Lifestyle: Spring fashion, plus Nadeau’s dinner at the Pine Street Inn
Wheels: A special section on car and motorcycle care

Phaenix

In Arts; se—
Classical
contretem

Lloyd Schwartz on

the BSO and
laffaire Vanessa

a,en .

Michael Ullman on
Elington and his sidemen

Duke

Plus after-the-war games:

ermam and its vererans in drama an‘ and books

School for scandal

Billy Masiello takes to the lectern

by Charles P. Pierce

eah, that psych test was a bitch, no doubt
Y about it. And you come to the union and
the coffee’s cold, and someone’s
unplugged the Pac-Man, and all the pool tables
are taken. Nothing to do but think about how
badly you pun!eclEthal essay question. Damn
Freud. Two hours until the next class. Serious
time to kill here,
What the hell, check the bulletin board.
Camelot "82? Nope, just a dinner dance for
alums who went here when the place was still
called Worcester State Teacher's College, the
way it's carved over the door to the administra-
tion building. That was your father's time, long
before anyone conceived of the idea of
Worcester State College. WS5SC, indeed.
Whoopie State, chuckle your friends from
Assumption or the Cross. Further on down the
board. how about Spring Fest? Forget it, it's 29
outside. Someone’s holding a 25-hour
H marathon, and they hung the poster
over the subscription blanks for .if:om-
IMustrated and Popular - Mechanics. Which

doesn’t matter, because all the blanks that are
left have been filled out with names like Jimi
Hendrix and Carl Yastrzemski anyway. There's
always the WS5C Lenten Liturgy, but let's be
serious here,

Wait, the Center for the Study of Constitu-
tional Government people are having a lecture
today. Who is it? Who cares? It's two hours,
that's what it is, and beats all hell out of
watching five amateurs cut canals in the green
felt of the pool tables

Hey, there he is. The short guy over there
wearing the gray suit with the bellbottoms that
seem to be sucking up the heels of his shoes
He's sitting with a bunch of Boston reporters. A
couple of big guys come up the l'.lmﬁ toting TV
cameras and tﬂ]:HJd‘u He waves at them. “Hey,
Mr. Celebrity,” shout two women. Who is that
guy? You wander into the auditorium, and find
a seat to the left of the cameras. There's a good
shot you might be on TV,

Cut in the cafeteria, the guest lecturer is

Continued on page 10 |
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Bustin’ in
Behind

the big
prison
raid

by Michael Matza

he “operational plan”

I was as detailed as any
ever conceived by officers

of the law. Mo sirens. No blue
lights. Mo radio transmissions of
any kind. The convoy of more
tham 50 state-police cruisers,
property vans, and buses filled
with correctional officers
swooped down on the Fram-
ingham prison on January 6 in a

| kind of dead silence — and in

the dead of night. Surprise, after
all, was the essence of the thing.

Earlier, at the MCI-Walpole
Training Center, and at the
State Police Academy just miles
down the rmad fmom MCI
Framingham, the 220 men and
the handful of women assigned
te “"Project Upper Crust”
assembled for briefings
Between formal ]'lrl"‘\l;'fltdhl.lﬂ\
about their roles in what the
Middlesex District Attomey’s
office would later describe as
the largest coordinated law-
enforcement operation in the
history of the Commonwealth,”
some of the troopers checked
their riot gear. Cops assigned to
the search-and-response teams
discussed strategy and awaited
orders from designated team
leaders and unit commanders.
Following discussions about the
objectives of their mission, per-
sonnel were supplied with 60
pairs of handouffs, six shields,
18 f]d\h“ghh. six_metal detec-
tors, nine “security” screw-
drivers, and probes — law-
enforcement tools to be used in
the largest shakedown raid on a
prison population in Massachu-
setts }'.nh,:-r!.'

At 11 pm., female troopers
were briefed on  strip-search
techniques. Al 1:30 am., “pre-
deployment personnel” entered
the institution, established
portable-radio  contact with a

Continued on page &
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s Sacred Mirror senes

Cawcasian Male

Grey’ s anatomy

by Kenneth Baker

re Comtinees

I B
subject i the history of
T painting. bui orginal
enils. of have become

asingly rare in 20th-cenibary

art. We might see in Abex Grey's
Sacred  Mirrors b the Stun
Cal through  April 24) an

ambiticus atlempt 0 invent a
new use for the human form in
painting, | say “might™ because |
kmow that some prople will find
n Grey's ari litide enore than
documentation of a personal
obsession. At times | see it that
way oo

Carey & basically
realsstic in wivle Bt extremne in
other respecis:  extremely
fastidious. programmatic n it
comsistency, disarmingly didactic
Sin of the paintings in the present
show look pretty conventional
for they are simply Frontal node
figares of black, white, and
Driental men amd women, Two
ferations make these pic
bess straightforward than
at first. One i the
Sacred  Mirmors

wark s

Crossing

b Hirsi real o
W was  in

the castler of

Rleamang
sold | Rad imagined

From
tle  that
CWEE EVETY
Sunday night on Walt Dis
the sophmsbication of Dungeoms
and Dragoes plaved by under
graduates on compuaber bermanals
the myth of the castle has besn
A mmeric i Fed

Jakur
inventor of remobe control, was 4
k 1955, he built
his own overlooking the sea on
the mocky shores of Cape Ann
Hammond's casthe and  the
clioe 1 houses i
i Amencan [antEsy
the eclecticism of the
American  collector.  Medieval
Romanesque, Gothic, and
Renaisiance objects reside within
sn srchitectural hodgepodge of
Fremch, German, Waliam, and
Erglish sayles

urrently on display a2 Ham-
mond Castlé (which has been &
museum since Hammond s death
in 1985 is an exhibit called,
"Castlesc An Enduring Fantasy.

Fy B

% Hamm

ol castles. In

and o

uses of Black in Spanish art —
that of Zurbaran and Goya for
example. The meference s
especially apparent in the picture
that presents uws with a full
standing skeleion. Thia canvas
seem 1o embody the grim fooes
on  morality that recuns in
Spanish painting. whereas the
other paintings in the serbes have
meore i common with medical
testbook  illustrations (a gifbed
draftsman, Grey sometimes does
ireelanee medicsl llustration)
The power of these images
derives im part from the eveballs
that Grey has left in his Figares,
even in the one that shows us the
nervous  ystem.  with  neardy
everything else remaved, When
vou notie the eveballs, vou
realize that the realissn Grey (and
implicitly every other “realist™)
adheres to ignones. the difierence
between the living and the dead.
Those staring eveballs, which
seem 1o gape with awe or harmar
where their lids and sockets have
been removed. food s for a
moment into thinking we are
lesk images of living per
in fact several of
% have boen subjected

e, wh

thiess figu:

Psvchic Energy Svstem.”

AR SN SV R

ard

b desspchions no human being

could w

1w
s il in compensation for his
represendations  of the  body
flayed and latd open, Grey has
done four canvases envisioning
the body & mepresenbted by
sacred  amd  esoteric  (Easbern)
symbolism. The workmanship in
these less biveral images i prac
tically famatical. for Grey has
triedd to render all the forces that
define the living body's field of
energy. This group of works
passes abraptly from the realistic
o the visionary
Once we've gotien over our
mnatial amazement at Grey's tech
nical control. his knowledge of
anatomy and mysticism, and the
sheer demsity of labor thess
canvases record, some
philosophical pmNr-rM eERETRE
Clearly, Grey's paintings go
beyond the limins of traditional
piciorial realism. at least for-
mally, but he dors mot seem o
have resolved ihe problem of the
maberialism implicis in realistic
representation. You semse this
inasmach a5 you find the images
of the body's physical systems so
much more convincng than the
evocations  of it ntangible
essence. Representation is sedus
Hve as long as we don't wee it For
what it is. and it becomes really
conspaciaes in the context of the
images  as  signifving  direct
The other consider

The MNervous Svstem

RS

s the presence
g5 in the show,
take the

of o
paintngs
ed of the picture

plane a3 mirror far bevond the
limits of “realism

The “Sacred Mirross” are
mioanded w0 that their bofiom

edges are at floor level. Each s
about lour by seven feet. so that
the figure in each & abous life
Standing in front of sach
| figure, you can feel the
paraliel between your own pos
ture amd that of the picture’s
subject. This senaation & not very
significant until you come w the
mages in which Grey has lom
away the figue's skin oo
musrulaiure of Major ongans, or
the skeleton isell. Your first
glimpse of the more visceral
mages in the seres will ™3
shack, yet there is a kind of joks
urking in  Grey's  ostensibly
grobesque revelations of the
body's innasds. We might see in
these paintings a satire on the
claims of realist am 10 dephct chear
vision: here we get  realism
pushed o the point of x-ray
viskon

Each of the “Secred Mirmors’
presents a full fgare o an
wninflected  black ground  of
indefinite visual depth. This use
of black i the obvious framing
solution, yet it also recalls the
Sacred Mirrors” only whin the
artist ries to make it describe
imvisible life forces. In the more

literal, visceral images im she
sevies, the credibility of what we
#% s our experience of
micrbdity

Bow morbadity is & big isswe in
Baman existenoe, and one that §n
wsaally tends bo skirt, so Crev
distifigaishes himsell in having
taken o on st all. But he does mot
wem it realor that the stvle of
his work irevitsbdy penders tha
most morbid images in the wnes
the most powerfal. This s s
becapse pictorial representaior
B st suied o delinestng
Iviera! vissom of reality, and tha
literal wision of embodiment
meluctably morbsd. Yer wha
et pictorial convenzions oo
Grev hive chosen bo accomnl
thee purpoEs of the present ser
of work

AT a sirangr aualie

v art that add

t hor & whi

First of all, the did et
of the “Sacred Mirrors™ s so lar
out of step with recent amd

curremt art fashions as o maks
you wonder whether the artist is
serbous. Your doubis about Bis
earnestness  dissipate onoe you
percwive the amouni of labor
that's gone into his canvases
nobody works that hard for
irony’s sake, There is samething
sdmirable im Crey's intention to
make representation affect
directly and exparsively our
serse of owr own and others
reality. Yet can he really believe
that these paintings will
accomplish, or  even  make
possible, such 4 broadening of
spiritual ‘wwareness?

Part of the f[scnation of
Grey's paintings is that they are
w0 close to the basic questions we
all b about art. Can o painting
actually affest someone's
attitudes  toward anything
besides painting’ Does pictorial
representation really cul through
the prosaic monologus of mun-
dame conscioutness and achisve a
oommanication more direct Fhan
words? b representation depen-
dent on the relationship of a
picture o s tile? (Would we
wunderstand Crey's images o we
didn’t know they were called

Sacred Mirrons'T) Although you
won't amive J the andwens o
these questions by looking at
Grey's paintings, you should see
his work, because there s nothi g
i combemporary art bike i

the moat

The

exhibit claims o

mvihs and

caplon

realities of
e and the LS, but
s it does betier

those  wh
the Metro
Museam of Ar  the
Cooper-Hewin, the Worcester
frt Museum, ard Walt [ianey
Studios

The great hall of Hammond
Casthe is the showplace for much
of the Maddle Ages dasplay. The
hall itseli resembles a medieval
cathedral. with its reproduction
of the central section of a stained
glass  window From  Chartres
cathedral anad & Wiage ongan that
Harmemonad himsell Bule

In feudal Europe, castles were
Fortresses  that needed o b
stromg fo resist attack. Bud aside
from this practical butiness of
deferse, the castle was romanti
cized a5 a mataphor of lowe. The
meoat motable phooes on display in
the hall, ilustrating both ]
of casfles, are a German salt of
armaor from the Lith cemtury and
& carved ivory casket lid from the
l4th century depicting a siege on
the castle of love,

The strongest part of the
exhibit is the section dealing with
the Cothic revival. The 18th-

RO
ts ane

century rekindling of imerest in
the chivalric past paved the way
For wribers like Sar Waller Scott
and Mary Shelbev and artists like

those of the Hodson River
School

One room of the castle has
been made © resemble  the

library of Horace Walpole, the
18th-contury writer who helped
mestore  the Gothic sivle 1o
architeciure as wiell as lierature.
His home, Strawberry Hill, is a
Ceothac monstrosity that proavided
Walpole with the inspiration fof
his Casile of Otranto — the first
Caothic novel. In addition o this
book, the exhibit inclodes early
editiona of Frankevssein  and
Draculs. Whereas  Sir Walter
Sooft invoked the sdventuse and
glory of the chivalric tradizion,
Shelley and Bram Seoker used

ghoomy castles as backdrops for

horror and s L

Artists like Thomas Cole and
Jasper Cropsey were part of the
1%th-century Hudson River
School that joumeyed o Europe
and returned to paint landscapes

that were & curious mictere o
American willerness and Euwro-
pean  battlerments swathed in
romantic pink light. In Thomas
Cole's Mediterramearn  Coast
Seene with Tower,” a rain of a
castle books out over the wwea
Even as nans, castles have
mythic power as symbuls of the
impermanence of man’s creations
ard the romamce of s visson
The Popular Explosion section
ranges rom the 19%h century to
the present day. 1t features work
by artists like Madicld Parrish
and Walt Diseey, writers like
those who formed the pre
Raphaelite brotherhood, and
American and European
anstocrats like Hammond who
buile castles of their own design
The sdvent of the Indusérial
Hevolution b;w;lﬂ with it an
mcreasing enthusasm for a ideal .
ized and simple past. and the
castle became the symbol of
drearms and love amid decay, As
dontimees b ke
the wiorld more efficent and bess.
romantic, the symbol persists.

The supharic expression on the
face o the girl i Masficld
Parrish’s “The Dinkey-Bird.™ as
she swings in Front of a casthe in
the chouds, conjures & Langusonous
wiwkd where dreams come true
Photographers of modern cas
tles show how this popalar myth
eranslates inbo stone and moriar
MNeuschwansten, the castle thai
Lusdwig 1l of Bavaris bulli i
Lute 19HR cenhary

egomaniscal fantasy of gold ar
sparkling white set b0 & sma
alp. In the US, the Fital

emnbellished.  dismar i
brought over castbes. They had
n real Bistory of their own bul
were rich enough to import a
senae of the past, stone by sion.

Hammond Casthe stsadl, if nod 2
typical robber-baron foriress, s a
varation of the gemre. My
iivorie room contams o loan
eshibits. This was the courtrard
which Hammond meended b
convey the feeling of & town
square. Each fagde is taken from
a different European setting. one
s from  15th-century  Amiens
(France): ancther s from 12th
century Ravello (Italy)

In the center is a simulased
Homan implavium with columes
and & third-century Roman
sarcophagus. The oourtyard s
enclosed by & greenbouse-like
oeiling. amd hibmous and other
plants thrive here. The owerall
effect s delightfully confusing
ard reminiscent of the garden in
the Gardner Museum — not
coincidentally, as Hammond and

older Europe
will no bst
endure for cemturies. o

its




