






































Soprano. Bom 22 July 1913 in Ban, Italy. Married Italian-
Amencan businessman Joseph Gimma. 1945; studied with
Emanuel De Rosa in Ban and with Giuseppina Baldassare-
Yedeschi in Milan; professional debut in 1934 at the Teatro
Linco in Milan, replacing a’soprano who had become iil
during the first act in the part of Cio-Cio-San in Madama
Butterfly; debut at Parma as Cio-Cio-San, 10 December 1935:
Metropolitan Opera debut in the same role, 9 February 1940:
received Order of Merit in Italy; received from Pope Pius XII
award of the Lady Grand Cross of the Equestrian Order of
the Holy Sepulchre; final Metropolitan Opera performance
on 16 Apnl 1966; a noted Puccini singer, her other rotes
include Marguerite in Faust, Violetta in La Traviata. and
Desdemona in Otello.

Publications
About ALBANESE: books-

Celletti, R. Le grandi voci. Rome, 1964.
Ewen, D. Musicians since 1900. New York. 1978.

articles—

Green, L. “Licia Albanese and Verismo: 'l Always Tell the
Truth'.” The Opera Quarierly 1, no. 4 (1990-91): 53.

* * *

she called ““tricks for beauty’: vocal
ts that were entirely legitimate, apposite,
heartfelt, and uniquely hers, ways in which she shaped
phrasas ineffably and unforgettably, and movements (never,
in her case anything as obvious as the stock operatic *“ges-
ture’) that both illuminated a character’s deepest emotions
and profoundly stirred those of her hearers.

Nowhere was Albanese’s mastery of her art more palpable
than during the moments that required her to *‘expire’ on-
stage, something she invariably accomplished with the most
exquisite expressivity, whether called upon to demonstrate a
gradual. quiet fading away (Mimi. La boheme), a final fever-
ish outburst (Violetta, La traviata), an intense losing battle
to cheat death (Manon Lescaut), or an act of unbearable
poignancy such as the suicide of Butterfly.

The effect Albanesc made as Cio-Cio-San in Madama But-
terfly after she had sung the geisha's final words, made all
the ceremonial preparations for her hara-kiri, committed the

act behind the shoji, and knocked the screen over to writhe
and die before our eyes, remains one of the most indelible
visual memories ever created by any opera singer. With her
legs bound according to ritual, Butterfly’s arms were still
free to express both the pain of her mortal wound and the
ascendancy of her spirit, which exults because she has re-
deemed her disgraced honor by making the ultimate sacri-
fices: giving up her son to his father and taking her own life.
In a specially designed kimono with very large, beautifully
colored sleeves, Albanese was in fact a butterfly, fluttering—
but not melodramatically—untl the moment there was no
life remaining. She appeared to respond to the offstage voice
of Pinkerton calling her name while at the same time making
it clear that the temporal world was fast sliding away from
her and that the voice might actually be one summoning her
to the next plane—an altogether remarkable achievement.
Albanese was the fifth of seven children in a close-knit
southern Italian family, all of whom had good voices. She
was the one with ambition, instinct, and passion, and she
began to study singing in her teens. She flourished under the
tutelage of Giuseppina Baldassare-Tedeschi in Milan and at
twenty-two won the first Italian government-sponsored vocal

competition over three hundred other entrants. Her initial
operatic appearance (Teatro Lirico, Milan, 1934, as an emer-
gency substitute) and her *“official’ debut (Parma, 1935) were
as Butterfly. She was soon championed by such artists as
Gigli (who requested her for Mimi when he was about to
record La boheme) and Muzio, whom she succeeded as Italy’s
principal interpreter of the title role of Refice’s Cecilia In the
first five years of her career, Albanese sang at Teatro alla
Scala. Covent Garden (debut 1937, Lit), and the Rome Op-
era, while working regularly in smaller houses in order to
perfect her repertory. She went as far as to sing Elsa in
Lohengrin at Modena but learned that Wagner, even in Ital-
ian, was not for her.

In 1939, when a number of distinguished Italian artists left
New York for Italy to fulfill their engagements at the Teatro
alla Scala. unaware that Mussolini would forbid them to leave
the country again, Albanese went in the opposite direction.
Seeking a career in America, she managed to get herself to
Portugal and onto a boat for the United States, armed only
with the enthusiasm of youth and her great talent.

Almost from the moment of her American debut at the
Metropolitan (9 February 1940, again as Cio-Cio-San) a spe-
cial rapport existed between her and the New York public.
Despite the fact that this was the Metropolitan's 246th per-
formance of Madama Butterfly, Albanese was only the third
Italian soprano to perform the part with the company (and
her two predecessors, Claudia Muzio and AugustaOltrabella,
had only sung it once each). Albanese struck an authentic
chord not previously touched, and no singer ever became
more beloved by the Italian-American opera audience. She
endured until the closing of the old Metropolitan Opera
House in 1966 in spite of the fact that her bright, penetrating,
emotionally charged voice, with its strong top, was not really
large enough to fill that huge theater as historically great
voices have done. Albanese nonetheless made her points un-
equivocally, with the most detailed and nuanced artistry,
and her most delicate moments registered clearly. Although
remembered most vividly for her Puccini heroines and her
Toscanini-endorsed Violetta, she also loved to sing Mozart,
and brought a Mediterranean warmth and piquancy to his
operas that was quite beyond the *“Viennese School” singers.

Through the Puccini Foundation, begun with her late hus-
band. Joseph Gimma, Albanese works tirelessly for the fur-
therance of those artistic values she considers indispensable
to the survival of opera as an art form. In 1985 and 1987 she

stepped out of redrement to enjoy a personal trumph in New
York and Houston revivals of Sondheim's Follies, singing
“One More Kiss” with prodigal tone and definitive under-
standing.

—Bruce Burtoughs












































































































{HARRY CALLAHAN _|

In 1946, Harry Callahan joined the staff of the Institute of Design, Chicago. He had his first
major exhibition at the Art Institute of Chicago in 1951, and throughout his career, Callahan's
work has been exhibited widely at many major national and international museums. In 1953, he
received The Graham Foundation Award for Advanced Studies in Fine Arts. Callahan left
Chicago in 1961 to become the head of the Department of Photography at the Rhode Island
School of Design, and in 1964, the first major monograph of his work, Photographs: Harry
Callahan, was published. In 1972, he was awarded a fellowship grant from the John Simon
Guggenheim Memorial Foundation. and the same year he received a citation for distinguished
contributions as an artist, photographer. and educator from the Board of Directors, National
Association of Schools in Rochester, New York. The Center for Creative Photography,
University of Arizona, Tucson, purchased Callahan's archive in 1975. In 1978, he became the
first photographer chosen to represent the United States at the XXVII Venice Biennale. He
received an honorary Doctor of Fine Arts degree from the Rhode Island School of Designin
1979, and was elected a Fellow of the American Academy of Arts and Sciences. He received, in
1980, the Friends of Photography's first "Distinguished Career in Photography" award, and in
1985 he was awarded the Brandeis Creative Arts Medal. In 1993, Callahan won the prestigious

Edward MacDowell Medal, which is awarded for "outstanding contributions to the nation's
culture." '

1912 Bom, Detroit, Michigan
1936 Marries Eleanor Knapp

1938 Begins Lifelong Interest in Photography (Even though this is the heyday of Farm
Security Administration Photography Project, Callahan is driven to explore a more
personal expression with the camera.)

1946 Joined the staff of the Institute of Design (formerly, the New Bauhas founded by
Moholy-Nagy), Chicago.

1948 Edward Steichen (Director of Department of Photography at the Museum of Modem
Art includes Callahan in “In and Out of Focus” exhibition.

1951 First major exhibition at the Art Institute of Chicago.

Continues to exhibit widely throughout career at major National and
International Museums.

1953 Received Graham Foundation Award for Advance Studies in Fine Arts.
1961 Leaves Chicago to become head of the Department of Photography at The Rhode

Island School of Design.
1964 First Major monograph, “Photographs: Harry Callahan”
1972 Receives Guggenheim Fellowship and National Association of School Award for

distinguished contributions to teaching and photography.
1975 Archive purchased by the Center for Creative Photography, University of Arizona,

Tucson.

1978 First photographer chosen to represent the United States at the XXVII Venice
Biennale.

1979 Receives honorary Doctor of Fine Arts degree from the Rhode Island School of
Design. Elected a fellow of the American Academy of Arts and Sciences.

1980 Receives first “Distinguished Career in Photography”" award from The Friends of

Photography's Peer Awards in Creative Photography Program.






FERIS AND B GERALD. .CANTGR

Throughout recorded history the great patrons of the arts have been held in the
highest esteem for their contribution to the civilized world--the Medicis, Count Esterhazy,
and Lady Gregory, to name only a few. Today, as much as at any other time we must
acknowledge and honor art patrons for enriching our personal lives.

Iris and B. Gerald Cantor are in the forefront as patrons associated with the arts
in America. Their various gifts are among the most comprehensive this country has
known in terms of dollars, scope, and sheer variety.

First, is their total commitment to the collection of the works of Auguste Rodin, the
sharing of Rodin's oeuvre, and the fostering of his memory. Since 1945, B. Gerald
Cantor has amassed the largest Rodin collection in the world--over 730 large and small
scale sculptures, prints, drawings, photographs, and Rodin memorabilia. 3ut what is
more impressive is the donation of that sculpture to museums throughout the country:

-33 Rodin sculptures to The Metropolitan Museum of Art, New York

-60 Rodin sculptures to The Brooklyn Museum

.51 sculptures to the Los Angeles County Museum of Art

-10 bronze studies to the Museum of Modern Art, New York

187 sculptures to Stanford University Museum and Art Gallery
The sum total of the Cantors’ gifts of Rodin sculpture are 430 works of art to over 70
American institutions that celebrate the arts and culture.

The Arkansas Arts Center was the proud recipient of the Bust of Young Balzac in 1992.

‘ The Cantors’ philanthropy includes an art support program that involves the

























































The effort then moved into high gear, with the experts in each field and the
writers coming together to begin to draft, and redraft, and draft again.
Ultimately — and still under MENC'’s leadership — the group forged a
document that all participants could agree upon.

That document, which was presented to the Secretary of Education in
March 1994, is part of the agenda of our nation’s Goals 2000: Educate
America Act. Published by MENC, the National Standards for Arts
Education: What Every Young American Should Know and Be Able to Do
in the Arts provides a framnework for educational programs across the
country. Not only was the framework the first such effort for the arts, it

was the first standards project to reach completion under the Goals 2000
framework.

But MENC'’s work did not end there, because the standards — voluntary
standards — now face the test of acceptance and implementation at the state

and local level. Here, too, MENC has continued to provide the needed
leadership for .arts education.

Since the passage of Goals 2000 in April 1994, MENC made “Standards”
the battle cry of its biennial conference that same month, sending forth
8,000 educators to provide leadership for standards adoption at the local
level. In September, MENC conducted a Summit for leaders in the music
field — from music publishers to public radio stations —to promote
overall acceptance of the National Standards for Arts Education. The
results of the Summit are encapsulated in a book, With One Voice, that is
now being prepared for release.

In addition, MENC has published a number of other key Standards books:

The Vision for Arts Education in the 21st Century —presenting
the ideas and ideals behind the development of the
National Standards for Arts Education

Perspectives on Implementation: Arts Education Standards

for America’s Students - examining the issues related to the
critical issue of standards implementation (advocacy, professional
development, opportunity to learn, connections among the arts
disciplines, and assessment). The book also lays out strategies for
long-term implementation efforts by key constituencies such as
parents, school boards, legislatures, and others.

Opportunity-to-Learn Standards for Music Instruction:

Grades PreK-12 — recommending the conditions schools should
provide in order to achieve the National Standards and

MENC'’s prekindergarten standards
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{ROCKEFELLER FOUNDATION

histo description the el Foun jon
and_the Arts

For the entira eighty years of its axistaence, the
Rockefellar Foundation has sustained work in the arts: sometines
with a large and celiberately-designed presance; sometimaes in a
mora informal, or less professionally constructed set of
commitments. But whether the efforts have been large or small,
widely announced or more incidental, the Foundation has always
acknowvladged the importance of the arts in its overall
programming. This faot is all the more notable since the
Foundation’s primary dedication has bsen to work in sciences,
particularly to scienca~based developmant through medicine and
agriculture, for all of its eighty years. The original arqumants
for the inclusian of the arts in the Foundation’s mandate wvere
phraeed by Rockefeller advisors .arlz in the 1920‘s in this way:
fsome emphasis on the arts and humanities might bs a good balance
for other featuras of our program... What was the good to keep
people alive and healthy if thair lives ara not touchad
increasingly with samething of beauty?® Trustee Anson FPhelps
Stokes made a mmch atronger statement, arguing that the sciences
might not be dangerous to society as long as the humanities ware
cultivated as well.

Over the course of time, with all of its changes in
guidelines, in persannel and leadership, in geographical and
philosophical mandates, the Foundation has continued to maintain
its course: to support the "well-being of mankind®™ through the
support of sciencs and the arts and humanities. There have been
three primary areas of concentration, over time, in support of
the arts: research and developmant, strengthaning American art
forms, and ~- most recently -- intercultural and international
activities in the arts.

I. esea eve i e Arts

While the art=s and sciences are parceived in the Foundation
as in the world at large as balancing, as “two cultures" hardly
convarging, there 13 a aynergy between them that bacomes clear
within the actual grant-making and concaptualizing that takes
place at the Foundation. Both tha sciences and the arts depend
for their efficacy, their force and their achievements, on the
continual creativity of researchers and experimenters. In both
the sciences and in the artsa, Foundation support has
charactaeristically been provided for the mast venturesome, fast-
breaking talents, and for the most forward-looking work within
institutions. As early as the 1930’s, the Rockefeller Foundation
supported disciplines which wers radically altering the American
university’s understanding of the arts and humanities: modern
languages, the new litarary criticism, drama, American Studies,
Bast Asian studies, Latin American studies, for instance. All of
these disciplines have very much influenced the making and
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The Rockefeller Foundation/2

interpratation of art in the United States and carried it past
the more traditional vision which might otherwise have prevailed.

The Foundation alsac took an early interest in the new mass
media, the "talking” film and radio, making fellowships to
aducational broadcasters and documentary filmmakers and
establishing a film library at the Museumr of Modern Art in New
York. Many years later, the Foundation was a leader in funding
video artists, public television, and media centars throughout
the country. In these areas and in many others -- modern dance,
performance art, site specific art, the campact disk, just as
examples ~-- the Foundation has expressed its commitment to the
ideas and toola, the creativities, of the future, by supporting
regsarch and development in the arts.

IT.

E

Surveying thae cultural landscape in the United States in the
1930’s, an Arts and Humanities officer noted that ideas of Eurcpe
had a monopoly in the arts, and made clear that there was a
"present urgent need for a larger apprsciation of the American
cultural heritage.” With this need in aind, Foundation officers
initiated ptogramnininto position Amarican art and Amarican
artists prominantly their own country and in the world.

Grants wara made to help build regional theater groups throughout
the caountry, to support off-Broadway theater and young American
playvrights. In the twenty five yaars to follow, support vas
extandad to nev programs in creative writing (writers like
Barnard Malamud, James Baldwin, Plarmary O’Connor, banafittad)
and in music. Thae Louisville Orchestra, for instance, received
support as ona of the firat to commission and racord naw work by
Awerican cumpossras. The Foundation helped to establish new dance
coppanies lika the Eliot Feld Ballet, the Narth Carolina Dance
Theater, the Agnas DaMilla Dance Theater; six music
conservatories, and a brace of oxg::inontnl and regional theatars
focusad an Amarican playvrights, luding the Public Theater,
the La Mama Exparimental Theater Club, tha American Place
Theater, the Eugene O’Neill Memorial Theater, the Mark Taper
Forunm.

In subsequent yaars, support of American artista and the
cslehration of American artistic contributions was increasingly
focused on the needs of the individual creative artist.
Companers and choreographers were individoally funded for their
workX, and structured programs were developed to place artists in
areative working relationships with producing or presenting
institutions. Playwrighta, video artists and filmmakers,
painters and sculptors were all aided through such programs.
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Throughout this long periocd, the preeminence of American
artists became acknowledged not only in this country, but in the
world at large. Rockefeller’s long and stsady commitment to
America‘’s expression of haer valuss, dilemmas and aspirations had
qreat rewvards. And while Rockefsller was assuredly not the only
player in the remarkable emergence of American artiats, the
support of private foundations, including Rockefeller, was
probably a chief factor in this cultural shift.

III. 1 . and rmatj Are

In the last decade, the Rockefeller Foundatian has bequn a
nev set of programs which recognize the power of the arts to
represent and connect cultures. Within the United States,
programs suppert the work of ethnic artists, of alternative
artiscts, and or the institutions and communitias within which
they work. Internatiaonal programming connects these artists with
peers and audiances ahrunad, and helps to provide the experience
ana inspiration that enables nev, expesrimenting work across
national boundarias to take place. In the radically shifting
vorld in wvhich we live, artists can play a significant role in
creating undarstanding, empathy and new ideas, embodying the
nulticultural and transcultural societies we are becaming.

A wvorking sxanple of such a program is the Pund for U.S.
Artiste in International Festivals and Exhibitions, a partmership
of Rockefeller, the Pew Trusts, the U.8.I.A., and the National
Endoveant for the Arts. The forming of thix partnership has made

ssible ovar the last six years the movement of thousands of

rican artists to countrias all over the glcbe: showing their
work, featuring their diversity, and learning new ways of
thinking about the world.

In eunmary, the Rockefeller Foundation over eighty years has
succseded in denmonstrating ,in its guidelines and in its grants,
thecantrality of the arte in modern lifa. By supporting
eaxpaerimant, by supporting indigenous work, and — more recently
== by funding the intercultural movement of ideas and
interpretation through the arts, the Poundation attests to the
forca of cultural lifa and the power of artistg. The ability of
private foundations.to do this, with continuity, with
flexibility, and to builld partnerships with both the corporate
and government gectors on behalf of the arts, provides a mighty
support to culture, probably unique to the United States.

Por all these reasons, and for its unflagging balief in
artists, the Rockefellar Foundation is a strong candidate for a
National Medal of Arts.
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SENDAK. Maurice (Bernard) 1928-
PERSONAL: Born June 10. 1928. in Brooklyn. N.Y.. son of
4ilip and Sarah (Schindler) Sendak. Educanon: Aucnded the

«t Students” League. two vears. Home: New York City and
Ridgeficld. Conn.

CAREER: Worked for comic book syndicate. All-Amencan
Comics. pant tme duning high school. adapting the ** Mutt and
Jeff" newspaper stnp for comic books: Timely Service twin-
dow display house). New York. N.Y.. 1946: F.A.O. Schwana.
New York. N.Y.. display anist. three vears. During the spnng
of 1964, a one-man retrospective show of Sendak ‘s drawings
was held at the School of Visual Ans. New York City: from
December. 1975, through February. 1976. aspecial exhibition
of onginal illustrations from Sendak’s works was held at the
Ashmolean Museum. Oxford. England. Member: Authors
League. Awards. honors: Caldecott Medal. 1964. for Where
the Wild Things Are: Caldecott Medal runner-up for his illus-
trations in A Very Special House. Liute Bear's Visir. The Moon
Jumpers. Mr. Rabbit and the Lovely Present. and What Do
You Sav. Dear?: Hans Chnstian Andersen Medal. 1970. for
the entire body of his work: New York Times Best Illustrated
Children's Book Award. 1977. for Fiv by Nighs. Honorary
Doctor of Humane Letters. 1977, from Boston University.

WRITINGS—AII for children: all self-illustrated. except where
noted: all published by Harper. except where noted: Kenny’s
Window. 1956. Very Far Away. 1957: The Sign on Rosie's
Door. 1960: Chicken Soup with Rice (also see below). 1962:
One Was Johnny (also see below). 1962: Alligators All Around
(also sce below). 1962: Pierre (also see below). 1962: Nutshell
ibrary (contains Chicken Soup with Rice. One Was Johnny.

lligators All Around. and Pierre: ALA Notable Book). 1962:
Where the Wild Things Are ( ALA Notable Book). 1963: Hector
Protector {and] As I Went Over the Water. 1965. Higglery
Pigglery Pop!: or. There Must Be More to Life (Horn Book
honor list). 1967: In the Night Kitchen (ALA Notable Book).
1970; Ten Litle Rabbits: A Counting Book with Mino the Ma-
gician. Philip H. Rosenbach. 1970: Maurice Sendak’s Really
Rosie (based on the television program of the same name).
1975; (with Matthew Margolis) Some Swell Pup: or, Are You
Sure You Want a Dog?. Farrar. Straus. 1976: (editor) The
Disnev Poster Book (illustrated by Walt Disney Studios). Crown.
1977 Seven Little Monsters. 1977 Outside Over There. 1981.

Niustrator: all for children. except where noted: all published
by Harper. except where noted: M. L. Eidinoff and H. Ruchlis.
Atomics for the Millions (adult), McGraw. 1947. Robert Garvey.
Good Shabbos, Evervbody!. United Synagogue Commission
on Jewish Education, 1951; Marcel Aymé, The Wonderful
Farm. 1951; Ruth Krauss. A Hole Is 10 Dig, 1952: Ruth Saw-
yer. Maggie Rose: Her Birthday Christmas, 1952. B. S. de
Regniers. The Giant Story. 1953: Meindert De Jong. Hurry
Home, Candyv (ALA Notable Book). 1953: M. De Jong. Shad-
rach (ALA Notable Book). 1953 R. Krauss, A Very Special
House, 1953: Hyman Chanover, Happy Hanukkah, Evervbody,
United Synagogue Commission on Jewish Education. 1954:
R. Krauss. ['ll Be You and You Be Me. 1954; Edward Tripp.
The Tin Fiddle, Oxford University Press. 1954: M. Aymé,
Magic Pictures. 1954; Betty MacDonald, Mrs. Piggle-Wig-
le's Farm. Lippincott. 1954; M. De Jong, The Wheel on the
‘chool (ALA Notable Book). 1954: R. Krauss, Charlotre and
the White Horse, 1955: M. De Jong, The Linle Cow and the
Turile, 195S: Jean Ritchie. Singing Familv of the Cumberlands,
Oxford University Press, 1955; B. S. de Regniers. Whar Can
You Do with a Shoe?. 1955; Jack Sendak. Happy Rain. 1956:
M. De Jong, The House of Sixtv Fathers. 1956 R. Krauss. /

Wanr to Paint Mv Bathroom Blue, 1956: R. Krauss. Birthday
Parry, 1957. 1. Sendak. Circus Girl, 1957: Ogden Nash. You
Can’t Get There from Here, Linle. Brown. 1957; Else Minank.
Lutle Bear (ALA Notable Book), 1957: M. De Jong, Along
Came a Dog (ALA Notable Book), 1958; E. Minank. No
Fighting. No Biting!. 1958; R. Krauss, Somebody Else’s Nut
Tree. 1958; Sesvle Joslyn, What Do You Say. Dear? (ALA
Notable Book). W. R. Scott, 1958: E. Minank. Farther Bear
Comes Home (ALA Notable Book). 1959: Janice Udry. The
Moon Jumpers (ALA Notable Book). 1959: Hans Christian
Andersen. Seven Tales (ALA Notable Book). 1959.

Wilhelm Hauff. Dwarf Long-Nose (ALA Notable Book). Ran-
dom House. 1960: E. Minank, Linle Bear's Friend, 1960: R.
Krauss. Open House for Bumrﬂief'\ 1960: J. Udrey, Let's Be
Enemtes, 1961. Clemens Brentano, The Tale of Gockel. Hinkel
& Gackeliah. Random House, 1961; E. Minanik, Lifile Bear's
Visit, 1961: S. Joslyn, Whar Do You Do. Dear?, Young Scott
Books, 1961: C. Berentano, Schoolmaster Whackwell's Won-
derful Sons, Random House, 1962: Charlotte Zolotow, Mr.
Rabbit and the Lovely Present (ALA Notable Book). 1962: M.
De Jone. The Sineine Hill. 1962 | pn Toletan Alikalowtt.

Childhood. 1963: Robert Keeshan. She Loves Me. She Loves
Me Not. 1963: Randall Jarrell. The Bat-Poer. Collier. 1964:
Amos Vogel. How Little Lori Visited Times Square. 1964: Jan
\Wahl. Pleasant Fieldmouse. 1964. William Engvick tedttor).
Lullabies and Night Songs (ALA Notable Book: Horn Book
honor list). Pantheon. 1965: R. Jarrell, The Awumal Famuly
tHorn Book honor list). Pantheon. 1965: Isaac Singer. Zlateh
the Goar and Other Stories (ALA Notable Book: Horn Book
honor list). 1966: George Macdonald. The Golden Kev. 1967.
Robent Graves. The Big Green Book. Crowell. 1968: Frank
Stockton. Griffin and the Minor Canon (ALA Notable Book:
Horn Book honor list). Collins. 1968: E. Minank. A Kiss for
Little Bear. 1968: G. Macdonald. The Light Princess. Bodley
Head. 1969: F. Stockton. The Bee-Man of Om (Horn Book
honor list). Holt. 1971: Dons Orgel. Sarah’s Room. Bodley
Head. 1971. Jakob and Wilhelm Grimm. The Jumper Tree.
and Other Tales from Grimm. Farrar. Straus. 1973: R. Jarrell.

Fiv by Night, Farrar. Straus. 1976: J. and W. GAmm. King
Grislev-Beard. 1978.

Other works: Writer. director. lynicist. ~*Really Rosie™" (thirty-
minute animated television special: based on characters from
The Nutshell Librarv and The Sign on Rosie’s Door: music
composed and performed by Carol King), CBS-TV. aired Feb-

~vary 19. 1975; lyncist and setdesigner. Really Rosie {musical
play. based on television special of the same title, music by
Carol King; first producedoff-Broadway, October, 1980); lyr-
icist. set and costume designer, Where the Wild Things Are
(opera: based on the book of the same title; music by Oliver
Knussen: first produced by the Brussels Opera, November,
1980): set and costume designer for Wolfgang Amadeus Moz-
an’s The Magic Flute (opera: directed by Frank Corsaro: pro-
duced in Houston, 1980); set and costume designer for Leos
Janacek’s The Cunning Litle Vixen (opera: produced by the
New York Opera Company. Spring, 1981).

ADAPTATIONS—Movies and filmstrips: **Where the Wild
Things are™ (filmstrip), Western Woods, 1968; **Really Rosie
Stamning the Nutshell Kids™* (movie), Weston Woods. 1976;
**Pierre”’ (filmstnp with cassente), Weston Woods, 1976:
**Chicken Soup with Rice™ (filmstnp with cassette). Weston
Woods. 1976; ‘*Alligators All Around'* (filmstnp with cas-

setie), Weston Woods. 1976 ‘‘One Was Johnny'* (filmstnp
with cassette). Weston Woods. 1976.
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NATIONAL MEDAL OF ARTS RECIPIENTS

1993

Walter and Leonore Annenberg - Arts paoons
Cabell "Cab" Calloway - Singer., bandieader
Ray Charies - Singer, musician
Bess i.omax Hawes - Folkiorist
Stanley Kuniiz - Poet, educafor
Robert Memili - Baritone
Arnthur Miller - Playwrnight
Robert Rauschenberg - Arust
Lloyd Richards - Theatricai director
William $tyton-- Author
Paul Tayior - Dancer, choreographer
Billy Wilder - Movie director, writer, producer

19

N

Marilyn Home - Opera Singer
James Earl Jones - Actor
Allan Houser - Sculpicr
Minnie Pearl - Grand Ole Opry FPerformer
bert Saudek - Teievision Producer/Muscum of Broadcasung

.ding Director

Earl Scruggs - Banjo player
Robert Shaw - Orchestra Conducior/Choral Director
Billy Tayior - Jazz pianist
Robert Venturi and Denise Scoit Brown -Architecis
Robert Wise - Filim producer, director
AT&T - Corporaie Patron
Lila Wallace-Reader's Digesi Fund - Foundation Patron

191

Maunce Abravanei - Music director, conductor
Roy Acuif - Couiiiry singer, bandleader
Pieiro Beiluschi - Archilect
J. Carter Brown - Muscum director
Charies "Homni™ Coles - Tap dancer
Jonn O. Crosby - Opera director, conductor, administrator
Richard Diebenkom - Painter
R. Phulip Hanes, Jr. - Arts paton
Kiuy Cariisle Hant - Aciess, singer, ans administrator
Pearl Primus - Choreographer, anthropologist
Isaac Stern - Violinist
Texaco Inc. - Ants pairon

1990
George Francis Abboit - Actlor, playwright, producer,
direcior
Hume Cronyn - Actor, director
Merce Cunningham - Choreographer, dance company
Jasper Johns - Painter, sculptor
Riley "B.B.” King - Blues musician, singer
David Lioyd Kreeger - Aris paton
Jacob,.awrence - Painter
Hams & Carroil Sterling Masierson - Aris patrons
Ian.McHarg- - Landscape architect
Beverly Siiis - Opera singer, director
Jessica Tandy - Actress
Southwestern Bell Corporation - Corporate arts patron

1589

Leopold Adier - Preservationist, civic leader
Kaihweiine Dunham - Dancer, chorecgrapher
Alfred Eisenstaedt - Phoiographer
Martin Friedman - Museum Direcior
Leigh Gerdine - Aris patron, civic ieader
Johin Birks "Dizzy" Giliespie - Jazz trumpeter
Walker Kirtland Hancock - Sculptor
Viadimir Horowiiz (Posthumous award; - Pianist
Czeslaw Milosz - Wriier
Robert Motherwell - Painier
John Updike - Wniier
Dayton Hudson Corporaiion - Corporate arts patron

1988

Saul Bellow - Writer
Helen Hayes - Actress
Gordon Parks - Phoiographer, fiim direcior
1.M. Pei - Architect
Jerome Robbins - Dancer, choreographer
Rudoif Serkin - Pianist
Virgili Thomson - Composer, music critic
Sydney J. Freedberg - Art historian, curator
Roger L. Stevens - Adis administrator
(Mrs, Vincent) Brooke Astor - Aris patron
[Francis Goelet - Mausic patron

Obent C. Tanner - Aris pairon



1987

Romare Bearden - Painter
Ella Fitzgerald - Singer
Howard Nemerov - Writer. Scholar
Alwin Nikolais - Dancer. chareographer
Isamu Noguchi - Sculptor
William Schuman - Composer
Robert Penn Warren - Poet
J. W. Fisher - Arts patron
Dr. Armand Hammer - Arts patron
Mr. and Mrs. Sydney Lewis - Arts patrons

1986

Marian Anderson - Opera singer
Frank Capra - Film director
Aaron Copland - Composer
Willem de Kooning - Painter
Agnes de Mille - Choreographer
Eva Le Gallienne - Actress/author
Alan Lomax - Folklorist, scholar
Lewis Mumford - Philosopher, literary critic
Eudora Welty - Writer
Dominique de Menil - Arts patron
Exxon Corporation - Corporate arts patron
Seymour H. Knox - Arts patron

1985

Elliott Carter - Composer
Ralph (Waldo) Ellison - Writer
Jose Ferrer - Actor
Martha Graham - Dancer, choreographer
Louise Nevelson - Sculptress
Georgia O’Keeffe - Painter
Leontyne Price - Soprano
Dorothy Buffum Chandler - Arts patron
Lincoln Kirstein - Arts patson
Paul Mellon - Arts patron
Alice Tully - Arts patron
Hallmark Cards. Inc. - Carporate arts patron



