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I

N THE 1960S, ROCK CONCERT POSTERS SERVED A DISTINCT

purpose—they got people to pay money to hear their favorite performers.
Displayed on the walls of ticket outlets or record shops, such posters
helped give shape to the psychedelic era, indelibly linking bands like Moby
Grape, the Grateful Dead, and Country Joe and the Fish with eye-catching
colors, shapes, and typography.
In this issue of Huntington Frontiers, David Mihaly, the Jay T. Last Curator
of Graphic Arts and Social History at The Huntington, explains how a group
of posters designed by graphic artist Wes Wilson for San Francisco’s Fillmore
Auditorium form a unique kind of time capsule. Wilson may have been a
product of the 1960s, but he shows the influences of earlier artistic styles and
movements, including Art Nouveau, particularly in his free-flowing and nearly
illegible lettering. Mihaly explains how Wilson’s posters—recently donated to
The Huntington by Tony Newhall—have a rightful place in the vast holdings
of The Huntington, where visual and cultural connections can be discovered.
Also in these pages we get a fresh glimpse of the Japanese House through
the eyes of preservation architect Kelly Sutherlin McLeod, whose efforts allow
visitors to see the crown jewel of the Japanese Garden in ways they hadn’t
before the garden closed in 2011 for a one-year renovation. McLeod explains
that she has simply returned the house to its “period of significance”—that is,
to the way it looked 100 years ago when it first adorned the garden during
Henry E. Huntington’s lifetime. Through meticulous research and painstaking
craftsmanship, she and the restoration team accomplished this transformation
one wood shingle at a time and with carefully applied layers of paint and plaster.
What was once old has become new again. And, like those rock posters,
what seems new is timeless.
MATT STEVENS

Unless otherwise acknowledged, photography is provided
by The Huntington’s Department of Photographic Services.
Printed by Pace Marketing Communications
City of Industry, Calif.

© 2012 The Huntington Library, Art Collections, and
Botanical Gardens. All rights reserved. Reproduction
or use of the contents, in whole or in part, without
permission of the publisher, is prohibited.

Opposite page, left: Kelly Sutherlin McLeod, AIA, project architect for the restoration of The Huntington’s
Japanese House, reviews the preservation plans prior to implementation. Photo by John Ellis. Right:
Captain Beefhart [sic] & His Magic Band, Chocolate Watchband, The Great Pumpkin (BG 34 poster),
designed and copyrighted by Wes Wilson, 1966. From a group of posters recently donated to The
Huntington by Tony Newhall. Bottom: Pinus wallichiana, more commonly known as the Himalayan pine,
from Zsolt Debreczy’s Conifers Around the World. Photo by István Rácz.

Correction: An article in the fall/winter 2011–12 issue of Huntington Frontiers, “At the
Crossroads” by Jennifer A. Watts, misidentified the “Round House” depicted in the photograph
Round House Yuma, Arizona Territory, 1880, by Carleton Watkins. Several readers pointed out
that locomotives were not rotated in the structure featured at the left of the photo but rather
on the turntable that appears at the right. The barn and turntable together comprise the
“Round House.”
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[ NEWS BYTES ]

What’s in a Number?
CONTEMPLATING THE MANY WAYS TO ADD UP A COLLECTION

A Manuscript in the Hand
In writing his new book, The Feathery Tribe: Robert Ridgway and the Modern
Study of Birds, Huntington curator Daniel Lewis transcribed nearly 2,000 letters
from archives around the world, including The Huntington. Ridgway was the
first curator of birds at The Smithsonian, where his career spanned from the 1870s to the
1920s. He left a rich paper trail for Lewis, who concedes that his transcriptions might well
have streamlined his writing process, but he never
underestimated
the value of looking at the real
“Just as archival materials in
thing. One of his favorite manuscripts, from the
the aggregate—letters by the
Ridgway archive at Utah State University, is a letter
dozens, hundreds, or thoufrom Ridgway to his mother that features doodles
sands—provide useful grist for
of three postage stamps—one each with a wooda research mill, so too do bird
pecker, an owl, and a crow.
collections, similarly arrayed by
When it comes to looking at the real thing,
scientists in rows of dozens or
you might think that the equivalent raw material
even hundreds, reveal new
of ornithologists would be limited to birds in trees
things about the world.”
or in flight. But in fact, as Lewis explained in his
book, Ridgway and his tribe of bird professionals
—Daniel Lewis, the Dibner Senior Curator
at other museums kept drawers and cabinets full
of the History of Science, Medicine, and
of
stuffed dead birds. They relied on these “study
Technology and the head of the manuscripts
department at The Huntington
skins” to help them understand how particular
species had evolved over time. Ridgway kept
300 to 400 specimens for each species so he could lay them all out in front of him to
assess variations in color, beak size, or other criteria. Too many birds, and the distinctions
were lost; too few, and the sample size was inadequate to measure change over time.
The Feathery Tribe was published by Yale University Press and will soon be available on Audible.

Letter from Robert Ridgway to his mother,
June 24, 1867, Special Collections and
Archives, Merrill-Cazier Library, Utah State
University, Caine Manuscript Collection.
Study skin of a Kioea (Chaetoptila
angustipluma), a Hawaiian bird that is now
extinct. From the department of ornithology,
American Museum of Natural History.
Photo by Daniel Lewis.

COLLECTIONS IN MOTION
“Calendula Collection,” a video from Verso’s Videre series, shows a collection
of 176 flower specimens from The Huntington’s Shakespeare Garden. The
2 ½ minute piece explores how a collection can simultaneously reveal patterns
within a particular group and distinctions between individuals. Videre, Latin
for to see, is part of In Motion, Verso’s video project that aims to bring new
light to the unique physical spaces, collections, and processes that constitute
The Huntington.
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NOT FAR FROM THE PHYLOGENETIC TREE
In August, John Zaborsky needed to collect leaf samples from a plant indigenous
to Madagascar. He had just completed his first year of graduate school in
botany at the University of Wisconsin, Madison, and didn’t have the resources
for a trip abroad, so he did the next best thing: He flew out to California
and visited The Huntington.
Zaborsky is working on the genus Uncarina, which is in the Pedaliaceae,
or sesame, family. There are 14 known species of Uncarina that range from the
northern part of Madagascar to the southern part of the island nation, but
The Huntington had nine of those species in its collection, complete with
full documentation of the source and history of each plant. All he had to do
was clip the leaves.
“Through chemical processes, I extract the DNA from the leaves and
then run it through different computer programs to generate a phylogenetic
evolutionary tree that will show how those species are related to one another,”
he explained. Zaborsky hopes to present his findings at an upcoming conference
of the Botanical Society of America.

John Zaborsky with The Huntington’s Uncarina grandidieri. Photo by Karen Zimmerman.

The Back Story
In Global Loft (Spread), artist Robert Rauschenberg used
appropriated imagery, collage, and found objects, including a set of three glue brushes, to create a composition
that is eight feet tall and more than nine feet wide. The
images used in the painting include photographs of the
earth taken from space, a reptile cracking out of an egg,
skiers making patterns in the snow, and a landscape with
a windmill and grazing cattle.
“It’s actually a triptych,” says Jessica Todd Smith,
Virginia Steele Scott Chief Curator of American Art at
The Huntington. “If you were to turn it over you would
see that there are three panels that are constructed to be
put together.” The three panels—and their numerous
components of fabric and paint and wood—unify to
form one composition.
The recent acquisition of Global Loft (Spread) by Robert
Rauschenberg (1925–2008) was made possible by a gift from
an anonymous donor for the purchase of American art made
after 1945 in memory of Robert Shapazian.

Gregg Bayne, Huntington
exhibits manager, and Al
Herrmann of Cooke's Crating
prepare the painting for
installation. Photo by Lisa
Blackburn.
Instructor Quinton Bemiller
discusses the new acquisition
with five- and six-year-old participants of the Huntington Explorers in August. Photo
by Martha Benedict.

Verso is the newly named and redesigned blog of The Huntington.
Bibliophiles know verso as the term for the back of a page or for
the left-hand page of an open book (opposite the recto). It can also
be used to describe the reverse side of a leaf and even the back side
of a painting. As the new name for the blog, Verso might evoke that
feeling of turning a page and finding something that you might
have missed on first inspection.
Learn more about these stories at www.huntingtonblogs.org, where
you can click on “News Bytes” on the right side of Verso's homepage.

HUNTINGTON FRONTIERS

5

[ A CLOSER LOOK ]

Reading Between the Lines
HOW TO READ A 19TH-CENTURY LETTER
by Peter Stallybrass

B

ETWEEN 1828 AND 1832, ELIZABETH

Barrett Barrett (later Elizabeth Barrett
Browning) became increasingly infatuated
with Hugh Stuart Boyd, a Greek scholar
and neighbor, who was her father’s age, married, with a
daughter Elizabeth’s age (the “Annie” of the letter). Because
Boyd was blind, he needed readers who were proficient
in Greek, like Elizabeth, to read to him. But this meant
that all of Elizabeth’s letters to him had to be read aloud
by his wife or daughter, and consequently Elizabeth could
never fully express her feelings for him.
In the spring of 1831, when this letter was written, there
were two impending catastrophes in Elizabeth’s life. First,
her father had lost a considerable part of his fortune and
had decided, without explicitly telling his family, that they
would have to sell Hope End, the much beloved family
home. But no one was fooled by the father’s silence, as
the reference to “the land surveyor” in this letter shows.
Second, the Boyds’ lease on their nearby house was running
out, and they were considering moving to Hastings.
Elizabeth was passionately committed to keeping Boyd
nearby until the Barretts’ own plans for moving were settled,
when she hoped that he and his family would move to be
near her family. Despite Elizabeth’s attempts at restraint,
the letter here reveals much of her feelings in the details,
especially in the intimate salutation. At the same time, the
material features of the letter tell us considerably more
than is contained in the text. For example, although
Elizabeth’s mother is not mentioned, the black seal shows
that Elizabeth was still mourning her two and a half years
after her death.
Peter Stallybrass is the Walter H. and Leonore C. Annenberg
Professor in the Humanities and Professor of English and of
Comparative Literature and Literary Theory at the University
of Pennsylvania. He was the R. Stanton Avery Distinguished
Fellow at The Huntington during the 2011–12 academic year.
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From about 1540 to 1910, letter
writers folded sheets of paper in
half to create three smaller pages
for writing and a fourth page for
the superscription.

The recipient owed two pence for postage.
It was not until the postal reform of Rowland
Hill in January 1840 that the sender paid—
a single penny’s postage to anywhere in
England. Elizabeth welcomed the reform as
“the most successful revolution” of her age,
noting the “wonderful liberty” that it gave to
her letter writing.

Elizabeth Barrett Barrett to Hugh Stuart Boyd, April 1831, Huntington
Library (HM 4912).

“My dearest friend” was, as Elizabeth was fully aware, a shockingly intimate salutation between a man and a woman at this
date. In the secret diary that she kept about her passionate love
for Boyd, Elizabeth wrote, concerning a later letter to him: “My
letter to Mr. Boyd began ‘my dearest friend.’ How will his
begin to me?”

One of the most curious features of letter writing from 1540 to
1910 is that the majority of letters were written on only the first
of the four pages created by prefolding the sheet. The cramming of writing into the margins, frequent as it was throughout
this period, gives the misleading impression of a lack of space.
But pages 2 and 3 (on the other side) are completely blank.

The superscription is what we would now call the address.
Before envelopes became common in the 1840s, the superscription was written on the fourth page of the prefolded sheet,
which was folded again in a variety of ways before posting.

Here Elizabeth’s subscription reads, “Ever affectionately yours /
EBBarrett.” Much later, Elizabeth would complain about the
formality of Boyd’s salutations to her, and she herself began
to write more informal subscriptions, using just her first name.
HUNTINGTON FRONTIERS
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BENEATH
the SURFACE
Architect Kelly Sutherlin McLeod reflects on
the restoration of the Japanese House
By Diana W. Thompson

Q&A

When architect Kelly Sutherlin McLeod, AIA, accepted the job of
restoring The Huntington’s Japanese House as part of a centennial
renovation of its Japanese Garden, she did so without the benefit
of original plans, building specifications, or a clear history of
previous alterations.
Instead, she pored through photos, letters, and other documents
that trace the building’s history back to 1903, when antiques
dealer George T. Marsh had the house built for his commercial
tea garden in Pasadena, and to 1911, when Henry E. Huntington
bought the house from Marsh and moved it to his San Marino
ranch as the focal point of his Japanese Garden. McLeod and
other members of the team consulted carpenters, plasterers, historians, and experts on traditional Japanese architecture.Together
they worked to determine the historical context and significance of
the Japanese House. They concluded the structure was composed
primarily of materials originating in Japan, and that it represented
a hybrid of traditional Japanese architectural styles. As one of very
few such buildings, it was a prime example of early 20th-century
Japanese architecture built in California by Japanese American
carpenters. Huntington staff members also weighed in about the
structure’s more recent history.
Ultimately, however, it was the house itself that revealed the
most about its origins. As McLeod and her team began peeling
away the layers, they made a series of exciting discoveries that
provided a blueprint for restoring the Japanese House to its early
20th-century elegance.
1 0 Spring/Summer 2012

When you set out to restore a house
like this, do you take it back to the
day it was first built?
Not necessarily. In preservation, the
issue of “historic significance” is not
merely academic. Research helps us
identify a property’s most historically
noteworthy period, also known as the
“period of significance.” It provides
the lens through which we identify
any number of features, materials, and
even finishes that reflect and convey
a property’s historic significance. This
approach helps us retain and protect
the relevant stories that a historic
building and site have to tell.
With the Japanese House, we identified a 16-year period of significance:
from 1911, when Huntington purchased and relocated the house to his
ranch, until his death in 1927. This
period encompasses the Japanese
House as Henry Huntington envisioned it, in the context of his Japanese
Garden. This determination helped to
focus our restoration plan on physical
features dating from this period in
addition to the relationship between
the house and its garden setting.
And how did you and other members of the project team find out
more about that period, particularly
when it came to a detail like the color
of the plaster, which has changed
from brown to a charcoal-gray?
We started with investigative work,
including studying correspondence
between Huntington and his superintendent, William Hertrich. Hertrich
reported details about reassembling
the house at the Huntington ranch,
including the installation of new
exterior plaster.

Research helps us
identify a property’s
most historically
noteworthy period,
also known as the
“period of significance.”
At the start of our project the plaster was a multi-layered patchwork of
repairs in various colors of brown and
white, as well as differing textures and
finishes. An epoxy-like coating had
been applied in recent years to most
of the exterior plaster surfaces, which
was peeling away in several locations,
revealing underlying plaster layers.
On-site investigation revealed an
underlying plaster that was dark in
color, with a smooth finish. The project team’s conservator, John Griswold,
found this 1911 finish to be a porous
and organic plaster more consistent
with traditional Japanese plaster, not
the cement-based plaster found in
Western construction. Unfortunately
the nonporous coatings that had been
applied trapped moisture, causing
severe damage to the original plaster.
The deteriorated condition of the
plaster led to our decision to replace
nearly all of it. John’s firm (Griswold
Conservation Associates, LLC) designed
a multi-layered finish system using
layers of lime mixtures over modern
cementitious plaster, the exterior
plaster commonly used in construction today. (For more on the use of
traditional natural plaster, see sidebar.)
The new exterior plaster, with its
dramatic charcoal color, restores the
overall appearance of the plaster to
the period of significance while providing a durable, cost effective, and
easy-to-maintain finish.

Opposite: Project architect Kelly Sutherlin McLeod, AIA (center), and associate Heather Donaghy Ballard
(right) review restoration plans with Andrew Mitchell, the master craftsman at The Huntington. Photograph
by John Ellis. Above: In 1903, the Japanese House served as an antique shop on the corner of Fair Oaks Ave.
and California Blvd. in Pasadena. Below: By 1914, the house had been moved to Henry E. Huntington’s
San Marino ranch as the centerpiece of his Japanese Garden. Previous spread: Celebrating its 100-year
anniversary in April 2012, the Japanese House emerges resplendent after a year-long renovation. Photograph
by Martha Benedict.

HUNTINGTON FRONTIERS
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Our crew carefully shaped and installed
individual shingles to re-create the complex
curves at the roof hips and eaves.

Entry at the Japanese House, with distinctive Chinese-style curved gable (karahafu 唐破風), after restoration.
With a layer of flat brown paint removed, exquisite carvings come into view. Photograph by John Ellis.
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How did you know you were close
to finding the original color?
We carefully removed small core samples from different locations of the
exterior walls and used them to determine the original color and finish of
the plaster from Henry Huntington’s
era. We made an exciting discovery
above the second-floor storm doors,
where the exterior wall had not been
treated with heavy coatings—as had
most of the exterior—but was covered only with a layer of oil paint.
Under the paint, we found original
Huntington-era plaster. We left this
material intact and protected under
the painted surface. We also found
underlying layers of beige-colored
plaster above the front entry of the
house that we determined to be original to the Marsh era. We left this
material intact as well.
The team made yet another amazing discovery at the back of the house
where the wood steps were badly
deteriorated.We pulled the steps away
from the house and found a completely untouched panel of the original 1911 plaster—a perfect match to
the new plaster installed during the
restoration project!
Another distinctive feature of the
Japanese House is its undulating hipand-gable wooden roof, or irimoyazukuri. What challenges did you face
in restoring this section?
Historical photos show stacks of new
wood roof shingles ready for installation on the house after it was relocated to the Huntington property. The
Huntington staff told us that the shingles were replaced again about 40 years
ago, with spot repairs taking place
since then.We removed the roof shingles with the hope that we might find
some of the original shingles, but we
never did. We enlarged the historical
photos and analyzed them to determine the original dimensions and

The Staying Power of Ancient Rome
The same material that keeps the ceiling of
Rome’s Pantheon intact after nearly 2,000
years now coats the exterior of The Huntington’s Japanese House: lime plaster. Made from
natural limestone that has been heated in a
kiln to create quicklime and then mixed with
water and other compounds, lime plaster has
been valued as a building material for centuries. Natural plasters can be found in many
older constructions, including the Egyptian
pyramids, the Great Wall of China, and as
architect Kelly Sutherlin McLeod discovered,
the Japanese House.
In a November 1911 letter, Henry Huntington’s superintendent William Hertrich described the exterior finish as a “very fine
Japanese plaster.” Indeed, when conservator
John Griswold analyzed the underlying layers
of plaster, he found a substance high in organic
content, not the hard, impermeable cementbased plaster used to recoat the Japanese
House over the years. These later layers were
forcing moisture to remain trapped within
the walls.
One of lime plaster’s key benefits is
breathability. Lime wicks water to the building’s exterior, where it can evaporate, while
ordinary Portland cement traps moisture. If a
cement plaster is used over a traditional lime
plaster, moisture can form and literally pull
down the existing wall.“We needed to reverse
the order of plaster materials on the exterior
walls,” explained McLeod. “Although there
were no signs of mold, water infiltration was
starting to take its toll. And yet a radical change
back to a pure lime plaster system would
have imposed too great a change in the interior environment, putting the historic materials at risk.”
The solution was to remove the existing
plaster and replace it with a new plaster base.
Alpine Plaster, subcontractor to Valley Crest,
performed that step. This was followed with
a traditional lime plaster system formulated
to emulate the original appearance of the
soft, natural Japanese-style plaster.

Above: The project team discusses treatment options for the plaster restoration. Clockwise from
far right: John Griswold, principal conservator at Griswold Conservation Associates, LLC (GCA),
James Polson of Alpine Plastering, Inc., Kelly Sutherlin McLeod, AIA, and Catherine Smith, also
of GCA. Photograph by Andrew Mitchell. Below: The restored plaster shows the reveal with the
finely grained wood. Photograph by Martha Benedict.
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13

For application of this outer finish, McLeod and
Griswold turned to Scott Nelson of Natural Walls, a local
artisan who started his company after becoming inspired by
the traditional architecture he viewed while touring Europe.
Using a natural hydraulic lime from southwestern
France, Griswold developed a formula mixing a natural,
breathable plaster tinted with black oxide and a small
amount of raw umber to achieve the rich, dark charcoal
color of the Huntington-era plaster, which was skillfully
applied by Nelson.

Natural plasters can be found
in many older constructions,
including the Egyptian pyramids, the Great Wall of China,
and as architect Kelly Sutherlin
McLeod discovered, the
Japanese House.
A defining feature of lime plaster is that it strengthens
as it cures. The heating process that creates quicklime
drives off carbon dioxide, leaving behind calcium oxide.
During the curing process, lime plaster pulls carbon dioxide from the air, returning it to a carbonized, hardened
state. This can take anywhere from a few days to a month.
The majority of the new exterior wall panels are composed of modern cementitious plaster with a natural
hydraulic lime finish layer and six or seven layers of lime
paint (pure high-calcium hydrated lime).
Nelson was extremely careful with the measurements.
“When you have that many vertical panels, it can look
uneven if you don’t get it right,” he said. “So we matched
the thickness from panel to panel.”
The newly applied plaster also reestablished an important
aesthetic, the proper reveal between the plaster and the
level of the wood trim.“Over the years,” explained McLeod,
“patching and caulking had raised the level of the plaster,
reducing the reveal between wood trim and plaster.”
The defined reveal between wood trim and plaster has
been returned to its original dimension—“A simple
detail with a large aesthetic impact,” said McLeod.
–DWT
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installation pattern of the wood roof shingles and the
amount each shingle extends beyond the one above it,
which is called the exposure of a shingle. But the old
photos aren’t very sharp, so that was a challenge.
Then the project team had another dramatic breakthrough. After taking down the wood ridge-box above the
entry, we exposed the back of the ornamental concrete
cap and discovered a clear imprint of the original shingles—shape, size, and profile—molded into the mortar at
the base of the concrete cap.This discovery confirmed that
the original shingles extended two and a half inches—
half the exposure of standard Western shingle installation.
The photographs from 1903 and 1911 showed common Western-style wood roof shingles. After comparing
various options, we chose an 18-inch cedar “rebutted
and rejointed” wall shingle to simulate the original roof
installation. Our crew carefully shaped and installed individual shingles to re-create the complex curves at the
roof hips and eaves. The curved gable over the entry
porch is a highly visible, character-defining feature of the
house and was one of the most complicated areas for
installation of shingles, but we knew restoring the original
roof design was critical to the overall impact of the project.
When the roof installation was finished, after more than a
month of painstaking work, the house came back to life.
You said that the brown paint that coated much of
the wood was not original to Henry Huntington’s time.
How did you go about removing it?
Most all of the exterior wood elements at the house had
been painted with an opaque brown paint. We learned
from letters between Huntington and Hertrich that the
exterior wood of the house had been treated with stain.
We then found the original rich brown stain finish at a
few discrete locations. So we carefully removed all of the
brown paint from the sliding wood storm doors, beams,
vertical posts, and trim without removing the original
stain finish or the patina of age. Our goal was not to
make the house look pristine and brand-new but rather
to have it appear a well-maintained, appropriately aged
100-year-old building.
The crew also removed paint from wood panels above
the storm doors, which had been thought to be replacement panels of contemporary plywood. They uncovered
a highly figured grain pattern, the same pattern shown in
photos dating back to 1903 as well as in photos from the
1950s. Atsuko Tanaka, a Japanese historian and scholar,
advised the team that the panels have a very similar
appearance to sugi, a wood commonly used for traditional
Japanese houses. Sugi wood, which is a Japanese cedar,

Discoveries during restoration of the exterior could help guide future work on the interior, shown here cleaned but not yet restored. Photograph by John Ellis.

was used for panels at the base of the
original shoji screens that are still in
place at the house today. So the laminated wood material had been deliberately used to simulate sugi, yet another
character-defining element of the house.

able to confirm that the materials, design elements, and construction techniques were in fact original and
authentic and that the house had remained relatively unaltered for the
past 100 years.

How would you summarize, then,
what we now know about the house?
At the beginning of the project, we
didn’t have a clear understanding of
the historic integrity of the house or
of its authenticity. In other words, we
weren’t sure how much of the house
was original and to what extent it had
been altered over the years. Through
careful investigation—accompanied
by verification from Japanese builders
and scholars who clarified the house’s
period and regional style—we were

What are you proudest of?
The successful outcome of this project, on every level. Not only has the
Japanese House been returned to its
place of honor in The Huntington’s
Japanese Garden, there is also richer
understanding and appreciation for its
significance as a historical and cultural
resource. Atsuko Tanaka, the historian
I mentioned earlier, reports that the
Japanese House is one of only four
structures of its type and era remaining
in the United States and that it’s the

best example of early 20th-century
Japanese architecture in California. It
was an honor to serve as project
architect on this restoration, and I look
forward to having the privilege of
sharing the house and its story with
interested audiences for many years.

Interview conducted by DianaW. Thompson,
a freelance writer based in South Pasadena,
Calif. Kelly Sutherlin McLeod will contribute an essay to One Hundred Years
in the Huntington’s Japanese Garden:
Harmony with Nature, which will be
published by the Huntington Library Press
in spring 2013.
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ARE YOU
VISUALLY
EXPERIENCE
What rock concert posters from the 1960s have in common with
19th- and early 20th-century graphic art
By David H. Mihaly

D?

I

n 1967 The Jimi Hendrix
Experience recorded a song
that would become an
anthem of the psychedelic
era. “Are You Experienced?”
appeared as the final track on the
band’s groundbreaking debut album
of the same name, its lyrics inviting
the listener to break through and go
beyond “your little world”; to journey
past limitations and explore new
horizons; to get “your mind together”
and find inner peace and beauty. The
“experience” Hendrix wrote about
and translated into a symphony of distorted notes for electric guitar came
to define a new genre of American
music called psychedelic rock. With
innovative recording techniques and
sound effects, and lyrics infused with
countercultural values, musicians
attempted to replicate, enhance, and
interpret the mind-altering experience
of psychedelic drugs.
The creative impact generated by
the psychedelic era—loosely covering
the mid-1960s to the early 1970s—
manifested in other forms of popular
culture, perhaps none more visually recognizable than commercial art. Young
graphic designers began to push the
boundaries of artistic expression and
inventiveness by translating the sights,
sounds, and emotions of an era into
advertising posters for dance concerts.
Sixty-two of these energetic works are
now part of The Huntington’s prints
and ephemera collection.They form an
exceptional foundation for building an
archive of music, graphic art, and social
history from the latter half of the 20th
century, with strong connections to the
cultural heritage of California.

Right: Graphic artist Wes Wilson designed posters
for San Francisco–based concert promoter Bill
Graham in the 1960s. The Huntington now has
the first 62 posters in the Fillmore series. This photo
was taken in 1966 by an unidentified photographer;
reproduced courtesy of Wes Wilson.
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A

vibrant psychedelic
rock music scene
emerged in America
in 1966 and 1967,
nowhere more prevalent than on the West Coast, and
nowhere more influential than in San
Francisco. The city’s legacy of uninhibited artistic creativity and cultural
nonconformity blossomed in the
1950s when New York writers of the
original Beat Generation found
themselves together in San Francisco.
A decade later, the city became a
nucleus for musical expression as
numerous local bands played at venues

in and around San Francisco, including neighborhood coffeehouses and
four landmarks that would become
legendary: the original Fillmore
Auditorium, the Carousel Ballroom
(renamed Fillmore West in 1968), the
Winterland Ballroom, and the Avalon
Ballroom. Among the rising talent of
home-grown musicians were the psychedelic rock groups Jefferson Airplane
and the Grateful Dead. Both of these
bands headlined concerts promoted
by a young music impresario named
Bill Graham (1931–1991), who would
revolutionize the business of concert
promotion with new standards in

The influence of a 19th-century poster by Will H. Bradley—The Modern Poster, 1895—can be seen in Wes Wilson’s poster for a concert featuring the Byrds,
Moby Grape, and Andrew Staples (BG 57, designed and copyrighted by Wes Wilson, 1967). Both posters are in The Huntington’s prints and ephemera collection.

sound, lighting, stage design, advertising, and merchandising. Both bands
would also define the San Francisco
sound of the 1960s with lyrics about
peace, love, and mind-expansion set
to electronically altered music.
San Francisco’s psychedelic music
scene created a sense of community
for like-minded young people sharing
a common culture. The city became a
haven for alternative dance concerts
and a breeding ground for experimental bands, and Bill Graham saw a
need to promote both. In 1966 he
began to advertise his productions
using handbills and posters designed
by local graphic artists. Graham discontinued the thin, paper handbills
within a year in favor of smaller, more
durable postcards ideal for mailing,

but he kept making posters throughout his advertising and merchandising
campaigns. For six consecutive years—
from 1966 to 1971—Graham produced
a numbered series of 287 Fillmore
Auditorium posters, one poster for
each event, and all numbers prefaced
by his initials, BG. The posters served
as timely tools of promotion when
displayed in Bay Area store windows
before each concert and then became
desirable souvenir reminders of recent
events when offered for sale at the
end of each concert or days later at
local ticket outlets, including record
shops, bookstores, university event
centers, and drug paraphernalia shops.
The posters recently donated by
Tony Newhall are the first 62 in the
numbered series. Not only are they

the earliest examples of Bill Graham’s
Fillmore posters, but they also illustrate
a body of work created primarily by
pioneering poster artist Wes Wilson
(born in 1937 and featured in the photo
on page 18). Wilson’s designs for Bill
Graham are early examples of his creative brilliance and mark a commercially successful but turbulent relationship with Graham that stopped in
1967 with the production of Fillmore
poster BG 62, Grateful Dead, Paupers.
Disputes over existing royalty agreements fueled a separation that lasted
18 months before Wilson produced
his final two posters for Graham at
the end of 1968: BG 150, Santana &
Grass Roots; and BG 151, Steve Miller
Band, Sly and the Family Stone.

HUNTINGTON FRONTIERS

19

I

n the context of the Library’s
extensive holdings of prints
and ephemera, the Tony
Newhall collection is an addition of major importance. As
graphic art, the collection characterizes one of the most influential eras of
California history, American music
history, and international poster design.
The collection also forms a seminal
archive of psychedelic art that illustrates
the continuum of American graphic
design and popular culture from the
19th century to the 20th. Such a link
is evident between one of the Fillmore
posters and a 19th-century poster
already in The Huntington’s collection.
The Modern Poster, designed in
1895 by distinguished American illustrator and graphic artist Will Bradley
(1868–1962), advertised the identically
named book published by Charles
Scribner’s Sons (see page 19). The
poster highlights stylistic elements of
the Art Nouveau movement that
influenced European and American
design primarily between 1890 and
1910: naturalistic forms, free-flowing
lines, and whiplash curves.
More than 70 years later, San Francisco poster artist Wes Wilson created
BG 57 to promote a 1967 Fillmore
Auditorium concert featuring the
folk-rock band the Byrds (see page
19). One inspiration behind Wilson’s
graphics of psychedelia was Art
Nouveau design and, in particular, a
catalog he saw for an exhibition titled
“Jugendstil and Expressionism in
German Posters,” on view at the
University of California, Berkeley, in
1965 (at right). That publication contributed to Wilson’s awareness of Art
Nouveau styles in central Europe,
especially interpretations by a group of
Austrian artists known as the Vienna
Secession, who united in 1897 to offer
an alternative to the conservatism of
late 19th-century art and design in
Vienna. A co-founder of this move-
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ment was graphic artist Alfred Roller
(1864–1935). Wilson would adapt the
typeface on a 1903 Secession exhibition poster designed by Roller (at right)
into his own fluid style of expanded
outlines and exaggerated shapes, creating the single most recognizable
feature of the psychedelic rock poster:
illegible lettering that bends, twists,
turns, and meanders in all directions.
Bill Graham would later say that he
could not read Wilson’s lettering, to
which Wilson replied, “And that’s why
people are gonna stop and look at it.”
Other elements of Wilson’s design
vocabulary that came to define the
graphics of psychedelia include uninhibited color mixing, undulating or
pulsating patterns of stylized geometric
and organic forms, and free-flowing
shapes that barely seem to hold their
contents of tightly fitted text. His masterful manipulation of subtle, vibrant,
and often electric ink hues laid down
in kaleidoscopic combinations were,
according to Wilson, inspired by the
special effects of concert lightshows,
but they also reflect the more daring

Wilson found inspiration in a catalog he
saw for an exhibition titled “Jugendstil &
Expressionism in German Posters,” on
view in Berkeley in 1965. The catalog
(left) was designed by Alice P. Erskine,
copyright 1965. The illegible lettering in
many of his posters echoes the typeface
on a 1903 Secession exhibition poster
(above) designed by Alfred Roller.
Huntington Library, Art Collections, and
Botanical Gardens.
Opposite: BG 56 poster, Moby Grape
with The Chambers Brothers and The
Charlatans, designed and copyrighted by
Wes Wilson, 1967.

Come Together
and arresting color palettes applied by
graphic artists from earlier periods of
20th-century design, including French
pochoir (meaning “stencil”) prints of
the 1920s and commercial posters
from the 1940s and 1950s executed in
fluorescent inks. Clearly, Wilson’s
inspirations go beyond his personal
experiences with the psychedelic era
and, in so doing, reveal the range of
his creative awareness and the influences that helped to fashion it.

T

he Tony Newhall
collection of rock
concert posters was
formed out of pure
enjoyment of the
music, the art, and the social experience of 1960s San Francisco, and the
early years of the psychedelic era. The
collection was not consciously assembled to preserve a fleeting moment of
California culture or to document the
early works of a gifted poster artist.
Instead, individual items came together
fortuitously, either by the collector’s
active participation in events as they
happened, or by his association with
recent events through souvenir reminders of their ephemeral existence.
But the role played by serendipity in
assembling collections exists in similar
form in a collection like The Huntington’s. When seemingly disparate
objects are melded into one extraordinary “collection of collections,” they
often create unexpected but resonant
connections that place them into historical context and increase our appreciation for the study of the humanities.

David H. Mihaly is the Jay T. Last Curator
of Graphic Arts and Social History at
The Huntington.

Tony Newhall just happened to be in San Francisco when the psychedelic rock
music scene was emerging in 1966 and 1967. He had just returned to
California from a two-year volunteer mission in Peru with the Peace Corps and
decided to pursue a graduate degree in business administration at Stanford
University. As a diversion from his studies, Tony frequented music venues in
the city, including the Fillmore Auditorium.
He acquired his first posters while attending concerts at the Fillmore, then
serendipitously received about 20 more directly from Bill Graham when he
interviewed the San Francisco–based promoter for a business school project.
Tony supplemented his growing collection with occasional purchases from
various vendors around the Bay Area, eventually obtaining 60 Fillmore concert
posters during his graduate school days. Tony originally intended to plaster
them on his college room walls, but his appreciation for the posters as superb
examples of psychedelic graphic design caused a change of heart and he kept
them free of pins, thumbtacks, or tape.
When Tony donated his collection in 2010, he learned about two gaps in the
series: BG 19, The Beard by Michael McClure (a play performed by the
American Theatre); and BG 59, Howlin’ Wolf and Country Joe & the Fish.
Newhall immediately set out to complete the sequence that he unintentionally
started decades ago and purchased both ”missing” posters for The Huntington.
“My donation didn’t seem complete without these two,” Newhall said.

[ FRESH TAKE ]

The Evolution of William Blake’s Genesis
A PAIR OF SCHOLARS BRINGS SOME CLOSURE TO A PROJECT THAT HAD TWO BEGINNINGS
by Matt Stevens

L

ATE IN HIS LIFE, WILLIAM BLAKE BEGAN

work on a version of Genesis that, like many
of his works, would be a composite of text and
illustration. Motivated both by the request of
John Linnell, Blake’s longtime patron, and his own fascination with biblical interpretation, the poet and artist
undertook to transcribe and illustrate the first book of
the Bible but completed only 11 pages of it before his
death in 1827. That incomplete manuscript is at The
Huntington, along with a diverse collection of Blake
materials, such as Songs of Innocence and of Experience; many
of his letters; watercolors illustrating John Milton’s poetry,
including Paradise Lost; three books annotated in Blake’s
own hand; and the only known copy of his first illuminated book, All Religions Are One.
The Blake collection at The Huntington straddles the
art and library holdings, equal parts visual wonder and
textual marvel. In 1974, Robert Wark, then director of
the Huntington’s art collections, wrote an introductory
essay for a planned facsimile edition of Genesis to be
published by the American Blake Foundation. Due to the
vagaries of publishing budgets, the project never made it
beyond the production of two preliminary proofs.
Now a full generation after Wark wrote that essay (he
died in 2007), and nearly two centuries since Blake began
his Genesis, the two works appear side by side in a new
volume with annotations and an extensive commentary
by Mark Crosby and Robert N. Essick. Genesis: William
Blake’s Last Illuminated Work was published by the
Huntington Library Press in March 2012, with a foreword
by John Murdoch, former Hannah and Russel Kully
Director of Art Collections at The Huntington.
Essick is one of the world’s leading authorities on
Blake. Among his books are William Blake, Printmaker ;
William Blake’s Commercial Book Illustrations; and William
Blake at the Huntington. He is also coeditor of the online
Blake Archive, www.blakearchive.org, and an active collector of Blake and his circle. His roles as scholar and
Blake collector converged fortuitously with this project,
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first in 1974, when he read an early version of
Wark’s essay before its submission to the
American Blake Foundation, and then again,
in 2009, when Essick the collector couldn’t
pass up the opportunity to purchase one of
those two press proofs that had found
their way onto the rare book market.
Soon after, Essick showed the Wark
volume to Mark Crosby, and the pair
quickly found themselves collaborating
on a textual and interpretive essay.
Crosby completed his doctorate at
Oxford in 2008 and this fall begins a
new position as assistant professor of
English at Kansas State University
after most recently holding a
Leverhulme Early Career
Fellowship at Queen’s University, Belfast, and a Mellon
Foundation Fellowship at
The Huntington.
“Mark wrote the first
draft of the commentary, and
I went through it as a kind
of editor,” said Essick, who
praised Crosby for his
expertise on the subject of
patronage. The essay considers Linnell’s
contributions as Blake’s patron, the ways Blake
read Genesis, and the iconography of his designs and their
relation to his earlier works.
Literary scholars, particularly students of Blake, have to
be versatile. Crosby took a master’s degree in visual arts
specifically to give him more authority to assess Blake the
artist. Crosby also had to become, in his own words, an
amateur biblical scholar, dabbling in Hebrew along the
way. Crosby and Essick’s essay places Blake within the
tradition of competing interpretations of Genesis; in the
process they show Blake’s own conflicting views. “We

trace a kind of narrative arc that Blake went through
dating back to his seven-year apprenticeship in the
1770s,” says Crosby.
Although his final project was incomplete, with only
a faint pencil drawing on the last page of the Genesis
manuscript, Blake had arrived at a clear view of God.
His manuscript ends with a scene from chapter 4, verse 15,
when “the Lord set a mark upon Cains [sic] forehead”—but
the mark takes the form of a gentle kiss from God. In Blake’s
theology, according to Crosby and Essick, “the Old Testament
lawgiver becomes a forgiving deity who practices reconciliation
as the true form of atonement.”
Matt Stevens is editor of Huntington Frontiers.
Left: One of two title pages from Blake’s Genesis manuscript. Below: Robert Essick
and Mark Crosby enjoy a break from their research. Essick is an Overseer Emeritus at
The Huntington, and Crosby recently completed a Mellon Foundation Fellowship. Photo by
Martha Benedict.

[ POSTSCRIPT ]

ConiferWatch
ZSOLT DEBRECZY COMPLETES THE BOOK ON CONIFERS

C

ONIFERS TAKE A LONG TIME TO GROW.

So, too, do books about them. In the Fall/
Winter 2005 issue of Huntington Frontiers
we wrote about Zsolt Debreczy’s quest to
document all of the conifers of the world’s temperate zones,
a goal that sent him to the woods of Europe, China, Taiwan,
Japan, North America, Chile, the Caribbean, New Zealand,
and Tasmania. It also sent him to The Huntington to consult with Kathy Musial, curator of living collections, who
served as primary editor for the project.
At the time we published that article, “Seeing the Forest
and the Trees,” Debreczy was 15 years into his project. Six
years later, in late 2011, he finally published Conifers Around
the World, an impressive tome that includes 3,700 glorious
full-color photographs by fellow Hungarian István Rácz
and documents 541 species, subspecies, and varieties of
temperate-zone conifers in two volumes published by
DendroPress.
Earlier this year Debreczy came to The Huntington to
deliver a lecture about his travels, sharing the dais with

Musial. “I first met Zsolt in 1996 after I joined EarthWatch
and signed up for one of his research trips to Chile,” recalled
Musial at the event. Botanists like Debreczy rely on many
collaborators, most of them volunteers, who, like Musial,
find ways to combine their love of travel with their
interests in nature. Musial eventually joined Debreczy on
trips to Taiwan and Japan and organized additional fieldwork in New Zealand and Australia.
“No other publication on conifers to date depicts them
in photographs from natural habitats in a standardized,
consistent format,” says Musial. “Many recent publications
are about growing conifers; Zsolt’s book is about conifers
as they occur in the wild.”
Not one to rest on his laurels (or Laurus nobilis),
Debreczy is still at work on his other
magnum opus, begun back in 1971—
the Dendrological Atlas, a 14-volume survey of all the woody flora of the temperate and adjacent regions of the world.
Though a publication date has yet to be
determined, Debreczy is now returning
his attention to the project and planning
the publication of the first four volumes,
on the gymnosperms.
For more information about
Conifers Around the World, visit
www.dendropress.com and conifersaroundtheworld.com.

Kathy Musial, The Huntington’s curator of living collections, with Zsolt Debreczy. Photo by Lisa Blackburn.

2 4 Spring/Summer 2012

In Print
A SAMPLING OF BOOKS BASED ON RESEARCH
IN THE COLLECTIONS
NO NAILS, NO LUMBER: THE BUBBLE HOUSES
OF WALLACE NEFF

Jeffrey Head

Princeton Architectural Press, 2012
Architect Wallace Neff (1895–1982) is best
known for his elegant Spanish Colonial–revival estates in
Southern California, but he had a private passion for domeshaped “bubble houses” made of reinforced concrete cast in
position over an inflatable balloon. In No Nails, No Lumber,
author Jeffrey Head makes extensive use of The Huntington’s
Neff archive to show the beauty and versatility of Neff ’s
design. The book includes new and vintage photography,
previously unpublished illustrations, and archival material
and ephemera.

WRITING CLUB
Catherine Molineux and Anne Stiles each spent the
2009–10 academic year at The Huntington on Barbara
Thom Postdoctoral Fellowships, which W. M. Keck
Foundation Director of Research, Steve Hindle, calls
the “single most important category in the entire
Huntington fellowship program” because it gives early
career scholars—who have not yet published and have
not yet secured tenure—the luxury of time and resources
to turn their dissertations into books. This year, Molineux
and Stiles have delivered on their promise, each publishing a new book less than two years after the completion of their fellowships: Faces of Perfect Ebony:
Encountering Atlantic Slavery in Imperial Britain by
Molineux (Harvard University Press); and Popular Fiction
and Brain Science in the Late Nineteenth Century by Stiles
(Cambridge University Press). This fall, The Huntington
will welcome three Thom Fellows to the research program.

HERBERT EUGENE BOLTON: HISTORIAN OF
THE AMERICAN BORDERLANDS

Albert L. Hurtado

University of California Press, 2012
Herbert E. Bolton (1870–1953) was a
leading historian of the American West,
Mexico, and Latin America. He also was
a student of Frederick Jackson Turner, The Huntington’s
first research director, who catapulted to early fame in the
1890s after developing his so-called Frontier Thesis—
published as “The Significance of the Frontier in American
History.” Albert Hurtado explains how Bolton formulated
his own geographical concept—that of the borderlands—
which has since become a foundation of modern historical
studies of the American West.

THE CHINATOWN WAR: CHINESE
LOS ANGELES AND THE MASSACRE OF 1871

Scott Zesch

Oxford University Press, 2012
In October 1871, a simmering, small-scale
turf war involving three Chinese gangs
exploded into a riot that engulfed the small
but growing town of Los Angeles. An angry mob of white
Angelenos, spurred by racial resentment, rampaged through
the city and lynched some 18 people before order was
restored. Zesch, who intensively studied the Los Angeles
court records housed at The Huntington, offers a compelling account of this little-known event, which ranks
among the worst hate crimes in American history.

HAPPY ENDINGS
Two new books tackle grim subjects but end well, since the papers of both authors are housed at The Huntington. In To Forgive
Design: Understanding Failure, Henry Petroski uses plane crashes and other technological disasters to explore what failure means
for designers and engineers. Petroski, a professor of civil engineering and history at Duke University, has written widely about the
innovations of engineering and in this book explores how the failure to imagine the possibility of failure might be the most profound
mistake an engineer can make.
Hilary Mantel has followed up her 2009 Man Booker Prize–winning novel Wolf Hall with a sequel, Bring Up the Bodies, which is
on the shortlist for the 2012 Man Booker Prize. (The winner will be announced on Oct. 16.) It follows the role played by Thomas
Cromwell in the trial and execution of Henry VIII’s second wife, Anne Boleyn. Although fiction, Mantel’s two novels are based on
meticulous research, and she has dedicated both of the books in what eventually will be a trilogy to Mary Robertson, The Huntington’s
William A. Moffett Curator of English Historical Manuscripts, who wrote her doctoral dissertation on Cromwell and has maintained
a long and fruitful correspondence with Mantel.

Non-Profit Org.
US Postage
PA I D
Pasadena, CA
Permit No. 949

The Huntington
Library, Art Collections, and Botanical Gardens
1151 Oxford Road • San Marino, California 91108

On the Cover
In the 1960s, graphic artist Wes Wilson designed dozens of posters
for rock concert promoter Bill Graham, who staged events at
the Fillmore Auditorium and other venues in and around San
Francisco. In this issue, David Mihaly, the Jay T. Last Curator of
Graphic Arts and Social History at The Huntington, describes a
group of 62 posters that came to The Huntington recently as a gift
from collector Tony Newhall. While they are marvelous keepsakes
of the psychedelic era, the posters also occupy an important
place in graphic history—a history that dates all the way back to
the 19th century.
Otis Rush & His Chicago Blues Band, Grateful Dead, The Canned Heat Blues
Band (BG 56 poster), designed and copyrighted by Wes Wilson, 1967.

