was a co-founder of Houston Presents, an organization that
brought major performers, orchestras and touring companies to the city.
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Although he and his wife traveled widely and even maintained residences
in cities such as London, Houston was his home and first love.

He dated his philanthropic urges to his youth. “My mother, sister,
brother and I would take baskets to people at Christmas for the Christ
Church Cathedral guild in the late teens and early ‘20s in Houston,” he
told The Houston Post. “Carroll and I are both native Houstonians, and
we have been strong Houston supporters all our lives. We feel you have to
share what you have.”

Perhaps Harris Masterson’s finest contribution to Houston was the
Gus S. Wortham Theater Center. In 1977, he began the 1oyear private
fundraising effort that built the $72 million opera/ballet complex, serving
as head of what was then the Lyric Theater Foundation. “Harris was the
focus of everything during the first five or six years,” Houston Grand
Opera general director David Gockley told The Houston Post at the
Center’s opening. He remained a central element until the Wortham
Center was handed over to the city in 1987. His oversight of the project
was legendary. Houston Chronicle art criticatlarge Ann Holmes remem-
bered that one of the stages at the Wortham Center was inadequate for
ballet, and he gave the $300,000 needed to bring it up to par.

In 1987, the Wortham Center Foundation of which he was president
handed the center over to the City of Houston. The center was to become
its most stunning cultural asset. The Green Room at the Wortham is
named in his honor.

At various times in his life, he headed the boards of the Museum of
Fine Arts, the Miller Outdoor Theater, and the Lyric Theater Foundation.
He was honorary chairman of the Houston Grand Opera and a major
contributor to the Houston Symphony and the Alley Theater, He was one
of only a few lifetime trustees of both the Houston Ballet and the Houston
Grand Opera. In 1988, the Houston Grand Opera named its “Masterson
Award” in honor of him and his wife. The awards go to individuals who
have given distinguished service to the organization.

Both Mastersons were known for their service as well as their gen-
erosity. The Museum of Fine Arts in Houston benefited from the tenden-
cy early when the pair was named to its board in 1953. The Masterson’s
gifts made expansion of the museum possible. The Masterson Junior
Gallery features exhibitions for the younger generation. There is also a
Masterson Galley and the Frank Prior Sterling Galleries, dedicated to the
memory of Carroll Masterson’s father.

The couple’s 700-piece collection of Worcester porcelain was donated
to the museum in 1984. The collection was considered the finest outside
of England. Over the years, they also loaned portions of their fine art col-
lection for exhibitions at the museum. Friends recalled that Harris
Masterson III once delivered his collection of ornate Faberge eggs to the
museum in a shoebox.

The perfect setting for the jewels of their collections was Rienzi,
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named for Harris Masterson’s maternal grandfather Rienzi Melville
Johnston. founder of The Houston Post. Wellknown local architect John
Staub designed the house. The gardens, designed by landscape architect
Ralph Gunn, cover more than four acres and were frequently spotlighted
during the city’s annual Azalea Trail. Rienzi served as an elegant center
for the many parties and dinners hosted by Harris and Carroll Masterson
over four decades. In 1988, the couple hosted Princess Christina of
Sweden and her husband Tord Magnuson along with a group of Houston
notables at a reception and private dinner. In 1989, Sarah, then the
Duchess of York, enjoyed Southern cuisine at a luncheon hosted by the
Mastersons and attended by several of their older grandchildren.

Rienzi itself adjoins Bayou Bend, the estate of Ima Hogg that was also
donated to the local fine arts museum. Harris Masterson himself served as
coordinator of Bayou Bend’s transformation from Miss Ima Hogg’s pri-
vate home to the decorative arts wing of the Museum of Fine Arts.
Rienzi’s decor, however, is mainly eighteenth century and reflects British
style, making it a fine foil for Bayou Bend. The bequest also contains
funding for the estate’s upkeep as well as the couple’s collections of eigh-
teenth century English furniture and silver. Some of the art that Harris
Masterson III collected during his lifetime went with the house as well,
Carroll Masterson once said, “Mr. Masterson really did all the collecting.’

Harris Masterson III was a unique presence in the city. Always accou-
tered in the latest of European tailoring, he was readily identifiable by his
white hair, his cane and his Rolls Royce. Known as an avid card player, he
was also a fond father to his wife’s two children and a mentor to the
youngsters in his family—including well known director Peter Masterson,
who credited Harris Masterson with encouraging him to go into the act-
ing trade. He had no biological children of his own.

When he was feted at a benefit for the University of Houston Moores
School of Music, organizers were at a loss when it came to choosing a
gift. Finally, they called the International Star Registry and renamed the
star Aquila Harris Masterson III.

While the fine arts dominated much of the Mastersons’ attention, they
gave to other aspects of Houston society as well. They were known as
mainstays of the Center for the Retarded, whose board Harris Masterson
headed for 16 years, and were frequent contributors to St. Joseph
Hospital, the only hospital in downtown Houston, and DePelchin Faith
Home. When the Van Lawrence Voice Institute in the department of
otorhinolaryngology was named at Baylor College of Medicine, the
Mastersons made certain that it was the recipient of a major gift. Dr.
Richard Stasney, who oversees operations of the institute, said, “Mr.
Masterson’s help was invaluable.” His gift continues to fund a study of
how larynxes age, a work that will be provide key answers as to why
voices change as people get older. “Harry was a good friend,” said Dr.
Stasney. “He was one of the treasures of Houston.’
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Through a family foundation, he and his wife were also major con-
tributors to the study of geriatrics at Baylor College of Medicine, the
state’s only private medical school.

When Carroll Sterling Masterson was named “woman of the year” by
the local chapter of the YWCA, it was no fluke. The Carroll Sterling
Masterson Branch of the Houston YWCA at Memorial Drive and
Heights Boulevard is named for her. Her involvement with the YMCA
was a Masterson family tradition, Harris’s grandmother helped found the
Houston YWCA in 1907. Carroll Masterson served on the organization’s
board for many years. In an article in The Houston Post, she explained
that she had “two children, 14 grandchildren and six greatgrandchildren
(at the time), so I'm rather interested in any organization that helps
women and children,” a sentiment echoed by her husband. That devotion
to family and humanity was honored also by the AntiDefamation League
in 1987 when they gave the pair a Torch of Liberty Award at a gala that
drew goo guests. Carroll Masterson died in 1994.

For more than four decades, Harris Masterson III held firm to his
vision of a livable city enhanced by an infusions of visual and performing
arts. He did not limit his efforts to signing checks. Instead, he gave large
chunks of his life to building an arts community that graces the Houston
of today and will continue to do so in the centuries to come. His leader-
ship was crucial to establishing the city as a regional center for perform-
ing arts and art appreciation. His death marked the end of an era in
Houston.

D.CA.

WATKINS REYNOLDS MATTHEWS
1899-1997

\ x / atkins Reynolds Matthews spent more than a half of a century

presiding over the family’s Lambshead ranch 14 miles north of
Albany, Texas. He was 98 and the last of his generation in one of Texas
prominent ranching family. Watt, as he was known by all, spent his whole
life living on the ranch with the exception of four years at Princeton
University.

He was born in Albany, lived at the ranch, and seldom left Texas
except to attend 1921 Class Princeton reunions. He saw very few reasons
to leave the ranch. After all, his family had been working the ranch since
1870s. Among the first of the region’s white settlers, the Matthews and
Reynolds clans helped establish the state’s signature cattle industry. By the
time Mr. Matthews came along, not even the discovery of oil was enough
to drive them away.

The ranch traces its history to the last century when the Reynolds and
Matthews family struck out from Alabama and Georgia and kept going
until they reached the Clear Fork of the Brazos on the edge of the
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Comanche territory just before the Civil War. Once reaching that part of
the country, the two families began marrying each other with such furious
regularity that Watt, mother, Sallie Reynolds Matthews, wrote a book,
Interwoven: A Pioneer Chronicle to get them all sorted out.

The book, published in 1936, became a classic of Texas history, as did
Watt Matthews of Lambshead: A Photographic Study of a Man and His
Ranch, by Laura C. Wilson, which extended Watt’s fame after its publica-
tion in 1989.

By then, the ranch had become historic treasure, and Watt, who had
been running it for a family corporation since the death of his father in
1941, had become an unofficial tourist attraction, a 5 foot - 6 inch cow-
boy who was not only most genial host and generous supporter of historic
preservation, but also a person who made every one feel special when
they visited the ranch.

Like his parents before him, he became famous for the house parties
that would draw dozens of friends for days at a time, but as a young man
he had got so tired of having to giving up his bedroom to his parents’
guest that he moved into the bunkhouse. He did not move back to the
main house until a couple of years ago, and only then a concession to the
comfort of the nurses hired to take care of him as his health began to fail.
Until then, Watt made do with a simple room furnished with a bed,
bureau, bootjack, and chair, all the comforts needed by man.

For all his devotion to the simple life, Watt did not shun all newfan-
geled conveniences. He experimented with using helicoptermounted cow-
boys, but though the choppers proved effective for a while, especially in
flushing strays out of tall grass, the cattle eventually got so accustomed to
the satisfying whoosh of the rotors that the cowboys had to go back to
their horses.

For all his fame as a stayathome, Watt did make one trip to Europe
some years back, but that was only because a grandniece wheedled him
into it by piquing his interest in flying on the Concorde.

As the youngest of nine children, Watt came by his longevity natural-
ly. All seven who survived infancy lived beyond the age of 85, five of them
into their 9os and one to 105.

It was a measure of Watt’s standing in the state that at his funeral over
1,000 people made the 13 mile drive to the ranch from Albany and 15 mile
drive down the ranch driveway to the family cemetery. After the public ser-
vice, Watt, dressed in faded jeans and a Levi’s jacket, a bandanna around
his neck and his sweaty Stetson at his side in a plain wooden coffin, was, as

he had requested buried in the cemetery next to his oldest sister.
C. G,
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DENNIS O’CONNOR
1906-1997

Dennis O’Connor, rancher, banker, oilman, was born Oct. 31, 1906,
in Victoria, Texas, died Jan. 16, 1997, at Refugio. He was descend-
ed from Tom O’Connor who emigrated from Ireland, arriving at Copano
in 1834. He attended Dallas University and graduated with a Bachelor of
Science degree in chemistry from the University of Texas.

Although Mr. O’Connor considered himself primarily a rancher and
was an authority on Coastal Bend plant life, especially palms, he became
involved in several major enterprises. In the 1930s he and other family
members began oildrilling operations on O’Connor properties in the
region, forming a number of successful partnerships and bringing in sev-
eral important fields. Dennis O’Connor was personally reluctant to enter
the oil business but felt, during the Depression, that he owed this to the
community for the revenues it would bring the region. Later he purchased
the Victoria Bank and Trust Co. and began a long career in banking, for
many years chairman of Victoria Bancshares until this was sold in 1995.

He served in the US Navy as an officer volunteer during World War II,
holding the rank of lieutenant commander.

Dennis O’Connor was a man with an enormous range of interests
from astronomy and weather research to education, medicine, and his-
toric preservation, all of which he was in a position to assist through his
philanthropies. He was a major contributor to the Victoria Minidome,
the Refugio City Library, the Corpus Christi aquarium, the McDonald
Observatory, the La Bahia Mission restoration, and the La Belle recovery
project as well as to his church and many health and medical causes. His
memory is that of a kind, caring person who assisted many individuals to
receive educations and helped relieve suffering in Refugio and surround-
ing counties, in which he remained quietly rooted throughout his life. His
great pleasures were fishing off the Florida coast and his cattle.

He married Dorothy Hanna, who predeceased him, in 1928. There
were no children, but O’Connor adopted Robert J. Hewitt in later life.

He was a Knight of the Papal Order of St. Gregory, a Knight of San
Jacinto, the highest order of the Sons of the Republic of Texas, a member
of The Philosophical Society of Texas, and the Republican Party.

TR.E

WiLLiaM GRAY SEARS
1910-1990

B orn October 18, 1910, in Houston, died Saturday, December
8,1990, in Houston following a lengthy illness. Will was the great-
grandson of William Fairfax Gray, a noted early Texan settler, the grand-
son of General Claudius Wister Sears, and the nephew of Peter W. Gray, a
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distinguished early citizen of Houston and a Justice of the Texas Supreme
Court. Will Sears was a student at Rice University from 1927 to 1929. He

received his Doctor of Jurisprudence degree from the South Texas School
of Law in 1935 and was admitted to the Texas Bar. He was Assistant City
Attorney of Houston from 1938 to 1940.

As a member of the Texas National Guard, Headquarters Troop, 56th
Calvary Brigade, he was called to active duty into the U.S. Army one year
before Pearl Harbor, as a captain then major of cavalry, commanding offi-
cer of Troop G at Fort Ringgold and Fort Brown. He was Chief of Small

Arms sections, Department of Weapons, and Executive Officer of the
22nd Tank Battalion, 11th Armored Division. He served in Patton’s 3rd
Army and was wounded in the Battle of the Bulge.

Sears returned to Houston after the war, serving as First Assistant City
Attorney from 1946 to 1948, then as City Attorney from 1948 to 1956.
He was considered to be an excellent City Attorney during these critical
years of Houston’s growth. He became a partner in the firm of Hofheinz,
Sears, James and Burns from 1956 to 1961, then a partner of Sears and
Burns from 1962 until his retirement in 1985.

Sears was decorated with the Purple Heart with Oak Leaf Cluster, was
the recipient of Certificate of Meritorious Service, SSS, 1970. He was a
member of the Texas Bar Foundation, the American Federated and
Houston Bar Associations, American Judicature Society, National
Institute of Municipal Law Officers, Texas State Bar, American and
Southwestern Historical Associations, The Philosophical Society of Texas,
The National Trust for Historical Preservation, The Retired Officers
Association, and Delta Theta Phi (Scholarship Key).

Will Sears was a highly regarded Houstonian and Texan, especially

well known throughout his community.
J.S:B.

ROBERT S. SPARKMAN, M.D., LLD, FACS
1912-1997

R()bert S. Sparkman, well-known Dallas surgeon, teacher, and philan-
thropist, died of natural causes on March 22, 1997. He was 85.

Dr. Sparkman was born in Brownwood, Texas, the son of Ellis H. and
Viola Stanley Sparkman. He grew up in Waco, Texas where his father was
chairman of the Department of Spanish at Baylor University. Dr.
Sparkman received combined bachelor’s and medical degrees in 1935. He
served his internships at Cincinnati General Hospital, 1935-36 and at
Good Samaritan, 1936-37, and his residences in pathology at Baylor
Hospital, 1937, and in surgery at Cincinnati General Hospital, 1938-40.
Dr. Sparkman served in the U.S. Army in the Southwest Pacific, attaining
the rank of colonel and receiving the Bronze Star Medal. He also was
awarded the Distinguished Unit Citation with Oak Leaf Cluster, invasion
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Arrowhead, and three Battle Stars. He was a Distinguished Alumnus of
Baylor University in Waco, Texas, and Baylor College of Medicine in
Houston. He was a member of Baylor Chapter Alpha Epsilon Delta, Phi
Beta Kappa and Alpha Omega Alpha. He was awarded an honorary
Doctor of Laws degree by Baylor University.

Dr. Sparkman was in the private practice of surgery in Dallas from
1946-1988; he was chief of the Department of Surgery at Baylor Hospital
from 1969 to 1981; Chief Emeritus Department of Surgery Baylor
Hospital since 1982; clinical professor of surgery at UT Southwestern
Medical School; and founder and honorary member of the Society of
Baylor Surgeons. Dr. Sparkman was a widely published author and speak-
er. He was a member of more than 20 professional societies and has hon-
orary fellowships in seven. In addition, Dr. Sparkman was a member of
the Advisory Council to the Friends of the Library and a devotee of rare
books, and a loyal member of The Philosophical Society for many years.

Dr. Sparkman is survived by his wife, Willie Ford Bassett Sparkman of
Dallas; his sister, Dorothy Black, of San Antonio, Texas; his nephew
William Stanley Black, his two grandnephews, and his grandniece.

W.D.S.

The 1996 memorial for James Udell Teague incorrectly listed Mrs.
Teague’s name as Lara. It should read Lora Ruth Lindholm. We regret the
error.
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PREAMBLE

e the undersigned form ourselves into a society for the col-

lection and diffusion of knowledge—subscribing fully to the

opinion of Lord Chancellor Bacon, that “knowledge is
power”; we need not here dilate on its importance. The field of our
researches is as boundless in its extent and as various in its character as
the subjects of knowledge are numberless and diversified. But our object
more especially at the present time is to concentrate the efforts of the
enlightened and patriotic citizens of Texas, of our distinguished military
commanders and travellers,—of our scholars and men of science, of our
learned members of the different professions, in the collection and diffu-
sion of correct information regarding the moral and social condition of
our country; its finances, statistics and political and military history; its
climate, soil and productions; the animals which roam over our broad
prairies or swim in our noble streams; the customs, language and history
of the aboriginal tribes who hunt or plunder on our borders; the natural
curiosities of the country; our mines of untold wealth, and the thousand
other topics of interest which our new and rising republic unfolds to the
philosopher, the scholar and the man of the world. Texas having fought
the battles of liberty, and triumphantly achieved a separate political exis-
tence, now thrown upon her internal resources for the permanence of her
institutions, moral and political, calls upon all persons to use all their
efforts for the increase and diffusion of useful knowledge and sound
information; to take measures that she be rightly appreciated abroad, and
acquire promptly and fully sustain the high standing to which she is des-
tined among the civilized nations of the world. She calls on her intelligent
and patriotic citizens to furnish to the rising generation the means of
instruction within our own borders, where our children—to whose charge
after all the vestal flame of Texian liberty must be committed—may be
indoctrinated in sound principles and imbibe with their education respect
for their country’s laws, love of her soil and veneration for her institu-
tions. We have endeavored to respond to this call by the formation of this
society, with the hope that if not to us, to our sons and successors it may
be given to make the star, the single star of the West, as resplendent for all
the acts that adorn civilized life as it is now glorious in military renown.
Texas has her caprtains, let her have her wise men.
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author, Brothers In Arms; co-screenwriter, Apollo 13, Austin

BryaN, J. P, JrR. (MARY JON), president, Gulf Canada Resources Limited;
former president, Texas State Historical Association, Houston

BURNS, CHESTER R. (ANN) James Wade Rockwell Professor of the History
of Medicine, University of Texas Medical Branch, Galveston

BusH, GEORGE (BARBARA), former president of the United States; former
director, Central Intelligence Agency; former ambassador to United
Nations; former congressman, Houston

BusH, GEORGE W. (LAURA), governor of Texas, Austin
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ButTt, CHARLES C., chairman of the board and chief executive officer, H.
E. Butt Grocery Company, San Antonio

CALDWELL, JoHN CLIFTON (SHIRLEY), rancher; president, Aztec
Foundation; former chairman, Texas Historical Commission; director,
Texas Historical Foundation, Albany

CALGAARD, RoNALD KEITH (GENIE), president, Trinity University, San
Antonio

CARLETON, DoN E. (SuzanNE), director, Center for American History,
The University of Texas at Austin, Austin

CARMACK, GEORGE (BONNIE), former editor, Houston Press,
Albuquerque Tribune and Travel; editorial writer, San Antonio
Express-News, San Antonio

CARPENTER, ELIZABETH “Liz,” former assistant secretary of education,
Washington correspondent, White House press secretary; consultant,
LB]J Library; author, Austin

CARsON, RoNALD (UTE), Harris L. Kempner Distinguished Professor in
the Humanities in Medicine and director of the Institute for the
Medical Humanities, the University of Texas Medical Branch at
Galveston, Galveston

CASEY, ALBERT V., former U.S. postmaster general; chairman and C.E.O,,
AMR Corporation and American Airlines, Inc.; director, Colgate-
Palmolive Company, Dallas

CatTto, HENRY E. (JESSICA), former U.S. ambassador to Great Britain and
El Salvador; vice chairman, Aspen Institute; vice chairman, National
Public Radio, San Antonio

Cavazos, LAuro F. (PEGGY ANN), former U.S. secretary of education; for-
mer president, Texas Tech University and Texas Tech University
Health Sciences Center, Port Aransas

CHRISTIAN, GEORGE (JOo ANNE), writer and political consultant; former
press secretary and special assistant to President Lyndon B.
JohnsonAustin

CIGARROA, JOAQUIN G., Jr. (BARBARA), physician, internal medicine and
cardiology, Laredo

CisNEROS, HENRY G. (MARY ALICE), former mayor, San Antonio; faculty
member, Trinity University, San Antonio

CLEMENTS, WiLLIAM P, Jr. (RiTA), former governor of Texas; former

chairman, SEDCO, Inc.; former U.S. deputy secretary of defense,
Dallas

Cook, C. W. W. (FRANCES), company director, former chairman, General
Foods Corporation, Austin
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CRAVEN, JupIiTH LYNN BERwWICK (MORITZ), professor of public health
administration, The University of Texas Health Science Center,
Houston; director of public health, Houston, Houston

CrIM, WILLIAM ROBERT (MARGARET), investments, Kilgore

CrOOK, MARY ELiZABETH (MARrRC LEwis), author; member, Texas
Institute of Letters, Austin

CRUTCHER, RONALD A. (BETTY), professor of music and director of the
School of Music, The University of Texas at Austin; cellist, Austin

CUNNINGHAM, IsaBELLa C. (WiLLIAM), professor of communications,
The University of Texas at Austin, Austin

CUNNINGHAM, WiLLIAM H. (IsABELLA), former president, The University
of Texas at Austin; chancellor, the University of Texas System, Austin

CurTis, GREGORY (TRACY), editor, Texas Monthly; author, Austin

DANIEL, JEAN BALDWIN, former first lady of Texas; author, Liberty

DARDEN, WiLLIAM E.| president, William E. Darden Lumber Company;
former regent, The University of Texas System, Waco

DEAN, DAVID (MARIE), lawyer; former secretary of state, Texas, Dallas

DEeBAKEY, MicHAEL E., surgeon; chancellor, Baylor College of Medicine,
Houston

DEcHERD, ROBERT W. (MAUREEN), president, A. H. Belo Corporation,
Dallas

DEeELco, WILHELMINA (EXALTON), former member, Texas House of
Representatives; civic leader, Austin

DENIUS, FRANKLIN W. (CHARMAINE), lawyer; former president, the
University of Texas Ex-Students’ Association; member, Constitutional
Revision Committee, Austin

DENMAN, GILBERT M., JR., lawyer, partner, Denman, Franklin &
Denman; chairman of the board, Southwest Texas Corporation and
Ewing Halsell Foundation, San Antonio

DE WETTER, MARGARET BELDING (PETER), artist and poet, El Paso

Dick, JaMESs, founder-director, International Festival-Institute at Round
Top; concert pianist and teacherRound Top

Dosie, DuDLEY R., JrR. (SAzA), of counsel, Brorby & Crozier, P. C.,
Austin

DOUGHERTY, ]. CHRyYS, III (SARAH), retired attorney; former Honorary
French Consul in Austin; former trustee, St. Stephen’s Episcopal
School, Austin; the University of Texas Law School Foundation;
Texas Supreme Court Historical Society, Austin
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DOUGHERTY, J. CHRYS, IV (MARY ANN), assistant professor, Lyndon
Baines Johnson School of Public Affairs, The University of Texas at
Austin; director, School Information Project, Just for the Kids, Austin

DovLE, GERRY (KATHERINE), former chairman, foreign trade committee,
Rice Millers Association, Beaumont

DuUGGER, RONNIE E. (PATRICIA BLAKE), author, Wellfleet, MA

DuUNCAN, A. BAKER (SALLY), chairman, Duncan-Smith Company, San
Antonio

DuNcaN, CHARLES WILLIAM, JR. (ANNE), chairman, Duncan Interests;
former secretary, U.S. Department of Energy; deputy secretary, U.S.
Department of Defense; president, The Coca-Cola Company; chair-
man, Rotan Mosle Financial Corporation, Houston

DuNcAN, JoHN House (BRENDA), businessman; chairman, board of
trustees, Southwestern University, Houston

ELKINS, JAMES A., JR., trustee, Baylor College of Medicine; trustee, Menil
Foundation, Houston

EMANUEL, VICTOR LLOYD, naturalist and founder of Victor Emanuel
Nature Tours, Austin

ERricksoN, JoHN R. (KRISTINE), author; lecturer; owner, Maverick Books
publishing company, Perryton

Evans, STERLING C., ranching and investments, Castroville

FARABEE, KENNETH RAY (MARY MARGARET), vice chancellor and general
counsel, the University of Texas System; former member, Texas
Senate, Austin

FEHRENBACH, T. R. (LILLIAN), author; historian; former chairman, Texas
Historical Commission; former chairman, Texas Antiquities
Committee; member, Texas State Historical Association, San Antonio

FEIGIN, RALPH D. (JuDITH), president and chief executive officer of Baylor
College of Medicine, Waco

FiNncH, WiLLIAM CARRINGTON, retired dean, Vanderbilt Divinity School;
former president, Southwestern University, Nashville, TN

FisHER, JOE J. (KATHLEEN), chief judge emeritus, U.S. District Court,
Eastern District of Texas; former district attorney and state district
judge, First Judicial District of Texas, Beaumont

FisHER, RICHARD (NANCY), managing partner, Fisher Capital
Management; former executive assistant to U.S. secretary of the trea-
sury; adjunct professor, Lyndon Baines Johnson School of Public
Affairs, The University of Texas at Austin; democratic nominee for
U.S. Senate, 1994; founder, Dallas Committee on Foreign Relations,
Dallas
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FLAWN, PETER T. (PRIsCILLA), president emeritus, The University of Texas
at Austin, Austin

FLEMING, DurRwooD (LURLYN), former president and chancellor,
Southwestern University, Dallas

FLEMING, JoN HuGH (CHERYL), educator; consultant; businessman; for-
mer president, Texas Wesleyan College; former member, Governor’s
Select Committee on Public Education, North Zulch

Fry, EVERETT L. (LINDA), landscape architect/architect, San Antonio

FONKEN, GERHARD JOSEPH (CAROLYN), former executive vice president
and provost, The University of Texas at Austin, Austin

Frost, Tom C. (PAT), senior chairman of the board, Cullen/Frost
Bankers, Inc., San Antonio

FURMAN, LAURA (JOEL BARNA), associate professor of English, University
of Texas at Austin, Austin

GALBRAITH, JAMES K. (YING TANG), professor, Lyndon Baines Johnson
School of Public Affairs, The University of Texas at Austin, Austin

GALVIN, CHARLES O’NEILL (MARGARET), centennial professor of law,
emeritus, Vanderbilt University, Nashville; of counsel, Haynes and
Boone, L.L.P., Dallas; adjunct professor of law, The University of
Texas at Austin, Dallas

GARNER, BRYAN ANDREW (PAN), author; lecturer; lawyer; president,
LawProse, Dallas

GARRETT, JENKINS (VIRGINIA), lawyer; former member, board of regents,
the University of Texas System; former chairman, board of trustees,
Tarrant County Junior College, Fort Worth

GarwooD, WiLLiam L. (MERLE), judge, U.S. Court of Appeals, Fifth
Circuit, Austin

GiLLis, MaLcoLM (ELizABETH), president, Rice University, Houston

GoLDSTEIN, E. ERNEST (PEGGY), formerly: professor of law, The
University of Texas at Austin; special assistant to President Lyndon B.
Johnson; senior partner, Coudert Fréres, Paris, France; currently:
advisor to the director, Harry Ransom Humanities Research Center,
The University of Texas at Austin, Austin

GOLDSTEIN, JOSEPH L., professor of medicine and molecular genetics, the
University of Texas Southwest Medical Center; Nobel laureate in
medicine or physiology, Dallas

GORDON, WiLLiaM EpwiN (ELva), distinguished professor emeritus, Rice
University; foreign secretary (1986-1990), National Academy of
Sciences, Houston

GRANT, JOSEPH M., executive vice president and chief financial officer,
Electronic Data Systems, Plano
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GRAY, JoHN E. (MARY), president emeritus, Lamar University; chairman
emeritus, First City National Bank, Beaumont; former chairman,
Coordinating Board, Texas College and University System, Beaumont

GREENHILL, JOE R. (MARTHA), lawyer; former chief justice, Supreme
Court of Texas, Austin

GRUM, CLIFFORD J. (JANELLE), chairman of the board and chief executive
officer, Temple-Inland, Inc.; former publisher, Fortune magazine,

Diboll

GuesT, WiLLiaM F. (AMyY), attorney; chairman, American Capitol
Insurance Company, Houston

HACKERMAN, NORMAN (JEAN), former president, Rice University; former
president and vice chancellor, The University of Texas at Austin,
Austin

HALL, WALTER GARDNER, chairman of the board, Citizens State Bank,
Dickinson; former president, San Jacinto River Authority, Dickinson

HamM, GEORGE FRANCIS (JANE), president, the University of Texas at
Tyler, Tyler

HANNAH, JOHN, JR. (JupiTH GUTHRIE), U.S. district judge, Eastern
District of Texas, Tyler .

HARDESTY, ROBERT L. (MARY), former president, Southwest Texas State
University; former assistant to the president of the United States; for-
mer chairman, board of governors, United States Postal Service,
Washington, D.C.

HARGROVE, James W. (MARION), investment counselor; former U.S.
ambassador to Australia, Houston

HARRIGAN, STEPHEN MICHAEL (SUE ELLEN), author; contributing editor,
Texas Monthly, Austin

HARRrISON, FRANK, physician; former president, the University of Texas
Health Science Center at San Antonio; former president, the
University of Texas at Arlington, Dallas

HARTE, CHRISTOPHER M., investments, Portland, ME

HARTE, EDWARD HOLMEAD (JANET), former publisher, Corpus Christi
Caller, Corpus Christi

HArvIN, WiLLIAM C. (HELEN), lawyer, Houston

Hay, Jess (BETTY JO), chairman, HCB Enterprises, Inc.; chairman, Texas
Foundation for Higher Education; former member, board of regents,
the University of Texas System, Dallas

HAYEs, PATRICIA A., president, St. Edward’s University, Austin
HEecHT, NATHAN LINCOLN, justice, Supreme Court of Texas, Austin
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HERrSHEY, JacoB W. (TERESE), board chairman, American Commercial
Lines (retired); past chairman, advisory committee, Transportation
Center, Northwestern University, Houston

HERSHEY, TERESE (JAcoB), civic leader; Houston Parks Board; Texas
Women’s Hall of Fame; former board member, National Audubon
Society; Trust for Public Lands, Texas Parks and Wildlife
Commission, Houston

HEYER, GEORGE STUART, JR., emeritus professor of the history of doc-
trine, Austin Presbyterian Theological Seminary, Austin

Hi1GGINBOTHAM, PATRICK E. (EL1ZABETH), judge, U.S. Court of Appeals,
Fifth Circuit, Dallas

HiLGers, WiLLIAM B., attorney; former chairman, Supreme Court of
Texas Grievance Oversight Committee, Del Valle

HiLL, JouN L. (Bitsy), attorney, former chief justice, Supreme Court of
Texas; former attorney general, Texas; former secretary of state,
Texas, Houston

HiLL, Lypa, president, Hill Development Company and Seven Falls
Company, Dallas

HirLL, JosePH MAcCGLASHAN, physician; director, Wadley Research
Institute; former president, International Society of Hematology,
Dallas

HiNEs, GERALD DoucLAs (BARBARA), chairman, Hines Interests,
Houston

HoBBy, DiANA (WiILLIAM), Houston

HoBBy, WiLLiaM PeTTUS (DI1ANA), lieutenant governor of Texas,
1973-1991; Radoslav A. Tsanoff Professor, Rice University; Sid
Richardson Professor, Lyndon Baines Johnson School of Public
Affairs, The University of Texas at Austin, Houston

HoFFMAN, PHILIP GUTHRIE (MARY), president emeritus, University of
Houston; former president, Texas Medical Center, Inc., Houston

HovrraMaN, ELizABETH E., headmistress, Trinity Episcopal School,
Galveston

HovrtzmaN, WAYNE H. (JoaN), professor of psychology and education;
president, Hogg Foundation for Mental Health, The University of
Texas at Austin, Austin

Hook, HAROLD SwWANSON (JOANNE), chairman and chief executive,
American General Corporation; trustee, Baylor College of Medicine,
Houston

Howe, Joun P, III (JiLL), physician; president, the University of Texas
Health Science Center at San Antonio, San Antonio

HuBerT, FRANK W. R. (MARY JuLiA), chancellor emeritus, Texas A&M
University System, Bryan
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Huey, Mary EVELYN (GRIFFIN), president emerita, Texas Woman’s
University, Denton

HucHEs, VESTER T., Jr.; lawyer; founding partner, Hughes & Luce,
Dallas

HuURLEY, ALFRED FRANCIS (JOANNA), chancellor, University of North
Texas, Denton

HutcHIisoN, Kay BAILEY (Ray), U.S. senator; former state treasurer,
Texas, Dallas and Washington, D.C.

INMAN, BoBBY R. (NANCY), admiral, U.S. Navy (retired); investor., Austin

Jack, JaNis GRAHAM (WiLLiaM Davip), U.S. district judge, Corpus
Christi

JamaiL, JoseprH D., Jr. (LEE), attorney; philanthropist, Houston

JamEes, THoMAs N. (GLEAVES), cardiologist; president, the University of
Texas Medical Branch at Galveston, Galveston
*JoHNSON, CLAUDIA TAYLOR (LYNDON B.), Stonewall

JoHNsoN, RicHARD ]. V. (BELLE), chairman and publisher, Houston
Chronicle, Houston

JOHNSTON, MARGUERITE (CHARLES W. BARNES), journalist; author; for-
mer columnist and editor, Houston Post, Houston

JORDAN, BRYCE (JONELLE), former president, Pennsylvania State
University, Austin

Josky, Jack S., president, Josey Oil Company; member, board of gover-
nors, Rice University; former regent, the University of Texas System,
Houston

JusTice, WiLLiAM WAYNE (SUE), judge, U.S. District Court, Eastern
District of Texas, Tyler

§KaIN, CoLLEEN T., retired executive assistant, The University of Texas at
Austin, Austin

KEETON, PAGE (MADGE), former dean, School of Law, The University of
Texas at Austin, Austin

KELSEY, MAvis PARROTT (MARY), retired physician; founder and former
chief, Kelsey-Seybold Clinic, Houston

KELTON, ELMER (ANNA), fiction writer, livestock journalist, San Angelo

KEMPNER, HARRIS L., Jr., trustee, H. Kempner; president, Kempner
Capital Management, Inc.; member, Texas Governor’s Task Force on
State Trust & Asset Management, Galveston

KEMPNER, RUTH L., member, Kempner Foundation, Galveston
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KESSLER, JAMES LEE (SHELLEY), Rabbi, Temple B’nai Israel; founder and
first president, Texas Jewish Historical Society, Galveston

KiNG, CAROLYN DINEEN (JoHN), judge, U.S. Court of Appeals for the
Fifth Circuit, Houston

KING, JouN Q. TAYLOR, SR., chancellor and president emeritus, Huston-
Tillotson College; major general, AUS (retired), Austin

KING, MAY DOUGHERTY (JOHN ALLEN), investor, oil exploration and
development; founder, Dougherty Carr Arts Foundation; Equestrian
Order of the Holy Sepulchre, Corpus Christi

KLEIN, MELVYN N. (ANNETTE), managing partner of GKH Partners, L.P.,
attorney; adjunct professor, Texas A&M University-Corpus Christi,
Corpus Christi

KNEPPER, DOROTHY WARDELL (DaviDp W.), former director, San Jacinto
Museum of History, Houston

KozMETsKY, GEORGE (RONYA), professor and administrator, The
University of Texas at Austin, Austin

KRIER, CYNDI TAYLOR (JOSEPH), former member, Texas Senate; partner,
Vallejo Ranch, San Antonio

KRUEGER, ROBERT “BoB” CHARLES (KATHLEEN), U.S. Ambassador to
Botswana; former U.S. senator, congressman, ambassador to Burundi,
ambassador-at-large to Mexico; former Texas Railroad commissioner;
vice provost and dean of Arts and Sciences, Duke University, New
Braunfels

LABooON, ROBERT BRUCE (RAMONA), managing partner, Liddell, Sapp,
Zivley, Hill & LaBoon, Houston

LANCASTER, SALLY RHODUS (OLIN), consultant to the nonprofit sector,
director emerita, The Meadows Foundation, Dallas

Law, THoMAs HART (Jo ANN), lawyer; former member, board of regents,
the University of Texas System, Fort Worth

LEBERMANN, LoweLL H., Jr., president, Centex Beverage, Inc.; member,
board of regents, the University of Texas System, Austin

LEE, AMY FREEMAN, chairman, board of trustees, the Wilhelm School,
Houston; artist; critic; lecturer, San Antonio

LEHRER, JAMES CHARLES (KATE), co-anchor, MacNeil/Lehrer NewsHour,
Arlington, VA
LEMAISTRE, CHARLES A. (JOYCE), president emeritus, the University of

Texas System Cancer Center M. D. Anderson Hospital and Tumor
Institute, Houston

LeviN, WiLLiam C., physician; former president and Ashbel Smith
Professor, the University of Texas Medical Branch at Galveston,
Galveston
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LIEDTKE, J. HUGH, president, chief executive officer, chairman of board,
Pennzoil United; trustee, Rice University, Houston

LINDSEY, JOHN H., businessman; art collector; civic leader; former mem-
ber, board of directors, Museum of Fine Arts; director, Alley Theatre;
member, board of regents, Texas A&M University System; former
member of the board of the United States Military Academy at West
Point, Houston

" LINDZEY, GARDNER, former vice president for academic affairs, The
University of Texas at Austin; psychologist; author, Palo Alto, CA
LIVINGSTON, WILLIAM S. (LANA), former vice president and dean of grad-

uate studies, The University of Texas at Austin, Austin

LoCHRIDGE, LLoYD (FRANCES), lawyer; former president, State Bar of
Texas; former member, board of governors, American Bar
Association, Austin

LocCkE, JoHN PATRICK (RAMONA), president, Locke Holdings, Inc., Dallas
LoMBARD, RICHARD S., lawyer, Dallas

LorD, GROGAN, chairman, First Texas Bancorp; member, Texas Securities
Board; trustee, Southwestern University, Georgetown

Love, BEN F. (MARGARET), retired chairman and chief executive officer
(1972-1989), Texas Commerce Bank, Houston, and Texas Commerce
Bancshares, Houston

LOVELL, JAMES ARTHUR, JR. (MARILYN), astronaut in Apollo 8 and 13,
Gemini 7 and 12; recipient of the Presidential Medal of Freedom in
1970 and the Congressional Space Medal of Honor in 1995,
Horseshoe Bay

LoveTrTt, HENRY MALCOLM (MARTHA), lawyer; former chairman of the
trustees, Rice University, Houston

Low, GILBERT, lawyer, Beaumont

Lucg, Tom (PaMm), lawyer; of counsel, Hughes & Luce; partner, Luce &
Williams, Dallas

McComss, B. J. “ReEp” (CHARLINE), chairman of the board,
Southwestern University; chairman of the board of visitors, the
University of Texas M. D. Anderson Cancer Center, San Antonio

McCoRQUODALE, ROBIN HUNT; author, Houston
McDERMOTT, MARGARET (EUGENE), Dallas

MCFADDEN, JOSEPH M., president emeritus, University of St. Thomas,
Houston

MCcGHEE, GEORGE CREWs, former U.S. ambassador to West Germany,
Middleburg, VA

MACKINTOSH, PRUDENCE M. (JOHN), author; member, Texas Institute of
Letters, Dallas
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MCcKNIGHT, JoserH WEBB (Mi1Mi), professor, Southern Methodist School
of Law; legal historian; law reformer, Dallas

McLAUGHLIN, JOHN MARK (AMY), partner, Hall, McLaughlin & Lane,
San Angelo

MADDEN, WALES H., Jr. (ABBIE), attorney; former member, board of
regents, the University of Texas System, Amarillo

MAGUIRE, Jack R. (ANN), former executive director, Institute of Texan
Cultures; author and syndicated newspaper columnist, Fredericksburg

MARcuUS, STANLEY, chairman emeritus of the board, Neiman Marcus;
marketing consultant, Dallas

MARGRAVE, JoHN L. (MaRy Lou), E. D. Butcher Professor of Chemistry,
Rice University; chief scientific officer, HARC; National Academy of
Sciences, Houston

MARrk, HANs (MARION), professor of aerospace engineering, The
University of Texas at Austin, Austin

MaRsH, GWENDOLYN “WENDY” O. (STANLEY), adjunct professor, West
Texas A&M University; active in arts and education, Amarillo

MARTIN, JaMEs C., director, San Jacinto Museum of History Association,
Houston

Marz1o, PETER CORT (FRANCES), director, the Museum of Fine Arts,
Houston, Houston

MASTERSON, HARRIS (CARROLL), estate management executive; member,
board of directors, Houston Symphony; Harris County Heritage
Society; Knights of Malta, Houston

MATTHEWS, JUDY JONES, president, Dodge Jones Foundation, Abilene

MiIpDLETON, HARRY ]. (MiriaM), director, Lyndon B. Johnson
Presidential Library and Museum, Austin

MILLER, CHARLES, chairman, Meridian Advisors, Ltd., Houston
MILLER, JArVIS E. (ALMA), president, Careerbank, Inc., Bryan

MosLEY, WiLLiAM HODGES (JAYNE), former president, Texas A&M
University; president, PDI Global Research Consortia, Ltd., Irving &
Hong Kong

MoNTFORD, JoHN T. (DEBBIE), chancellor, Texas Tech University and
Texas Tech University Health Sciences Center; former member, Texas
Senate, Lubbock

Mooby, DaN, Jr. (ANN), attorney, Austin

MOORE, ]. SAM, Jr. (GRETA), retired lawyer; former chairman, Texas
Committee for the Humanities; former member, Texas Law Review
Association, El Paso

MOoOSELEY, JOHN DEAN (SARA BERNICE), president emeritus, Austin
College; former director, Texas Legislative Council; consultant,
Sherman
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Moubpy, JAMES MATTOX (LUCILLE), chancellor emeritus, Texas Christian
University, Fort Worth

Movers, JubiTH (BILL), president, Public Affairs Television; former
trustee, State University of New York; member, Academy of Television
Arts & Sciences; director, Public Agenda Foundation, New York

MuLLINS, CHARLES B. (STELLA), executive vice chancellor for health
affairs, the University of Texas System, Austin

MurprHY, EweLL E., JR., lawyer, retired partner, Baker & Botts; visiting
professor, The University of Texas at Austin School of Law, Houston

NATALICIO, DIANA S., president, the University of Texas at El Paso; mem-
ber, Texas Women'’s Hall of Fame; author, El Paso

NEwTON, JoN P. (BETTY), lawyer, Houston

OBsT, LyNDA, author and movie producer, Fredericksburg, TX and Los
Angeles, CA

OSBORNE, BURL, publisher, editor, and C.E.O. of the Dallas Morning
News, Dallas

Papre, GLORIA HILL (JAMES), historical restoration, Fredericksburg

PHiLLips, THOMAS RoYAL (LYN), chief justice, Supreme Court of Texas,
Austin

PorE, JACK (ALLENE), former chief justice, Supreme Court of Texas,
Austin

PORTER, JENNY LIND (LAWRENCE E. ScoTT), poet and educator; former
poet laureate of Texas, Austin and Los Angeles, CA

PowgeLL, BOONE (DIANNE), chairman, Ford, Powell, & Carson,
Architects, San Antonio

PreSSLER, H. PauL, III (NANCY), justice (retired), Court of Appeals of
Texas, Fourteenth Supreme Judicial District, Houston

PROTHRO, CHARLES N., Perkins-Prothro Company; trustee, Southwestern
University, Wichita Falls

RaMEY, Tom B., Jr. (JiLL), lawyer; chief justice, Twelfth Court of
Appeals, Tyler

RAMIREZ, MARIO E. (SARAH), physician; member, board of regents, the
University of Texas System, Rio Grande City

RANDALL, EDWARD, Ill, private investor; board of directors, Enron Oil &
Gas Company, KN Energy, Inc., and PaineWebber Group, Inc.,
Houston
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RANDALL, RISHER (FAIRFAX), senior vice president and director, American
General Investment, Houston

RANDEL, Jo STEWART, historian; author; founder, Carson County Square
House Museum, Panhandle

RAPOPORT, BERNARD (AUDREY), chairman and C.E.O., American Income
Life Insurance Company; chairman, board of regents, the University
of Texas System, Waco

REASONER, HARRY MAX (MACEY), lawyer; managing partner, Vinson &
Elkins, Houston

REAVLEY, THOMAS M. (FLORENCE), judge, U.S. Court of Appeals, Fifth
Circuit, Austin

REYNOLDS, HERBERT H. (JoY), chancellor and president emeritus, Baylor
University (1969— ); Air Force/NASA aviation psychologist and neu-
roscientist, 1948-1968, Waco

RHODES, CHARLOTTE W. (ALEC), patron, Shakespeare at Winedale; chan-
cellor’s council, The University of Texas at Austin; Harry Ransom
Humanities Research Center Advisory Council, The University of
Texas at Austin, Dripping Springs

RicHARDS, ANN, former governor of Texas, Austin

ROBINSON, MARY Lou, U.S. district judge; former state appellate and trial
judge, Amarillo

Rostow, ELSPETH (WALT), Stiles Professor Emerita, former dean, Lyndon
Baines Johnson School of Public Affairs, The University of Texas at
Austin, Austin

Rostow, WALT WHITMAN (ELSPETH), Rex G. Baker Professor of Political
Economy, emeritus, The University of Texas at Austin; former special
assistant to Presidents John F. Kennedy and Lyndon B. Johnson,
Austin

RUTFORD, ROBERT HOXIE (MARJORIE ANN), president, the University of
Texas at Dallas; director, Divison of Polar Programs, National Science
Foundation, Richardson

SCHWITTERS, Roy F. (KAREN), S. W. Richardson Regents Chair in Physics,
The University of Texas at Austin; former director, Super Conducting
Super Collider, Austin

SELDIN, DoNaLD W., William Buchanan and University of Texas System
Professor of Internal Medicine, the University of Texas Southwestern
Medical School, Dallas

SEYBoLD, WiLLiaM D. (ADELE), retired surgeon; former director,
University of St. Thomas; former chief of surgery and chairman of the
executive board, Kelsey-Seybold Clinic, Dallas
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SHANNON, BoB E. (CAMILLE), lawyer; former chief justice, Third Court of
Appeals, Austin

SHERMAN, Max RAY (GENE ALICE), dean, Lyndon Baines Johnson School
of Public Affairs, The University of Texas at Austin; former president,
West Texas State University, Austin

SHILLING, Roy B., JR. (MARGARET), president, Southwestern University,
Georgetown

SHIVERS, ALLAN “Bup”, Jr. (ROBIN), chairman, Shivers Group, Inc.;
chairman, Seton Fund, Austin

SHUFFLER, RALPH HENDERSON, II, Episcopal priest-psychotherapistSan
Antonio

SIBLEY, D. J. (JANE), physician (retired), Austin

SMITH, FranNk C., Jr. (KATHERINE), electrical engineer; specialist in data
processing and geosciences, Houston

SPRAGUE, CHARLES CAMERON, president emeritus, the University of Texas
Health Science Center at Dallas; chairman emeritus, Southwestern
Medical Foundation; former dean and professor, Tulane University
School of Medicine, Dallas

STALEY, THOMAS (CAROLYN), director, Harry Ransom Humanities
Research Center; Harry Ransom Chair of Liberal Arts; professor of
English, The University of Texas at Austin, Austin

STEVES, MARSHALL T. (PATRICIA), chairman, Steves and Sons; president
and C.E.O., Admiral Nimitz Foundation, San Antonio

STOREY, CHARLES PORTER (HELEN), lawyer; trustee; former chairman,
The Southwestern Legal Foundation, Dallas

STOREY, CHARLES PORTER, JR. (GAIL), author; physician; medical director
of the Hospice, the Texas Medical Center, Houston

STRONG, Louise CONNALLY (BEEMAN), professor of medical genetics; Sue
and Radcliffe Chair, the University of Texas System Cancer Center;
Phi Beta Kappa, Houston

SULLIVAN, STEPHEN W. (JANIs), publisher, Corpus Christi Caller-Times;
president, Harte-Hanks newspapers, Corpus Christi

SULLIVAN, TERESA A. (DouG LAaYCOCK), vice president and graduate dean,
professor of sociology and law, Cox & Smith Faculty Fellow in Law
at the University of Texas at Austin, Austin

SupPLE, JEROME H. (CATHY), president, Southwest Texas State University,
San Marcos

SutTON, JoHN F. (NANCY), A. W. Walker Centennial Chair in Law, The
University of Texas at Austin; former dean, The University of Texas
Law School; former practicing attorney, San Antonio and San Angelo,
Austin
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TEMPLE, ELLEN C. (ARTHUR “BuUpDY” III), former member and vice chair,
board of regents, the University of Texas System; publisher, Ellen C.
Temple Publishing, Inc., Lufkin

TeEMPLE, LARRY (LOUANN), lawyer; former chairman, Texas Higher
Education Coordinating Board, Austin

THoMAsSON, CHARLES W. (WiLLA), lawyer; director and chairman,
Corpus Christi Downtown Management District, Corpus Christi

Torazio, VIrRGIL W. (JuwiL), Favrot Professor of French, Rice University;
writer and editor of numerous books and articles for professional
publications, The Woodlands

TrROTTER, BiLLy BoB (PEGGY), pathologist; emeritus director,
Laboratories of Hendrick Medical Center, Abilene

TroTTI, ROBERT S. (EDNA GRACE), attorney, Dallas

Tucker, WiLLiAM E. (JEaN), chancellor, Texas Christian University, Fort
Worth

TyLER, RON(NIE) C. (PAuLA), director, Texas State Historical Association;
professor of history, The University of Texas at Austin, Austin

VANDIVER, FRANK EVERSON (RENEE), director, Mosher Institute for
Defense Studies, and former president, Texas A&M University; for-
mer professor of history, Rice University; former Harmsworth
Professor of American History, Oxford, College Station

VAUGHAN, CURTIS, JR. (PHYLLIS), chairman, Vaughan and Sons, Inc., San
Antonio

VENINGA, JAMES F. (CATHERINE WILLIAMS), executive director, Texas
Council for the Humanities, Austin

Vick, FRANCES BRANNEN (Ross), director, University of North Texas
Press; member, Texas Institute of Letters; president, Book Publishers
of Texas; board, Women’s National Book Association, Dallas branch,
Denton

WAINERDI, RICHARD E. (ANGELA), president and CEO, Texas Medical
Center, Houston

WALKER, RUEL CARLILE (VIRGINIA), retired justice, Supreme Court of
Texas, Austin

WARNER, Davip C. (PHYLLIS), professor in the Lyndon Baines Johnson
School of Public Affairs, The University of Texas at Austin, Austin

WARREN, DAvID B., associate director, The Museum of Fine Arts; senior
curator, The Bayou Bend Collection, Houston

WATKINS, EDWARD T. (HAZEL), Mission
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WEDDINGTON, SARAH RAGLE, lawyer; former member, Texas House of
Representatives; former assistant to the president of the United States;
former general counsel, U.S. Department of Agriculture; author,
Austin

WEINBERG, LOUISE (STEVEN), Angus G. Wynne Sr. Professor in Civil
Jurisprudence, The University of Texas at Austin, Austin

WEINBERG, STEVEN (LOUISE), Josey Regental Professor of Science, The
University of Texas at Austin; Nobel Prize in physics; research and
publications in physics and astronomy, Austin

WHEELER, JOHN ARCHIBALD (JANETTE), Ashbel Smith Professor Emeritus
of Physics; former director, Center of Theoretical Physics, The
University of Texas at Austin, Hightstown, NJ

WHITE, FRED NEWTON, JR., emeritus professor of medicine and at Scripps
Institution of Oceanography, University of California at San Diego,
Fredericksburg

WHITMORE, JON S. (JENNIFER), provost, University of lowa, Iowa City,
IA

WHITTEN, C. G. (CAROL), lawyer; senior vice president and general coun-
sel, Pittencrieff Communications, Inc., Abilene

WHITTENBURG, GEORGE (ANN), lawyer; member, Council of the
American Law Institute; Life Fellow, American Bar Foundation,
Amarillo

WILDENTHAL, C. KERN (MARGARET), president, the University of Texas
Southwestern Medical Center, Dallas

WiILHELM, MARILYN, founder-director, Wilhelm Schole International;
author, Houston

WiLLiaMs, DAN C. (CAROLYN), retired chairman of the board, Southland
Financial Corporation; former member, board of regents, the
University of Texas System, Dallas

WiLsON, ISABEL BROWN (WALLACE S.), board of trustees: The Brown
Foundation, Greater Houston Community Foundation, Methodist
Health Care Systems, Museum of Fine Arts, Houston and Smith
College; board of visitors, the University of Texas M.D. Anderson
Cancer Center; advisory board, Texas Commerce Bancshares,
Houston

WiLsoN, ROSINE McFADDIN, historian and author; former president,
Texas Historical Foundation; vice chairman, Texas Historical
Commission; president of the board, McFaddin-Ward House
Museum; trustee, McFaddin-Ward Foundation; trustee, San Jacinto
Museum of History, Beaumont

*WINFREY, DORMAN HAYWARD (RUTH CAROLYN), former secretary, The
Philosophical Society of Texas; former director, Texas State Library,
Austin
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WINTERS, J. SAM (DOROTHY), lawyer, Austin

WiTTLIFF, WiLLIAM DALE (SALLY), typographer and publisher; president,
Encino Press; movie script writer and film producer; councillor, Texas
Institute of Letters, Austin

WOLF, STEWART, professor of medicine, Temple University, Bangor, PA

WoODRUFF, PauL (Lucia), professor of philosophy, The University of
Texas at Austin; author, Austin
WooDpsoN, BENJAMIN N, retired chairman and chief executive officer,

American General Insurance Corporation; former special assistant to
the U.S. secretary of war, Houston

WorsHAM, Jos. IrR1ON (HARRIET), lawyer, Worsham Forsythe &
Wooldridge, Dallas

WRIGHT, CHARLES ALAN (CusTIs), Charles Alan Wright Chair in Federal
Courts, School of Law, The University of Texas at Austin, Austin

WRIGHT GEORGE CARLTON (VALERIE), provost and vice president for aca-
demic affairs, University of Texas at Arlington, Arlington

WRIGHT, JAMES S. (MARY), architect; senior partner, Page Southerland
Page, Dallas

WRIGHT, LAWRENCE GEORGE (ROBERTA), author; staff writer, The New
Yorker; screenwriter, Austin

WRIGHT, WiLLiAM P. “BILL”, Jr. (ALICE), former chairman, Western
Marketing, Inc.; former member, National Council on the
Humanities; former chairman, Texas Council on the Humanities;
Harry Ransom Humanities Research Center Advisory Council; direc-
tor, Texas Historical Foundation; board of directors, School of
American Research, Santa Fe; writer; photographer; investments,
Abilene

YupoF, Mark G. (Jupy), provost, The University of Texas at Austin,
Austin

ZACHRY, PAULINE BUTTE, former administrator and head of Latin
Department, St. Mary’s Hall, San Antonio

*Life Member
§Honorary Member




IN MEMORIAM®

(Date indicates year of Proceedings in which memorial is published.)

SAMUEL HANNA ACHESON (1971)

NATHAN ADAMS (1966)

CLAUDE CARROLL ALBRITTON JR. (1997)

JAMES PATTERSON ALEXANDER (1948)

AUGUSTUS C. ALLEN

WINNIE ALLEN (1985)

DILLON ANDERSON (1973)

ROBERT BERNERD ANDERSON (1990)

JESSE ANDREWS (1961)

MARK EDWIN ANDREWS (1992)

THOMAS REEVES ARMSTRONG

JAMES WILLIAM ASTON

WILLIAM HAWLEY ATWELL (1961)

KENNETH HAZEN AYNESWORTH (1944)

BURKE BAKER (1964)

HINES HOLT BAKER

JAMES ADDISON BAKER (1941)

JOSEPH BAKER

KARLE WILSON BAKER (1960)

WALTER BROWNE BAKER (1968)

CLINTON STANLEY BANKS (1991)

EDWARD CHRISTIAN HENRY BANTEL
(1964)

EUGENE CAMPBELL BARKER (1956)

MAGGIE WILKINS HILL BARRY (1945)

WILLIAM BARTHOLOMEW BATES (1974)

DEREK H. R. BARTON

WILLIAM JAMES BATTLE (1955)

WILLIAM BENNETT BEAN (1989)

WARREN SYLVANUS BELLOWS (1966)

HARRY YANDELL BENEDICT (1937)

JOHN MIRZA BENNETT JR. (1993)

GEORGE JOHN BETO (1991)

JOHN HAMILTON BICKETT JR. (1947)

WILLIAM CAMPBELL BINKLEY (1970)

JOHN BIRDSALL

CHARLES MCTYEIRE BISHOP (1949)

WILLIAM BENNETT BIZZELL (1944)

JAMES HARVEY BLACK (1958)

ROBERT LEE BLAFFER (1942)

TRUMAN G. BLOCKER JR. (1984)

ROBERT LEE BOBBITT

MEYER BODANSKY (1941)

HERBERT EUGENE BOLTON (1953)

CHARLES PAUL BONER (1979)

GEORGE W. BONNELL

JOHN GUTZON DE LA MOTHE
BORGLUM (1941)

* As of August 1997

HOWARD TANEY BOYD (1991)

PAUL LEWIS BOYNTON (1958)
EDWARD T. BRANCH

LEO BREWSTER (1980)

GEORGE WAVERLEY BRIGGS (1957)
ALBERT PERLEY BROGAN (1983)
GEORGE RUFUS BROWN (1983)
JOHN R. BROWN (1994)

ANDREW DAVIS BRUCE (1968)
JAMES PERRY BRYAN (1975)

LEWIS RANDOLPH BRYAN JR. (1959)
JOHN W. BUNTON

RICHARD FENNER BURGES (1945)
WILLIAM HENRY BURGES (1946)
EMMA KYLE BURLESON (1941)
JOHN HILL BURLESON (1959)
DAVID G. BURNET

I. W. BURTON

GEORGE A. BUTLER (1992)

JACK L. BUTLER (1990)

CHARLES PEARRE CABELL (1970)
CLIFTON M. CALDWELL

JOHN WILLIAM CARPENTER
EVELYN M. CARRINGTON (1985)
PAUL CARRINGTON (1989)

H. BAILEY CARROLL (1966)

MARY JOE CARROLL (1994)
EDWARD HENRY CARY (1954)
CARLOS EDUARDO CASTANEDA (1958)
THOMAS JEFFERSON CHAMBERS
ASA CRAWFORD CHANDLER (1958)
MARION NELSON CHRESTMAN (1948)
EDWARD A. CLARK (1992)

JOSEPH LYNN CLARK (1969)
RANDOLPH LEE CLARK (1993)

TOM C. CLARK

WILLIAM LOCKHART CLAYTON (1965)
THOMAS STONE CLYCE (1946)
CLAUDE CARR CODY JR. (1960)
HENRY COHEN (1952)

HENRY CORNICK COKE JR. (1982)
MARVIN KEY COLLIE (1990)

JAMES COLLINSWORTH

ROGER N. CONGER (1996)

JOHN BOWDEN CONNALLY JR. (1994)
TOM CONNALLY (1963)

ARTHUR BENJAMIN CONNOR
JOHN H. COOPER (1993)

87
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MILLARD COPE (1963)

CLARENCE COTTAM (1974)
MARGARET COUSINS (1996)
MARTIN MCNULTY CRANE (1943)
CAREY CRONEIS (1971)

WILLIAM H. CROOK (1997)

JOSEPH STEPHEN CULLINAN (1937)
NINA CULLINAN

ROBERT B. CULLOM

MINNIE FISHER CUNNINGHAM
THOMAS WHITE CURRIE (1943)
PRICE DANIEL (1992)

HARBERT DAVENPORT

MORGAN JONES DAVIS (1980)
GEORGE BANNERMAN DEALEY (1946)
JAMES QUAYLE DEALEY

EVERETT LEE DEGOLYER (1957)
EDGAR A. DEWITT (1975)

ROSCOE PLIMPTON DEWITT
ADINA DEZAVALA (1955)

FAGAN DICKSON

CHARLES SANFORD DIEHL (1946)
FRANK CLIFFORD DILLARD (1939)
J. FRANK DOBIE (1964)

EZRA WILLIAM DOTY (1994)
HENRY PATRICK DROUGHT (1958)
FREDERICA GROSS DUDLEY
KATHARYN DUFF (1995)

J. CONRAD DUNAGAN (1994)
CLYDE EAGLETON (1958)

DWIGHT DAVID EISENHOWER
EDWIN A. ELLIOTT

ALEXANDER CASWELL ELLIS (1948)
JOE EWING ESTES (1991)

HYMAN JOSEPH ETTLINGER (1986)
LUTHER HARRIS EVANS

WILLIAM MAURICE EWING (1973)
WILLIAM STAMPS FARISH (1942)
SARAH ROACH FARNSWORTH
CHARLES W. FERGUSON

STERLING WESLEY FISHER

LAMAR FLEMING JR. (1964)
RICHARD TUDOR FLEMING (1973)
FRED FARRELL FLORENCE (1960)
JAMES LAWRENCE FLY

PAUL JOSEPH FOIK (1941)
LITTLETON FOWLER

CHARLES INGE FRANCIS (1969)
JOE B. FRANTZ (1993)

LLERENA BEAUFORT FRIEND

JESSE NEWMAN GALLAGHER (1943)
HERBERT PICKENS GAMBRELL (1983)
VIRGINIA LEDDY GAMBRELL (1978)
WILMER ST. JOHN GARWOOD (1989)
MARY EDNA GEARING (1946)
SAMUEL WOOD GEISER (1983)
EUGENE BENJAMIN GERMANY (1970)
ROBERT RANDLE GILBERT (1971)

GIBB GILCHRIST (1972)

JOHN WILLIAM GORMLEY (1949)
MALCOLM KINTNER GRAHAM (1941)
IRELAND GRAVES (1969)

MARVIN LEE GRAVES (1953)
WILLIAM FAIRFAX GRAY

LEON A. GREEN (1979)

NEWTON GRESHAM (1996)

DAVID WENDELL GUION (1981)
CHARLES WILSON HACKETT (1951)
RALPH HANNA

HARRY CLAY HANSZEN (1950)
FRANKLIN ISRAEL HARBACH
THORNTON HARDIE (1969)

HELEN HARGRAVE (1984)

HENRY WINSTON HARPER (1943)
MARION THOMAS HARRINGTON
GUY BRYAN HARRISON JR. (1988)
TINSLEY RANDOLPH HARRISON
JAMES PINCKNEY HART (1987)
HOUSTON HARTE (1971)

RUTH HARTGRAVES (1995)

FRANK LEE HAWKINS (1954)
WILLIAM WOMACK HEATH (1973)
ERWIN HEINEN (1997)

J. CARL HERTZOG (1988)

JOHN EDWARD HICKMAN (1962)
GEORGE ALFRED HILL JR. (1949)
GEORGE ALFRED HILL III (1974)
GEORGE W. HILL (1985)

MARY VAN DEN BERGE HILL (1965)
ROBERT THOMAS HILL (1941)
JOHN E. HINES (1997)

OVETA CULP HOBBY (1995)
WILLIAM PETTUS HOBBY (1964)
ELA HOCKADAY (1956)

WILLIAM RANSOM HOGAN (1971)
IMA HOGG (1975)

THOMAS STEELE HOLDEN (1958)
EUGENE HOLMAN (1962)

JAMES LEMUEL HOLLOWAY JR.
PAUL HORGAN (1997)

A.C. HORTON

EDWARD MANDELL HOUSE (1939)
ANDREW JACKSON HOUSTON (1941)
SAM HOUSTON

WILLIAM VERMILLION HOUSTON (1969)
WILLIAM EAGER HOWARD (1948)
LOUIS HERMAN HUBBARD (1972)
JOHN AUGUSTUS HULEN (1957)
WILMER BRADY HUNT (1982)
FRANK GRANGER HUNTRESS (1955)
PETER HURD

HOBART HUSON

JOSEPH CHAPPELL HUTCHESON JR.
JUNE HYER (1980)

JULIA BEDFORD IDESON (1945)
FRANK N. IKARD SR. (1990)
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R. A. IRION
WATROUS HENRY IRONS (1969)
PATRICK C. JACK

HERMAN GERLACH JAMES (1966)
LEON JAWORSKI (1982)

JOHN LEROY JEFFERS (1979)

JOHN HOLMES JENKINS III (1991)
HERBERT SPENCER JENNINGS (1966)
LYNDON BAINES JOHNSON (1973)
WILLIAM PARKS JOHNSON (1970)
ANSON JONES

CLIFFORD BARTLETT JONES (1973)
ERIN BAIN JONES (1974)

EVERETT HOLLAND JONES (1996)
HOWARD MUMFORD JONES

JESSE HOLMAN JONES (1956)

JOHN TILFORD JONES JR. (1993)
MARVIN JONES (1977)

MRS. PERCY JONES (1978)

JOHN ERIK JONSSON (1996)

DAVID S. KAUFMAN

HERBERT ANTHONY KELLAR (1955)
ROBERT MARVIN KELLY (1958)
LOUIS WILTZ KEMP (1956)

HARRIS LEON KEMPNER SR. (1987)
THOMAS MARTIN KENNERLY (1966)
DANIEL E. KILGORE (1995)
WILLIAM JACKSON KILGORE (1993)
EDWARD KILMAN (1969)

FRANK HAVILAND KING

WILLIAM ALEXANDER KIRKLAND (1988)
ROBERT JUSTUS KLEBERG JR. (1974)
JOHN FRANCIS KNOTT

LAURA LETTIE SMITH KREY (1985)
ERNEST LYNN KURTH (1960)
POLYKARP KUSCH (1993)

LUCIUS MIRABEAU LAMAR 1II (1978)
MIRABEAU B. LAMAR

FRANCIS MARION LAW (1970)

F. LEE LAWRENCE (1996)
CHAUNCEY DEPEW LEAKE (1978)
UMPHREY LEE (1958)

DAVID LEFKOWITZ (1956)

MARK LEMMON (1975)

JEWEL PRESTON LIGHTFOOT (1950)
DENTON RAY LINDLEY (1986)
EUGENE PERRY LOCKE (1946)

JOHN AVERY LOMAX (1948)
WALTER EWING LONG (1973)

JOHN TIPTON LONSDALE (1960)
EDGAR ODELL LOVETT (1957)
ROBERT EMMET LUCEY (1977)
WILLIAM WRIGHT LYNCH

ABNER VERNON MCCALL (1995)
JOHN LAWTON MCCARTY

JAMES WOOTEN MCCLENDON (1972)
L. E MCCOLLUM (1996)

CHARLES TILFORD MCCORMICK (1964)

IRELINE DEWITT MCCORMICK

MALCOLM MCCORQUODALE JR. (1990)

JOHN W. MCCULLOUGH (1987)

TOM LEE MCCULLOUGH (1966)

EUGENE MCDERMOTT

JOHN HATHAWAY MCGINNIS (1960)

ROBERT C. MCGINNIS (1994)

GEORGE LESCHER MACGREGOR

STUART MALOLM MCGREGOR

ALAN DUGALD MCKILLOP (1974)

BUKNER ABERNATHY MCKINNEY (1966)

HUGH MCLEOD

LEWIS WINSLOW MACNAUGHTON (1969)

AYLMER GREEN MCNEESE JR. (1992)

ANGUS MCNEILL

JOHN OLIVER MCREYNOLDS (1942)

HENRY NEIL MALLON

GERALD C. MANN (1989)

FRANK BURR MARSH (1940)

HARRIS MASTERSON 111 (1997)

WATT R. MATTHEWS (1997)

MAURY MAVERICK (1954)

BALLINGER MILLS JR. (1992)

BALLINGER MILLS SR. (1947)

MERTON MELROSE MINTER (1978)

PETER MOLYNEAUX

JAMES TALIAFERRO MONTGOMERY
(1939)

DAN MOODY (1966)

BERNICE MILBURN MOORE (1993)

FRED HOLMSLEY MOORE (1985)

MAURICE THOMPSON MOORE

TEMPLE HOUSTON MORROW

WILLIAM OWEN MURRAY (1973)

FRED MERRIAM NELSON

CHESTER WILLIAM NIMITZ (1965)

PAT IRELAND NIXON (1965)

MARY MOODY NORTHEN (1991)

JAMES RANKIN NORVELL (1969)

CHILTON O’BRIEN (1983)

DENNIS O’CONNOR (1997)

CHARLES FRANCIS O’DONNELL (1948)

JOSEPH GRUNDY O’'DONOHOE (1956)

LEVI ARTHUR OLAN (1984)

TRUEMAN EDGAR O’QUINN (1989)

JOHN ELZY OWENS (1951)

WILLIAM A. OWENS (1991)

LOUIS C. PAGE (1982)

JUBAL RICHARD PARTEN (1993)

ADLAI MCMILLAN PATE JR. (1988)

ANNA J. HARDWICK PENNYBACKER
(1939)

HALLY BRYAN PERRY (1966)

NELSON PHILLIPS (1966)

GEORGE WASHINGTON PIERCE (1966)

EDMUND LLOYD PINCOFFS (1991)

BENJAMIN FLOYD PITTINGER

KENNETH S. PITZER
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GEORGE FRED POOL (1984)

CHARLES SHIRLEY POTTS (1963)

HERMAN PAUL PRESSLER JR. (1996)

HARRY MAYO PROVENCE (1996)

MAURICE EUGENE PURNELL

CHARLES PURYEAR (1940)

CLINTON SIMON QUIN (1956)

COOPER KIRBY RAGAN

HOMER PRICE RAINEY (1985)

CHARLES WILLIAM RAMSDELL (1942)

EDWARD RANDALL (1944)

EDWARD RANDALL JR. (1970)

KATHARINE RISHER RANDALL (1991)

LAURA BALLINGER RANDALL (1955)

HARRY HUNT RANSOM (1976)

EMIL C. RASSMAN

FANNIE ELIZABETH RATCHFORD

SAM RAYBURN (1961)

JOHN SAYRES REDDITT (1972)

LAWRENCE JOSEPH RHEA (1946)

WILLIAM ALEXANDER RHEA (1941)

JAMES OTTO RICHARDSON

RUPERT NORVAL RICHARDSON (1987)

JAMES FRED RIPPY

SUMMERFIELD G. ROBERTS (1969)

FRENCH MARTEL ROBERTSON (1976)

CURTICE ROSSER

JOHN ELIJAH ROSSER (1960)

JOSEPH ROWE

JAMES EARL RUDDER (1969)

THOMAS J. RUSK

MCGRUDER ELLIS SADLER (1966)

JEFFERSON DAVIS SANDEFER (1940)

MARLIN ELIJAH SANDLIN

HYMAN JUDAH SCHACHTEL (1991)

EDWARD MUEGGE “BUCK” SCHIWETZ
(1985)

VICTOR HUMBERT SCHOFFELMAYER
(1966)

ARTHUR CARROLL SCOTT (1940)

ELMER SCOTT (1954)

JOHN THADDEUS SCOTT (1955)

WOODROW BRADLEY SEALS (1991)

TOM SEALY (1992)

GEORGE DUBOSE SEARS (1974)

WILLIAM G. SEARS (1997)

ELIAS HOWARD SELLARDS (1960)

DUDLEY CRAWFORD SHARP

ESTELLE BOUGHTON SHARP (1965)

JAMES LEFTWICH SHEPHERD JR. (1964)

MORRIS SHEPPARD (1941)

JOHN BEN SHEPPERD (1989)

STUART SHERAR (1969)

PRESTON SHIRLEY (1991)

ALLAN SHIVERS (1985)

RALPH HENDERSON SHUFFLER (1975)

JOHN DAVID SIMPSON JR.

ALBERT OLIN SINGLETON (1947)

JOSEPH ROYALL SMILEY (1991)

A. FRANK SMITH JR. (1993)

A. FRANK SMITH SR. (1962)

ASHBEL SMITH

FRANK CHESLEY SMITH SR. (1970)
HARLAN J. SMITH (1991)

HENRY SMITH

HENRY NASH SMITH

THOMAS VERNON SMITH (1964)
HARRIET WINGFIELD SMITHER (1955)
ROBERT S. SPARKMAN (1997)

RALPH SPENCE (1994)

JOHN WILLIAM SPIES

TOM DOUGLAS SPIES (1960)
STEPHEN H. SPURR (1990)

ROBERT WELDON STAYTON (1963)
ZOLLIE C. STEAKLEY (1991)

RALPH WRIGHT STEEN (1980)

IRA KENDRICK STEPHENS (1956)
ROBERT GERALD STOREY (1981)
GEORGE WILFORD STUMBERG
HATTON WILLIAM SUMNERS (1962)
ROBERT LEE SUTHERLAND (1976)
HENRY GARDINER SYMONDS (1971)
MARGARET CLOVER SYMONDS
WILLIS M. TATE (1989)

JAMES U. TEAGUE (1996)

ROBERT EWING THOMASON (1974)
J. CLEO THOMPSON (1974)

BASCOM N. TIMMONS (1987)

LON TINKLE (1980)

CHARLES RUDOLPH TIPS (1976)
MARGARET LYNN BATTS TOBIN (1994)
JOHN G. TOWER (1991)

HENRY TRANTHAM (1961)

FRANK EDWARD TRITICO SR. (1993)
GEORGE WASHINGTON TRUETT (1944)
RADOSLAV ANDREA TSANOFF (1976)
EDWARD BLOUNT TUCKER (1972)
WILLIAM BUCKHOUT TUTTLE (1954)
THOMAS WAYLAND VAUGHAN (1952)
ROBERT ERNEST VINSON (1945)
LESLIE WAGGENER (1951)
AGESILAUS WILSON WALKER JR. (1988)
EVERETT DONALD WALKER (1991)
THOMAS OTTO WALTON

FRANK H. WARDLAW (1989)
ALONZO WASSON (1952)

WILLIAM WARD WATKIN (1952)
ROYALL RICHARD WATKINS (1954)
WALTER PRESCOTT WEBB (1963)
HARRY BOYER WEISER (1950)

PETER BOYD WELLS JR. (1991)
ELIZABETH HOWARD WEST (1948)
CLARENCE RAY WHARTON (1941)
JOHN A. WHARTON

WILLIAM H. WHARTON

WILLIAM MORTON WHEELER (1937)
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GAIL WHITCOMB (1994)

JAMES LEE WHITCOMB

WILLIAM RICHARDSON WHITE (1977)
WILLIAM MARVIN WHYBURN (1972)
HARRY CAROTHERS WIESS (1948)
DOSSIE MARION WIGGINS (1978)
PLATT K. WIGGINS

JACK KENNY WILLIAMS (1982)

ROGER JOHN WILLIAMS (1987)
LOGAN WILSON (1992)

JAMES BUCHANAN WINN JR. (1980)
JAMES RALPH WOOD (1973)

DUDLEY KEZER WOODWARD JR. (1967)
WILLIS RAYMOND WOOLRICH (1977)
BENJAMIN HARRISON WOOTEN (1971)

SAM PAUL WORDEN (1988)

GUS SESSIONS WORTHAM (1976)

LYNDALL FINLEY WORTHAM

FRANK MCREYNOLDS WOZENCRAFT
(1993)

FRANK WILSON WOZENCRAFT (1967)

WILLIAM EMBRY WRATHER (1963)

ANDREW JACKSON WRAY (1981)

RALPH WEBSTER YARBOROUGH

RAMSEY YELVINGTON (1972)

HUGH HAMPTON YOUNG (1945)

SAMUEL DOAK YOUNG

STARK YOUNG

HENRY B. ZACHRY (1984)



